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FOREWORD

The appearance of this catalogue brings to a conclusion a magnificent collaborative venture, first conceived in the late 1960s as part of a wide-ranging programme to publish all the major holdings of the
Royal Collection in scholarly form. In the intervening years a very substantial amount of archival and
historical research has been undertaken on almost all aspects of the Collection – not least, as may readily
be judged from the bibliography of this catalogue – on the gems and jewels which it encompasses.
With great dedication and single-mindedness Dr Kirsten Aschengreen Piacenti has striven to bring
to completion her work on the modern gems and jewels – by some considerable way the largest part of the
collection – while maintaining important positions in Florence, at the Museo degli Argenti at the Palazzo
Pitti and, more recently, at the Museo Stibbert. Sir John Boardman has meanwhile kindly undertaken the
task of cataloguing the ancient gems, and to this joint work has been added the significant contributions
of Beatriz Chadour-Sampson and Martin Henig, together with those of several past and present members
of the curatorial staff of the Royal Collection. The result, therefore, is a far more comprehensive and
substantial catalogue than was first conceived, when the parameters were confined solely to the gems and
jewels kept at Windsor Castle.
Compared to the great European princely collections of gems, such as that of the Medici, or the
magnificent (but now dispersed) Marlborough collection, the Royal Collection’s holdings of cameos,
intaglios and jewels may appear somewhat patchy. None the less, thanks to the combined efforts of the
various contributors to the catalogue, and the detailed work on Royal Collection inventories over the last
twenty years, a picture has emerged of sporadic and occasionally intense activity from the beginning of
the sixteenth century up to and including the present reign. Figures as disparate as Henry, Prince of Wales,
in the seventeenth century, Queen Caroline (consort of George II) and her grandson George III in the
eighteenth century, and George IV in the nineteenth century, emerge as notable participants in the formation of a collection which includes a number of masterpieces and, cumulatively, a considerable quantity of
rare or unusual pieces with interesting and relatively complete provenances.
In bringing this assemblage together, a work of reference has been created which not only sheds a
new and revealing light on the objects themselves (for example much new technical information concerning the stones and their settings has been included for the first time), but also on the personalities (as collectors) of those members of the Royal Family who have made significant contributions to the collection
over the last four hundred years. We are all greatly indebted to the authors for their splendid achievement.
Sir Hugh Roberts
Director of the Royal Collection
Windsor 2008
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PREFACE and ACKNOwLEDGEMENTS

Many years ago my old professor, Anthony Blunt, suggested that I produce a revised edition of the
unpublished Gems and Jewels catalogue at Windsor, known only in typescript form. The project has followed me throughout my working life. That the publication finally sees the light of day is owing to the
patience and perseverance of succeeding directors of the Royal Collection: Sir Oliver Millar, Sir Geoffrey
de Bellaigue and Sir Hugh Roberts. I cannot thank them enough for all their help and encouragement.
They believed in the catalogue, and their friendship was a much-needed support. The same goes for their
wives: Delia, a friend from Courtauld days; Sheila, Registrar of the Royal Archives when I was turning
over documents in the Round Tower at Windsor; and Jane, the present Royal Librarian and Curator of the
Print Room – where I have spent so much time poring over the little objects that constitute this catalogue
or consulting books and prints. It was a wonderful world and I feel privileged to have been part of it, however marginally.
The catalogue received a great push forward during my month in Malibu as a ‘museum scholar’ at
the J. Paul Getty Museum. This was an unforgettable experience and an occasion for a harassed museum
director to pursue special studies. In my case it meant being able to dedicate my time entirely to the catalogue, with a marvellous library at my disposal. I am grateful to Peter Fusco for this unique opportunity.
Had events allowed me to stay for the full period, I might even have finished the catalogue then and there.
This was not to be, and in the meantime the world moved on. Jewellery attracted new interest, and the
Society of Jewellery Historians was born. Beatriz Chadour-Sampson was invited to assist with the editing
of my text and provided useful checks and corrections, for which I am truly grateful. All the stones, in
both gems and jewels, have been scientifically analysed by Nigel Israel and Christopher Cavey, and are
now described using the correct gemmological terms in the place of the time-honoured ‘artistic’ nomenclature. The editing of the catalogue, in all its stages, has been meticulously overseen by the Commissioning Editor for the Royal Collection, Marie Leahy, and to her, to the designer, Maggi Smith, and to the
Royal Collection’s senior photographer, Eva Zielinska-Millar, I am also very grateful. My thanks go,
too, to Jenny Knight, who copyedited and proofread the text, and to Debbie Wayment, who organised the
production of the catalogue.
The curatorial staff of the Royal Collection has also grown and now includes those with a wide
range of specialist expertise that has been put at the disposal of the catalogue, enriching some entries and
adding others de novo. With the advent of a computerised collections management system in the Royal
Collection, many more objects have come to light and have been added to the catalogue, notably orders
and some more personal jewellery. In this connection I am grateful for the assistance given by Kathryn
Jones, Stephen Patterson and Matthew Winterbottom.
Over the years in which this catalogue has been in preparation, I have had the opportunity to discuss
the pieces with many friends and colleagues. I am extremely grateful to them all and should like to mention in particular John Boardman, to whom are owed the entries on the twenty-three ancient gems, and
Martin Henig for his essay on the Ashmole manuscript; also Charlotte Gere, Ronald Lightbown, the late
Ruth Rubinstein, Judy Rudoe, Gertrud Seidmann, Anna Somers-Cocks, Luke Syson, Hugh Tait and
Charles Truman in Great Britain; Detlef Heikamp in Florence; Daniel Alcouffe, Michèle Bimbenet-Privat
8
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and Mathilde Avisseau-Broustet in Paris; and Mogens Bencard and Jørgen Hein in Copenhagen – a
coterie of experts who share with me a fascination with gems and jewels. Others who have given invaluable help include: the late Janet Arnold, Tara Aves, Bruce Barker-Benfield, David Beasley, Curzio Cipriani,
Lucy Cullen, Peter Day, Rudolf Distelberger, Richard Edgcumbe, Ian Freeman, Dominique Fuchs,
Philippa Glanville, Ian Jenkins, Alan Jobbins, Norbert Jopek, Julia Kagan, Ludvik Kalus, Susan La Niece,
Arthur MacGregor, the late Sir Robin Mackworth-Young, Joanna Marschner, Simone Michel, Michele
Michelucci, Harvey and Elly Miller, Julian Munby, Charles Noble, Richard Ovenden, Venetia Porter, Paul
Robinson, Diana Scarisbrick, Jeffrey Spier, David Sturdy, Ingrid Szeiklies-Weber, Claudia Wagner,
Christopher Watkins, the late Sir Francis Watson, Richard Welander, A.E. Werner and Peter Zazoff.
Finally I should like to remember my family, and in particular my parents and my husband, who
supported me throughout. Unfortunately they are no longer with us today to rejoice at the completion of
the task.
Kirsten Aschengreen Piacenti

CONTRIBUTORS to the catalogue

Tara Aves: no. 286
Beatriz Chadour-Sampson: nos. 228, 233, 237, 262, 282–3, 285, 288, 293, 296
Kathryn Jones: nos. 262, 272, 274, 276, 327
Simone Michel and Peter Zazoff: no. 175
Stephen Patterson: nos. 289, 297, 309, 313, 314–15, 317–22
Jeffrey Spier: no. 24
Matthew Winterbottom: nos. 225–6, 228, 237, 246, 248, 273, 276, 324–6
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FIG.

1
Hans Holbein the Younger,
Henry VIII, c.1536.
Oil on panel.
Thyssen-Bornemisza Collection,
Madrid

The Royal Collection of Gems and Jewels is a collection of precious objects distinct both from the
Crown Jewels housed in the Tower of London, and from The Queen’s private jewels. Since 1838
this collection has been kept at Windsor Castle, where it has been augmented by the acquisition of
a small number of historical jewels. The collection consists of cameos, intaglios, jewels and
badges; one gem-studded tankard; and three snuffboxes set with cameos together with one set
with an intaglio.1 They are all included in this catalogue. There are 277 gems, of which 24 are
‘antique’ (pre-Renaissance) and the rest ‘modern’ (sixteenth to nineteenth centuries). The cameos
far outnumber the intaglios; the reverse is the case in most other eighteenth-century collections.
The jewels are relatively few and mainly Renaissance. Some badges of insignia have been included
as part of the collection because of their particular art-historical interest, others because a gem is
signed, as are some of the Lesser Georges from the Order of the Garter. Of the jewels that are featured, one has been smothered with gems, and some of the gems have important mounts that
transform them into jewels.
In the present catalogue, the whole collection is published for the first time. In 1862 it was
shown to the public in an exhibition held at the South Kensington Museum; 191 pieces were
included, according to the catalogue, though only 10 are described in any detail.2 In 1872 C. Drury
E. Fortnum submitted a detailed report to Queen Victoria, which is still in the Royal Library in
manuscript form, and which may be considered the first inventory. The number of entries is 292.3
A selection of these was discussed by the same author in a talk in 1874, published in 1880.4 After
three further articles by Clifford-Smith in 1901–2,5 the collection seems not to have attracted scholarly attention for several decades. In modern times many of the jewels have appeared in books on
jewellery, and a number of gems have been included in recent exhibitions at The Queen’s Gallery
in Buckingham Palace. The collection as a whole, however, remains virtually unknown.
Unfortunately, documentary information about the collection is scanty, and it has not been
possible so far to establish an exact provenance for many of the objects. However, it does seem safe
to assume that what survives today was mainly collected during the eighteenth century, with at least

1 The term ‘gem’ is used to denote carved hardstones or
engraved gems (not gemstones).
2 J.C. Robinson (ed.), Catalogue of the Special Exhibition
of Works of Art of the Medieval, Renaissance, and More
Recent Periods on Loan at the South Kensington Museum,
1862; rev. edn, London, 1863.
3 The total corresponds to that of the 1862 exhibition, and
the pieces were probably the same. It is, on the other hand,
fortuitous that the collection still consists of about the
same number of items: certain pieces present in 1872 have

not been included in this catalogue (especially some of the
orders) whereas others, as will be seen, were added at a
later period.
4 C.D. Fortnum, ‘Notes on some of the Antique and
Renaissance Gems and Jewels in Her Majesty’s
Collection at Windsor Castle’, Archaeologia, XLV, 1880,
pp. 1−28.
5 H. Clifford-Smith, ‘The King’s Gems and Jewels at
Windsor Castle’, Connoisseur, IV, 1902, pp. 221−6;
V, 1903, pp. 77−83, pp. 238−44.
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FIG. 2
Abraham Gorlaeus of Delft.
Engraving from the 1609 edition
of Dactyliotheca, as included
in Pomponius Gauricus,
De Sculptura Liber. Leiden, 1609.
Warburg Institute,
University of London

two outstanding pieces going back to Charles I. In this period, three principal protagonists may be
singled out: Caroline of Ansbach (wife of George II), George III and George IV. In the case of the
last named, research in the Royal Archives has brought to light much new information.
Knowledge of the pre-seventeenth-century collection, none of which is positively identifiable today, is even more patchy. Henry VIII’s collection is known to have included a number of
cameos mounted as jewels. Among them were ‘a faire Camewe set in golde wherin were set iiij
faire Emeraldes for a broche’ and ‘an other Camewe set in golde wherin were set iiij moo emeraldes for a tablet’, presented to the King by the Master of the Jewel House as a New Year’s gift in
1538/9.6 On the same occasion the gem-cutter Richard Atsyll (otherwise Atzill, Attsell) gave the
King ‘a broche of golde with an antique hede’.7 Henry VIII’s inventory also mentions a few
cameos, including ‘an Agathe of the kinges face that now is’ (Edward VI), ‘a roll with v ringes

6 M. Hayward, ‘Gift Giving at the Court of Henry VIII:
The 1539 New Year’s Gift Roll in Context’, Antiquaries
Journal, 85, 2005, p. 167. The roll makes clear that the
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cameos and emeralds already belonged to the King;
the Master’s gift was the cost of setting them in gold.
7 ibid., p. 168.
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FIG. 3
Isaac Oliver,
Henry, Prince of Wales, c.1612.
Vellum, laid on card.
RCIN 420058

whereof two sapphires and three camews’, ‘a roll with iiij
Ringes whereof one Sardon graven with two faces, a Cornelyn,
an Onicle graven and a Saphire Lope’.8 In one of the coffers
there was ‘a large Antique hedde of white Agathe set in Copper
guylt and garnished with counterfeit stones’.9 It is tempting to
identify this with the large cameo (no. 1) but for the ‘counterfeit
stones’. The description is, however, too vague, and it is just
possible that the Claudius came into the collection through
Henry, Prince of Wales (d.1612), from the famous cabinet of
the collector Abraham Gorlaeus of Delft,10 as discussed by
Boardman. Of the other Tudor monarchs, Elizabeth I was also
known to be keenly interested in gems, although nothing identifiable as of hers survives in the collection today.11
One early document of great interest exists: namely the
inventory drawn up for Charles I in 163912 by Abraham van der
Doort. In this inventory can be found the large Claudius cameo
(no. 1) as well as the two agate cameo portraits of Philip II
of Spain (nos. 214 and 215). Van der Doort had been lured to
England by the promise of Henry, Prince of Wales, that he
would become Keeper of the Cabinet Room, but because of the
Prince’s untimely death in 1612 he only succeeded to that post
on the accession of Charles I in 1625.13 The Cabinet Room, which
was originally at St James’s Palace, was moved in due course to
a newly built room at Whitehall in the Privy Gallery,14 where the
gems were kept together with the King’s collection of coins and
medals. Van der Doort’s list of items kept in the Cabinet Room
included large and small gold medals and engraved gems depicting various emperors, kings and
senators; medals in silver, brass and enamel; and engraved hardstones. Some of the collection was
displayed in a case described as a ‘Table of black ebbone wooden laied in wth white Ivory under
wch Table is a place wherein is a sett of tourn’d round Tables made of Ivory’.15 Other groups of
medals were stored in drawers lined with white felt or those described as ‘leatherne … wch is

8 D. Starkey (ed.), The Inventory of King Henry VIII.
The transcript / Society of Antiquaries MS 129 and
British Library MS Harley 1419, London, 1998, p. 68,
nos. 2147, 2154 and 2157.
9 ibid., no. 3043.
10 One of the most important collections of its time, it was
first published in 1601 under the title Abrahami gorlaei
Antverpiani Dactyliotheca seu Annulorum sigillarium
quorum apud priscos tam Graecos quam Romanos usus.
E Ferro Aere Argento & Auro Promptuarium. Accesserunt
varium Gemmarum quibus antiquitas in Sigillando uti
Solita Scalpturae. [The Dactyliotheca of Abraham
Gorlaeus of Antwerp, or the use of rings and seals among
the early Greeks and Romans. Of iron, bronze, silver and
gold, a handbook. There are added engravings of various
gems which the ancient world was wont to use in sealing.]
The collection proved to be so significant that the
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12
13

14
15

catalogue was reissued in 1695, long after the collection
had been dispersed. See Appendix II, pp. 268–81.
An inventory of Elizabeth I’s jewels in 1587 lists ‘a ringe
of golde wth a man’s hedd made of agate’ and ‘a ringe
of agatt with a seale of th’armes of England graven
therein’ (C. Oman, British Rings 800–1914,
London, 1974, p. 134).
O. Millar, ‘Abraham van der Doort’s Catalogue of the
Collections of Charles I’, Walpole Society, XXXVII, 1960.
Van der Doort experienced many difficulties in the
management of the Cabinet Room, suspecting that certain
courtiers – in particular Thomas Carey, Gentleman of the
Bedchamber to Charles I – had removed from St James’s
Palace medals, agates and other objects that the King
had inherited from his brother, Prince Henry.
Millar, op. cit., p. xiii.
ibid., p. 74.
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stroked wth goulden strokes’.16 Individual pieces were catalogued as being kept in ‘black hoopes’,
‘black horne hoopes’ or ‘round horne hoopes’.17
The Commonwealth inventories list several cameos and tables in hardstone sold in 1649,18
with an indication of the price paid and, sometimes, also of the purchaser. It is interesting to note
that when a frame is mentioned it is often described as silver. Silver-gilt fillets are found on many
of the pieces in the collection today, and it is here suggested that these may date from the seventeenth century, particularly as they occur on gems representing historical personages from the
early decades of that century (see pp. 266–7).
After the Restoration in 1660, the collection of coins, medals and gems in the Cabinet
Room, which had survived the Interregnum largely intact under the care of John Drury,19 was
placed in the care of Thomas Chiffinch, Keeper of the King’s Jewels. John Evelyn, the celebrated
diarist, recorded a visit in November 1660 to ‘his Majesties Cabinet and Closet of rarities’, where

16 ibid., p. 134.
17 ibid., pp. 135, 218, 219.
18 O. Millar (ed.), ‘The Inventories and Valuations of the
King’s Goods, 1649–1651’, Walpole Society, XLIII, London,
1972, pp. 418–9, nos. 27–45. The word ‘table’ is used in
these inventories to describe a large flat-cut or table-cut
stone.
19 A. MacGregor (ed.), The Late King’s Goods. Collections,
Possessions and Patronage of Charles I in the Light of the
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Commonwealth Sale Inventories, London and Oxford,
1989, pp. 412–13. See also H.W. Henfry, List of the
Coins and Medals of Oliver Cromwell, Brighton, 1871,
pp. 101–2. Hugh Peters defended the cabinet in 1648 and
delivered the keys to General Ireton. The following year
John Drury was appointed by the Council of State to the
post of Librarian at St James’s Palace. The cabinet thus
fell under his control during the Commonwealth.
(See Appendix II, pp. 268–81.)

FIG. 4
Attributed to William Dobson,
Abraham van der Doort,
before 1640.
Oil on canvas.
State Hermitage Museum,
St Petersburg
FIG. 5
Attributed to Jacob Huysmans,
Portrait of a collector,
possibly Thomas Chiffinch,
c.1655–60.
Oil on canvas.
National Portrait Gallery,
London
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FIG. 6
Christian Friedrich Zincke,
Caroline of Ansbach, 1727.
Enamel. RCIN 421820

he described some of the gems then on display.
These included ‘a vast number of Achates,
Onyxes, and Intaglios, especially a Medalion of
Caesar, as broad as my hand: likewise rare Cabinets of Pietra Comessa’.20 Reflecting later on
the state of this collection, Evelyn lamented
that it was ‘impair’d, and miserably imbezel’d,
not only by the Rebels during the late Civil
Wars, but even since, thro’ Negligence of others,
is of deplorable Consideration’. He recalled that
‘Their late Majesties had yet a very rich and
ample collection, which I well remember were
put in Order, and Methodiz’d by Mr. Ashmole,
soon after the Restoration of King Charles the
Second, which I hope and presume may still be
in being and to be recovered.’21 For Ashmole’s
recording of the collection, see p. 269.
Little can be said with certainty of the later
Stuarts as gem-collectors. Inventories taken of
Mary II’s jewels after her death in 1694 list several onyx Garter badges set with jewels, a carnelian set with ‘ye bottom of a crown, with a lion at
the top in gold’ and a ruby ring, the stone ‘graved with arms’.22 It must be presumed that some of
the contents of the Cabinet Room survived the devastating fire at Whitehall in January 1698.
Prince George of Denmark, the consort of Queen Anne, inherited some jewels and precious
objects from his mother, Sophie Amalie of Brunswick, Queen of Denmark, in 1686.23 Some of
these may have survived in the collection but none can be identified with certainty.
Moving into the eighteenth century, we are on more certain ground. Four documents of the
mid-century referring to the collection of Queen Caroline (1683–1737) list a number of gems
which survive in the collection. The earliest of these is an inventory of the ‘Curiositys & Medals in
the Cabinet in His Majesty’s Library’, datable to before 1755.24 The first item in the first drawer is
‘a hanging Jewell of onexes containing 12 heads and a piece of figures in the middle’. This description may safely be identified with no. 286, making this jewel a particularly early and interesting
example of a collector’s display frame. The second item is ‘an Onex of the Adoration of the Kings’
which must be no. 210. The other drawers contained a great many cameos of heads and busts,

20 J. Evelyn, Numismata. A Discourse of Medals Ancient
and Modern, III, London, 1697, pp. 260–2.
21 ibid., pp. 246–7. For a discussion of the fate of the
Stuart collection of gems after the Restoration,
see pp. 268–81.
22 British Library BM.Add.Ms.61420, Blenheim Papers,
CCCXX, ff. 112–17, for an inventory of Queen Mary’s
jewels dated to 21 January 1695 and 7 August 1714.
23 Rigsarkivet (Danish State Archives), under ‘Kongehuset.
Dronning Sophie Amalie’. I am very grateful to Jørgen
Hein, The Royal Danish Collections at Rosenborg and
Amalienborg, for having brought this document to my
attention.

24 British Library BM.Add. Ms. 20101, f. 60. This seems to have
been compiled by Mrs Purcell, seamstress and confidante to
Queen Caroline, and was handed over to the Housekeeper
by her. She was born Margaret Wyvill, daughter of Sir
Marmaduke Wyvill, Bt. She remained in the employ of the
royal family until her death in 1755. The inventory was
therefore written some time between the death of the
Queen in 1737 and her own. I am extremely grateful to
Joanna Marschner for having brought this document to
my attention. See J. Marschner, ‘Queen Caroline and the
European Princely Museum Tradition’ in C. Campbell Orr
(ed.), Queenship in Britain, 1660–1837. Royal Patronage,
Court Culture, and Dynastic Politics, Manchester, 2002.
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which are not otherwise described. Many are unset, but several are ‘set
in gold and enamelled’ and might refer to the gems with French mounts
(see pp. 266–7). ‘One bust with a cap set wth jewells one out the shoulders amethest the plate gold’ may be the pendant or badge of no. 279.
The other inventories relating to Queen Caroline’s collection
originated with Horace Walpole. In 1758 he published the catalogue
of James II and VII’s pictures at Kensington Palace (by William
Chiffinch), as well as the inventory of paintings and drawings in
Queen Caroline’s closet (by George Vertue). Later, probably in 1763,
Walpole added in his own copy a handwritten list of objects found in
the late Queen’s apartment.25 Here, among ‘other pictures and
curiosities’, he mentions the gems. In the ‘cabinet of crystal vases caskets etc’ in a ‘large drawer of rings seals etc’ we find, amongst others,
‘2 heads of James 1st cameos. very fine head of Mary Queen of Scots,
profile with a veil, cut on onyx, in old setting for a thumbring’. In the
drawers below:
great number of cameos and Intaglias, few good. The most
curious are Hen. 8 and Pr. Edw. cameo on one side, intaglia
on the other. 2 of Eliz. by Valerio Vicentino, the larger good.
one better of Hen. 4 of France. 2 of Philip 2 … fine bust of
Commodus with the lions skin. An Emperor with a spear,
of the bas empire on onyx. Sabina, many cameos, small set
in enamel as if designed for buttons.
One of the heads of James I and VI is later described as being full face and with a hat, so it is
likely to be no. 217. The Mary, Queen of Scots, is probably no. 242, although it is not in a ring
and the identification cannot be accepted without question. The Tudor cameos appear here
for the first time. The cameo of Henry IV of France is unlikely to be no. 216 as it is later listed as
‘not set’, and in any case it is difficult to see why Walpole should consider this better than
the Elizabeth cameos. The collection still contains two portraits of Philip II; and the bust of
Commodus, which is later described as a ‘Hercules in agate’, can only be no. 32.
It is of particular interest that the little cameos with enamelled mounts are mentioned here,
described as ‘buttons’ by Walpole who evidently considered them costume decoration (nos.
205–6). Similar mounts are found on other gems in the Royal Collection, thirty-two in all, in
some cases with enamelled openwork panels on the reverse. There are variations in the design
and four basic types may be distinguished, here called ‘flames’, ‘petals’, ‘leaves’ and ‘pearls’. The
last group is always in white enamel; the first two may be turquoise, green or white, with or without
black ‘dots’. The characteristics of one group are sometimes combined with those of the others, so
there is no reason to doubt that all these mounts derive from the same workshop.

25 A Catalogue of the Collection of Pictures, etc.
Belonging to King James the Second; (copied
from a MS in the library of the Earl of Oxford);
To which is added, A Catalogue of the Pictures and
Drawings in the Closet of The Late Queen Caroline,
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with their exact measures; and also of the Principal
Pictures in the Palace at Kensington. (with additions
by Mr. H. Walpole), London, printed for W. Bathoe,
1758. The words in brackets are handwritten additions.
(RCIN 1112557)

FIG. 7
Jost Amman,
Der Steinschneider
(The gem-cutter).
Woodcut from
Jost Amman and Hans Sachs,
Das Ständebuch.
Frankfurt am Main, 1568
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Other mounts of this kind recur on cameos in the Cabinet des Médailles that are listed
in the 1664 inventory of the French royal collection, and especially on pieces from the collection
of Achille de Harlay, which was bought by Louis XIV in 1674.26 The same distinctive features of
colour and design – ‘petals’ and a diminishing line of black dots on white – may be noticed on
mounts of hardstone vessels in the Louvre for which the name of the jeweller, Jean Vangrol, has
recently been found, and a date given of about 1635/40.27 This Parisian jeweller was Flemish by
birth. He became valet de chambre ordinaire to Marie de’ Medici and lodged in the house of
Pierre Delabarre, the great court jeweller of the period, by whom he was influenced. The Royal
Collection mounts are clearly in the same style and may therefore be attributed to the workshop
of Vangrol, or a jeweller of his immediate circle.
In view of the stylistic unity of these mounts, it may be safe to assume that the gems arrived
in the Royal Collection at the same time and from the same source. It is possible that this was
Queen Caroline, through her correspondent at the French court, Elisabeth Charlotte of the
Palatinate, widow of the Duke of Orléans (see no. 286). The pre-1755 list of her collection refers
to cameo heads and busts, not otherwise described, some unset but others ‘set in gold and enamelled’ which may possibly be these.
On 22 March 1764 Walpole sent most of the gems he had found in Kensington Palace to
George III. In his list of these, some of the pieces are described in greater detail. In the section of
rings, the head of Mary, Queen of Scots, is called ‘most beautifull’, and Walpole suggests an attribution to ‘Valerio Vicentino, or a better hand’. There is also a ‘Queen Elizabeth, small by Valerio’.
Only one King James I is listed; as mentioned above, it is now specified that it is ‘full face, with his
hat on, cameo’. The list of gems starts with ‘a large Cameo set round with several others’, which
appeared also in the pre-1755 list (no. 286). The Henry VIII and Prince Edward cameo is now
described as on sardonyx, making the identification quite certain. Then follows a:
Large Cameo of Q. Elizabeth in profile by ditto [Valerio Vicentino] set in gold. A
smaller ditto, by ditto. King Philip IInd, not set. King Henry 4th of France, not set [so
not no. 216, which has an old silver frame]. Bust of Hercules in agate. A fine cameo
head of a man, profile, broken, antique [the large Claudius, no. 1?]. Venus & Cupid,
cameo: remarkable for the flesh colour in the agate.
There were several other cameos and intaglios not set, and yet others listed briefly and impossible to identify.

26 I am most grateful to Mathilde Avisseau-Broustet,
Bibliothèque Nationale, Cabinet des Médailles, for these
references, and both to her and to M. Daniel Alcouffe,
Musée du Louvre, for our discussions on the French royal
collection of gems. The history of Louis XIV’s gem
collection is summarised by Mme Avisseau-Broustet in
her article ‘Il tesoro del Re Sole. Cammei e intagli della
collezione di Luigi XIV’, The Magazine of Franco Maria
Ricci, April/May 2000, pp. 85–110; a de Harlay gem with
the characteristic mount is illustrated on p. 97.
27 Michèle Bimbenet-Privat presented her discoveries in 2001,
in her paper ‘Vases en pierres dures de la collection de
Louis XIV des ateliers de la gallerie du Louvre vers
1630–40’, at the international symposium at the Louvre

entitled Les vases en Pierre dures: Milan, Florence, Prague,
Paris, organised by Daniel Alcouffe. The subject is treated
extensively in her publication Les orfèvres et orfèvrerie
de Paris au XVIIe siècle, 2 vols., Paris, 2002. See also D.
Alcouffe, Les Gemmes de la Couronne, (exh. cat.), Musée
du Louvre, Paris, 2001, p. 379 (for Pierre Delabarre) and
p. 395 (for Jean Vangrol); no. 191 shows a mount consisting
entirely of white ‘petals’ with black dots (and rubies).
A splendid example of Vangrol’s work appeared in the
exhibition of the Kunsthistorisches Museum, Vienna; see
R. Distelberger, Die Kunst des Steinschnitts, Prunkgefäße,
Kameen und Commessi aus der Kunstkammer, (exh. cat.),
Kunsthistorisches Museum, Milan and Vienna, 2002, no.
136. See also Appendix I, pp. 266–7.
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Thus it seems certain that a small but
important nucleus of the present collection
goes back to Queen Caroline. It is significant
that in this list we have the terminus ante quem
for the gem-studded jewel (no. 286) and for the
Tudor portraits. Within the collection there is
also a small group of gems with highly colourful mounts in silver, or silver-gilt, set with thin
sections of foiled gemstones. They may be
German, a suggestion strengthened by the fact
that in three cases they have been employed for
shell cameos. It is not known how they came
into the collection but it is tempting to suggest
a Hanoverian provenance, possibly through
Queen Caroline.28
It is not surprising that the Tudor portraits were found among the Queen’s possessions. In her closet she had reassembled the old
royal portraits that the antiquary and engraver
George Vertue saw in 1743, and even bought a
portrait of Queen Elizabeth I that is still in
the Royal Collection.29 Before 1728 she had
rediscovered the Holbein drawings, which
helped generate a renewed interest in the Tudor
period. In 1731 Jean Dassier cast a series of 33
medals of kings of England that became
extremely popular, and the engraver Sutton
Nicholls (active in London during the first half
of the eighteenth century) cast a copy of the
Phoenix Badge of Queen Elizabeth.30 In 1734
the Society of Dilettanti was established, and
the Grand Tour – and thus indirectly gem collecting – received a new impetus.
George III brought the next distinguished
addition to the collection through his purchase, negotiated by James Stuart Mackenzie, of the
gem collection of Consul Smith in Venice.31 Joseph Smith, an English merchant banker who had
been living in Venice since about 1700, was Consul there from 1744 to his death in 1770, and for a
brief period also Resident. He was something of a dealer or intermediary, known to most of the
English nobility passing through Venice on their Grand Tour. Himself a collector, he was in
touch with the artists of the town and had an infallible eye for a masterpiece. His ambition to sell
28 See Marschner, op. cit.
29 RCIN 403451.
30 I am most grateful to Luke Syson, British Museum, for this
reference, and for other indications of eighteenth-century
Tudor medals.
31 See F. Vivian, Il console Smith, mercante e collezionista,
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Vicenza, 1971; K. Aschengreen Piacenti, ‘Consul Smith’s
Gems’, Connoisseur, June 1977, pp. 79–83; and A King’s
Purchase. King George III and the Collection of Consul
Smith, (exh. cat.), The Queen’s Gallery, London;
London, 1993.

FIG. 8
Frontispiece from A.F. Gori,
Dactyliotheca Smithiana.
Engraving. Venice, 1767
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FIG. 9
Artist’s impression of the cameo
of Zeus (no. 2) in its original form,
from A.F. Gori,
Dactyliotheca Smithiana.
Engraving.
Venice, 1767

his collection to his King was achieved in 1761 when finally George
III agreed to the purchase.
The gems may seem less significant than the pictures and
books that on this occasion entered the Royal Collection. However, the catalogue which the Consul had published in 1767, and
dedicated to George III, certainly made them extremely well
known. Antonio Gori, the Florentine antiquarian, wrote the text
of the Dactyliotheca Smithiana,32 and printed illustrations of each
gem accompanied the entries. It appeared in two volumes, and
immediately put the Smith collection on a level with other great
Italian collections – such as that of the Strozzi and of the Medici
of Florence on which similar luxurious editions written by Gori
had been lavished. It is a clear sign of its fame that it is included in
the list of important gem collections in the handbook by G.A.
Aldini in 1785.33
The Gori catalogue consists of one hundred entries. It is to
be assumed that they all entered the Royal Collection. In that case,
thirty-seven are missing today or at least have not yet been identified. Three were later attached as pendants to the jewel/display
frame (no. 281). Two are in reality only one as they are front and
reverse of the same intaglio (no. 261), an indication that Gori
never saw the actual gems but worked from the illustrations. Some
of the gems are antique, including the fragment, no. 2. Most are
sixteenth- and early seventeenth-century cameos from Milan and
the other North Italian schools, such as the beautiful princess
cameo (no. 241). There are only eight intaglios, all in carnelian,
but seven of these are of outstanding quality and probably Roman, of the mid-eighteenth century (nos. 254–6, 260, 263–5).
Most of the gems from the Smith collection have their own distinctive mount, a gold fillet
which on the reverse takes the shape of a bifoil or a quatrefoil. The particularly solid but unostentatious character of these mounts makes it likely that they were applied in England after the gems
had entered the Royal Collection. Nothing of the kind is found in contemporary Italian collections, a fact which would seem to rule out the possibility of Smith’s having had his gems mounted
in this way in Venice. Furthermore, other Neoclassical gems at Windsor not from the Smith
collection have gold frames of the same quality, though the characteristic motif on the reverse
is lacking.
The artistic connection between England and Florence in the eighteenth century has long
been recognised. In the field of gem collecting the link was strong. Horace Mann, the English

32 Antonio Francesco Gori’s Dactyliotheca Smithiana
appeared in two volumes: the first on the history of gem
engraving, the second dedicated to the collection itself,
with catalogue entries followed by one hundred plates
illustrating the gems. These were drawn by A.M. Zanetti
the Younger and engraved by G.B. Brustolon. Consul
Smith had been in touch with Gori since 1730 (their letters
are preserved in the Biblioteca Marucelliana, Florence).

Gori had already catalogued the grand ducal gem
collection, Museum Florentinum, in 1731/2, and
in 1750 he published the catalogue of the collection
of A.M. Zanetti, Smith’s friend and rival as a collector.
33 G.A. Aldini, Instituzioni glittografiche, o sia della
maniera di conoscere la qualità ... delle gemme incise,
e di giudicare ... del pregio delle medesime,
Cesena, 1785.
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FIG. 10
An eighteenth-century
gem-engraver and his drills,
from P.-J. Mariette,
Traité des pierres gravées.
Engraving (opposite p. 208).
Paris, 1750
FIG. 11
Thomas Frye,
Queen Charlotte, 1762.
Mezzotint.
Published in London.
RCIN 604595

agent in Florence, and Horace Walpole often speak of gems in their correspondence.34 The
Florentine archives mention sulphur casts of gems in the grand ducal collection handed over to
Englishmen, for instance to Charles Townley (1737–1805), the great collector of classical antiquities, in 1774.35 In 1773 there was a sale of ‘modern and surplus’ gems36 and it is not impossible
that some of these pieces eventually found their way into the Royal Collection, where a surprising
number of Italian sixteenth-century cameos are to be found.
Queen Charlotte’s interest in carved gems is evident from the quantity of jewellery set with
cameos and intaglios – necklaces, bracelets, brooches and earrings in the main – included in the
sale of her possessions following her death in 1818.37 None of this is now identifiable and it is not
possible to say whether the gems used in this jewellery were acquired by the Queen or were already
in the collection. That Queen Charlotte did possess some pieces from the old collection is certain:
a small bust of Charles I in rock crystal and an engraved ring said to have belonged to Mary,

34 W.S. Lewis, W.H. Smith and G.L. Lam (eds.), Horace
Walpole’s Correspondence with Sir Horace Mann, 3 vols.,
New Haven, 1954. In November 1741, for instance,
Walpole writes to Mann requesting him to buy a Stosch
intaglio of a Meleager in the hope that he is not sustaining
a Spanish invasion of Florence (I, p. 212).
35 Archives of the Soprintendenza per i Beni Artistici e Storici,
Florence, f. VI. On 24 November 1773 the grand ducal
official asked permission to take sulphur casts of the
collection belonging to Townley (cavaliere inglese) for the
Uffizi Gallery; on 3 December Townley asked for eleven
casts in return; and on 6 December Townley gave permission
for more casts of his gems to be taken. On 30 September
1774 eleven sulphur casts were handed over by Mr Cocchi,
head of the Uffizi, to Townley and Patch. Thomas Patch,
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the painter (b. 1725), had been living in Florence since
1755 and died there in 1782. He had come to Rome in 1747
in the company of Richard Dalton, who later became
Librarian to George III and, while in Rome and Naples,
had acquired gems for the Royal Collection (no. 196).
36 Archives of the Soprintendenza per i Beni Artistici e Storici,
Florence, f. VI, 16 July 1773, p. 48. I am very grateful to
Mariarita Casarosa for this and the previous archival
references.
37 Christie’s, London, thirty-five sales between 4 January and
27 August 1819. The jewels were included in the sales held
on 17–19 and 24–26 May. See J. Rudoe, ‘Queen Charlotte’s
Jewellery. Reconstructing a Lost Collection’, in J. Marsden
(ed.), The Wisdom of George the Third, London, 2005,
pp. 179–215.
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FIG. 12
Der Steinschneider (The gem-cutter),
from Johann Ferdinand Roth,
Mythologische Daktyliothek.
Copperplate engraving.
Nuremburg, 1805

Queen of Scots, both identifiable in Queen Caroline’s collection
of gems and jewels, were among the pieces sold in 1819.38
In spite of the important contribution made by George III,
there can be little doubt that the first enthusiastic gem-collector
of the royal family was George IV, when Prince of Wales, Regent
and King. This is also the first occasion in the history of the
collection that documents permit us to assess the quality of
the purchases. George IV’s acquisitive instinct and love of works
of art far exceeded his financial resources, particularly in the
period before the Regency was declared in 1811. It is to our
advantage that this fact did not trouble the Prince. On at least
two occasions, in 1787 and 1795, goldsmiths presented George
III with his son’s unpaid bills, which are preserved in the Royal
Archives. These provide invaluable evidence of purchases from
jewellers such as Thomas Gray, Thomas Martyn, Joachim
Smith and Gray & Constable. Later a sort of monopoly seems
to have been established by Rundell, Bridge & Rundell. And it
was through his goldsmiths that George IV bought his cameos
and intaglios. Sometimes they were already mounted; we read
of important purchases of snuffboxes, tiaras, bracelets, necklaces, cuff-links, and whole parures set with cameos. More
frequently the gems were bought unmounted, and then immediately set in a ring by the same goldsmith. This, for instance, is
the case with the beautiful intaglio by Edward Burch (no. 259),
purchased from Stephen Rice in 1787: the same bill mentions a
payment of £9 9s for mounting this and a ‘fine cornelian with
the head of Apollo’ into rings.39
On occasion it is stated that the gem is antique, as in the
case of the ‘cupid with his bow, a fine Antique intaglia, on Beryl’, bought from Thomas Martyn in
1785.40 It also happens occasionally that the modern artist is mentioned, as with Burch and
Marchant, but on the whole only the subject matter and the nature of the stone are recorded, indicating that the date of a gem was comparatively unimportant to the eighteenth-century collector.
In addition to the large quantity of cameo and intaglio portraits of George IV himself 41
and his contemporaries such as the Duke of York, Charles James Fox 42 and the Marquess of
Rockingham43 (from Rundell, Bridge & Rundell), several gems with portraits of earlier historical
personages were purchased: for instance in 1789 a ‘Head of Henry the Fourth’ (possibly no. 216),
from Thomas Gray;44 in 1800 a ‘fine Onyx Cameo of Queen Elizabeth in an Antique Ring’ (from
Rundell, Bridge & Rundell);45 and in 1810 ‘a Turquoise Antique Ring, King James of Scotland’.46

38 Christie’s, London, 17 May 1819 (lot 25). Listed in the
pre-1755 inventory of Queen Caroline’s collection and the
Walpole inventory of 1764 (and see Rudoe, op. cit., pp. 206–7).
39 (RA GEO/25676). The Neoclassical ring-mounts in the
collection are of two basic designs, one plain but
particularly massive, of which no. 259 is a good example,
the other with a fluted shank that is found on gems
portraying George III.

40
41
42
43
44
45
46

RA GEO/25657.

For example RA GEO/26161.
13 September 1785, RA GEO/25648.
6 July 1804, RA GEO/26261.
13 January 1789, RA GEO/25676.
8 November 1800, RA GEO/25698.
RA GEO/26001.
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FIG. 13
Invoice from Rundell, Bridge
& Rundell, 13 October 1820 to
27 March 1821, RA GEO/26001.
This invoice includes several
cameos and intaglios depicting
the King, as well as an intaglio
ring of the Triumph of
Neptune.
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Sometimes genuinely old gems were undoubtedly used, but there is evidence to show that wellknown characters of the past were engraved at the time. In 1811, for instance, Rundell, Bridge &
Rundell were paid £51 10s for ‘engraving finely in cameo the head of his Majesty King George the
First on Sardonyx and furnishing the stone; setting d° in gold for a ring £1 18s’.47 The portrait of
Louis XII in a ruby was bought from Rundell, Bridge & Rundell on 24 April 1827,48 set in a ring
which may safely be attributed to the same firm (no. 213).
Other antique objects were bought from time to time, including a number of ‘fine Antique
enamelled Georges’. In 1822 ‘a very curious Antique Gold enamelled Badge the Order of St.
Michael set with Rubies and Diamonds by Benvenuto Cellini for Henry the Eighth’ was acquired.49
Very occasionally the provenance of the antique objects is added. In 1785 a ‘Roman Bulla, with a
Warrior on Horseback, Intaglio, on Sardonyx’, bought from Thomas Martyn, had been ‘found
in an Ancient British Tumulus’.50 In 1803 a ‘very curious sardonyx seal belonging to the late
Queen of France’ was purchased from Rundell, Bridge & Rundell,51 and in 1814 a ‘talisman signet
Ring with Persian Characters set around with pearls’, bought from the same dealers, ‘[is said to
have come] from the collection of the Princess de Condé’.52
Repairs to jewellery are often mentioned. Re-enamelling, particularly of insignia, was not
uncommon, as appears from a bill of 1810 from Rundell, Bridge & Rundell for ‘repairing
gold enamelled George, new enamelling part of d. [dragon?] and new wing’,53 and a bill of 1815
from the same goldsmiths for ‘repairing a gold enamelled Badge of the Elephant and Tower
and new enamelling the Head’.54 Much regilding and remounting took place, especially of the
Georges. Rather surprisingly there are instances of a modern cameo being fitted into an older
frame. In 1821 ‘a ring with His Majesty’s Head in Cameo on Sardonyx in Antique scroll setting,
Brilliants and Rubies on the shank’ was bought for £37 16s.55 This might of course simply mean
antique in style, but another entry is even clearer: in 1823 £5 14s was paid for a ‘bloodstone
engraved intaglio of His Majesty and setting do. in old setting of Ring’.56
Up to about 1811 the purchases made by George IV were varied and in keeping with Neoclassical artistic trends. During the Regency and after his accession to the throne, George IV’s
interest in cameos seems to have been limited to an endless series of portraits of himself as
Regent and King, set in rings or snuffboxes. A unique item is the tankard made by Rundell,
Bridge & Rundell in 1823 ‘richly set with Gems, Cameos and Intaglios and coloured stones’ (no.
328). This is probably the moment when a whole group of cameos received their distinctive
mounts, characterised by openwork scrolls set with gemstones above, and a massive plain oval in
gold. The taste of the King veered to the Neo-Gothic in the 1820s. The 1825 accounts mention
purchases of a ‘Brilliant and Chrysopraze Gothic bracelet’ in July, costing £123, a ‘large Gothic
Ring [with a] red Cornelian Engraved Head of his Majesty’ in October, and ‘a gold Gothic
Cameo Ring’ in December.57 This taste accounts for the medieval lettering used on one of the
Georges (no. 305).
At the death of George IV and the accession of his brother William IV, an inventory was
taken of ‘sundry Jewels etc at Windsor Castle – 16 Sept. 1830 – and the following days by Messrs
Bridge, in the presence of Major General Wheatley, Major General Stephenson and Sir Frederick
Watson’. It contains some of the badges at present in the collection, for instance the Order of

47
48
49

RA GEO/25824.
RA GEO/26117.
RA GEO/26043v.

50
51
52
53

RA GEO/25657.
RA GEO/26271.
RA GEO/25872v.
RA GEO/25813.

54
55
56
57

RA GEO/25884.
RA GEO/26026.
RA GEO/26304.
RA GEO/26328.
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Malta (no. 323), the two seventeenth-century Georges (nos. 299–300), and ‘a curious ancient
enamelled Badge of the Garter, in a glass case’. This may be no. 278, which used to be in a glass
case surrounded by a Garter. On page 38 the heading reads ‘Cameos and Intaglios’ and a note
states that ‘all the fine cameos are in the Drawer (with the Keys) of the Iron Cabinet’. The list
includes ‘sundry – did belong to George IV’. The gems are grouped together as so many intaglios
and so many cameos amounting to 209, almost as if they had been found on trays. Even though it
is impossible to identify them, the numbers themselves are highly indicative. There were nine
intaglios in carnelian, an ‘intaglio set round with Emeralds, Pearls and roses’ (no. 257), and three
further carnelians. Also ‘a large oval Sardonyx cameo, broken, one of the Caesars’ (no. 1) and ‘2
large jewels in one of which are 13 cameos and in the other a few diamonds and small pearls’
(nos. 281 and 286),58 as well as ‘sundry cameos of the Royal Family’.
At the accession of Queen Victoria in 1837, further brief inventories were made but – more
to the point – on 24 October 1838 59 the 1830 inventory was shown to the Queen and a final decision was made as to the destination of the gems. Some were ‘replaced in the Iron Cabinet’ while a
large quantity of orders was consigned to Mr Bridge to be valued and sold. On page 70 of the
inventory, dated 26 October 1838, is a list of cameos to be arranged in suitable cases, and mention
is made of a ‘new Cabinet Table’ in an annotation of January 1840, the sign of a growing awareness that the collection as such was worthy of exhibition.
In June 1862 Queen Victoria lent 192 items from the Royal Collection (contained in two glazed
cases) to the Special Exhibition of Works of Art held at the South Kensington Museum (later the
Victoria & Albert Museum). The catalogue (1863) was edited by J.C. Robinson, who wrote the
introduction to section 28 of ‘Antique and Other Engraved Gems’. Here the first entry (no. 6641)
concerns ‘The Royal Collection of Cameos, Pendent Jewels, etc’. Unfortunately only ten were
given separate mention: the three antique cameos (nos. 1, 2, 17), four of the Tudor portraits (nos.
212, 230–1, 245), the cameo of James I (there called Sir Philip Sydney with a question mark, no.
217), and the enamelled St George (no. 278). Again in 1872, at the time of Fortnum’s report, there
were 292 items listed, kept in the Private Audience Chamber in Windsor Castle.
In 1901, on the death of Queen Victoria, a new inventory of her possessions was drawn up
and the destination of the various items was decided upon. Jewels deemed to belong to the
Crown were to go to London; some pieces went to the South Kensington Museum; some jewellery was left in the Castle, and special articles in the Albert Room. The Prince Consort had been
the first to be aware of the historical value of the present collection. After the death of Queen
Victoria it was set apart both from the private property of the royal family and from the Crown
Jewels.
At the same time some historical jewels found amongst the Queen’s jewellery were incorporated in the collection. These included the locket with the hair of Charles I (no. 288), the Darnley
Jewel purchased at the Strawberry Hill sale in 1842 (no. 280), and the Seton jewels acquired in
1894 (no. 284). Subsequently, in 1916, the large emerald (no. 295) was purchased by Queen Mary,

58 No. 286 was in Queen Caroline’s collection, which
Horace Walpole handed over to George III in 1764.
59 On the same date a separate inventory was made,
‘Inventory of Jewels etc made this day at Windsor Castle
in the presence of Sir Henry Wheatley by command of
Her Majesty and replaced in the Iron Cabinet excepting
those written off in the margin’, signed J.G. Bridge.
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This includes, on page 11, ‘a Ruby Ring Cameo of Charles
the 12th’ with ‘Charles’ crossed out and substituted in
pencil with ‘Louis’ (no. 213). On page 13 is repeated the
list of cameos to ‘arrange in suitable cases’ (26 October
1838). (All manuscript inventories referred to are listed,
with their inventory numbers, on page 282 of the present
volume.)
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FIG. 14
Photograph of
Queen Victoria by
Walery, 1887.
RCIN 2941212 (detail)

as well as the badge of William III (no. 290). Both the seventeenth-century badges of the Order
of the Bath (nos. 310–11) were coronation gifts from Alfred de Rothschild to King George V in
1911. The most recent addition was the badge of the Young Pretender bought by HM The Queen
in 1955 (no. 298).
Early in the reign of King Edward VII, the Royal Librarian, Sir John Fortescue, arranged the
collection in new cases in a room in the King’s private apartments. Fortescue devised the metal
mounts of the tree-like design that are still in use.60
In 1909 the Princess of Wales (later Queen Mary) caused a new arrangement to be made of
the collection. On this occasion all the gems were photographed individually, as well as in groups,
according to their distribution in the showcases (see page 26). The result is the first illustrated
record of the collection and an interesting document in the history of the display.61
The fire of 1992 at Windsor Castle destroyed the Stuart Room where the gems had been displayed for most of the twentieth century. Fortunately none of the gems was lost, and a new installation was created in the balcony of the newly built Lantern Lobby for the most precious items of
this prestigious collection.

60 The Hon. Sir John Fortescue, Author and Curator,
Edinburgh and London, 1933, p. 114–16.

61 Catalogue of Gems and Jewels at Windsor Castle, 1909
(illustrated typescript, RCIN 11156890).
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PUBLISHER’S NOTE

NOTE to the reader

Terminology
In the present volume the identification and
terminology of gemstones follow the usage
established by Margaret Sax in 1996.1 Thus, in the
case of agate and onyx, the term ‘banded agate’ is
used when the parallel layers of colour are curved,
and ‘onyx’ when the layers are straight. ‘Sardonyx’
is used to describe onyx when the only colour
layers present are browns, reds and whites. All
gemstones are described as viewed from the front
under normal light levels.
The term ‘cameo’ is used to denote a relief
carving on an integral background. Where there is
no integral background, the carving is generally
described as bas-relief, and in the case of composite
pieces the terms ‘composite’ or ‘appliqué cameo’
are used. The term ‘intaglio’ is used to describe a
stone with a motif cut into the top surface; where
the intaglio is cut into a transparent stone from
behind the term a rovescio is used.
Presentation of the catalogue
The objects included in the catalogue have been
selected according to criteria outlined in the
author’s Preface. Each entry records provenance
and date at which the object entered the collection
(where known). This information has been
extracted from historic inventories in the Royal
Collection and elsewhere. These sources are listed
as part of the Bibliography on page 282. Each

object in the catalogue is identified by its unique
Royal Collection Inventory Number (RCIN).
A concordance of RCINs and catalogue numbers
is given on pages 292–3.
The twenty-three ancient gems are divided
simply into cameos and intaglios. The modern
gems are organised as follows: mythological
characters alphabetically and historical characters
chronologically, in each case male before female;
unidentified portraits are arranged with left-facing
profiles before right-facing profiles, followed by
three-quarter profiles; and where more than one
image of an identified character appears, the
entries are arranged by date of origin. Insignia
are grouped by Order, starting with the Order
of the Garter.
Unless otherwise stated, objects are
reproduced in the catalogue at 150 per cent of
actual size. Signatures and hallmarks have been
photographed separately and enlarged to improve
legibility. All metric measurements are given to
one decimal place, in the order height, width,
depth. The standard measurement given is that of
the stone with its mount. Second measurements in
parentheses refer to the stone without its mount.
Ten categories of mount and two categories of
ring have been identified, and these are discussed
in Appendix I (pp. 266–7), where an example of
each mount type is illustrated.

1 Margaret Sax, ‘Recognition and Nomenclature of Quartz Materials
with Specific Reference to Engraved Gemstones’, Jewellery Studies, 7,
1996, pp. 63–72.
FIG. 15
Gems from the Royal Collection
displayed in the Stuart Room at
Windsor Castle in 1909.
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I ANCIENT GEMS

BIBLIOGRAPHICAL NOTE

G.M.A. Richter’s Engraved Gems
of the Greeks and the Etruscans
(London, 1968) and Engraved
Gems of the Romans (London,
1971) offer a rich range of
illustration for this subject.
For a historical account of the
Greek period see J. Boardman,
Greek Gems and Finger Rings
(London, 1970, 2001), and
D. Plantzos, Hellenistic Engraved
Gems (Oxford, 1999). The best
sources are the more recent
catalogues of major collections,
notably Martin Henig’s Classical
Gems. Ancient and Modern
Intaglios and Cameos in the
Fitzwilliam Museum, Cambridge
(Cambridge, 1994), and for
cameos his The Content Family
Collection of Ancient Cameos
(Oxford, 1990).

OPPOSITE

Cameo portrait of the
Emperor Claudius (no. 1).
Enlarged

The arts of gem engraving and cameo carving in classical antiquity set the standards which have
determined the practice of these arts in the later Western world. The gemstones were generally, by
modern standards, less precious: quartzes, such as garnets and the like. They were hard enough to
require working with a cutting tool on a lathe, but the hardest stones such as diamond, sapphire and
emerald were seldom attempted. The stones were commonly cut with an intaglio device which could be
used as a signet on wax or clay, though most true signet rings were made of solid metal: gold, silver or –
most commonly – bronze. Not the least quality of the results is the miniaturist finesse of detail which
does not in any way interfere with the almost sculptural treatment of figures. On viewing them in
enlarged photographs it is easy to forget how very small they are. Yet, in antiquity, there was no use of
magnifying lenses by the artists.
In the Greek period before Alexander the Great most engraved gems were set as pendants, and only
later in finger rings. Alexander the Great’s conquests opened up the market for a greater variety of
stones from eastern sources, especially India and Sri Lanka, and in the subsequent Hellenistic period
(third to first centuries BC) the arts of cutting relief gems – cameos – were developed. These were
generally cut in layered stones such as sardonyx, so that the colour contrasts could be exploited for the
figure subjects. In the latest Hellenistic and early Roman imperial periods some large cameos were cut to
celebrate members of the imperial family and to affirm the status of imperial rule. The production of
ringstones and cameos was most vigorous from the first century BC to the second century AD, abating
somewhat thereafter but never forgotten, and this is one of the few luxury crafts which continued to be
practised through the Middle Ages.
Many ancient gems and cameos survived above ground, often in ecclesiastical settings – furniture,
goldsmiths’ work such as crosses, reliquaries and book-bindings – despite the pagan character of their
subjects. The gems, like coins, became favourite collector’s items on the Grand Tour since they were
valuable, portable, and conveyed messages about classical antiquity from portraits of emperors to figures of
deities and mythological scenes. One of the earliest collections in England was formed by the 2nd Earl of
Arundel in the seventeenth century, and Charles 1 included cameos in his collection of classical antiquities.
Of these, sadly, only one escaped the sales of his property in 1649 and 1651, but it must have been the finest
– the portrait of the Emperor Claudius (no. 1). The cameo may have survived because before the time of
the sales it had been dropped by the Countess of Somerset and badly broken.
Apart from the Claudius, the few ancient gems in the Royal Collection were probably acquired in
the later eighteenth and nineteenth centuries. They seem to have been bought for their decorative appeal
since the majority are cameos, which are more easily viewed than engraved intaglio gemstones. The latter
are more plentiful but for them impressions are usually required. They include, however, some of
considerable merit, notably the fragment, no. 2; while the other pieces have an interest for their subject
matter, which is sometimes out of the ordinary (especially nos. 11, 12, 16, 17, 20, 24). Virtually all are late
Hellenistic or early Roman in date, and a very few have been graced by jewellery settings (nos. 7, 9, 11,
16, 24) rather than plain metal frames. The only oddity is the Persian stone of the tenth century or later
showing a mounted falconer, an appropriately royal subject (no. 23).
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1 CLAUDIUS
Cameo: Roman, AD 43–5
Mount: seventeenth century (?)
Sardonyx, multi-layered white and brown;
glass backing with colouring
Closed copper-gilt mount
21.3 × 16.0 cm (without suspension loop 20.5 cm);
8 3⁄8 × 6 5⁄16 in (8 1⁄16 in)
RCIN

65238

PROVENANCE :

Possibly acquired by Henry, Prince of Wales (d.1612);
collection of Charles I, when Prince of Wales
INVENTORY REFERENCES : WCIJ 1830, f. 38; WCIG 1872, no. 242; G&J 1909, no. 205
LITERATURE : Antiquities and Works of Art 1861; King 1861,
pp. 311–12 (as of Constantius 11); Robinson 1862, no. 6641(2); Fortnum 1880,
pp. 6–9, no. 242, pl. 1; Bernouilli 1886, 11.1, pp. 341–3, fig. 52, p. 402 (uncertain
whether Claudius or Nero); Furtwängler 1900, 111, pp. 321–3, fig. 166; CliffordSmith 1902–3, pp. 224–5; Strong (E.) 1939, p. 148, pl. 16 (cast, exhibited in the
1938 Rome exhibition celebrating the two-thousandth anniversary of the birth
of Augustus); Schweitzer 1942, p. 94, no. 2, and pp. 108–9; Toynbee 1958–9, p. 286;
Gemstones and Jewellery 1960, no. 175; Treasures from the Royal Collection
1962–3, no. 99; Vollenweider 1966, p. 79, no. 78 (perhaps by Agathopos);
Australia 1977, no. 25; Megow 1987, A76 (with some further references to
illustrations), pl. 25; Royal Miscellany 1990, no. 179; King’s Purchase 1993;
Massner 1994, p. 165, p. 167, fig. 14; Royal Treasures 2002, no. 140
Illustrated at 43%

Portrait of the Emperor Claudius (10 bc – ad 54) with head in
profile to the left wearing a laurel wreath tied at the back in a bow
with the ribbon ends cascading down the nape of his neck. His
corselet has shoulder lappets, each of which is decorated with a
scroll and ends in a tassel. Along the neckline appears the crinkly
edge of an undershirt and a fold of material from a cloak hanging
forward over his left shoulder. The upper part of the corselet, above
the underarm, is tied with a central knot and overlaid by a scaly
feathered aegis with a rolled lower edge, zigzags at the sides, and
the upper border patterned with a spiral and two knotted snakes
below. At the centre of the aegis is a gorgoneion with snakes knotted
beneath her chin. The shoulder pieces, which lie over the aegis, are
decorated with laurel leaves and a central disc. The fulmina beside
them seem attached to the aegis. Claudius shoulders a spear and
has a sword at his left side of which the eagle-head pommel (brown)
is visible overlying the corner of the aegis and the upper part of the
scabbard blade patterned with lines and zigzags. The cameo with
raised border and flat top is surrounded by a carved egg-and-dart
edge. The stone has been mended from many fragments, but no
substantial part is missing except at the back of the neck and in
the adjacent ribbons, restored in plaster.
Unfortunately the source of this, the finest and largest of
the ancient cameos in the Royal Collection, is uncertain. CliffordSmith and Fortnum record all that is known, and the former deals
correctly and summarily with the Reverend C.W. King’s trivial
assessment and wrong identification of the portrait on the
occasion of its exhibition at the Royal Archaeological Institute
in June 1861.
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The cameo was in the possession of Charles I before he came
to the throne, which is suggested by the entry in Van der Doort’s
catalogue of the Royal Collection (completed in 1639; cf. Millar (O.)
1960, pp. 128, 221): ‘Inpri[mi]s A larg Ovall Crackt and mended
Agatt stoane of . 4 . Cullors one on the Topp of an other first
browne and then white, and browne againe and then white wherein
is Cutt an […] Emperors head in a lawrell side faced kept in a
leathorne Case wch Aggatts yor Maty had when you were Prince.’
A marginal note explains its condition: ‘This was Crackt and broken
[into eleven pieces] in former tyme by the Lady Som’sett when her
husband was Lo: Chamb[er]lain’; with the addition in one text:
‘before it came to the kings hands. delivered by the kinge himselfe’.
The period of the Earl of Somerset’s office was 1613–15.
Clifford-Smith suggests that Charles I might have acquired the
piece from his elder brother, Prince Henry, in which case it could
have come from the famous cabinet of the collector Abraham
Gorlaeus of Delft, though it is not recorded in his collection (see
Wilks 1997, pp. 32–3), which is otherwise innocent of any major
works. Along with the majority of Charles I’s gems and coins, the
cameo appears to have remained at St James’s Palace throughout
the Interregnum. Perhaps the sad and broken condition of the
cameo led to its exclusion from the sales of Charles I’s collection
in 1649 and 1651. The next certain reference to it is in the 1830
inventory of jewels at Windsor Castle: ‘a large oval Sardonyx
Cameo – broken, one of the Caesars’ (WCIJ 1830, f.38). Garrard
repaired the piece in 1876: ‘Furnishing glass back, gilt Frame &
thoroughly repairing the large Sardonyx Cameo of the Emperor
Claudius’ (GRL, ff. 143–4). The cameo was taken apart and reset
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under the direction of the Royal Librarian, Sir John Fortescue, early
in the reign of King Edward VII (Fortescue 1933, p. 116).
The image of Claudius is the largest of the surviving imperial
single-portrait cameos, and barely smaller than such famous
multi-figure cameos as the Gemma Augustea or the Grand Camée
de France (Richter 1971, nos. 501–2; Megow 1987, a10, a85).
The raised border cut with a flat top showing the darker layer
of the stone is not uncommon but the carefully cut egg and dart
on its outer edge is very rare, such as appears on the eagle cameo
in the Kunsthistorisches Museum, Vienna (Hafner 1969, p. 213ff.;
Megow 1987, A91; cf. Furtwängler 1900, 111, p. 322).
The Emperor Claudius, who reigned from AD 41 to 54 and
died aged 63, is shown wearing the aegis over his corselet as a
Zeus/Jupiter, a type found in its original Greek form on no. 2.
Other cameos show Claudius heroically naked beneath the aegis,
in the portrait group in the Kunsthistorisches Museum, Vienna
(Richter 1971, no. 516; Megow 1987, A81), or in the apotheosis in
the Bibliothèque Nationale, Paris (Richter 1971, no. 498; Megow
1987, A80). An intaglio portrait signed by Skylax, in the State
Hermitage Museum, St Petersburg (Richter 1971, no. 691; Megow
1987, a73, 283), presents the type with the turned shoulder which
was created in Hellenistic Greece and introduced to Rome with
Augustus (cameos in London and New York, Richter 1971, nos.
474, 477) and continued later. The aegis is worn casually over the
corselet in cameo portraits of Claudius (e.g. Richter 1971, nos.
518–19; Megow 1987, a73, a74). It is more formally adjusted over
the corselet, as though part of the armour, on a portrait cameo of
Germanicus in the Kunsthistorisches Museum, Vienna (Furtwängler
1900, 111, p. 320, fig. 163; Megow 1987, c20), and this formality is
further emphasised on our cameo by placing the fulmina upon it.
It is only with Claudius that the aegis begins to appear commonly
as part of imperial portrait dress. Another novelty is the presence
of the sword with its eagle-head pommel as a strong reminder of
the Zeus-eagle motif often occurring in imperial glyptic. The laurel
wreath is often found on coins of Claudius and on several cameos;
however, in major statuary he is usually given an oak wreath

(Bernouilli 1886, pp. 354–5). The fold of a cloak over the left
shoulder is a regular feature of cuirassed statues of the early
empire, and in many respects the cameo seems to reflect a
monumental portrait rather than to follow closely the
conventions of imperial portraiture for mass consumption.
The cutting is crisp and highly polished, but this is not a
realistic portrait and the gross neck and weak chin have been
minimised. Suetonius (Claudius 30) describes Claudius as ‘not
lacking in authority and dignity in appearance but only when
he was standing or sitting, or especially when he was at rest,
since he was tall, not slim, handsome in his features and with
his white hair, plump in the neck’. Idealised portraiture of
Claudius is not uncommon in the cameos already mentioned.
The style recalls that of the artist Dioskourides, who seems to
have been master of the early imperial gem studios. Vollenweider
1966 (p. 79, n. 78) has suggested that this could be the work of
his pupil Agathopos, and the cameo portrait of Germanicus
by his son Herophilos (ibid., pl. 69.1; Megow 1987, c19) also
comes to mind. Very close in both style and size is the
fragmentary cameo portrait in London, which Denys Haynes
compared with Herophilos’ Tiberius (Haynes 1939, pl. 33b).
It is clearly the work of a master, and we most probably
have his name already on other, signed works, but these
are still too few to permit a closer attribution within the
Dioskouridean studio.
Most of Claudius’ portraits belong to the earlier years of
his reign and here he does not look near the end of his life.
Comparison with coin portraits suggests the years AD 43–5, and
Schweitzer (1942, p. 109) had suggested that this portrait, which
demonstrates his merit as a soldier no less emphatically than his
claim for divinity, might have been cut after his triumph in Britain
in AD 44. Megow, however, regards it as an example of the latest
type, about AD 50, while Massner finds it related more to the older
basic portrait type, soon after AD 42/3. It would be a happy irony
if the finest cameo portrait of Claudius celebrating his victories
in Britain should rest now in the Royal Collection.
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2 ZEUS
Cameo: Hellenistic, second–first centuries BC
Mount: late eighteenth century
Sardonyx: brown and white
Open gold mount with quatrefoil reverse,
suspension loop and ring (Type v111)
6.4 × 4.9 cm (with loop h 7.4 cm); 2 1⁄2 × 1 15⁄16 in (2 15⁄16 in)
RCIN

65600

PROVENANCE :

Joseph Smith, Venice; from whom purchased by George III in 1762
1872, no. 180; G&J 1909, no. 215
LITERATURE : Gori 1767, 1, pp. 1–9, and pl. 1 (with drawing of reconstruction of
the cameo); Aldini 1785, p. 182; Robinson 1862, no. 6641 (I); Fortnum 1880, p. 6,
no. 180, pl. 2; Clifford-Smith 1902–3, p. 221 (Gori drawing), p. 224 (photograph),
p. 226; Treasures from the Royal Collection 1962–3, no. 90; Royal Miscellany
1990, no. 178; King’s Purchase 1993, no. 83; Royal Treasures 2002, no. 139
INVENTORY REFERENCES : WCIG

Bust of Zeus facing to the right, and wearing the aegis (Zeus
aigiochos). The scaly feathered aegis lies over the dress, which
shows at the right shoulder and on the chest. It is fastened round
the neck by two scaly thongs and fringed with tiny snakes. At the
bottom right break where the stone is cut back to the white, the
edge of the hair of a gorgoneion becomes visible. The nose is
considerably undercut, the back of the cameo rough and slightly
convex. About two thirds of the oval cameo is missing.
‘Caelatoris antiqui Graeci praestantissimi opificio, & raritate
emblematis, insignis est haec gemma’ (Gori 1767, p. 1): Gori’s
enthusiasm, elsewhere generally misplaced, is wholly justified in this
fragment from what must be one of the finest surviving Hellenistic
cameos (see p. 19). The brilliant naturalism of the curling hair and
beard, even the bristling scales of the aegis, contrast strongly with
the drier, more linear treatment of the features on imperial cameos
(cf. no. 1). In comparison this florid treatment suggests that the
cameo is still a product of the Hellenistic period, second–first
centuries BC. The aegis draped mainly over one shoulder is a type
adopted in the Hellenistic period and continued on Roman figures.
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3 BEARDED MAN
Bas-relief: Hellenistic, second–first centuries BC
Mount: late eighteenth century
Sardonyx: white with brown highlights
Open gold mount with quatrefoil reverse,
suspension loop and ring (Type v111)
3.8 × 3.4 cm, depth of relief 1.5 cm; 1 1⁄2 × 1 3⁄16 in, relief 9⁄16 in
RCIN

65756

PROVENANCE :

Joseph Smith, Venice; from whom purchased by George III in 1762
1872, no. 128; G&J 1909, no. 273
LITERATURE : Gori 1767, 1, pl. xxv11, pp. 47–9
INVENTORY REFERENCES : WCIG

The head of a bearded man, rendered almost wholly in the round, but
the left eye and cheek are drawn back close to the background. He
wears a wreath, which appears to be composed of ears of wheat and
perhaps leaves. The curly hair forms a curl on his broad forehead and
is dressed in ringlets at the nape of his neck. The relief image is
broken away from its background.
The exceptionally high relief suggests that this image may not be
from an ordinary cameo but more likely from a larger object, possibly

a vase. The head is Olympian but the comparatively short hair and beard
are perhaps more suited to an Asklepios than a Zeus. At least, they lack
the abandon of the locks on no. 2, and the quite neat neck ringlets can
be matched on statues of the god. Compare the style of the frontal
Serapis-head cameo in the Museo Archeologico Nazionale, Naples
(Richter 1968, no. 590). The soft and sensitive cutting suggests a
Hellenistic work of the second–first centuries BC.

4 ARIADNE
Cameo: Hellenistic, third–second centuries BC
Ring: late eighteenth century
Onyx: brown, white and black
Gold finger ring with open bezel (Ring type 1)
2.6 × 2.1 × 0.7 cm; ring: h 2.7 cm, w 2.4 (2.0) cm.
1 × 13⁄16 × 1⁄4 in; ring: h 1 1⁄16 in, w 15⁄16 (13⁄16) in
RCIN

65617

PROVENANCE :

First recorded in the Royal Collection in 1872
1872, no. 162; G&J 1909, no. 208

INVENTORY REFERENCES : WCIG

Head of a woman – ‘Ariadne’ – facing to the right with her gaze
slightly lifted. She wears a wreath of ivy leaves and berries. Her hair is
gathered in a roll at the back and ringlets cascade down her neck with
a stray lock before the neck. A trace of her dress becomes visible along
the neckline.
The type is one familiar in many cameos which are near replicas,
though part of an animal skin may also be shown at the shoulder.
The best of these are two which were formerly in the Marlborough
collection (Story-Maskelyne 1870, nos. 194–5; Ancient Greek Art
1904, m175; Reinach 1895, pl. 110.31); in the State Hermitage
Museum, St Petersburg (Neverov 1971, no. 65); and in the Museo
Archeologico, Florence (Giuliano 1989, pp. 184–5, no. 74, cf. no. 75).

Some of these cameos have been assigned dates in the first and second
centuries AD, the type is however originally Hellenistic. The fresh, lively
cutting of no. 4 suggests that the Windsor head is also Hellenistic in date,
third–second centuries BC.
The rather fleshy features and short nose recall portraits of
Ptolemaic queens, and the resemblance may be deliberate since such
assimilation to deities was common practice. The Egyptian connection
may also be indicated by the prominent neck curl, which appears also on
the Florence cameo cited above, but is not a regular feature of such busts
(cf. no. 5). The calm facial expression of no. 4 indicates that the head
shows Ariadne, the consort of Dionysos, and not a maenad.
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5 ISIS
Cameo: second–first centuries BC
Mount: early seventeenth century
Sardonyx: dark brown and white
Open silver-gilt mount with
suspension loop (Type 11)
2.5 × 1.7 × 0.5 cm; 15⁄16 × 5⁄8 × 3⁄16 in
RCIN

65613

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 2;
G&J 1909, no. 212
LITERATURE : Fortnum 1880, pp. 10–11, no. 2

6 LIVIA (?)
Cameo: Roman, late first century BC
Mount: late eighteenth century
Sardonyx: orange-brown,
white and dark brown
Closed gold mount with convex back
and suspension loop
1.8 × 1.5 cm; 11⁄16 × 3⁄16 in
RCIN

65614

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 209;
G&J 1909, no. 211

Bust of the goddess Isis, with her head in profile facing to the left
and the shoulders in three-quarter view. She wears a small crown of
disc and horns (white) and a fillet tied at the back of the head, with
loose ends. Her hair dressed in ringlets cascades over the ears and
neck. She wears a dress gathered in front of her left shoulder, the
right shoulder remaining bare. The edges of the stone as also the
reverse have been trimmed back, but not polished.
This type is extremely common, in both cameo and intaglio,
throughout the Hellenistic and early Roman periods. The goddess’s
head often acquires the features of a member of the Ptolemaic royal
family (cf. no. 4), which seems not to be the case here, even though
the image is neatly cut.

Head of a woman, facing to the right. She wears a high diadem and
a mantle drawn up over the top of her head. Her hair is brushed
back from either side of the forehead, perhaps rolled over the edges
of the tiara. In her ear she wears a small droplet earring.
Dress and earrings are very like those depicted on a cameo
portrait of Livia (?) in the British Museum, London (Walters 1926,
no. 3583, pl. 40), and there is some similarity to coin portraits (cf.
Richter 1971, no. 489a) of Augustus’ consort, who died in AD 29,
aged 87. The cameo shows a woman in middle age.

7 HEAD OF A WOMAN
Cameo: Roman, first century AD
Mount: late sixteenth century / early seventeenth century
Sardonyx: apparently black, white-brown, white and brown
Double-sided gold mount with white enamelled frame.
Two translucent red enamel rosettes with turquoise and
pale-blue fruits and white enamel suspension loops
at top and bottom (areas of loss to enamel) (Type 1)
5.7 × 3.8 cm; 2 1⁄4 × 1 1⁄2 in
RCIN

65610

PROVENANCE :

First recorded in the Royal Collection in 1872
1872, no. 16; G&J 1909, no. 216
LITERATURE : Fortnum 1880, p. 10, no. 16
INVENTORY REFERENCES : WCIG

Bust of a woman facing to the left, wearing a fillet in her hair.
Short ringlets cascade over the forehead, and she has a long loose
roll at the nape of her neck with two locks behind the ear. A roll
of dress frames her neck and shoulder. The back of the stone has
been polished, probably when it was set in its current mount.
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8 DEMETER
Cameo: Roman, first century BC
Ring: late eighteenth century
Sardonyx: white and brown
Gold ring with open bezel (Ring type 1)
2.0 × 1.4 × 0.5 cm; ring: h 2.2 cm, w 2.1 (1.8) cm.
13
⁄16 × 3⁄16 × 3⁄16 in; ring: h 7⁄8 in, w 13⁄16 (11⁄16) in
RCIN

65615

PROVENANCE:

First recorded in the Royal Collection in 1872
1872, no. 15; G&J 1909, no. 210
LITERATURE : Fortnum 1880, p. 11, no. 15
INVENTORY REFERENCES : WCIG

Half-figure of a woman in profile to the left, holding two stalks
of corn. She wears her hair rolled and caught up in a cloth, and
her dress has slipped from her left shoulder. The back of the stone
is roughly polished, and the drill hole adjoining the upper arm was
probably from a later attachment.
The pose and dress is that adopted in the first century BC for
some goddesses (as Venus, cf. Vollenweider 1966, pl. 93.6) and
imperial portraits (as Octavia, cf. Vollenweider 1966, pls. 51.3,
52.1). The features and dressing of the hair are classicising, for
the goddess Demeter/Ceres.

9 COMMODUS
Cameo: Roman, second century AD
Mount: attributed to Jean Vangrol, Paris, c.1640
Sardonyx: white and brown
Open gold mount with frame of ‘leaves’,
alternately enamelled translucent green,
opaque pale blue and white with black dots
(Type 111d)
3.2 × 2.6 × 0.4 cm; 1 1⁄4 × 1 × 3⁄16 in
RCIN

65618

PROVENANCE :

First recorded in the Royal Collection

in 1872
INVENTORY REFERENCES : WCIG

1872, no. 234;
1909, no. 207
LITERATURE : Fortnum 1880, p. 11, no. 234;
Aschengreen Piacenti 2004a, p. 138
G&J

Bust of the Emperor Commodus (d.AD 193, aged
32), in profile facing to the right. He wears a
laurel wreath, tied at the back of his head in a
bow with loose ends, and a cloak is slung over a
corselet with shoulder lappets. The back of the
stone has been trimmed, and there is part of a
drill hole, oblique across the lower half.
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10 TWO-HORSE CHARIOT
Cameo: Roman, first century BC
Mount: late eighteenth century
Sardonyx: mottled yellow, white and mottled brown
Open gold mount with hook-shaped suspension loop
and ring (Type 1x)
2.0 × 1.5 × 0.3 cm; 13⁄16 × 9⁄16 × 1⁄8 in
RCIN

65601

PROVENANCE :

Joseph Smith, Venice;
from whom purchased by George III in 1762
INVENTORY REFERENCES : WCIG 1872, no. 240; G&J 1909, no. 219
LITERATURE : Gori 1767, 1, pl. xxx111, pp. 55–6; Aldini 1785,
pp. 185–6; Fortnum 1880, p. 11, no. 240

A two-horse chariot on a ground line, to the right.
The charioteer wears a short-sleeved garment, belted,
possibly over an animal skin. His arms and face are
chubby and he holds a long goad.
The subject is common on early Roman cameos,
where the charioteer may often be a Victory, or
sometimes a Cupid. This is probably a racing chariot.
Fortnum suggested ‘not without a suspicion of
Odelli’.

11 VINTAGE SCENE
Cameo: Roman, first century AD
Mount: attributed to Jean Vangrol, Paris, c.1640
Onyx: white on mottled grey-black (possibly colouring)
Mount: gold mount with frame of ‘petals’ in white enamel
with black dots; gold suspension loop and ring (Type 111a).
Openwork reverse with ‘leaves’ in opaque pale-blue, lilac,
green and white enamel with black dots (Type 111d)
1.8 × 1.4 cm; 11⁄16 × 9⁄16 in
RCIN

65616

PROVENANCE :

First recorded in the Royal Collection in 1872
1872, no. 224; G&J 1909, no. 209
LITERATURE : King 1861, p. 313; Fortnum 1880, p. 10, no. 224, pl. 2;
Aschengreen Piacenti 2004a, p. 135
INVENTORY REFERENCES : WCIG

Vintage scene on a ground line: a man wearing a cloak, which is
knotted behind leaving one shoulder bare, holds a basket in his left
hand and raises the other to a vine which climbs up from the left.
He turns round to look at a naked child standing under the tree
with his back to the viewer and holding the vine with both hands.
Summary, late Roman work. There are many vintaging cameos
and intaglios with cupids, as in the Kunsthistorisches Museum,
Vienna (Eichler & Kris 1927, no. 64, pl. 14; Richter 1971, nos.
151–3). It is possible that the adult figure here is intended to be
no mortal; if so, he may be Ampelus (which King suggested for
the smaller figure).
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12 MAENAD
Cameo: Hellenistic, second–first centuries BC
Ring: late eighteenth century
Sardonyx: white and brown
Gold ring with open bezel (Ring type 1)
1.8 × 1.4 × 0.5 cm; ring: h 2.3 cm, w 2.1 (1.9) cm.
11
⁄16 × 9⁄16 × 3⁄16 in; ring: h 7⁄8 in, w 13⁄16 (3⁄4) in
RCIN

65602

PROVENANCE :

First recorded in the Royal Collection in 1872
1872, no. 32; g&j 1909, no. 225
LITERATURE : Fortnum 1880, p. 6, no. 32
INVENTORY REFERENCES : WCIG

A maenad (bacchante) reclining on rocky ground is shown to midthigh, naked with an animal skin wrapped round her legs. Her left
arm is thrown back to her wild hair, her right cradles the neck of a
wineskin. The stone has been trimmed to this size and the back is
convex and polished.
The pose is classical Greek in origin, often used for a sleeping
nymph surprised by a satyr; there is an example on a gem, now in
the Getty Museum, Malibu (81.an.76.31; Boardman 1975, no. 31,
with references p. 88), and on a cameo where she is attended by a
satyr and a cupid and rests on an animal skin, in the State Hermitage
Museum, St Petersburg (Neverov 1971, no. 59). The pose is that

adopted by Ariadne awaiting Dionysos, but she is neither drunk
nor on an animal skin (LIMC 1981–99, 111, under the name
‘Ariadne’, nos. 730–5 passim; no. 149 is an Omphale). Although
no. 12 is incomplete, it seems unlikely that there was a second
figure. The wineskin explains the weariness. It is cuddled like this
more often by satyrs, as on the famous Derveni crater of about
300 BC or a Campanian Hellenistic capital (Furtwängler 1900, 111,
p. 279, fig. 143).
The delicate treatment of the hair, limbs and body, with soft
unemphatic forms, indicates a Hellenistic Greek work, probably
of the second–first centuries BC.

13 WARRIOR
Cameo: Roman, second–first centuries BC
Mount: late eighteenth century
Sardonyx: reddish-brown and white
Open gold mount with grooved frame on the reverse
2.5 × 1.5 × 0.9 cm; 15⁄16 × 9⁄16 × 3⁄8 in
RCIN

65607

PROVENANCE :

First recorded in the Royal Collection in 1872
1872, no. 30; G&J 1909, no. 220
LITERATURE : Fortnum 1880, p. 10, no. 30
INVENTORY REFERENCES : WCIG

On a ground line a kneeling warrior wearing helmet and corselet
shoulders his spear. He carries a shield with facing female head
(probably meant for a gorgoneion) as blazon.
The type, often with a gorgoneion on the shield and this style
of helmet, is most familiar for collapsing warriors on Italic
ringstones of the second–first centuries BC (cf. Furtwängler 1896,
nos. 171–91, pl. 9; AGDS 11 1970, nos. 1587–9, pl. 151). It is unusual
to find such a motif in cameo, but the work appears to be ancient
and so should be contemporary with the Italic ringstones.
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14 LION
Cameo: Roman, early third century AD
Mount: late eighteenth century
Onyx: white and bluish-grey
Gold ring with closed bezel, pilaster-like shank
and hoop with moulding
2.0 × 1.5 cm; ring: h 2.3 cm, w 2.2 (1.9) cm.
13
⁄16 × 9⁄16 in; ring: h 7⁄8 in, w 7⁄8 (3⁄4) in
RCIN

65604

First recorded in the Royal Collection in 1872
1872, no. 250; G&J 1909, no. 223
LITERATURE : Fortnum 1880, p. 11, no. 250

15 MEDUSA
Cameo: late Roman, third century AD
Mount: early seventeenth century
Onyx: pinkish-white on grey
Open silver-gilt mount with suspension loop (Type 11)
2.1 × 2.0 × 0.8 cm; 13⁄16 × 13⁄16 × 5⁄16 in
RCIN

65605

PROVENANCE :

First recorded in the Royal Collection in 1872
1872, no. 156; G&J 1909, no. 222

INVENTORY REFERENCES : WCIG

PROVENANCE :

INVENTORY REFERENCES : WCIG

A lion paces to the right on a rough ground line. His head is turned
to the viewer with one hind leg shown. The staining of the crystalline
layer of the onyx is ancient.
Summary late Roman work, very much in the style of the bear
cameo from South Shields (Henig 1978, no. 735, pl. 53) and especially
the lion cameo from the Thetford treasure (Johns & Potter 1983, p. 103,
no. 39). For the general type see Henig 1990, no. 165; which goes back
to fine early Roman stones, as that by Hyllos (Richter 1971, no. 716)
on which the pacing lion is given a three-quarter head.
The ring appears to have been made to fit the mount of the cameo.
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Medusa head (gorgoneion) with wings in the wild hair and
snakes around the face. Rough, broken back (cobbed out of
the stone with a hammer).
An extremely common subject, especially in the late Roman
period, presumably offering demonic protection for the wearer,
as the same subject does on a shield or aegis.
On the reverse of the cameo there is an engraved symbol
resembling an inverted triangle, which may point to the stone
having been used during the medieval period as a sign of the
Trinity, or indicate that it had a further amuletic function in
combination with the Medusa.
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16 CUPID CROWNING VENUS (?)
Cameo: early Roman, first century BC
Mount: French, c.1660
Sardonyx: white field with brown
Double-sided closed gold mount with inner scalloped border
surrounding the cameo and outer enamelled openwork frame
with polychrome tulips, fritillaries, roses and leaves. Slightly concave
reverse enamelled with entwined hearts within a laurel wreath in
enamel and an undeciphered combination of letters and numbers.
Two suspension rings pierce the top of the frame
Diameter 2.3 cm, h 3.7 cm; 7⁄8 × 1 7⁄16 in
RCIN

65741

PROVENANCE :

First recorded in the Royal Collection in 1872
1872, no. 24; G&J 1909, no. 298
LITERATURE : Fortnum 1880, p. 10, no. 24, pl. 3; Clifford-Smith 1902–3, p. 242
INVENTORY REFERENCES : WCIG

The device in high relief is within a raised circular border. A naked
woman is seated on the ground with a garment swathed around her
right leg and beneath her. Her face is turned to the viewer, but her
hands are raised towards a naked child, who holds a wreath out to
her in his left hand. She seems to be seated on a bed or mattress
patterned with an upright and dots.
The use of the dark layer for the figures against a white ground
is uncommon, but can be found in early Roman glyptic, as for the
great eagle cameo in the Kunsthistorisches Museum, Vienna
(Eichler & Kris 1927, no. 4, pl. 2). This also shares with our
humbler piece the oddity of being circular and with a raised border.
These are features too of a cameo with the head of Alexander in
the Bibliothèque Nationale, Paris (Babelon 1897, no. 223, pl. 21).
The subject may be a cupid, wingless, crowning Aphrodite. The
group is unfamiliar but unexceptionable and any doubts about
its antiquity can probably be allayed by the unusual features of
its shape and technique, and the skilful composition and cutting
of figures, which succeed in avoiding mere prettiness, despite
the theme.
Fortnum, in the 1872 inventory, says of this piece: ‘a pretty
pendant ornament of enamelled gold; probably English work of
the seventeenth century, mounting an antique cameo of minor
importance of the third century’. It seems possible that the floral
mount originally contained another image, and that the scalloped
frame was inserted to adjust the setting of the present cameo to an
already existing mount. The colours of the floral wreath suggest
French workmanship of the 1660s. The plaque has the same holes,
with rivets, as on the mount of the head of Caesar (no. 69).
The as yet undeciphered inscription, in combination with the
entwined hearts in a victory wreath on the reverse of the pendant,
undoubtedly depicts an amatory device. The reverse of the
pendant underlines the imagery and message of love of the
cameo with Cupid crowning Venus (?).
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17 HEAD OF A MAN
Bas-relief: Hellenistic, first half of the first century BC
Mount: early nineteenth century
Sard
Open gold mount with foliate base to suspension loop
4.9 × 3.9 cm; 1 15⁄16 × 1 1⁄2 in
RCIN

Bust of a man, facing to the right, with closely cropped hair.
Dress is shown at the neck and left shoulder. The work is cut
in very shallow relief and the background is at the level of the
highest part of the relief. The cameo is broken and, to support
it, it is backed with glass and flooded with bulsum, a technique
applied in the nineteenth century, possibly when the bas-relief
was set in the current mount.
The technique of extremely shallow relief – shallow even
for the impression from an intaglio – with the background
not cut back, is similar to the Egyptian en creux technique for
stelae and wall reliefs; thus it is very probable that this cameo
was cut in Egypt. The style, and especially the cropped hair,
is that of Roman portrait gems of the first half of the first
century BC. The image should be that of a distinguished, but
yet unidentified, Roman, involved in the troubled dealings
between Rome and the last of the Ptolemies. The workmanship
is Greek and the bust type resembles that for Hellenistic rulers.
This is a fine, somewhat idealised characterisation, with subtle
modelling over neck and temple, and emphatic linear detail on
the brow and for the hair. The lips are thin and pursed, an
indication of determination, or old age, or both. An odd
feature, and only in part explained by the very shallow relief,
is the way the eye is so sharply lidded and almost shown frontal
in the profile head, so that the upper lid is as curved as the
lower. This comparatively primitive treatment was retained for
native relief sculpture in Egypt through the Ptolemaic period,
and its appearance here may be a further indication of the
influence of Egyptian techniques on this unique cameo.

65611

PROVENANCE :

First recorded in the Royal Collection in 1872

INVENTORY REFERENCES : WCIG 1872, no. 218; G&J 1909, no. 214
LITERATURE : Fortnum 1880, p. 6f, no. 218, pl. 2 (he considered it
possibly a portrait of one of the Scipios); Furtwängler 1900,
111, pp. 156, 158, pl. 59.9 (as probably made in Egypt, first
century BC); Lippold 1922, pl. 67.5 (as Hellenistic Egyptian);
Clifford-Smith 1902–3, p. 226 (dated about 200 BC)

18 MAENAD
Bas-relief: Hellenistic,
second–first century BC
Mount: late eighteenth century
Chalcedony: natural chrome
coloured
Open gold mount with
hook-shaped suspension
loop and ring (Type 1x)
1.7 × 1.5 cm; 5⁄8 × 9⁄16 in
RCIN

65844

PROVENANCE :

Joseph Smith, Venice;
from whom purchased by George III in 1762
INVENTORY REFERENCES : WCIG 1872, no. 154; G&J 1909, no. 122
LITERATURE : Gori 1767, 1, pl. xxxv, pp. 56–9;
Aldini 1785, pp. 185–6
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Bust of a maenad (bacchante), in frontal view, with her hair
swept back and spreading above her left shoulder and in a
ringlet onto her right shoulder. Her dress has slipped from
this shoulder, leaving one breast bare. A short-leaved wreath
binds her hair loosely.
Compare the Ariadne cameo (no. 4) for the pose of the
head. The bare breast shows this to be a maenad, not Ariadne.
The style, with the large eyes and lightly sketched dress and
hair, suggests a late Hellenistic work of the second–first
centuries BC.
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20 EROS
Intaglio: Hellenistic, second–first centuries BC
Ring: late eighteenth century
Carnelian
Gold ring with open bezel (Ring type 1)
1.4 × 1.2 cm; ring: h. 2.2 cm, w 2.2 (1.7) cm.
9
⁄16 × 1⁄2 in; ring: h 7⁄8 in, w 7⁄8 (5⁄8) in
RCIN

65612

PROVENANCE :

First recorded in the Royal Collection in 1872
1872, no. 193; G&J 1909, no. 213
LITERATURE : Fortnum 1880, p. 4, no. 193; Furtwängler 1900, I, pl. 14.9;
Lippold 1922, pl. 26.12 (fourth century BC); Horster 1970, no. 35–7, pl. 8.1
INVENTORY REFERENCES : WCIG

19 ARTEMIS
Intaglio: Roman, first century BC
Ring: Roman, late first – early second century AD
Intaglio: almandine garnet
Solid gold ring with plano-convex section
Bezel: 1.6 × 1.1 cm; ring: h 2.3 cm, w 2.9 (1.7) cm.
5
⁄8 × 7⁄16 in; ring: h 7⁄8 in, w 1 3⁄16 (5⁄8) in
RCIN

52229

PROVENANCE :

First recorded in the Royal Collection

in 1914
INVENTORY REFERENCE:

Add. Cat. 1914, case 13, no. 29

Bust of Artemis/Diana, in profile, facing to
the left. The goddess’s hair is dressed in a roll
over the forehead, with a ringlet at the neck
and a plait running up from the temple to the
top of the head. The dress leaves her left
shoulder bare. Behind her back is a quiver,
showing bow and arrows.
For the type, and notably for the
distinctive hairstyle, cf. Vollenweider 1972–4,
pl. 13; LIMC 1981–99, II, under the name
‘Artemis/Diana’, nos. 609–10, coins of the first
century BC. The motif is common on late
Hellenistic and early Roman gems. The
conspicuous use of the drill for the hair and in
the features indicates the intaglio was cut in
Italy and is a work of the first century BC.
On the ring bezel the setting shows signs
of having been adapted to fit the earlier
intaglio into a later Roman ring of the
second–third century AD (for the type cf.
Chadour 1994, nos. 239, 242, 291, 296, 298).

On a short ground line Eros/Cupid is shown as an adolescent,
stringing his bow, bending it against his left thigh and slipping
the looped end of the string over the farther tip. He is naked
and winged, wearing a cylindrical quiver. The stone has a
slightly convex back and flat face.
The figure is a free adaptation of the statue known in
many copies and generally identified as the work of the
sculptor Lysippos (LIMC 1981–99, 11, under the name ‘Eros’,
nos. 352–4), although on no ancient authority. Horster has
discussed thoroughly the manner in which the intaglio figure
differs from that of the statue, mainly in balance and detail of
the action of the arms. She proposes a date around 120 BC, later
than that suggested by Furtwängler, who thought it might be
only a little later than the statue from which the image was
thought to derive (late fourth century BC). A free adaptation of
the statue may in fact better suit an early date, but the style,
particularly the slack modelling of the body, and the shape of
the broad flat stone is more like that found in the late
Hellenistic period, second–first centuries BC.

21 EROS
Intaglio: late Roman, second century AD
Mount: late eighteenth century
Nicolo
Open gold mount with suspension loop and ring
1.7 × 1.4 cm; 5⁄8 × 9⁄16 in
RCIN

65608

PROVENANCE :

First recorded in the Royal Collection in 1872
1872, no. 278; G&J 1909, no. 218

INVENTORY REFERENCES : WCIG

Eros/Cupid stands leaning on an upturned but burning torch.
The stone has a flat face and back, and high bevelled sides.
The subject is a very common device for Roman gems and
sculpture (LIMC 1981–99, 111, under the name ‘Eros/Cupido’,
nos. 166–7). The figure is often employed in funerary art with
symbolism that combines Eros, as promoter of life and fertility,
with the torch of life, upturned but not extinguished, and the
related iconography of the personifications of Sleep and Death.
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22 DIOSCURUS WITH
HORSE
Intaglio: Roman, first century BC –
first century AD
Mount: Roman, second–
third century AD
Sardonyx: brown and white
Open gold mount with scalloped
edge, beaded wire surround and
grooved suspension loop.
With later suspension ring
Diameter: of stone 1.8 cm,
of pendant 2.2 cm;
stone: 11⁄16 in, pendant 7⁄8 in
RCIN

65619

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872,
no. 279; G&J 1909, no. 206
LITERATURE : Fortnum 1880, p. 10, no. 279

A Dioscurus holding the rein of
his horse and a spear, knobbed at
each end. He wears a pilos cap
with a six-pointed star above it.
Slightly convex face.
A common Hellenistic group,
though the star and cap are
generally omitted. For Italic glass
(paste) gems of this type see AGDS
11 1970, nos. 1645–6, 1649; for the
type in other media of the Roman
period, LIMC 1981–99, 111, under
‘Dioskouroi/Castores’ nos. 34–73.
The figure is rendered in narrow
grooves with short linear details
on the head and trunk.
The mount is Roman with its
characteristic grooved pendant
loop and scalloped border, and is
probably second–third century AD.
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23 FALCONER
Intaglio: Persian, tenth century AD or later
Ring: probably nineteenth century
Bloodstone
Cast gold ring with two running horses on each
shoulder in low relief and a high collet setting
surrounding the intaglio
1.6 × 1.45 cm; ring: h 2.3 cm, w 2.3 (1.9) cm.
5
⁄16 × 9⁄16 in; ring: h 7⁄8 in, w 7⁄8 (3⁄4) in
RCIN

52203

PROVENANCE :

King Edward VII; presented
to King George V by Queen Alexandra in 1910
INVENTORY REFERENCE: GVIJ 1908, f. 91

The falconer on horseback holds a bird on his
raised left hand, and his right hand is raised to
hold the reins (not shown). He wears a version
of the Eastern leather cap, like the Persian tiara,
with a back flap. The curls at the waist suggest
dress rather than a saddle, the curly patterns on
the horse’s rump and the zigzag behind the mane
give the appearance of a saddle cloth, but these
are engraved characters with the names of the
Twelve Imams. The figure and all details are
heavily outlined with little interior modelling
except for a broad sinking on the bodies of man
and horse. The reverse of the intaglio has been
cut flat and smoothed, with a polished centre
strip which suggests there was originally a drill
hole and that the stone was reused.
The origins of falconry are probably to
be sought in Persia, and the falconer here has
Persian features in dress. However, the linear
appearance of the device is explained by the fact
that the details contain the names of the Twelve
Imams, and there are at least three other seals
known which have the same device, composed in
the same manner; see Kalus 1981, pp. 36–7, nos.
2.1.5 and 2.1.6 (Bibliothèque Nationale, Paris),
and another in the British Museum, London
(inv. no. 186–1229.99).

Falconry is discussed in Oddy 1991,
pp. 59–66. Hawking on foot was known long
before, and from horseback in both the Eastern
and the Mediterranean worlds from, it seems,
about the fifth century AD. Lindner 1973, pp.
152–3, refers to a gem from the Punjab once
in the Southesk collection, related to Sasanian
and inscribed. Zwierlein-Diehl returns to the
subject apropos of a gem of perhaps the fifth
century AD, now in Bloomington, Indiana (in
Avisseau-Broustet 1997, pp. 89–91). There is
also a Sasanian seal in Hamburg (AGDS 1v 1975,
no. 95) in a purely Sasanian style of the fifth–
sixth centuries AD, which shows a riding
falconer similar to no. 23. David Bivar (written
communication) draws attention to the fact that
the ‘outline’ style, as seen here, was favoured in
the Islamic world from the ninth century.
No. 23 was in the collection of King Edward
VII and was presented to King George V in 1910
by Queen Alexandra. At that date the collet was
set with diamonds. A letter of 20 June 1917 from
Cecil Harcourt Smith of the Victoria & Albert
Museum, London, to the Royal Librarian at
Windsor Castle, Sir John Fortescue, proposed
an early date for the ring, which is taken for
classical Greek (Add. Cat. 1914, f. 10).

MEDIEVAL GEM • CAMEO

24 ST GEORGE
Cameo: Venice or Constantinople (?),
first half of the thirteenth century
Mount: seventeenth century
Sardonyx: white on orange (visually black)
Open silver-gilt mount with suspension loop
(Type 11)
h 2.1 cm; 13⁄16 in
RCIN

65606

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 210;
G&J 1909, no. 221
LITERATURE : Fortnum 1880, p. 12, no. 210, pl. 2;
Wentzel 1962, pp. 103–12

A bearded, nimbate St George in military garb
rides a horse right; he holds a spear in his raised
right arm and aims at a dragon on the ground
beneath him. Behind and before his head is the
Greek inscription: Ο Α ΓΕΩ (O A GEO).
Many fine-quality cameos carved from a
variety of materials – including bloodstone,
sardonyx, lapis lazuli, sapphire, amethyst and
rock crystal – were produced in Constantinople
between the ninth and thirteenth centuries.
Most of these gems depict images of Christ, the
Virgin or various saints. Although rarely found
on cameos, military saints on horseback, most
often identified as St Theodore, Demetrios
or George, enjoyed great popularity in the
Byzantine period as protectors from evil forces,
and their images were frequently found on
icons of all sorts. In this example, the saint is
identified by the Greek lettering around his head,
an abbreviation for Ο ΑΓΙΟ C ΓΕΩΡΓΙΟ C
(O AGIOS GEORGIOS).
The cameo, although in the Byzantine style,
does display stylistic peculiarities which call its
origin into question. The stocky figure of both
the saint and his horse are unlike other depictions
on cameos from Constantinople. It is also
unusual that the saint is bearded, for in most
Byzantine representations he is shown as young,
curly haired, and without a beard. Even the
dragon is not the serpent-like creature typical of
Byzantine representations, but the plump,
winged monster more common in the West.
In 1962 Wentzel noted these stylistic and
iconographic details and suggested that the

cameo was not in fact Byzantine, but rather a
Venetian work in the byzantinising style, carved
during the early thirteenth century at the time
of the Venetian occupation of Constantinople
(Wentzel 1962, pp. 103–12; Wentzel 1963, pp.
11–24). Wentzel identified several other cameos
as being byzantinising Italian; the suggestions
are, however, not all convincing, and in any case
the styles differ from that of no. 24 (cf. Wentzel
1962, p. 110, note 59; Wentzel 1953–6, pp. 246,
255–6, figs. 24 and 27, and p. 273, fig. 26). The
Venetian attribution is certainly plausible, even
though no other comparable cameo is known.
A further observation made by Wentzel was
the close resemblance of no. 24 to images of the
same saint (and nearly identical depictions of St
Theodore) slaying a dragon on an extensive series
of coloured glass medallions imitating cameos,
which were most likely manufactured in Venice
in the thirteenth century, often copying Byzantine
prototypes (cf. Wentzel 1957, pp. 50–67; esp.
p. 66, nos. 39–40, figs. 1–5, St Theodore, and
p. 41, fig. 18, St George). Wentzel’s study is
fundamental; however, see also Vickers 1974,
pp. 18–21, who accepts the Venetian origin;
and Buckton (see Byzantium 1994, pp. 189–90,
no. 204a–d), who suggests some are Byzantine
and others Venetian. The mounted saints are
remarkably similar in style to the Windsor cameo,
as is the winged dragon. In view of the similarity
to the glass medallions, no. 24 can also be dated
thirteenth century. Whether the cameo was
carved in Constantinople or Venice remains,
however, difficult to determine.
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OPPOSITE

Agate bust of Hercules
(no. 32)

Gem carving reached a peak of perfection in Greek art, and was practised continually in Roman times.
After the fall of the Roman Empire, it was continued in Byzantium and, somewhat sporadically, in the
West, with a notable flowering in Southern Italy under the Staufer emperors in the thirteenth century.
There were two main periods of revival in post-classical times: during the Renaissance and in the eighteenth century. However, extant examples and literary evidence point to the fact that gem engraving, and
the appreciation of gems, continued uninterruptedly throughout the ages, although to a variable extent
and with different degrees of intensity.
In Italy, in the wake of Humanist learning, ancient gems were collected, studied and copied. Great
collections were formed by the Medici in Florence, by Cosimo Pater Patriae and especially Piero the
Gouty, and by the Venetian Pope Paul II Barbo whose collection was bought by Lorenzo the Magnificent.
Venice had already established a guild of rock-crystal-carvers in the late thirteenth century, and the great
revival of gem engraving in the fifteenth century had the north of Italy as its point of departure, above all
Milan with its rich court and important goldsmiths’ guild. This was certainly one of the largest of the
peninsula and included gem-engravers. Towards the end of the century many of these moved to other centres of patronage, to the wealthy Renaissance courts of Ferrara and Mantua, to Florence at the time of
Lorenzo the Magnificent, and to Rome.
The greatest gem-engravers of the early sixteenth century, Valerio Belli from Vicenza (1460–1546) and
Giovanni Bernardi from Castelbolognese (1496–1553), specialised in rock-crystal intaglios. Both worked
extensively for the papacy in Rome. From about the middle of the century coloured stones were preferred
and thus cameos became increasingly popular. Again it is noticeable that the main masters originated from
the Po valley. Milan remained a highly important centre not only for gems but also for vases of extravagant Mannerist shape. The development of the technique of gem cutting may indeed be traced back to the
work of Leonardo da Vinci and the school he left in Milan, centred around the painter Giovanni Paolo
Lomazzo (1538–1600).
There must also have been other centres, but so far little documentary evidence has come to light.
Gem-engravers worked chiefly from plastic models such as plaquettes or medals. Often the medallist was
also an engraver in stone, and many of the named gem-engravers, right up to the nineteenth century,
worked for the various princely mints. Thus it is likely that there were gem-engravers connected with the
schools of bronze casting in centres such as Reggio, Modena, Padua and Venice. The prototypes chosen
for many of the Windsor gems would tend to confirm this possibility.
The great Milanese workshops worked for all the most important courts of Europe, and several
masters, or indeed entire families, accepted the invitation of princes to move abroad. In 1515 Matteo dal
Nassaro (fl.1515–47/8) from Verona was called to Paris by Francis I; in 1559 Jacopo da Trezzo (1515–89)
moved to Madrid, to Philip II; in 1588 Ambrogio Miseroni went to the court of Rudolph II in Prague; in
1572 the Caronis and in 1575 the Gaffuris settled in grand ducal Florence.
There is so far no record of any Milanese going to the court of Queen Elizabeth I – perhaps their
Catholic faith was an obstacle. The plague of 1630 seriously damaged the activity of Milan, but the
Milanese workshops abroad continued to flourish. The Miseronis at the imperial court lasted well into
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the seventeenth century, and in Florence the Milanese workshops led to the creation of the Opificio delle
Pietre Dure, which still exists today.
The Royal Collection contains several important pieces from the Italian schools of the sixteenth
century. One of the cameos representing Philip II (no. 214) is of such quality that it may be attributed to
Jacopo da Trezzo. Some of the very delicate works in two-coloured onyx are undoubtedly Milanese, such
as the series of young ladies at the court (nos. 240–1, 243–4) and the male portrait (no. 239).
The large Adoration of the Magi (no. 210) may be attributed to this period and to the north of Italy.
In the treatment of the subject it recalls Late Gothic paintings. The figures are almost in the round and the
strata of the stone have been used cleverly to heighten the colour effect. The small animal cameos belong
to a large group, centred on the workshop of Giovanni Antonio Masnago in Milan. The tiny cameos
with mythological themes are also workshop productions. They have been associated with the Saracchi
brothers as they are often found as decoration on the hardstone vases produced by them for the courts of
Munich, Vienna and Florence in the last quarter of the century.
In the seventeenth century Rome became of outstanding importance. The patrons of the classicising
trend of Baroque art were all great collectors of gems. In 1657 Leonardo Agostini, antiquarian to Pope
Alexander VII, published a catalogue of the Pope’s gem collection; a second volume followed in 1664. In
1668 the two were united and re-edited by Giovanni Pietro Bellori (1615–96), learned theorist of the arts,
Antiquarian of Rome under Clement X, librarian to Christina of Sweden, and friend of Nicolas Poussin.
Christina of Sweden had a gem collection which at her death was bought by Prince Livio Odescalchi, a
nephew of Innocent XI. Agostini’s catalogue ran into several editions, and other erudite catalogues and
treatises on the subject were to follow throughout the eighteenth century – including the volumes by
Antonio Francesco Gori (1691–1757) of the Florentine grand ducal collection and that of Consul Smith of
Venice acquired by George III.
Germany seems to have had local engravers active at the various courts, and the less demanding shell
engraving had long been popular in the important art centres such as Nuremberg.
In France a school of gem-engravers was trained by Matteo dal Nassaro, and gem collecting was
encouraged by Catherine de’ Medici. Under Henry IV some documented engravers emerge, and one of
these, Julien de Fontenay (d.1611), seems to have been sent to England by the King to make a portrait of
Elizabeth I. Aldini (Instituzioni glittografiche, o sia della maniera di conoscere la qualità … delle gemme
incise… , p. 137) even states that he ‘scolpì in rilievo in un Agata Niccolata la di Lei immagine, che fu riputata un prodigio dell’arte’. Cameo portraits of both Henry IV and Louis XIV are preserved in the Royal
Collection, and these are presumably of French origin.
Little is known of gem engraving in England under the Tudors although the subject has received
much serious consideration in recent publications. A certain Astill is mentioned as ‘stone graver’ to Henry
VIII but nothing is known for certain of his work. Neither is it known if de Fontenay only visited
England or settled there. The great number of cameos in sardonyx portraying Elizabeth I points to a welldeveloped production although the quality is uneven. In the seventeenth century a school certainly
existed, possibly originating – as happened earlier in Italy – in the wake of the great collections such
as those formed by Thomas Howard (1585–1646), 2nd Earl of Arundel, and George Villiers (1592–1628),
1st Duke of Buckingham, and by the King himself. The insignia of the Order of the Garter often
included an agate cameo representing St George and the Dragon, and the Royal Collection contains three
important examples of this type.
During this period the documents begin to mention medallists who also cut gems, such as Thomas
Rawlins (1620–70), working for Charles I, and Thomas Simon (1618–65) for Oliver Cromwell. The latter
was, not unnaturally, excluded from the patronage of Charles II after the Restoration. In the early
eighteenth century Charles Christian Reisen (1680–1725), of Danish/Norwegian origin, was a medallist
and engraver of some renown. George Vertue relates that he worked for ‘the Virtuosi and Persons of First
Quality’ and that his special skill was ‘cutting heads of famous Greek and Roman heroes from Ancient
medals, also heads of living persons in gems’ (Vertue 1930–55, III, p. 25). He was presented to Prince
48

II MODERN GEMS

BIBLIOGRAPHICAL NOTE

For further reading, the entries on gem
engraving by Gertrud Seidmann in
The Dictionary of Art, New York and
London, 1996, are very informative
(see www.Groveart.com for the online
version of the Dictionary).
Earlier catalogues of the great public
collections have introductions with the
history of gem engraving, see: E. Babelon,
Catalogue des camées antiques et
modernes de la Bibliothèque Nationale,
Paris, 1897; O.M. Dalton, Catalogue of
the Engraved Gems of the Post-classical
Periods in the British Museum, London,
1915; and F. Eichler and E. Kris, Die
Kameen im Kunsthistorischen Museum
in Wien, Vienna, 1927.
Ernst Kris has written perhaps the
most complete history of gem engraving
in the Renaissance – see Meister und
Meisterwerke der Steinschneidekunst in
der italienischen Renaissance, 2 vols.,
Vienna, 1929.
For the subject of Milan and the
importance of Leonardo, see the writings
of Paola Venturelli; for example Gioielli
e gioiellieri milanesi. Storia, arte, moda
(1450–1630), Milan, 1996; and ‘“E per
tal variar natura è bella”: arti decorative
a Milano tra Leonardo e Lomazzo’
in Rabisch – Il Grottesco nell’arte
del Cinquecento, (exh. cat.), Museo
Cantonale d’Arte, Milan; Milan, 1998,
pp. 323–37.
The Proceedings of the Symposium
held at the National Gallery of Art,
Washington DC, November 1994, has
essays on the tradition of gem engraving
and collecting (C.M. Brown (ed.),
Engraved Gems. Survivals and Revivals,
Studies in the History of Art 54,
Symposium Papers xxx11, National
Gallery of Art, Washington DC,
Washington and Hanover, 1997).

George of Denmark, consort of Queen Anne, who tried unsuccessfully to speak to him in Danish; it was
Reisen’s father who had crossed the North Sea.
The first aristocratic gem-collector of the eighteenth century in England was William Cavendish,
2nd Duke of Devonshire (1673–1729), but many were to follow, especially after the establishment of the
Society of Dilettanti in 1734. The Grand Tour took many young Englishmen to Rome, and these wealthy
enthusiasts became an important factor in the second revival of gem engraving in the Eternal City, which
developed round the theories of Johann Joachim Winckelmann (1717–68) and the new vision of classical
antiquity. Artists flocked to Rome, certain of patronage: Flavio Sirletti from Ferrara, Giovanni Costanzi
from Naples, Anton Pichler from Brixen. Their sons Carlo Costanzi (1703–47) and above all Giovanni
Pichler (1734–91) rank amongst the greatest gem-engravers of their times. The Royal Collection contains
splendid intaglios in carnelian by both masters. The German Lorenz Natter spent a lifetime in quest of
patrons. He was born in Biberach in 1705, worked in Rome, Florence, The Hague, London and Copenhagen, and died in St Petersburg in 1763, to which he had been summoned as court engraver to Catherine
II. His treatise of 1754 published in London was dedicated to the Prince of Wales. The Royal Collection
contains a signed cameo from his hand (no. 222).
By the last quarter of the century, an important school of engravers had developed in England,
headed by Edward Burch and Nathaniel Marchant, ‘sculptors in little’ as they termed themselves.
Edward Burch (1730–1814) was self-taught. In 1772 he was elected a member of the newly founded
Royal Academy, where he exhibited extensively. Later he also became its librarian. In 1788 he became
royal medallist and gem-engraver to the Duke of York and the Kings of England and Poland. The Royal
Collection contains three signed works by him: a superb intaglio in sardonyx (no. 259), a cameo of a lion
(no. 253) and a Garter George (no. 303).
Nathaniel Marchant (1739–1816) was a pupil of Edward Burch. He was born in Sussex in 1739 and
lived in Rome for several years before returning to England. His fame was enormous, both in England and
abroad, but he never received the official recognition that he expected, becoming a member of the Royal
Academy only in 1809. He was famous for his copies of antique statues – of which the signed piece in the
Royal Collection is a good example (no. 267) – and the classical purity of his intaglios was considered equal
to that of Giovanni Pichler. The Collection also contains a Garter George in cameo by his hand (no. 304).
Other English gem-engravers were known and appreciated abroad. William Brown (1748–1825) and
his brother Charles (1749–95), for instance, worked for Catherine II, Empress of Russia. Aldini mentions
several others, amongst them a ‘Seaton Scozzese’ who, according to Aldini, made portraits of Alexander
Pope, Inigo Jones and Isaac Newton – ‘which’ says Aldini ‘is more praiseworthy than if he had cut the Great
Turk, the Great Mogul, or the Great Can of the Tartars’ (pp. 143–4). Gems of this rather exotic type were,
however, both cut and collected, and the Royal Collection contains two cameo heads of Turks (nos. 173–4).
From about 1800 onwards the gem-engravers in Rome moved to Piazza di Spagna and the nearby
streets, which was the quarter of the foreign colony. But in the nineteenth century the wealth of England
was such that goldsmiths and gem-engravers were lured to London. Giovanni Pichler had been tempted to
move and another Roman engraver, Benedetto Pistrucci (1784–1855), actually went. He arrived in 1815
and worked extensively for the Royal Mint, of which he became director. He died at Flora Lodge near
Windsor. The Royal Collection contains from his hand a signed cameo with the head of Prince Albert (no.
229) and a Garter George (no. 308).
Tommaso Saulini (1793–1864) was the last Roman engraver to work for the English court, and his
cameos of Queen Victoria and the Prince Consort – as well as those by James Ronca (1826–1910) – close
the chapter of royal gem patronage (nos. 312, 316).
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25 APOLLO
Cameo: probably Italian, seventeenth century
Ring: English, late eighteenth century
Sardonyx: greyish-brown with red veins in creamy
brown
Plain gold ring with open bezel (Ring type 1)
3.4 × 2.3 cm; ring: h 2.3 cm, hoop 2.2 (1.9) cm.
1 5⁄16 × 7⁄8 in; ring: h 7⁄8 in, hoop 7⁄8 (3⁄4) in
RCIN

65184

PROVENANCE :

First recorded in the Royal Collection in 1872
1872, no. 6; g&j 1909, no. 25

INVENTORY REFERENCES : WCIG

Laureate bust of Apollo in profile to the right. He
wears a cloak fastened over his right shoulder with
a brooch. A quiver is just visible behind his left
shoulder. The stone is damaged on either side of
the head.
The representation of the ‘Young Apollo’ derives
from ancient prototypes, such as the sard example in
the Museo Archeologico, Florence (Vollenweider
1966, pl. 54, fig. 1). The bow to the right of the figure
in the original version is missing on no. 25, possibly
due to the damage to the stone. The same Apollo type
recurs on no. 254 and the use of a rather coarse stone
recalls no. 34. The stone appears to have been
damaged prior to being mounted in the ring.

26 APOLLO
Cameo: English, late eighteenth century,
probably Edward Burch
Ring: late eighteenth century
Agate: orange on white, orange on brown, white
and brown; traces of sealing wax on reverse
Plain gold ring with open bezel (Ring type 1)
2.5 × 2.0 cm; ring: h 2.2 cm; hoop 2.2 (2.0) cm.
15
⁄16 × 13⁄16 in; ring: h 7⁄8 in; hoop 7⁄8 (13⁄16) in
RCIN

65183

PROVENANCE :

Acquired by George IV when Prince of
Wales (?); recorded in the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 196;
G&J 1909, no. 24

Head of the ‘Young Apollo’, with draped neckline, in profile to the
right. His wavy hair, bound at the nape, cascades down his neck.
This Neoclassical cameo may be attributed to one of the
English gem-engravers active at the end of the eighteenth century.
Edward Burch (1730–1814) is the most likely.
A bill of 1787 from Stephen Rice refers to the purchase by
the Prince of Wales of two works by Edward Burch set into rings
(RA GEO/25676). One of these has been identified as no. 259. The
second piece is described as ‘a fine cornelian with the Head of
Apollo’. Although the cutting technique is not specified and the
material is carnelian, rather than orange agate, this may well refer
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to no. 26; the materials could easily have been confused. No. 26
and no. 259 are set in identical rings.
Burch’s catalogue of casts lists two intaglios owned by the
Prince of Wales (Burch 1795, nos. 18 and 39). The latter is no. 259;
the former, an Apollo Belvedere, no longer survives in the Royal
Collection. Two yellow carnelian intaglios, owned by Prince
Czartoriski, represented a ‘Young Apollo’ similar to no. 26 (Burch
1795, nos. 3 and 49). The subject seems to have been a favourite
with Burch and may further justify the attribution to him. In
addition, the agate employed for no. 26 is very similar in quality
and colour to no. 253, which is signed by Burch.
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27 YOUTHFUL BACCHUS
Cameo: probably North Italian, sixteenth century
Mount: seventeenth century
Onyx (from Saxony): white on light-grey
background with some pink
Open silver-gilt mount with suspension loop
(Type 11)
2.2 cm × 1.8 cm; 7⁄8 × 11⁄16 in
RCIN

65205

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 45;
G&J 1909, no. 46
LITERATURE : Fortnum 1880, p. 23, no. 45

28 BACCHUS
Cameo: probably late sixteenth /
seventeenth century
Mount: seventeenth century
Onyx (from Saxony): pink and grey
Open silver-gilt mount with suspension loop
(Type 11)
2.3 × 1.8 cm; 7⁄8 × 11⁄16 in
RCIN

Bust of the ‘Youthful Bacchus’, almost en face,
with vine leaves and grapes in his hair. He wears
a cloak fastened over his right shoulder with a
brooch.
This representation is based on classical
models; cf. an intaglio of the first century AD,
from the Ionides collection, illustrated in Lorenz
Natter’s manuscript in the State Hermitage
Museum, St Petersburg, of which there is a cast
by Thomas Cades (Kagan & Neverov 1984,
p. 120, figs. 6a and 6b; for Cades casts see
Cades 1836).
A similar ancient version, of amber, is in the
Museo Archeologico, Florence (inv. no. 14508;
Giuliano 1989, no. 66; Tondo & Vanni 1990,
no. 94).

Head of the ‘Youthful Bacchus’, smiling, in
three-quarter profile to the right. With vine
leaves and grapes in his hair. Deeply undercut
cameo in high relief.
The image of Bacchus is based on the same
prototype as no. 27, here smiling, as in the
ancient original, but without drapery.

65868

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 88;
G&J 1909, no. 146

29 BACCHUS
Cameo: Italian, late sixteenth /
early seventeenth century
Mount: English, late eighteenth century
Hessonite garnet (from Sri Lanka)
Open gold mount with hook-shaped
suspension loop and ring
(Type 1x)
2.1 × 1.7 cm; 13⁄16 × 5⁄8 in
RCIN

65173

PROVENANCE :

Joseph Smith, Venice;
from whom purchased by George III in 1762
INVENTORY REFERENCES : WCIG 1872, no. 142;
G&J 1909, no. 14
LITERATURE : Gori 1767, 1, p. 50, pl. xx1x;
Aldini 1785, p. 183

Bust of Bacchus in three-quarter profile to the
right. He is bearded and wears a wreath of vine
leaves in his hair. His cloak is knotted over his
left shoulder. The reverse of the stone is concave.
Gori identified the subject as ‘Hercules
Ebrius’, which was queried by Aldini. The
cameo is a bearded version of the ‘Youthful
Bacchus’ (cf. nos. 27 and 28). It may probably
be dated to the late sixteenth or early
seventeenth century, a period when coloured
gemstones, such as hessonite garnet, were
favoured.
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30 DIOMEDES
Cameo: English, late eighteenth century
Ring: English, late eighteenth century
Two-coloured flint: pale beige on brown
Gold ring with open bezel (Ring type 1)
2.6 × 2.1 cm; ring: h 2.3 cm, hoop w 2.1 (1.8) cm.
1 × 13⁄16 in; ring: h 7⁄8 in, hoop w 13⁄16 (11⁄16) in
RCIN

65169

PROVENANCE :

First recorded in the Royal Collection in 1872
1872, no. 254; G&J 1909, no. 10

INVENTORY REFERENCES : WCIG

Bearded head of Diomedes, in frontal view, with the head in
profile to the left.
No. 30 represents Diomedes, the legendary companion of
Ulysses. The image is derived from a Roman copy of a Hellenistic
bust found during Gavin Hamilton’s excavations at Hadrian’s
Villa, near Tivoli, in 1771 (Seidmann 1987, no. 46). The cameo
was probably made shortly after the find.
In 1792 Nathaniel Marchant’s catalogue listed a carnelian
intaglio of Diomedes. This was described as ‘from a bust in
the Museum Pio-Clementinum’. A similar wax relief is in the
Museo Nazionale del Bargello, Florence (Collezione Santarelli
1981, no. 275).
The flint is of a type found on the Channel coast of
southern England.

31 FAUN
Cameo: probably Italian, sixteenth century
Mount: English, early nineteenth century
Onyx: white and grey
Embossed gold inner mount set in a black enamelled
outer frame with loop and ring
1.7 × 2.3 (1.0 × 1.8) cm; 5⁄8 × 7⁄8 (3⁄8 × 11⁄16) in
RCIN

65819

PROVENANCE :

First recorded in the Royal Collection in 1872
1872, no. 225; G&J 1909, no. 97

INVENTORY REFERENCES : WCIG

Bust of a grinning faun with his shoulders in three-quarter view
and head in profile to the right. He wears a goat’s skin knotted
on one side.
A similar cameo, of carnelian, is in the Museo Archeologico,
Florence (inv. no. 14506; Giuliano 1989, no. 67; Tondo & Vanni
1990, no. 217). The motif is derived from ancient prototypes,
cf. the onyx cameo depicting a satyr, signed by Hyllos, in the
Antikensammlung, Staatliche Museen zu Berlin (Vollenweider
1966, pl. 80, no. 1; Zazoff 1983, pl. 92.4, p. 317).
The colours of the gold setting differ and it may therefore
be assumed that the original mount was later adapted into its
present form.
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32 HERCULES
Bust: Italian, second half of the sixteenth century
Socle: late nineteenth / early twentieth century
Agate (from Saxony): olive-green and shades
of reddish-brown (layering in both directions)
Mounted on a modern gilt metal plinth
4.7 × 3.8 × 3.0 cm, h with socle 5.7 cm;
1 7⁄8 × 1 1⁄2 × 1 3⁄16 in, h with socle 2 1⁄4 in
RCIN

65740

PROVENANCE :

Queen Caroline (?); first documented
in the Royal Collection in 1763
INVENTORY REFERENCES : WCIG 1872, no. 9; G&J 1909, no. 285
LITERATURE : Probably Robinson 1862, no. 6641.4; Carlton
House 1991, no. 187; Royal Treasures, 2002, no. 146

Bust of Hercules, cut in the round. He is bearded
and looking over his right shoulder. The lionskin
covers his head and is draped over his shoulders.
Similar small-scale busts were made by Milanese
craftsmen in the grand ducal workshops of Florence
to decorate cabinets and other pieces of furniture. In
fact, the metal socle resembles those used as mounts
for the Florentine examples. The cutting technique
and treatment of the stone resemble no. 33.
The ‘heroic’ Hercules representations possibly

refer to Grand Duke Cosimo I de’ Medici
(r. 1537–74). Hercules was the symbol of the city of
Florence and it is well known that Cosimo I likened
himself to the hero. Hercules is engraved on the seal
of Duke Alessandro in the Museo degli Argenti,
Florence (Inv. Bargello 1917 (11), no. 30; McCrory
1997, p. 163, figs. 5 and 6). Made by Domenico di
Polo in 1532, this was subsequently used by Cosimo I.
The Medici collection in the National Museum of
the Bargello, Florence, includes a medal by Domenico
de’ Vetri representing Cosimo I with the image of
Hercules and Anthea on the reverse (Pollard 1984–5,
no. 338).
In June 1763 Horace Walpole noted in his list of
‘Other pictures & curiosities’ at Kensington Palace a
‘fine bust of Commodus with the lions skin’ among
the ‘great number of cameos and Intaglias’ in ‘the
drawers below a cabinet’ (Walpole 1763; see the
history of the collection, p. 16). In March 1764 a
‘Bust of Hercules in agate’ was among a number
of gems and curiosities sent to George III from
Kensington Palace by Walpole (RA GEO.Add.Ms. 16;
see p. 17). These were probably one and the same
and are almost certainly identifiable with no. 32.
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33 HERCULES
Cameo: Milanese, late sixteenth century
Mount: early seventeenth century
Agate (from Idar): shades of grey, brown and reddish-brown
Open gold mount with foliate type suspension loop
5.7 × 3.1 cm; 2 1⁄4 × 1 1⁄4 in
RCIN

65880

PROVENANCE :

First recorded in the Royal Collection in 1872
1872, no. 227; G&J 1909, no. 158

INVENTORY REFERENCES : WCIG

Bearded bust of Hercules, in profile to the right. He wears the
lionskin over his head like a helmet. A tunic with two ornate
brooches is draped over his shoulders. The image is in high relief
and deeply undercut. The lighter layers of the stone are used to
highlight the profile of the head, the curls of the hair and beard.
The anatomy of the face and neck are delicately modelled from
the varying colours within the different stone layers. The stone is
chipped in the lower left corner.
A most accomplished work in which the variations of colour
within the stone are exploited to enhance the modelling of the
high-relief cameo. The technique recalls the finest Milanese
work of the sixteenth century; cf. the refined and almost threedimensional agate cameos of negresses and classical female busts
attributed to the Miseroni workshop in the Kunsthistorisches
Museum, Vienna (inv. nos. x11-806, x11-149; Prag um 1600, 1988,
1, no. 349, 2, no. 714). See also no. 150.

34 HERCULES
Cameo: Italian, seventeenth century
Ring: English, late eighteenth century
Flint: light brown, creamy brown and brown
Gold finger ring with open bezel (Ring type 1)
2.8 × 2.3 cm; ring: h 2.6 cm, hoop w 2.3 (1.9) cm.
1 1⁄8 × 7⁄8 in; ring: h 1 in, hoop w 7⁄8 (3⁄4) in
RCIN

65170

PROVENANCE :

First recorded in the Royal Collection in 1872
1872, no. 104; G&J 1909, no. 11

INVENTORY REFERENCES : WCIG

Bust of Hercules, in profile to the left. He wears the lionskin
over his head with one of the paws draped over his shoulder.
The type is often repeated in Renaissance gems and is
ultimately derived from ancient prototypes and Roman gems
(cf. a Hellenistic intaglio with a young Heracles in the Ashmolean
Museum, Oxford (Boardman & Vollenweider 1978, pl. xl1x,
fig. 297, where it is suggested that the image might represent the
idealised head of Octavian); and the intaglio from Lorenzo the
Magnificent’s collection in the Museo Archeologico Nazionale,
Naples (inv. no. 25851; Vollenweider 1966, pl. 42, fig. 3)). The use
of coarse flint for no. 34 suggests a seventeenth-century date;
the stone recalls no. 25.
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35 HERCULES
Cameo: eighteenth century
Mount: English, eighteenth century
Onyx: white and grey
Open gold mount with suspension loop
and ring
2.2 × 1.8 cm; 7⁄8 × 11⁄16 in
RCIN

65821

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 206;
G&J 1909, no. 99

Laureate bust of the ‘Youthful Hercules’,
in profile to the left. He wears the
lionskin, just visible, on his shoulder.
The image is based on classical
renderings of the subject, such as the
Hellenistic intaglio in the Museo
Archeologico, Florence (inv. no. 14857;
Tondo & Vanni 1990, no. 129). A
sixteenth-century cameo version in onyx
is in the same collection (inv. no. 14499;
Tondo & Vanni 1990, no. 87). For further
parallels, cf. Eichler & Kris 1927, no. 646,
pl. 1; Dalton 1915, no. 119 (destroyed in
1941). See no. 39, which is based on the
same prototype but lacks a laurel wreath.
Originally the mount formed the
bezel of a ring with a concave underside
to fit on the finger.

36 HERCULES

37 HERCULES

Cameo: probably Italian,
eighteenth century
Mount: eighteenth century
Sardonyx: two shades of brown and white
with orange-brown haze
Gilt brass collet mount with suspension loop
and ring (Type 1v)
3.0 cm × 2.8 cm; 1 3⁄16 × 1 1⁄8 in

Cameo: probably Italian,
eighteenth century
Mount: English, second half of
eighteenth century
Onyx: orange, white and pink
Closed gold mount with radiate pattern on
the reverse and suspension loop (Type v1)
1.3 × 1.0 cm; 1⁄2 × 3⁄8 in

RCIN

RCIN

65762

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 151;
G&J 1909, no. 275

Head of Hercules, bearded and wearing a
wreath of vine leaves in his hair, in profile
to the left. His lionskin is just visible
along the neckline. The face and neck are
cut in the white layer and the beard and
hair skilfully in the dark-brown top layer
to heighten the three-dimensional effect.
The image, like no. 37, is based on
an ancient prototype, such as the firstcentury AD carnelian intaglio in the
Museo Archeologico, Florence (inv. no.
14864; Tondo & Vanni 1990, no. 126).
It may also be found on North Italian
bronze medals of the sixteenth century
(Hill & Pollard 1967, no. 411). The
similar representation on no. 256, which
(although unsigned) was probably cut by
one of the great Roman engravers of the
eighteenth century, may provide evidence
for the date and provenance of no. 36.

65867

PROVENANCE :

Joseph Smith, Venice;
from whom purchased by George III in 1762
INVENTORY REFERENCES : WCIG 1872, no. 84;
G&J 1909, no. 145
LITERATURE : Gori 1767, 1, p. 45, pl. xxv;
Aldini 1785, p. 182

Bearded head of Hercules, in profile to
the right, with a laurel wreath in his hair.
His lionskin is just visible along the
neckline. As in no. 36, the face and
lionskin are cut in the white layer and
the hair and beard in the dark upper
layer, which is exploited to create the
three-dimensional effect.
The representation is based on
the same prototype as no. 36. Both are
probably Italian, eighteenth century.
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38 HERCULES

40 HERCULES (?)

Cameo: Italian, eighteenth century
Ring: English, late eighteenth century
Sardonyx: orange-brown, brown,
white and brown
Gold finger ring with open bezel
(Ring type 1)
3.1 × 2.3 cm; ring: h 2.6 cm,
hoop 1.9 (1.7) cm.
1 1⁄4 × 7⁄8 in; ring: h 1 in, hoop 3⁄4 (5⁄8) in

Cameo: late eighteenth century
Ring: English, late eighteenth century
Sardonyx: brown and white
Gold ring with open bezel and fluted
and banded shaft (Ring type 11)
3.0 × 2.5 cm; ring: h 2.4 cm,
hoop w 2.2 (1.9) cm.
1 3⁄16 × 15⁄16 in; ring: h 15⁄16 in, hoop w 7⁄8 (3⁄4) in

Cameo: eighteenth century
Ring: English, late eighteenth century
Banded agate: brown, black, grey
Set in a gold ring with open bezel
2.5 × 2.3 cm; ring: h 2.6 cm,
hoop w 2.2 (2.1) cm.
15
⁄16 × 7⁄8 in; ring: h 1 in, hoop w 7⁄8 (13⁄16) in

RCIN

PROVENANCE :

RCIN

PROVENANCE :

65194

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 50;
G&J 1909, no. 35

Head of the bearded Hercules, in profile
to the left. He wears the lionskin over his
head with its paws tied under his chin.
The beard and lionskin are cut in the
darker upper layer and the profile in the
lighter layer of the stone.
The type is similar to no. 34, although
here a beard has been added. The
treatment of the head recalls nos. 36 and
37 but is rendered with less mastery of the
material. A cameo with a similar image of
Hercules is mounted on the lid of no. 328.
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39 HERCULES

65182

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 139;
G&J 1909, no. 23

Bust of the ‘Youthful Hercules’, in profile
to the left, with the lionskin visible along
the neckline.
This cameo is based on the same
prototype as no. 35 but without the laurel
wreath. The polished rendering of the
head confirms a Neoclassical date.

RCIN

52216

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : Add. Cat. 1914 p. 1c

Head of a bearded man, wearing a
lionskin like a hood, in profile to the left.
A black vein in the stone runs along the
edge of the lionskin.
The image may have been intended to
represent Hercules but is not based on any
of the conventional prototypes. In style
and technique the cameo is reminiscent
of pieces executed in the Kassel court
workshop, now in the Staatliche Museen,
Kassel (Link 1975, pl. 27).
The ring is English and similar to
no. 259.
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41 JUPITER (?) or SATURN (?)
Cameo: probably Italian, sixteenth century
Mount: English, late eighteenth century
Onyx: pearl-grey and white
Closed gold mount with hook-shaped
suspension loop and ring (Type 1x)
2.1 × 1.6 cm; 13⁄16 × 5⁄16 in
RCIN

43792

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 145;
G&J 1909, no. 270

42 MARS (?)
Cameo: Italian, sixteenth century
Mount: English, late eighteenth century
Onyx: white and grey
Open gold mount with hook-shaped
suspension loop (Type 1x)
1.9 × 1.5 cm; 3⁄4 × 9⁄16 in
RCIN

Male bust, with long beard and naked torso, in
profile to the right. His long hair, held together
by a fillet, cascades down the back of his neck.
With his hand, which is barely visible, he
appears to be holding his beard. The back of the
cameo is concave. The stone is chipped to the
lower right.
Except for the fillet, the image lacks any
attribute to assist identification. It might
represent Jupiter or, as suggested in the 1909
inventory, Saturn.

Bust of a bearded warrior with his shoulders
seen from the back and head in profile to the
left. He wears classical armour and a helmet
with a mask on the visor.
The subject is often interpreted as a
representation of Mars. Gori referred to this
piece as an image of ‘Hannibal Karthagenensis’.

65836

PROVENANCE :

Joseph Smith, Venice;
from whom purchased by George III in 1762
INVENTORY REFERENCES : WCIG 1872, no. 60;
G&J 1909, no. 114
LITERATURE : Gori 1767, 1, p. 67, pl. l11;
Aldini 1785, p. 187

43 MARS (?)
Cameo: early seventeenth century
Mount: seventeenth century
Composite stone: blackish-brown on red jasper
mounted on white chalcedony
Open silver-gilt mount with suspension loop
(Type 11)
3.6 × 2.7 cm; 1 7⁄16 × 1 1⁄16 in
RCIN

65862

PROVENANCE :

First recorded in the Royal Collection

in 1872
INVENTORY REFERENCES : WCIG
G&J

1909, no. 140

1872, no. 14;

Bust of a warrior, with beard and moustache, in
profile to the right. He wears a helmet decorated
with a ram’s head and a plait of hair hangs
down his neck. His tunic is fastened on the
shoulder.
The use of the dark layer for the subject
recalls nos. 129 and 136. Like no. 129, this piece
appears to be French.
The figure may represent Mars; alternatively
the ram’s horns may indicate Zeus-Ammon,
although these are usually shown growing
directly from the head, rather than attached to a
helmet. The use of dark colours and the pictorial
effect of the head against a white background
suggest a seventeenth-century date.
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45 PRIAM (?)
Cameo: possibly French, seventeenth century
Mount: English, early nineteenth century
Sardonyx: dark brown on light brown
Closed gold mount with silver and silver-gilt scrollwork
set with gemstones (five rose-cut diamonds, one emerald
and one lozenge-cut ruby); suspension loop and ring
(Type x)
5.8 × 3.0 (3.2 × 2.2) cm; 2 5⁄16 × 1 3⁄16 (1 1⁄4 × 7⁄8) in
RCIN

65884

PROVENANCE :

First recorded in the Royal Collection in 1872
1872, no. 68; G&J 1909, no. 162

INVENTORY REFERENCES : WCIG

44 PAN (?)
Cameo: probably French, early seventeenth century
Mount: attributed to Jean Vangrol, Paris, c.1640
Sardonyx: brown on white
Gold open mount with frame of ‘flames’,
white enamelled with black dots
With suspension loop and ring (Type 111b)
3.5 × 2.5 (3.0 × 2.0) cm; 1 3⁄8 × 15⁄16 (1 3⁄16 × 13⁄16) in
RCIN

65755

PROVENANCE :

First recorded in the Royal Collection in 1872
1872, no. 160; G&J 1909, no. 301
LITERATURE : Aschengreen Piacenti 2004, p. 136
INVENTORY REFERENCES : WCIG

Male head, in profile to the right, with draped
neckline and goat-like beard. Two strands of his hair
appear like horns. The image is cut in low relief on a
rounded stone.
The head shows similarities to Renaissance
medals representing Attila and recalls cameos in the
Kunsthistorisches Museum, Vienna (Eichler & Kris
1927, no. 345), and the British Museum, London
(Dalton 1915, pl. 1, no. 26). The type is probably
based on classical gems of the second century AD
representing Pan (Museo Archeologico, Florence,
inv. no. 14890; Tondo & Vanni 1990, no. 116);
these, however, have definite ‘satyr-like’ features.
The cameo is probably French; neither subject
matter nor treatment of the stone suggests an Italian
origin. Sardonyx seems to have been preferred by
French engravers; cf. the cameos in the Cabinet des
Médailles in the Bibliothèque Nationale, Paris, of
Louis XIII (B794) with the head in brown on off-white
with mauve, and a large cameo of Louis XIV with the
head cut in the dark layer (B923).
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Laureate bust of a man, wearing a tunic, in profile
to the left.
The figure may represent Priam, the last King
of Troy (cf. a medal by Alessandro Cesati; Hill &
Pollard 1967, no. 369). A similar representation in
wax, identified as the Athenian dramatist Sophocles
(c.496–406 BC), is in the National Museum of the
Bargello, Florence (Collezione Santarelli 1981,
no. 234).
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46 SILENUS
Bas-relief: Italian, late sixteenth or early seventeenth century
Ring: mid-nineteenth century
Almandine garnet
Set in a gold ring with frieze-like ornamentation of alternating
white lozenges and red ovals in cloisonné enamel (enamel chipped).
A hole with a screw thread is at the bottom of the hoop for inserting
a squirt mechanism (now lost)
2.1 × 1.7 cm; ring: h 3.2 cm, hoop w 2.3 (2.1) cm.
13
⁄16 × 5⁄8 in; ring: h 1 1⁄4 in, hoop 7⁄8 (13⁄16) in
RCIN

65192

PROVENANCE :

First recorded in the Royal Collection in 1872
1872, no. 158; G&J 1909, no. 33
LITERATURE : Fortnum 1880, p. 15, no. 158; Clifford-Smith 1902–3, p. 244;
Kunz 1917, p. 148; Royal Miscellany 1990, no. 182
INVENTORY REFERENCES : WCIG

Bearded head or mask of Silenus, en face, with a wreath of vine
leaves and grapes in his hair. The gaping mouth is pierced with
a gold tube insert.
A similar rendering of the subject, in onyx, is in the Museo
Archeologico, Florence (inv. no. 14582; Giuliano 1989, no. 247;
Tondo & Vanni 1990, no. 215). That cameo is ascribed by Tondo
to the sixteenth/seventeenth century.
Masks, whether specifically representing Bacchus or not,
usually have hollowed-out mouths. In no. 46 a hollow gold tube has
been fitted into the central round hole in the mouth and there is a

corresponding hole with screw thread at the bottom of the hoop.
This was apparently for the attachment of a mechanism that would
allow water to be squirted through the open mouth.
Although such squirt rings would appear to be typical
Mannerist conceits, references to them do not appear until the
late eighteenth century and most surviving finger rings with such
mechanisms are nineteenth century (cf. Chadour 1994, 2, no. 1648).
The enamelling on no. 46, which imitates gemstones, is typically
mid-nineteenth century.

47 BACCHANTE
Cameo: Italian, sixteenth century
Mount: English, late eighteenth century
Sardonyx: orange, white and pale lilac
Open gold mount with suspension loop and ring
2.6 × 2.1 cm; 1 × 13⁄16 in
RCIN

65874

PROVENANCE :

Joseph Smith, Venice;
from whom purchased by George III in 1762
INVENTORY REFERENCES : WCIG 1872, no. 252; G&J 1909, no. 152
LITERATURE : Gori 1767, 1, p. 38, pl. xv111; Aldini 1785, p. 180;
King’s Purchase 1993, pp. 56–7

Draped female bust in profile to the right. Her long curly hair forms
ringlets on the cheek. She wears vine leaves in her hair. Her veil is
tied in a knot and falls down the back of her neck.
The pose is fairly common in sixteenth-century images of
female figures. The vine leaves imply a bacchante, as Gori suggested
(Femina Bacchae Specie). The different-coloured layers of the
stones have been exploited with great subtlety to achieve the
modelling of the head.
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48 BACCHANTE AND NEGRO
Cameo: late sixteenth / early seventeenth century
Mount: late sixteenth / early seventeenth century
Agate: brown and white banded (cut in one piece)
White enamelled gold mount with two translucent
red and green enamel rosettes of fruit and white and
black enamel suspension loops at top and bottom (Type 1)
7.3 × 4.5 (4.9 × 3.7) cm; 2 7⁄8 × 1 3⁄4 (1 15⁄16 × 1 7⁄16) in
RCIN

65888

PROVENANCE :

First recorded in the Royal Collection in 1872
1872, no. 131; G&J 1909, no. 166
LITERATURE : Fortnum 1880, p. 14, no. 131;
Clifford-Smith 1902–3, p. 83; Royal Miscellany 1990, no. 186
INVENTORY REFERENCES : WCIG

Obverse: bust of a bacchante, in profile to the right, wearing a tunic
with fastening on her shoulder. She has a wreath of vine leaves and
her hair is knotted at the nape of her neck. A long lock of hair falls
down the side of her neck.
Reverse: head of a negro, in three-quarter profile to the right, with
drop-pearl earring. He has a headband, tied in a bow at the back,
and wears a tunic over his scaled cuirass. The surface of the stone is
matt; only the pupils of the eyes have been polished. The image is
cut in the dark layer, in low ‘sunken’ relief within the bevelled rim.
This type of a negro’s head is found on several sixteenth-century
cameos. Kris illustrates an onyx cameo in the Cabinet des
Médailles, Paris, and refers to further parallels in Vienna and
Munich (Kris 1929, no. 403). There are also splendid recurring
cameos with negro’s heads in profile, c.1600; cf. the example
(made before 1591) on the reverse of the Drake Jewel (Princely
Magnificence 1980, no. 40); another, included in a double portrait
against a female head, forms the centrepiece of an early
seventeenth-century sconce purchased by Louis XIV in 1684
(Musée du Louvre, Paris, inv. no. mr 251). The latter is similar to
no. 48, as are two examples from the collection of Catherine the
Great that formerly belonged to the Duke of Orléans (Splendeurs
des Collections de Catherine II 2000, nos. 45/26 and 140/7).
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Fortnum considered the negro’s head to be of the same period
as the frame, but expressed his suspicion that the female bust might
be ancient with later reworking. He also suggested that the cameo
might be by the same hand as the cameo of Elizabeth I (no. 231).
The bacchante does share similarities with no. 231, especially in
the treatment of the stone. It is perhaps conceivable to see in these
cameos the hand of a gem-engraver working for the English court
in the late sixteenth or early seventeenth century. Julien de Fontenay,
a French engraver, is known to have worked for Elizabeth I, but
there must have been others (cf. Strong (R.) 1963, p. 24, and
Princely Magnificence 1980, no. 32).
The history of this important group of gems remains
undocumented. The extremely refined workmanship certainly
points to a master hand, though there is as yet no documentary
evidence that gems of this excellence were produced in England in
the sixteenth century. The exceptional quality at this date can only
point to an engraver of Milanese origin or Milanese training,
perhaps one of the French engravers trained by Matteo dal Nassaro
when in Paris. Fine cameos, especially in sardonyx, seem to have
been produced in the early seventeenth century, as witnessed by
the gems from the French royal collection, now in the Cabinet des
Médailles, Paris. None is signed, and their origin is not specified,
but a number of them represent the kings of France. There is for
instance a large carnelian bas-relief of Louis XIII where the face is
matt and the eyes are polished, as in no. 48 (inv. no. b.793). It was
purchased by Louis XIV in 1699.
A similar three-quarter profile of a negro but without fillet
and cuirass was engraved by Nathaniel Marchant. This is said to
be a ‘copy of a well-known Renaissance type’ (Seidmann 1987,
no. 118, fig. 121).
See no. 56 for another double cameo of this kind and no. 7
for a cameo cut in a similar gemstone. Both have mounts of the
same kind as no. 48. For variants of the frame type, cf. Distelberger
2002, nos. 134 and 135; I gioielli dei Medici 2003, p. 144, no. 73.
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49 MEDUSA
Cameo: sixteenth century
Mount: attributed to Jean Vangrol, Paris, c.1640
Onyx: pinkish-white on grey
Open gold mount with frame of alternating gold and white
enamelled ‘petals’ with black dots. Later suspension loop and
ring (Type iiia). The enamel is chipped and missing in parts.
2.6 × 2.4 (1.9 × 1.7) cm; 1 × 15⁄16 (3⁄4 × 5⁄8) in
RCIN

65609

PROVENANCE :

First recorded in the Royal Collection in 1872
1872, no. 144; G&J 1909, no. 217
LITERATURE : Aschengreen Piacenti 2004, p. 135
INVENTORY REFERENCES : WCIG

Head of Medusa, in high relief, facing in three-quarter profile to
the left, with wings in her hair and snakes surrounding her face.
The Medusa represented here is a sixteenth-century version of
an ancient prototype (cf. no. 15). Similar representations, in reverse,
are in the Museo Archeologico, Florence (cf. inv. no. 14618;
Giuliano 1989, no. 102; Tondo & Vanni 1990, no. 70; I gioielli dei
Medici 2003, no. 43).
The reverse of the stone appears to have been repolished,
probably before being set in the present mount.

50 MEDUSA
Cameo: Italian, sixteenth century
Intaglio: late eighteenth century
Mount: English, late eighteenth century
Cameo: grey and white onyx
Intaglio: sard
Open gold collet mount with wire ornament and knop below.
With suspension loop and two rings
2.5 × 2.2 cm; 15⁄16 × 7⁄8 in
RCIN

65761

PROVENANCE :

First recorded in the Royal Collection in 1872
1872, no. 262; G&J 1909, no. 274

INVENTORY REFERENCES : WCIG

Obverse: cameo head of Medusa, with wings and snakes in her hair,
in three-quarter profile to the right.
Reverse: intaglio head of Medusa, with wings in her hair and a snake
around her neck, in profile to the right.
The cameo with three-quarter view belongs to a usual sixteenth-century
type based on ancient prototypes (cf. no. 49). The hair is slightly ‘wilder’
in this example and echoes a gem in the Museo Archeologico, Florence
(inv. no. 14514; Giuliano 1989, no. 93; Tondo & Vanni 1990, no. 76).
The intaglio is very different in treatment and style from the cameo.
The manner of rendering the head is extremely fine and classical. This
suggests a date in the late eighteenth century and possibly an English
provenance, like the mount. A similar representation of Medusa may be
found on a chalcedony cameo in the Museo Archeologico, Florence
(inv. no. 14519; Giuliano 1989, no. 92; Tondo & Vanni 1990, no. 77).
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51 MINERVA
Cameo: Italian, early seventeenth century
Mount: seventeenth century
Banded agate: grey and white
Open silver-gilt mount with suspension loop
(Type 11)
2.8 × 2.4 cm; 1 1⁄8 × 15⁄16 in
RCIN

65225

PROVENANCE :

First recorded in the Royal Collection

in 1872
INVENTORY REFERENCES : WCIG
G&J

1872, no. 42;

1909, no. 66

Bust of Minerva, wearing a helmet, in profile to
the left, with drapery along the neckline.
The representation is based on ancient coins
(cf. Vollenweider 1966, pl. 18, fig. 7) and shows a
variant of the type found on other gems in the
Royal Collection (nos. 52 and 53). The coarse
manner in which the stone is cut suggests a
seventeenth-century date.

52 MINERVA
Cameo: probably Italian, early seventeenth century
Mount: seventeenth century
Sardonyx: white and brown
Open silver-gilt mount with
suspension loop (Type 11)
3.5 × 2.8 cm; 1 3⁄8 × 1 1⁄8 in
RCIN

65228

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 44;
G&J 1909, no. 69

Bust of Minerva, with long flowing locks of hair,
in profile to the left. She wears a crested helmet
and cuirass. The cameo is deeply undercut and
the relief is engraved entirely in the lighter layer.
This Minerva type (found also on no. 53)
is sometimes used to represent ‘Alexander the
Great as Minerva’: cf. no. 177, and a plaquette
in the National Gallery of Art, Washington DC
(1957.14.163). A similar, though finer example,
in profile to the right, is in the Museo degli
Argenti, Florence (inv. Gemme no. 8; Gennaiolo
2007, no. 11).
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53 MINERVA
Cameo: Italian, early seventeenth century
Mount: eighteenth century
Veined agate: white and grey
Gilt-brass collet mount with suspension loop and ring
(Type 1v)
5.6 × 4.4 cm; 2 3⁄16 × 1 1⁄4 in
RCIN

65820

PROVENANCE :

First recorded in the Royal Collection in 1872
1872, no. 8;
G&J 1909, no. 98
INVENTORY REFERENCES : WCIG

Bust of Minerva, in profile to the left. She has long
flowing locks of hair and wears a crested helmet
with mask and dragon, and a cuirass.
This recurring Minerva type can be found in
many collections, for example in the British
Museum, London (Dalton 1915, no. 68), and in the
Museo degli Argenti, Florence (inv. Gemme no. 1035;
Gennaiolo 2007, no. 107). The image was sometimes
used to represent ‘Alexander the Great as Minerva’
(cf. no. 52). The style and the use of a grainy, rather
coarse stone suggest an early seventeenth-century
date.
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54 MINERVA (?)
Cameo: French (?), early seventeenth century
Mount: attributed to Jean Vangrol, Paris, c.1640
Sardonyx: brown and blue-grey
Open gold mount with frame of ‘flames’, alternately enamelled opaque white
and pale-turquoise blue. With later gold suspension loop and ring (Type 111b)
4.0 × 3.1 (3.3 × 2.4) cm; 1 9⁄16 × 1 1⁄4 (1 1⁄4 × 15⁄16) in
RCIN

65744

PROVENANCE :

First recorded in the Royal Collection in 1872
1872, no. 58; G&J 1909, no. 295
LITERATURE : Fortnum 1880, p. 23, no. 58
INVENTORY REFERENCES : WCIG

Bust of Minerva with flowing locks of hair and wearing a crested helmet and mantle,
in profile to the right. She holds a shield with a winged head with puffed cheeks
blowing. Vine leaves are entwined in her helmet, shield and mantle.
This is a variant of the usual Minerva type as seen on nos. 52 and 53. A cameo in
the British Museum similarly includes a shield (Dalton 1915, no. 60). However, the
snake on the helmet, vine leaves and winged head personifying one of the four winds
suggest no. 54 may represent Diana.
The dark-blue and brown layers are reminiscent of other cameos in the Collection.
Rather than being applied to define the relief, the different layers give an unconventional
mottled effect. The type of stone and this use of the layers suggest a French origin and
a seventeenth-century date.

55 MINERVA
Cameo: probably English, late eighteenth century
Ring: English, late eighteenth century
Sardonyx: three-layered rich brown, white and black
Mounted in a finger ring with open bezel (Ring type 1)
3.3 × 2.6 cm; 1 5⁄16 × 1 in
RCIN

65195

PROVENANCE :

First recorded in the Royal Collection in 1872
1872, no. 239; G&J 1909, no. 36

INVENTORY REFERENCES : WCIG

Head of Minerva, wearing a Corinthian helmet, in profile to the left. The helmet and
upper part of the hair are cut in the red layer of the sardonyx. The stone is cracked in
the middle.
A cameo with similar image, attributed to Giovanni Pichler (1734–91), is in the
British Museum, London (Dalton 1915, v11, no. 70). Earlier Minerva cameos of this
type exist in various collections, including the Museo Archeologico, Florence (inv. no.
14491; Giuliano 1989, no. 5; Tondo & Vanni 1990, no. 2).
Both head type and helmet are reminiscent of the ‘Pallas of Velletri’. This
sculpture was discovered in Rome in 1797 and is thought to be a Roman copy of a
Greek original. It was seized by the French in 1798 and reached Paris in 1803, where it
remains in the Musée du Louvre. The ‘Pallas of Velletri’ was very highly regarded and
while still in Rome two casts were made of it. One of these was donated by the Prince
Regent to the Royal Academy (Haskell & Penny 1981, no. 69). No. 55 may have been
cut during this period.
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56 OMPHALE / HERCULES
Cameo: Italian, sixteenth century
Mount: late sixteenth / early seventeenth century
Sardonyx: brown, white and brown, reverse brown
White enamelled gold mount with two translucent red
and green enamel rosettes with suspension loops and rings
at top and bottom (Type 1)
7.25 × 4.5 (4.9 × 3.7) cm; 4.8 × 3.0 (3.2 × 2.4) cm.
2 7⁄8 × 1 3⁄4 (1 15⁄16 × 1 7⁄16) in; 1 7⁄8 × 1 3⁄16 (1 1⁄4 × 15⁄16) in
RCIN

65875

PROVENANCE :

First recorded in the Royal Collection in 1872
1872, no. 79; G&J 1909, no. 153

INVENTORY REFERENCES : WCIG

Obverse: head of Omphale in profile to the left, with the
lionskin over her head. Framed by a bevelled edge.
Reverse: head of Hercules, bearded and laureate, in profile to
the right. The lionskin is visible along the neckline. Cut in the
dark layer of the stone in ‘sunken’ low relief and framed by a
bevelled edge.
Both sides were cut from a single stone. The fine workmanship
and subtle use of material and polish resemble that of no. 48.
Both no. 48 and no. 56 have the same type of mount and may
thus share a common origin.
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The representation of Omphale is derived from an ancient image
of the young Hercules; cf. a cameo, in the Museo Archeologico
Nazionale, Naples, from the collection of Lorenzo the Magnificent
(inv. 25851; Gasparri 1994, p. 45, fig. 91). The type is often rendered
with a representation of Hercules, cf. no. 176.
An early sixteenth-century double-sided cameo in the British
Museum, London, similarly represents Hercules (also cut in the dark
layer) and Omphale. It was given by Charles V to Pope Clement VII
(Dalton 1915, nos. 109 and 110). That gem, however, is different in
style and treatment and closer to the ancient original. No. 56 is a more
common Renaissance Hercules type based on ancient prototypes, as
seen in an intaglio in the British Museum (Walters 1926, no. 1880), or
in an onyx cameo in the Museo Archeologico, Florence (inv. no. 14626;
Giuliano 1989, no. 87; Tondo & Vanni 1990, no. 88). The image may
also be found on sixteenth-century bronze medals from North Italy
(cf. Hill & Pollard 1967, no. 411).
The choice of sardonyx for the cameo and the bevelled edges is
reminiscent of the cameo of a negro set in the Drake Jewel, cut before
1591 (Princely Magnificence 1980, no. 40). Similar characteristics may
be found on French cameos of the seventeenth century; cf. a portrait of
Louis XIV (Babelon 1897, pl. x11, no. 7).
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57 OMPHALE
Cameo: late sixteenth century
Mount: eighteenth century
Onyx: brown, white and black, partially stained
Gilt-brass collet mount with suspension loop and ring (Type 1v)
2.6 × 1.7 cm; 1 × 5⁄8 in
RCIN

43788

PROVENANCE :

First recorded in the Royal Collection in 1872
1872, no. 115; G&J 1909, no. 266

INVENTORY REFERENCES : WCIG

Head of Omphale, in profile to the right, with the lionskin over her
head. Cracked under the chin. Minor damages and repairs visible.
The image is based on an ancient prototype, such as the
Hellenistic intaglio representing the young Heracles in the
Ashmolean Museum, Oxford (Boardman & Vollenweider 1978;
pl. xl1x, no. 297).

58 OMPHALE
Cameo: French (?), early seventeenth century
Mount: attributed to Jean Vangrol, Paris, c.1640
Sardonyx: orange and white; on carnelian base
Gold mount with white enamelled frame of alternating leaf
and petal-like shapes resembling pearls (Type 111c)
Enamelled on obverse and reverse. With white enamelled
suspension loop and gold ring
4.2 × 3.3 (2.7 × 2.3) cm; 1 5⁄8 × 1 5⁄16 (1 1⁄16 × 7⁄8) in
RCIN

43786

PROVENANCE :

First recorded in the Royal Collection in 1872
1872, no. 27; G&J 1909, no. 264
LITERATURE : Aschengreen Piacenti 2004, p. 134, fig. 1
INVENTORY REFERENCES : WCIG

Head of Omphale, with the lionskin over her head, in profile to
the right.
The style of the cameo is unusual with the strong contrast
between the white of the face and the dark-orange hair. This creates
a somewhat schematic appearance – as if, like no. 116, intentionally
imitating ancient gems. In the case of no. 58 the similarity is to
those of the Ptolemaic era.
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59 PROSERPINE (?)
Cameo: Italian, late sixteenth century
Mount: English, late eighteenth century
Agate: pink, white and pale grey
Open gold mount with s-shaped
wire suspension loop
3.3 × 2.4 cm; 1 5⁄16 × 15⁄16 in
RCIN

65877

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 165;
G&J 1909, no. 155

Bust of a young woman, in high relief,
with her head in profile to the right and
her shoulders and breast in three-quarter
view. She wears a tunic. Her wavy hair is
swept back beneath a wreath of leaves and
fruit. Hair and drapery are both cut in the
pink stratum and are not clearly defined.
This late sixteenth-century Beauty
may represent Proserpine. The image is
based on Roman prototypes, cf. no. 4
or the first-century maenad in the State
Hermitage Museum, St Petersburg
(Neverov 1971, fig. 65).
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60 PROSERPINE (?)
or SUMMER (?)
Cameo: probably Italian,
early seventeenth century
Mount: seventeenth century
Onyx: white and grey
Open silver-gilt mount
with suspension loop (Type 11)
2.2 × 1.8 cm; 7⁄8 × 11⁄16 in

61 NUMA POMPILIUS (?)
Cameo: probably North Italian,
late sixteenth century
Mount: English, late eighteenth century
Onyx: white and pale brown
Open gold mount with bifoil reverse
(Type v11). With suspension loop and ring
3.0 × 2.2 cm; 1 3⁄16 × 7⁄8 in
RCIN

65838

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 28;
G&J 1909, no. 93

Joseph Smith, Venice;
from whom purchased by George III in 1762
INVENTORY REFERENCES : WCIG 1872, no. 216;
G&J 1909, no. 116
LITERATURE : Gori 1767, 1, p. 69, pl. l1v;
Aldini 1785, p. 188

Head of a young girl, in profile to the left,
with drapery along the neckline. She
wears a wreath of ears of corn in her hair.
The image may represent Proserpine
or the personification of Summer, as both
have ears of corn as their attribute. No. 60
bears similarities to no. 138, especially in
the image and manner in which the stone
is treated, and both have the same type
of mount.

Head of an augur, bearded and veiled,
in profile to the left. The stone is cracked
and stained on the reverse.
Gori and Aldini identified the image
as ‘Numa Pompilius Romanorum Rex’,
the second King of Rome (d.673 bc).
The highly mannered curls suggest a
North Italian origin and late sixteenthcentury date.

RCIN

65815

PROVENANCE :

PROVENANCE :
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62 HERACLITUS
Cameo: sixteenth century
Mount: English, late eighteenth century
Onyx: pinkish-white on grey
Open gold mount with hook-shaped
suspension loop and ring
(Type 1x)
1.6 × 1.8 cm; 5⁄16 × 11⁄16 in
RCIN

65857

PROVENANCE :

Joseph Smith, Venice;
from whom purchased by George III in 1762
INVENTORY REFERENCES : WCIG 1872, no. 97;
G&J 1909, no. 135
LITERATURE : Gori 1767, 1, p. 63, pl. xlv11;
Aldini 1785, p. 186

The bust of an old man, in threequarter view to the left, with his head
turned sharply in three-quarter profile
to the right. He has short hair and a
long flowing beard and wears a tunic.
Gori identifies the subject as the
Greek philosopher Heraclitus. The
suffering expression, sweeping beard
and dramatic movement of the head
are reminiscent of Florentine Mannerist
sculpture. A parallel may be found in
a roundel with a heroic figure by Jean
Juste (1485–1549) on the façade of the
Hôtel Sardini in Blois.
The particularly high relief of the
cameo recalls no. 181, of the same
period.

63 ALEXANDER THE GREAT
Cameo: probably Italian,
sixteenth century
Mount: English, second half
of eighteenth century
Agate (from Saxony): white with grey
and pink spots
Closed gold mount with radiate pattern
on the reverse and suspension loop and ring
(Type v1)
1.5 × 1.1 cm; 9⁄16 × 7⁄16 in
RCIN

65872

PROVENANCE :

Joseph Smith, Venice;
from whom purchased by George III in 1762
INVENTORY REFERENCES : WCIG 1872, no. 63;
G&J 1909, no. 150
LITERATURE : Gori 1767, 1, p. 65, pl. l;
Aldini 1785, p. 187

The head of the deified Alexander
(356–323 bc), in profile to the right,
with the horns of Ammon. He has
curly hair and wears a diadem.
The image goes back to Hellenistic
gems (cf. Boardman & Vollenweider
1978, pl. xl111, fig. 280).

64 GAIUS MARIUS
Cameo: late sixteenth century
Mount: English, late eighteenth century
Onyx: white on translucent grey
Open gold mount with quatrefoil reverse.
With suspension loop and ring (Type v111)
4.4 × 3.5 cm; 1 3⁄4 × 1 3⁄8 in
RCIN

65231

PROVENANCE :

Joseph Smith, Venice;
from whom purchased by George III in 1762
INVENTORY REFERENCES : WCIG 1872, no. 189;
G&J 1909, no. 72
LITERATURE : Gori 1767, 1, p. 71, pl. lv11;
Aldini 1785, p. 189; Aschengreen Piacenti 1977,
p. 80, fig. 3b; Royal Miscellany 1990, no. 180;
George III 2004, no. 427

Bust of an elderly Roman, with receding
short, curly hair and a large wart on his
cheek, in profile to the right. He wears a
mantle fastened over his right shoulder
with a brooch.
Gori identified the subject as the
Roman general Gaius Marius (c.157–86
BC). The cameo is stylistically close to
no. 67 and both appear to be from the
same workshop.
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65 JULIUS CAESAR
Cameo: seventeenth century
Mount: seventeenth century
Onyx (from Saxony): white on mottled
pinkish-grey
Open silver-gilt mount with suspension loop
(Type 11)
2.2 × 1.9 cm; 7⁄8 × 3⁄4 in
RCIN

65760

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 271;
G&J 1909, no. 272

Laureate head of Julius Caesar (100–44 bc),
in profile to the left.
The raised image of the Emperor is
disproportionate to the background of the stone,
suggesting the head may originally have formed
part of a larger gem.
Cameo and mount are probably contemporary.

66 JULIUS CAESAR
Cameo: probably Italian,
first half of the eighteenth century
Mount: English, late eighteenth century
Agate (from Saxony): white on pinkish-grey
with red mottling
Open gold mount with quatrefoil reverse.
With suspension loop and ring (Type v111)
4.2 × 3.4 cm; 1 5⁄8 × 1 5⁄16 in
RCIN

43764

PROVENANCE :

Joseph Smith, Venice;
from whom purchased by George III in 1762
INVENTORY REFERENCES : WCIG 1872, no. 161;
G&J 1909, no. 241
LITERATURE : Gori 1767, 1, p. 74, pl. lx1;
Aldini 1785, p. 189

Laureate head of Julius Caesar (100–44 bc),
clean-shaven and with short curly hair, in
profile to the right. The ground of the agate
is highly polished.
The very precise treatment of the facial
features suggests a date in the first half of
the eighteenth century.
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67 SEXTUS POMPEIUS MAGNUS
Cameo: late sixteenth century
Mount: eighteenth century
Onyx (from Saxony): white and pink on grey
Open gold mount with suspension loop
4.5 × 3.7 cm; 1 3⁄4 × 1 7⁄16 in
RCIN

65839

PROVENANCE :

First recorded in the Royal Collection in 1872
1872, no. 167; G&J 1909, no. 117

INVENTORY REFERENCES : WCIG

Bust of Sextus Pompeius, in profile to the right, with moustache, beard and curly hair.
He wears a mantle fastened over his right shoulder with a brooch. Cracked to the right
and with a drill hole above the head. The reverse inscribed POMPEIUS and AM.
Although intended to represent the Roman general Sextus Pompeius Magnus
(d.35 BC), the portrait is imaginary and is not taken directly from Roman coins
(cf. Kent 1978, p. 274, no. 102, pl. 28).
Both in style and in the treatment of details, such as the neck and the drapery,
the cameo is very similar to no. 64. Both appear to have originated from the same
workshop. Unlike no. 64, originally from the Smith collection, nothing is known
of the early provenance of no. 67.
The drill hole suggests the cameo was originally set in a different mount.

68 GERMANICUS (?)
Cameo: Italian, sixteenth century
Mount: English, late eighteenth century
Onyx: white and grey
Open gold mount with quatrefoil reverse.
With suspension loop and ring (Type v111)
2.8 × 2.5 cm; 1 1⁄8 × 15⁄16 in
RCIN

65835

PROVENANCE :

Joseph Smith, Venice;
from whom purchased by George III in 1762
INVENTORY REFERENCES : WCIG 1872, no. 185;
G&J 1909, no. 113
LITERATURE : Gori 1767, 1, p. 79, pl. lxv;
Aldini 1785, p. 190

Head of a young man, clean-shaven and with
comma-shaped curls, in profile to the right.
The subject may be Germanicus (15 bc – ad
19). The hairstyle is characteristic of the first
century AD and is probably based on an ancient
coin or medal. Gori and Aldini suggested
‘Germanicus Caesar ... after a sardonyx intaglio
in the Strozzi collection’.
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69 AUGUSTUS (?)
Cameo: Italian, second half of sixteenth century
Mount: Italian, sixteenth century
with nineteenth-century additions
Onyx: white and grey
Gold mount with inner frame of opaque mid-blue enamel
surrounded by black enamel scrolls and outer frame of embossed
foliage, wirework and translucent green enamelled strapwork
(missing in parts). With suspension loop and ring
3.1 × 3.0 (1.3 × 1.0) cm; 1 1⁄4 × 1 3⁄16 (1⁄2 × 3⁄8) in
RCIN

43779

PROVENANCE :

First recorded in the Royal Collection in 1872
1872, no. 288; G&J 1909, no. 256
LITERATURE : Fortnum 1880, p. 24, no. 288; Tait 1962, p. 237,
pl. xl111a, b; Hackenbroch 1996, p. 142, fig. 147
INVENTORY REFERENCES : WCIG

Head of a deified emperor, clean-shaven and wearing the
radiate crown, in profile to the right. Raised in high relief
from the ground.
The head is a free adaptation of the deified Augustus
(63 bc – ad 14) (cf. no. 71). Fortnum considered both gem
and mount to be of the same period and either sixteenth or
seventeenth century. The mount has subsequently been the
subject of several theories regarding attribution and date.
Tait suggested that it is English, c.1520–5; Hackenbroch
identified it as a hat badge and attributed it to Lombardy,
c.1520. The same combination of foliage and strapwork can
be found on a Lombard enseigne with St John the Evangelist
and the Eagle in the Kunsthistorisches Museum, Vienna
(Hackenbroch 1996, fig. 162). However, the goldsmith’s work
of no. 69 does not compare with the technical delicacy of this
so-called Lombard group (cf. Hackenbroch 1996, figs. 146
and 148).
Both Tait and Hackenbroch suggest an early sixteenthcentury date for the mount. This is too early for the cameo,
however, which is probably of the second half or even the last
quarter of the sixteenth century.
The outer frame appears to have been somewhat crudely
applied, using solder, at a later date. Small holes in the
enamelled oval frame on the reverse may indicate that it
originally formed part of an enseigne or locket. It is possible
that the entire mount is a composite piece, assembled in the
early nineteenth century. The suspension loop and ring are
nineteenth-century additions.
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70 AUGUSTUS (?)
Cameo: Italian, late sixteenth century
Mount: English, early nineteenth century
Sardonyx: light brown, grey and white
Open gold mount with silver and gold
foliate scrollwork set with pyrope garnet
(from Slovakia), emerald and five rose-cut
diamonds; suspension loop and ring (Type x)
5.2 × 3.1 (2.8 × 2.3) cm; 2 1⁄16 × 1 1⁄4 (1 1⁄8 × 7⁄8) in
RCIN

65883

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 10;
G&J 1909, no. 161

Bust of a youthful warrior, with shoulders
seen from the back and head in profile to
the right. He wears drapery over his left
shoulder, behind which a spear is visible.
The image is based on a lost stone
representing an imperial prince known
only from a plaster cast (Vollenweider
1966, pl. 72, figs. 4 and 5). It also recalls
no. 72 and may similarly represent
Augustus (63 bc – ad 14).

71 AUGUSTUS (?)
Cameo: probably North Italian, late sixteenth century
Mount: English, late eighteenth century
Onyx: white and grey
Closed gold mount with convex reverse embossed with rocaille work.
With hook-like suspension loop and ring
2.3 × 1.8 cm; 7⁄8 × 11⁄16 in
RCIN

65823

PROVENANCE :

Joseph Smith, Venice; from whom purchased by George III in 1762
1872, no. 228; G&J 1909, no. 101
LITERATURE : Gori 1767, 1, p. 68, pl. l111; Aldini 1785, p. 188
INVENTORY REFERENCES : WCIG

The head of a young man, clean-shaven and wearing the radiate
crown, in profile to the left. The gem is cracked across the neck and
appears to be fragmentary.
A free version, in reverse, of Augustus (63 bc – ad 14) with
radiate crown appears on a Caligula aureus (cf. Kent 1978, no. 165).
For an image of Augustus with the same type of crown, see no. 69.
For a similar, but not identical, mount see no. 139. Both mounts
differ from those usually found on the Smith gems.
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72 AUGUSTUS (?)
Cameo: late sixteenth /
early seventeenth century
Mount: eighteenth century
Onyx: pinkish-brown on black
Gilt-brass collet mount,
suspension loop and ring
(Type 1v)
2.6 × 2.1 cm; 1 × 13⁄16 in
RCIN

65847

PROVENANCE :

First recorded in the
Royal Collection in 1872
INVENTORY REFERENCES : WCIG
1872, no. 243; G&J 1909, no. 125

73 AUGUSTUS (?)
Cameo: French (?), early
seventeenth century
Mount: English, late
eighteenth century
Sardonyx: shades of brown
on light brown
Closed gold mount with hooklike suspension loop
2.9 × 2.3 cm; 1 3⁄16 × 7⁄8 in
RCIN

65208

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG
1872, no. 199; G&J 1909, no. 49
LITERATURE : Fortnum 1880, p. 24,
no. 199

74

Laureate bust of a young man with his shoulders
seen from the back and head in profile to the
right. He wears an animal hide and a mask
over his right shoulder and holds a spear (?).
The stone is damaged and his nose has been
broken off.
The image recalls an onyx cameo of
Augustus (63 bc – ad 14) from the Marlborough
collection, now in the Metropolitan Museum of
Art, New York (Vollenweider 1966, pl. 72, fig. 3).
There is little differentiation in colour
between the layers of this somewhat sombre
stone. This may indicate a late sixteenth- or
early seventeenth-century date. The image
is similar to no. 70.

Laureate bust of a ‘Youthful Emperor’ with his
shoulders seen from the back and his head in
profile to the left. The wreath is secured by
ribbons tied in a knot at the nape of the neck.
He wears a cuirass and a mantle fastened with
a clasp over his left shoulder.
No. 73 may represent the young Augustus
(63 bc – ad 14), as found on Roman coins but
with added drapery. The use of the dark layer
of the stone for the image may indicate an early
seventeenth-century date, as suggested by
Fortnum, and possibly a French provenance.
Originally the mount formed the bezel
of a ring with a concave underside to rest on
the finger.
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74 AUGUSTUS (?)
Cameo: eighteenth century
Mount: English, late eighteenth century
Onyx: white on black
Open gold mount with moulded frame.
With suspension loop and ring
2.0 × 1.7 cm; 13⁄16 × 5⁄8 in
RCIN

65810

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 260;
G&J 1909, no. 88

Bust of a young man, with coarse features
and short hair, in three-quarter view with
his head turned towards the viewer.
Inscribed in Greek along bottom edge:
ΑΕΛΙΟΣ (AELIOS).
The cameo, including the inscription,
is possibly an eighteenth-century copy
after an ancient prototype. The inscription
may be imitating the signature of the
ancient gem-engraver. The image recalls a
representation of Augustus (63 bc – ad 14),
in three-quarter profile to the right, on a
shield within a laurel wreath, depicted on
a Roman coin (Sutherland 1974, no. 251).
See also a cameo fragment in the Museo
Archeologico, Florence (Giuliano 1989,
no. 148).

75 AUGUSTUS (?)

76 AUGUSTUS (?)

Cameo: late eighteenth century
Mount: late eighteenth century
Sardonyx: white and translucent
light brown
Open gold mount with ‘foliate’
suspension loop and ring
3.0 × 2.9 cm; 1 3⁄16 × 1 3⁄16 in

Cameo: late eighteenth century
Mount: late eighteenth century
White shell on brown sard
Open gilt-brass mount with
suspension loop and ring (Type 1v)
3.9 × 3.4 cm; 1 1⁄2 × 1 5⁄16 in

RCIN

PROVENANCE :

65876

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 184;
G&J 1909, no. 154

The head of the young Augustus
(63 bc – ad 14), clean-shaven and wearing
the radiate crown, in profile to the left.
The cameo is probably Neoclassical
with a contemporary mount.

RCIN

65233

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 166;
G&J 1909, no. 74

Laureate bust of a young emperor, with
curly hair, in profile to the left. He wears
a tunic and a mantle fastened over his left
shoulder with a brooch. A natural streak
in the shell runs from the eye to the
drapery.
No. 76 possibly represents Augustus
(63 bc – ad 14). For an almost identical
representation, cf. no. 77.
Both the style of the carving and the
appliqué technique suggest a Neoclassical
date.
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77 AUGUSTUS (?)
Cameo: late eighteenth century
Mount: eighteenth century
White shell on brown, white and grey
banded agate
Gilt-brass collet mount with suspension
loop and ring (Type 1v)
4.5 × 3.3 cm; 1 3⁄4 × 1 5⁄16 in
RCIN

65848

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 170;
G&J 1909, no. 126

Laureate bust of a young emperor, with
curly hair, in profile to the left. He wears
a tunic and a mantle fastened over his left
shoulder with a round brooch.
No. 77 possibly represents Augustus
(63 bc – ad 14). For an almost identical
representation, cf. no. 76.
Both the style and the appliqué
technique are characteristic of the
Neoclassical period.
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78 TIBERIUS

79 CALIGULA (?)

Cameo: late eighteenth century
Mount: English, late eighteenth century
Onyx (from Saxony): white with pink
mottling and light brown on
translucent grey
Open gold mount with suspension loop
and ring
2.2 × 1.8 cm; 7⁄8 × 11⁄16 in

Cameo: North Italian,
sixteenth century
Mount: English, eighteenth century
Sardonyx: white on light brown
Open gold mount with hook-shaped
suspension loop and ring (Type 1x)
2.2 × 1.4 cm; 7⁄8 × 9⁄16 in

RCIN

PROVENANCE :

65220

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 192;
G&J 1909, no. 61

Laureate head of Tiberius (42 bc – ad 37),
in profile to the left. The laurel wreath is
tied with a ribbon that falls down the
back of his neck. The gem is chipped to
the lower right and the missing area filled
by the setting.
The cameo is probably Neoclassical
and the mount English, late eighteenth
century.

RCIN

65818

Joseph Smith, Venice;
from whom purchased by George III in 1762
INVENTORY REFERENCES : WCIG 1872, no. 207;
G&J 1909, no. 96
LITERATURE : Gori 1767, 1, p. 76, pl. lx111;
Aldini 1785, p. 190

Laureate bust of a Roman emperor, in
profile to the left. He wears a cuirass and
a mantle fastened over his left shoulder.
The Emperor may be identified as a
member of the Julio-Claudian family,
possibly Caligula (ad 12–41); cf. a Roman
coin (Kent, Overbeck & Stylow 1973,
no. 166/7). Gori and Aldini suggest
Tiberius.
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80 CALIGULA
Cameo: eighteenth century
Mount: English, late eighteenth century
Onyx: white and grey
Open gold mount with
suspension loop and ring
1.7 × 1.4 cm; 5⁄8 × 9⁄16 in
RCIN

65842

PROVENANCE :

Joseph Smith, Venice;
from whom purchased by George III in 1762
INVENTORY REFERENCES : WCIG 1872,
no. 215; G&J 1909, no. 120
LITERATURE : Gori 1767, 1, p. 77, pl. lx1v; Aldini 1785, p. 190

The head of a Roman emperor, clean-shaven and with short curly
hair, in profile to the left.
The head is that of Caligula (ad 12–41), as suggested by Gori.
The type is based on Roman coins (cf. Kent 1978, no. 165, in reverse).

81 CLAUDIUS (?)
Cameo: late eighteenth century
Mount: English, late eighteenth century
White shell (possibly oyster)
with slate backing
Closed gold mount with a convex back.
With hook-shaped suspension loop
and ring (Type 1x variant)
2.0 × 1.7 cm; 13⁄16 × 5⁄8 in
RCIN

65816

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 217;
G&J 1909, no. 94

The laureate head of a Roman emperor, in profile to the left.
The Emperor is possibly Claudius (10 bc – ad 54). The cameo
is Neoclassical and the mount appears to be contemporary.

82 NERO (?)
Cameo: French (?), early seventeenth century
Mount: English, early nineteenth century
Sardonyx: brown on light brown
Open gold mount with silver and gold scrollwork
set with ruby, emerald and five diamonds.
With suspension loop and ring (Type x)
6.2 × 3.4 (3.4 × 2.5) cm; 2 7⁄16 × 1 5⁄16 (1 5⁄16 × 15⁄16) in
RCIN

65240

PROVENANCE :

First recorded in the Royal Collection in 1872
1872, no. 290; G&J 1909, no. 172

INVENTORY REFERENCES : WCIG

Laureate bust of a Roman emperor, the head in profile to the right.
The ribbons from his wreath cascade down his neck and he wears a
mantle fastened over his right shoulder with a clasp. Set within a
raised border.
The Emperor is probably Nero (ad 37–68). The general
character of the cameo suggests a non-Italian, possibly French,
origin and an early seventeenth-century date; the raised border is
often found on cameos of French personalities.
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83 NERO (?)
Cameo: French (?), early seventeenth century
Mount: attributed to Jean Vangrol,
Paris, c.1640
Sardonyx: orange, white and light brown
Open gold mount with frame of ‘leaves’,
enamelled translucent green, opaque pale
blue and white with black dots. White
enamel loop with black dots and gold ring
at top and gold suspension loop at bottom
(Type 111d)
3.1 × 2.4 (2.0 × 1.5) cm; 1 1⁄4 × 15⁄16 (13⁄16 × 9⁄16) in
RCIN

Cameo: eighteenth century
Mount: eighteenth century
Onyx: white on grey
Gilt-brass collet mount with hook-shaped
suspension loop and ring (Type 1x)
3.3 × 2.7 cm; 1 5⁄16 × 1 1⁄16 in
RCIN

43762

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 191;
G&J 1909, no. 239

43782

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 261;
G&J 1909, no. 260
LITERATURE : Aschengreen Piacenti 2004a, p. 138

Laureate bust of a Roman emperor, with
side-whiskers and short curly hair, in
profile to the right. He wears a tunic
fastened over his right shoulder with a
brooch. Set within a raised border.
The image resembles the youthful
Nero (ad 37–68) as found on a Roman
coin (cf. Kent, Overbeck & Stylow 1973,
no. 213).
The somewhat undefined use of the
coloured strata of the stone and the raised
border are characteristics found on other
gems for which a French provenance has
been suggested.
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84 NERO

Laureate bust of Nero (ad 37–68), with
side-whiskers, in profile to the left. The
wreath is secured with a large knot at
the nape of the neck. He wears a mantle
fastened over his left shoulder with a
round brooch. The stone is chipped
along the edge.
Although no. 84 shows a traditional
image based on Roman coins (cf. Kent
1978, pl. 56, fig. 194), such coins do not
include drapery and neither does the
sixteenth-century version by Giovanni
dal Cavino (Hill & Pollard 1967, no. 403).
Nero is usually shown clean-shaven or
with a slight beard rather than sidewhiskers. This, together with the softened
representation of the Emperor on no. 84,
suggests that it dates from the eighteenth
century.

85 GALBA
Cameo: probably Italian,
seventeenth century
Mount: eighteenth century
Onyx: white on translucent pale beige
Gilt-brass collet mount with suspension
loop and ring (Type 1v)
2.9 × 2.0 cm; 1 3⁄16 × 13⁄16 in
RCIN

43761

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 249;
G&J 1909, no. 238

Laureate head of Galba (3 bc – ad 69), in
profile to the right. His wreath is secured
with a ribbon tied in a knot at the back
of his head. He wears a mantle fastened
with a clasp over his right shoulder.
The image may be derived from
Roman coins (cf. Kent, Overbeck &
Stylow 1973, no. 213).
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86 OTHO (?)
Cameo: probably North Italian,
late sixteenth century
Mount: English,
late eighteenth century
Banded agate (from Saxony):
white and mottled reddish-pink
Open gold mount with bifoil reverse
(Type v11). With suspension loop and ring
3.0 × 2.3 cm; 1 3⁄16 × 7⁄8 in
RCIN

65840

PROVENANCE :

Joseph Smith, Venice;
from whom purchased by George III in 1762
INVENTORY REFERENCES : WCIG 1872, no. 275;
G&J 1909, no. 118
LITERATURE: Gori 1767, 1, p. 81, pl. lxx11;
Aldini 1785, p. 191

The head of a Roman emperor, with short
hair, tightly curled in rolls, in profile to
the left.
The image appears to represent the
head of the Roman Emperor Otho (ad
32–69), as suggested by Gori and Aldini.

87 OTHO
Cameo: French (?),
early seventeenth century
Mount: attributed to Jean Vangrol, Paris,
c.1640
Sardonyx: brown and white
Gold mount, enamelled on obverse and
reverse with white leaf and petal-like
shapes resembling pearls. White enamelled
suspension loop and gold ring (Type 111c)
3.8 × 3.1 cm, diameter 2.3 cm;
1 1⁄2 × 1 1⁄4 in, diameter 7⁄8 in
RCIN

43777

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 244;
G&J 1909, no. 254
LITERATURE : Aschengreen Piacenti 2004,
p. 138 and fig. 7

Head of Otho (ad 32–69), clean-shaven
and with short curly hair, in profile to the
right. Set within a raised border.
The type of stone employed and the
use of the brown layer for the head and
surrounding raised border are reminiscent
of other gems in the collection and may
indicate a French provenance (cf. no. 171).

79

II MODERN GEMS • CAMEOS

88 OTHO (?)
Cameo: probably Italian, early seventeenth century
Mount: English, late eighteenth century
Sardonyx: brown and speckled white
Open gold mount with quatrefoil reverse,
suspension loop and ring (Type v111)
3.8 × 2.7 cm; 1 1⁄2 × 1 1⁄16 in
RCIN

65864

PROVENANCE :

Joseph Smith, Venice; from whom purchased by George III in 1762
1872, no. 256; G&J 1909, no. 142
LITERATURE : Gori 1767, 1, p. 84, pl. lxxv11; Aldini 1785, p. 192
INVENTORY REFERENCES : WCIG

Bust of a Roman emperor, with closely cropped hair, in profile to
the right. He wears a mantle fastened over his right shoulder with
a clasp.
The sitter is probably Otho (ad 32–69) and recalls no. 89 in
reverse (cf. Sutherland 1974, no. 314). Gori identified the image
as ‘Imp. Domitianus’.

89 VESPASIAN / OTHO
Cameos: Italian, sixteenth century
Mount: attributed to Jean Vangrol, Paris, c.1640
Obverse: onyx, white on grey
Reverse: sard, dark reddish-brown
Open gold mount with frame of ‘flames’, enamelled opaque
turquoise on the obverse and white with black dots on the reverse.
With later gold suspension loop and ring (Type 111b)
2.7 × 2.2 (2.2 × 1.7) cm; 1 1⁄16 × 7⁄8 (7⁄8 × 5⁄8) in
RCIN

65745

PROVENANCE :

First recorded in the Royal Collection in 1872
1872, no. 226; G&J 1909, no. 296
LITERATURE : Fortnum 1880, p. 23, no. 226;
Aschengreen Piacenti 2004, p. 138 and fig. 4
INVENTORY REFERENCES : WCIG

Obverse: laureate head of Vespasian (ad 9–79), in profile
to the right.
Reverse: head of Otho (ad 32–69), in profile to the right.
Both cameos are probably Italian, sixteenth-century, and
set together in a later French mount. The Otho head recalls
no. 88.
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90 VESPASIAN (?)
Cameo: probably German, late sixteenth
century / early seventeenth century
Mount: probably German,
early eighteenth century
Cowrie shell with slate backing
Openwork mount of silver-gilt with an inner
row of foiled gemstones alternating with smaller
outer stones, in closed silver settings (emerald,
amethyst, ruby, sapphire, almandine garnet,
green paste, hessonite garnet and topaz).
With suspension loop and ring at top
and slides on reverse
4.4 × 3.5 (2.3 × 2.0) cm; 1 3⁄4 × 1 3⁄8 (7⁄8 × 13⁄16) in
RCIN

65246

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 126;
G&J 1909, no. 178

91 VESPASIAN
Cameo: probably German, late sixteenth /
early seventeenth century
Mount: probably German,
early eighteenth century
Cowrie shell with slate backing
Openwork mount of silver-gilt with an inner row
of foiled gemstones alternating with smaller
stones, in closed silver and gold settings (ruby,
emerald, sapphire, topaz, almandine garnet,
rock crystal). With suspension loop and ring
at top and slide mounts on reverse
4.3 × 3.5 (2.3 × 2.0) cm; 1 11⁄16 × 1 3⁄8 (7⁄8 × 13⁄16) in
RCIN

Head of a Roman emperor, possibly
Vespasian (ad 9–79), with a fillet in his hair
and in profile to the right. A braided border
runs along the neckline. The shell is backed
with slate to improve the colour.
Both cameo and mount are similar to
no. 91. Both probably belonged to a series of
Twelve Caesars, a frequent subject for cameos
of the sixteenth century. The choice of shell
for the cameo may indicate a German origin.
The early eighteenth-century frame designed
to be worn as a slide or pendant may also be
German (cf. no. 91).

65245

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 289;
G&J 1909, no. 177

Laureate head of Vespasian (ad 9–79), in
profile to the right.
Although similar to no. 90, the subject
is closer to representations of Vespasian on
Roman coins (cf. Kent, Overbeck & Stylow
1973, nos. 231–4). Both no. 90 and no. 91
appear to have been cut in the same late
sixteenth-century workshop; both were
subsequently given near identical, early
eighteenth-century mounts (cf. no. 90).
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92 TITUS
Bas-relief: late sixteenth / early seventeenth century
Mount: French or English(?), early seventeenth century
Lapis-lazuli
Closed gold mount with white enamel frame and foliate
suspension loop above and circular loop below.
The reverse is inscribed in black enamel: TITUS AUGUSTUS
WESPASIANUS JUDAEA CAPTA framed by an enamel wreath
of translucent green palm leaf and opaque pale-green and
translucent dark-green olive branches
4.8 × 3.3 (3.9 × 3.0) cm; 1 7⁄8 × 1 5⁄16 (1 1⁄2 × 1 3⁄16) in
RCIN

65890

PROVENANCE :

Joseph Smith, Venice; from whom purchased by George III in 1762
1872, no. 286; G&J 1909, no. 168
LITERATURE : Gori 1767, 1, p. 83, pl. lxx1v; Aldini 1785, p. 191;
Aschengreen Piacenti 1977, p. 81, fig. a; Royal Miscellany 1990, no. 191;
King’s Purchase 1993, p. 57, ill. p. 56; George III 2004, no. 431
INVENTORY REFERENCES : WCIG

Laureate head of Titus (ad 39–81), in low relief and in profile to
the left.
In the last quarter of the sixteenth century fine-quality lapis
lazuli was much used in the Milanese-run workshops of grand
ducal Florence. No. 92, however, was probably made in Milan itself.
It recalls the lapis lazuli gems of the Twelve Caesars mounted on
the rim of a rock-crystal dish in the Dauphin’s Treasure, Museo
Nacional del Prado, Madrid (Venturelli 1998b, 1, pp. 59–69;
Arbeteta Mira 2001, no. 10). That dish dates from the 1580s and
is attributed to the Milanese Saracchi workshop. The cameos
were possibly cut by Annibale Fontana. No. 92 may share the
same origin and date.
The mount is presumably contemporary with the bas-relief,
although Gori does not refer to it. However, there are indications
that he worked from the engravings and never saw the actual stones
(see no. 261). It may therefore probably be assumed that the basrelief was complete with mount when acquired by George III
in 1762. Tiny clasps around its edge suggest it may once have
been a locket. The bottom loop may originally have had a pearl
pendant suspended from it.
The enamelled plaque on the back of the pendant may be either
French or English. The reverse of a cameo of Tiberius formerly in
the Alsdorf collection in the Art Institute of Chicago has a plaque
enamelled with a Medici emblem with Greek inscription (McCrory
2000, no. 2, ill. no. 25). McCrory suggests a French provenance and
mid-sixteenth-century date. The shape of the suspension loop of
no. 92, however, indicates an early seventeenth-century origin.
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93 DOMITIAN (?)
Cameo: late sixteenth / early seventeenth century
Mount: English, late eighteenth century
Onyx (from Saxony): brown, white and pink
Open gold mount with bifoil reverse.
With suspension loop and ring (Type v11)
3.2 × 2.3 cm; 1 1⁄4 × 7⁄8 in
RCIN

65865

PROVENANCE :

Joseph Smith, Venice; from whom
purchased by George III in 1762
INVENTORY REFERENCES : WCIG 1872, no. 198;
G&J 1909, no. 143
LITERATURE : Gori 1767, 1, p. 84, pl. lxxv1;
Aldini 1785, p. 192

94 HADRIAN
Cameo: probably North Italian, sixteenth century
Mount: English, late eighteenth century
Agate (from Saxony): white on translucent grey
mottled with pink
Open gold mount with quatrefoil reverse.
With suspension loop and ring (Type v111)
2.9 × 2.2 cm; 1 3⁄16 × 7⁄8 in
RCIN

43763

PROVENANCE :

Joseph Smith, Venice;
from whom purchased by George III in 1762
INVENTORY REFERENCES : WCIG 1872, no. 169;
G&J 1909, no. 240
LITERATURE : Gori 1767, 1, p. 84, pl. lxxv111;
Aldini 1785, p. 192; Fortnum 1880, p. 24, no. 169

95 HADRIAN
Cameo: probably North Italian,
late sixteenth century
Mount: English, late eighteenth century
Agate (from Saxony): shades of pink and brown
with blue-green inclusions
Open gold mount with bifoil reverse.
With suspension loop and ring (Type v11)
3.1 × 2.2 cm; 1 1⁄4 × 7⁄8 in
RCIN

65219

PROVENANCE :

Joseph Smith, Venice;
from whom purchased by George III in 1762
INVENTORY REFERENCES : WCIG 1872, no. 203;
G&J 1909, no. 60
LITERATURE : Gori 1767, 1, p. 84, pl. lxx1x;
Aldini 1785, p. 192

Laureate bust of a ‘Youthful Emperor’, with
bare shoulders and in profile to the right. The
wreath is secured by ribbons tied in a knot at
the nape of the neck.
The head may represent Domitian (ad
51–96), as suggested by Gori. Similar profiles
are found on Roman coinage, although the
proportions are less slender (cf. Kent, Overbeck
& Stylow 1973, nos. 245, 250, 252). The use of
the different layers of the stone is not particularly
skilful and recalls nos. 106 and 107.

Laureate bust of Hadrian (ad 76–138), in profile
to the left. He is bearded and has tightly curled
hair. He wears a mantle fastened over his left
shoulder with a clasp.
Gori and Aldini identified the Emperor as
Hadrian; cf. a similar representation of the
Emperor on a Roman coin (Sutherland 1974,
no. 358). Fortnum suggested Antoninus Pius.
However, no. 94 depicts the distinctive hairstyle
usually associated with Hadrian.

Laureate head of Hadrian (ad 76–138), bearded
and in profile to the right.
Gori suggested correctly that the subject was
Hadrian. The interesting use of a light layer in
the stone to highlight the wreath recalls ancient
gems, for example the early first-century AD
representation of Livia on sardonyx in the State
Hermitage Museum, St Petersburg, acquired
from the Orléans collection in 1787 (Neverov
1971, fig. 80).
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96 LUCIUS AELIUS (?)
Cameo: eighteenth century
Mount: eighteenth century
White marble on mottled brown flint
Open silver-gilt mount with silver
scrollwork set with alternate pseudoemeralds and almandine garnets in
closed settings with convex backs.
Gold suspension loop and ring
5.2 × 4.1 (3.9 × 3.0) cm;
2 1⁄16 × 1 5⁄8 (1 1⁄2 × 1 3⁄16) in

Cameo: probably Italian, sixteenth century
Ring: English, late eighteenth century
Onyx: white on blue-grey, blue-black reverse
Set in a gold finger ring with open bezel
(Ring type 1)
1.6 × 1.5 cm; ring: h 2.2 cm,
hoop w 1.9 (1.7) cm.
5
⁄8 × 9⁄16 in; ring: h 7⁄8 in, hoop w 3⁄4 (5⁄8) in

RCIN

RCIN

65218

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 292;
G&J 1909, no. 179

Bust of a man, with his shoulders seen
from the back and head in profile to the
right. He is bearded and has short curly
hair. His mantle is fastened over his right
shoulder.
The image may represent Lucius
Aelius (d.ad 138), based on Roman coins
(cf. Gjødesen 1972, fig. 16).
Cameo and mount are probably
contemporary. The mount recalls nos.
208, 209 and 257, pointing to a common
date but not necessarily to a common
origin.

Laureate bust of a Roman emperor, with
long beard, moustache and curly hair, in
profile to the right. The ribbon of his
wreath is tied in a large knot at the back
of his head. He wears a cuirass and a
mantle over his right shoulder.
The image probably represents
Marcus Aurelius (ad 121–80); cf. an
ancient medal (Kent 1978, no. 350).
Despite some differences, particularly in
the decoration of the cuirass, no. 97 is
probably the cameo illustrated on plate
xc111 of Gori’s catalogue.

65247

PROVENANCE :

98 COMMODUS (?)

Cameo: probably North Italian,
sixteenth century
Mount: English, late eighteenth century
Onyx: white on colourless translucent
ground
Open gold mount with suspension loop
and ring
1.9 × 1.5 cm; 3⁄4 × 9⁄16 in
Probably Joseph Smith, Venice;
from whom purchased by George III in 1762
INVENTORY REFERENCES : WCIG 1872, no. 212;
G&J 1909, no. 59
LITERATURE : Probably Gori 1767, 1, p. 92,
pl. xc111; probably Aldini 1785, p. 194

RCIN
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97 MARCUS AURELIUS (?)

PROVENANCE :

65164

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 253;
G&J 1909, no. 5

The head of a boy, with short commashaped curls, in profile to the left.
No. 98 appears to be derived from
ancient representations of ‘Youthful
Emperors’, cf. Emperor Commodus
(ad 161–92) on the obverse of a medal
of Marcus Aurelius and Commodus
(Kent 1978, no. 350). The manner in
which the curled hair has been rendered
suggests that no. 98 is Italian and
sixteenth century.
The shape of the setting was dictated
by the previously damaged stone.
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99 SEPTIMIUS SEVERUS (?)

100 SEPTIMIUS SEVERUS (?)

Cameo: Italian, sixteenth century
Mount: English, early eighteenth century
Sardonyx: orange and white; the reverse possibly originally
artificially coloured
Gold mount set within a later frame of openwork scrolls with four
very pale rubies and three emeralds in closed gold settings and two
rose-cut diamonds in silver settings. With suspension loop and ring
5.3 × 3.6 (3.2 × 2.5) cm; 2 1⁄16 × 1 7⁄16 (1 1⁄4 × 15⁄16) in

Cameo: French (?), early seventeenth century
Ring: English, late eighteenth century
Sardonyx: dark brown, light brown and white
Set in a gold ring with open bezel and fluted hoop,
terminating at each end in three petals
3.1 × 2.7 cm; ring: h 2.6 cm, hoop 2.2 (1.8) cm.
1 1⁄4 × 1 1⁄16 in; ring: h 1 in, hoop 7⁄8 (11⁄16) in

RCIN

PROVENANCE :

65882

PROVENANCE :

Joseph Smith, Venice; from whom purchased by George III

RCIN

65163
First recorded in the Royal Collection in 1872
1872, no. 178; G&J 1909, no. 4

INVENTORY REFERENCES : WCIG

in 1762
INVENTORY REFERENCES : WCIG
LITERATURE :

1872, no. 190; G&J 1909, no. 160
Gori 1767, 1, p. 92, pl. xc11; Aldini 1785, p. 194

Laureate bust of a Roman emperor with his shoulders seen from
the back and head in profile to the left. He has curly hair, is
bearded and wears a cuirass and a mantle fastened over his left
shoulder with a round clasp.
With his long beard and loop-shaped curls, the Emperor may
be Septimius Severus (ad 146–211). Gori suggested Didius Julianus,
adding that images of him are rare as he reigned for only two
months. The features also resemble those of Commodus (cf. Kent,
Overbeck & Stylow 1973, pl. xv, nos. 360, 369 and pl. 91).
The mount recalls others in the collection (Type x), but the
lighter inner frame and different scrollwork suggest an earlier
eighteenth-century date. A similar mount may be found in the
Museo Archeologico, Florence (inv. no. 14538; Giuliano 1989, no.
164; Tondo & Vanni 1990, no. 221; I gioielli dei Medici 2003, no.
95); no. 99 may have been mounted when acquired. The coloured
gemstones originally had painted reverses, now faded.

Laureate bust of a Roman emperor with his shoulders seen from
behind and head in profile to the right. He is bearded, has curly
hair and wears a tunic. Set within a raised border cut in the dark
layer of the stone.
The Emperor is probably Septimius Severus (ad 146–211),
based on Roman coins or sixteenth-century medals, such as that by
Giovanni dal Cavino (Hill & Pollard 1967, no. 109). The treatment
of the cameo, with the bust and raised border cut in the dark layer,
suggests a French origin and a seventeenth-century date.
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101 SEPTIMIUS SEVERUS (?)

102 GETA (?)

Cameo: early seventeenth century
Mount: seventeenth century
Sardonyx: greenish-brown
and white
Open silver-gilt mount with
suspension loop (Type 11)
2.1 × 2.2 cm; 13⁄16 × 7⁄8 in
RCIN

65222

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872,
no. 213; G&J 1909, no. 63

Laureate head of a Roman
emperor with bare shoulders seen
from behind and head in profile to
the right. He has a pointed beard
and short curly hair. Set within a
raised border.
The image is similar to no. 100
and probably also represents
Septimius Severus (ad 146–211),
similarly derived from Roman
coins (cf. Gjødesen 1972, fig. 26).
The reverse indicates that the
stone is half of an imperfectly
drilled bead.

103 CARACALLA (?)
Cameo: Italian, sixteenth century
Mount: English, eighteenth century
Sardonyx: white on brown
Open gold mount with hook-shaped suspension loop and ring (Type 1x)
2.2 × 1.8 cm; 7⁄8 × 11⁄16 in
RCIN

65814

PROVENANCE :

Joseph Smith, Venice; from whom purchased by George III in 1762
1872, no. 274; G&J 1909, no. 92
LITERATURE : Gori 1767, 1, p. 93, pl. xcv; Aldini 1785, p. 194
INVENTORY REFERENCES : WCIG

Bust of an emperor, in profile to the left. He has short curly hair and
a short beard along his jawline. He wears a cuirass and a mantle with
beaded edging fastened over his left shoulder.
No. 103 probably represents Caracalla (ad 188–217), as suggested by
Aldini, and appears to be derived from the ancient bust known as the
‘Frowning Caracalla’ in the Museo Archeologico Nazionale, Naples
(Haskell & Penny 1981, no. 18).
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Cameo: sixteenth century
Mount: probably English,
late eighteenth century
Onyx: light grey on white;
black shellac backing
Closed gold mount with convex
back with radiate pattern (Type v1).
With suspension loop and ring
1.5 × 1.1 cm; 9⁄16 × 7⁄16 in
RCIN

43789

PROVENANCE :

Joseph Smith, Venice;
from whom purchased by George III
in 1762
INVENTORY REFERENCES : WCIG 1872,
no. 117; G&J 1909, no. 267
LITERATURE : Gori 1767, 1, p. 93,
pl. xcv1; Aldini 1785, p. 195

Bust of a young man with bare
shoulders seen from behind and
head in profile to the right. He
has short curly hair.
No. 102 may depict Geta
(ad 189–211), as suggested by
Gori. For an image of the
Emperor on a Roman coin, see
Kent, Overbeck & Stylow 1973,
pl. 96, no. 405. Geta was the son
of Septimius Severus and reigned
with his father and brother
Caracalla.
Compare nos. 199 and 204
for the use of shellac on the
reverse of the stone.
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104 CARACALLA (?)
Cameo: Italian, early seventeenth century
Mount: English, early nineteenth century
Onyx: white and grey
Open gold mount with silver and gold scrollwork set
with pyrope garnet, emerald and rose-cut diamonds.
With suspension loop and ring (Type x)
6.3 × 3.5 (3.3 × 2.7) cm; 2 1⁄2 × 1 3⁄8 (1 5⁄16 × 1 1⁄16) in
RCIN

65885

PROVENANCE :

First recorded in the Royal Collection in 1872
1872, no. 125; G&J 1909, no. 163

INVENTORY REFERENCES : WCIG

Bust of a ‘Youthful Emperor’ with head in profile to the left.
His hair is curly and plaited. He wears a fillet and a mantle
fastened on his left shoulder with a round brooch. The relief
is flat but deeply undercut.
The image may be based on representations of Caracalla
(ad 188–217) as a boy. His hairstyle is, however, most unusual.

105 MACRINUS (?)
Cameo: North Italian, late sixteenth century
Ring: English, late eighteenth century
Onyx: white and grey
Set in a gold ring with open bezel and fluted shoulders (Ring type 11)
2.7 × 2.3 cm; ring: h 2.7 cm, hoop w 2.3 (1.8) cm
1 1⁄16 × 7⁄8 in; ring: h 1 1⁄16 in, hoop w 7⁄8 (11⁄16) in
RCIN

65193

PROVENANCE :

First recorded in the Royal Collection in 1872
1872, no. 164; G&J 1909, no. 34

INVENTORY REFERENCES : WCIG

Laureate head of a Roman emperor, with moustache and beard,
in profile to the left. The image is deeply undercut.
No. 105 represents a member of the Severi dynasty, possibly
Macrinus (AD c.165–218).
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106 JULIO-CLAUDIAN EMPEROR

107 JULIO-CLAUDIAN EMPEROR

Cameo: North Italian,
late sixteenth / early seventeenth century
Mount: seventeenth century
Sardonyx: white and brown
Open silver-gilt mount with suspension loop
(Type 11)
2.9 × 2.6 cm; 1 3⁄16 × 1 in

Cameo: late sixteenth /
early seventeenth century
Mount: seventeenth century
Onyx: white and grey
Open silver-gilt mount with suspension loop
(Type 11)
2.4 × 1.5 cm; 15⁄16 × 9⁄16 in

RCIN

RCIN

65853

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872,
no. 183; G&J 1909, no. 131

65822

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872,
no. 214; G&J 1909, no. 100

108 ROMAN EMPEROR (?)
Cameo: probably late sixteenth century
Mount: attributed to Jean Vangrol, Paris,
c.1640
Agate (from Saxony): pink and white on
a translucent mottled pink ground
Open gold mount with frame of ‘flames’,
alternately enamelled translucent green
and opaque turquoise. With later gold
suspension loop and ring. (Type 111b)
3.3 × 2.6 (2.7 × 2.0) cm;
1 5⁄16 × 1 (1 1⁄16 × 13⁄16) in
RCIN

65754

PROVENANCE :

Laureate head of a Roman emperor,
clean-shaven and with short curly hair,
in profile to the right.
No. 106 appears to represent one of
the Julio-Claudian emperors. The
hairstyle, with its short comma-shaped
curls, is characteristic of that period.
See also nos. 93 and 107, which are
stylistically similar.
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Laureate head of a Roman emperor,
clean-shaven and with short curly hair,
in profile to the right.
The distinctive hairstyle suggests
the Emperor is a member of the JulioClaudian family. The cameo is stylistically
close to nos. 93 and 106.

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 208;
G&J 1909, no. 300
LITERATURE : Aschengreen Piacenti 2004, p. 138

The head of a young man, clean-shaven
and with short, comma-shaped curls,
in profile to the left. There are several
cracks in the gem, which are particularly
prominent in the background layer.
Although without any particular
attributes or distinctive features, no. 108,
with its short, curly hair, appears to
represent a Roman emperor of the first
century AD.
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111 LUCRETIA
Cameo: Italian, second half
of the sixteenth century
Mount: English, late eighteenth century
Onyx: white on translucent creamy white
Open gold mount with hook-shaped
suspension loop and ring (Type 1x)
1.9 × 1.6 cm; 3⁄4 × 5⁄16 in
RCIN

65212

PROVENANCE :

Joseph Smith, Venice;
from whom purchased by George III in 1762
INVENTORY REFERENCES : WCIG 1872, no. 268;
G&J 1909, no. 53
LITERATURE : Gori 1767, 1, p. 70, pl. lv;
Aldini 1785, p. 188

109 ROMAN EMPEROR (?)

110 ROMAN EMPEROR

Cameo: probably North Italian,
late sixteenth century
Mount: seventeenth century
Sardonyx: white on mottled dark brown
Open silver-gilt mount with suspension loop
(Type 11)
4.0 × 3.1 cm; 1 9⁄16 × 1 1⁄4 in

Cameo: French (?), early seventeenth century
Mount: early seventeenth century
Sardonyx: browns and white
Open silver-gilt mount with suspension loop
(Type 11)
4.0 × 3.0 cm; 1 9⁄16 × 1 3⁄16 in

RCIN

PROVENANCE :

43766

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 173;
G&J 1909, no. 243

Male head, with short curly hair,
moustache and beard, in profile to the
left. The stone is cracked to the left of
the profile and chipped to the top left.
No. 109 may depict a Roman emperor
of the third century AD. The hairstyle is
characteristic of that period. The identity
of the Emperor remains unresolved.

RCIN

65172

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 172;
G&J 1909, no. 13

Laureate bust of a young man, in profile
to the left. He wears a tunic fastened with
a brooch on his left shoulder. The pupils
of the eyes are polished and the skin
is matt.
The image is based on representations
of the ‘Youthful Emperors’ found on
Roman medals. Examples include
Commodus (cf. Kent 1978, no. 350,
with Marcus Aurelius) and Caracalla
(Kent 1978, no. 388, in reverse).
The cutting technique and the manner
in which the different strata of the stone
are used may point to a French provenance
and an early seventeenth-century date.

Bust of Lucretia, deeply undercut, with her
head in profile to the left and her shoulders
and bare breast in three-quarter view. Her
right shoulder is covered by drapery and
she wears a drop-pearl earring. Her wavy
hair is partly plaited and interwoven in an
elaborate hairstyle. She stabs herself with
her left hand.
This type of partially draped female
bust, with one shoulder and breast bare,
often appears on cameos and North
Italian medals of the sixteenth century.
The medals may, in fact, have served
as prototypes for the cameos. With its
contemporary hairstyle this figure is
particularly close to two cameos in the
Kunsthistorisches Museum, Vienna
(Eichler & Kris 1927, nos. 275 and 428,
pl. 69). For variants of the type without any
special attributes cf. nos. 137, 149 and 152.
Gori described no. 111 as a recens opus,
meaning ‘not antique’; Aldini noted that the
hairstyle is very beautiful, but had nothing
to do with antiquity. The somewhat
complex hairstyle was fashionable during
the second half of the sixteenth century.
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112 LUCRETIA
Cameo: Italian, second half of the sixteenth century
Mount: English, early nineteenth century
Sardonyx (from Saxony): white on pink ground
(probably coloured on the reverse)
Closed gold mount chased with acanthus leaves
around the edge, with convex reverse
and suspension loop and ring
2.6 × 2.3 cm; 1 × 7⁄8 in
RCIN

65216

PROVENANCE :

First recorded in the Royal Collection in 1872
1872, no. 70; G&J 1909, no. 57
LITERATURE : Kris 1929, no. 131, pl. 30
INVENTORY REFERENCES : WCIG

Bust of Lucretia in frontal view with her head
in three-quarter profile to the left. She has long
flowing locks of hair and wears a tunic,
belted under her breast. She holds a knife
in her right hand, and is about to stab herself.
The image is based on a bronze plaquette
from the first half of the sixteenth century and
attributed to the school of Milan, in the Farnese
collection in the Museo di Capodimonte, Naples
(Arbace 1994–6, ‘il maestro della Lucrezia’, 3,
p. 228, no. 754). A jacinth bas-relief in the
Museo degli Argenti, Florence, shows a similar
representation of Lucretia (inv. Gemme, no. 154;
Gennaiolo 2007, no. 169). This is described by Kris
as Paduan-Venetian, c.1500, after bronze medals
(Kris 1929, pl. 30). A date around the middle of the
sixteenth century or even the second half of the
sixteenth century would seem more appropriate.

113 CLEOPATRA (?)
Cameo: Italian, sixteenth century
Mount: English, late eighteenth century
Agate (from Saxony): white on grey mottled with pink
Open gold mount with suspension loop and ring
2.4 × 2.0 cm; 15⁄16 × 13⁄16 in
RCIN

43791

PROVENANCE :

Joseph Smith, Venice;
from whom purchased by George III in 1762
INVENTORY REFERENCES : WCIG 1872, no. 152;
G&J 1909, no. 269
LITERATURE : Gori 1767, 1, p. 37, pl. xv11;
Aldini 1785, p. 180; King’s Purchase 1993, pp. 56–7

Half-figure of a young woman, in profile to the
left. Her breast, in three-quarter view, is scarcely
covered by drapery. Her left arm, encircled by
bracelets and armlets, follows the edge of the stone.
90

She holds a snake which appears to be biting
her exposed left breast. Her curly hair is pulled
back in a knot and she wears a wreath of vine
leaves.
The presence of a snake identifies the figure
as Cleopatra (69–30 bc). However, the vine
leaves in her hair are typical in representations
of bacchantes (no. 47) and Gori describes the
subject as a ‘Femina Bacchae Specie’. The pose
is often found in sixteenth-century cameos,
in particular as a bust in three-quarter view
with the arm along the edge of the stone (cf.
examples in the Staatliche Münzsammlung,
Munich: inv. no. 820, published in Weber 2001,
no. 125; and inv. no. 10). The hairstyle is more
generalised and is closer to an example in the
British Museum, London (Dalton 1915, no. 442).
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114 CLEOPATRA
Cameo: Italian, sixteenth century
Mount: English, late eighteenth century
Onyx: white on transparent grey
Open gold mount with hook-shaped
suspension loop and ring (Type 1x)
2.2 × 1.4 cm; 7⁄8 × 9⁄16 in
RCIN

65817

PROVENANCE :

Joseph Smith, Venice;
from whom purchased by George III in 1762
INVENTORY REFERENCES : WCIG 1872, no. 149;
G&J 1909, no. 95
LITERATURE : Gori 1767, 1, p. 74, pl. lx;
Aldini 1785, p. 189; George III 2004, no. 422

Bust of a young woman with her head
in profile to the right and her breast in
three-quarter view. Her scanty drapery
is knotted in the front and barely covers
her breasts. The hairstyle is elaborate
and a veil falls down her back. A snake
appears over her left shoulder with its
tail curling away behind her. The relief
of the figure has been carved entirely in
the white layer of the stone and the
modelling is extremely fine and detailed.
The image is derived from North
Italian medals of the Emilian school
representing sixteenth-century Beauties
(cf. Hill & Pollard 1967, nos. 456, 457
and 458). However, by adding a snake
the figure has been transformed into a
representation of Cleopatra (69–30 bc).
For a similar bust without snake, cf. a
cameo in the Kunsthistorisches Museum,
Vienna (Eichler & Kris 1927, no. 282).

115 LIVIA

116 LIVIA (?)

Cameo: late sixteenth century
Mount: seventeenth century
Onyx: white and translucent grey
Open silver-gilt mount with suspension
loop (Type 11)
4.7 × 2.8 cm; 1 7⁄8 × 1 1⁄8 in

Cameo: early seventeenth century
Mount: English, late eighteenth century
Onyx: brown, white and black
Closed gold mount with convex back.
With suspension loop and ring
1.9 × 1.4 cm; 3⁄4 × 9⁄16 in

RCIN

RCIN

65881

65808

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 175;
G&J 1909, no. 159

PROVENANCE :

Bust of Livia (58 bc – ad 29), wearing a
gap-sleeved tunic, in profile to the left.
Her wavy hair is gathered in a bun at the
nape of the neck, and a strip of hair over
the forehead is folded back forming a
knot. Deeply undercut.
A late sixteenth-century version of
an ancient model (cf. Vollenweider 1966,
pl. 74, no. 1, and Kent 1978, no. 160, pl.
42). It is somewhat reminiscent of a gem,
originally from the Sloane collection, in
the British Museum, London (Dalton
1915, no. 442).

Veiled head of a Roman matron in profile
to the left.
A version of an ancient gem possibly
representing Livia (58 bc – ad 29), wife
of Augustus. It perhaps intentionally
seeks to imitate the antique (cf. no. 58).
It is difficult to associate with Italian
workmanship.

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 272;
G&J 1909, no. 86
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118 LIVIA (?)
Cameo: French (?), seventeenth century
Mount: English, late eighteenth century
Sardonyx: blue-grey and brown
Open gold mount with suspension loop and ring
2.0 × 1.4 cm; 13⁄16 × 9⁄16 in
RCIN

65846

PROVENANCE :

First recorded in the Royal Collection

in 1872
INVENTORY REFERENCES : WCIG
G&J

117 LIVIA (?)
Cameo: seventeenth century
Mount: French, c.1680
Onyx: grey and white
Closed gold mount with enamelled openwork frame
of foliate scrolls. The reverse decorated in relief with
acanthus scrolls and flowers of black and white enamel
with turquoise and pale-pink highlights. With slide loops
on reverse and suspension loop and ring at top
3.0 × 2.1 (2.7 × 1.7) cm; 1 3⁄16 × 13⁄16 (1 1⁄16 × 5⁄8) in
RCIN

65743

PROVENANCE :

First recorded in the Royal Collection in 1872
1872, no. 267; G&J 1909, no. 297

1872, no. 280;

1909, no. 124

Head of a Roman matron in profile to the left.
She is veiled and wears a stephane. Drapery is
visible along the neckline. Set within a raised
border.
The image is possibly Livia (58 bc–ad 29).
The type is often found on ancient gems; for
example the first-century head in the State
Hermitage Museum, St Petersburg (Neverov
1971, no. 64, there called Hera). Compare also
Eichler & Kris 1927, no. 338.
The profile view within a raised border,
reminiscent of no. 218, suggests a French
provenance.

INVENTORY REFERENCES : WCIG

Bust of a young woman, wearing a stephane, in
profile to the left. Her long hair is swept back from
her face and falls over her shoulders. Set within a
raised border.
Probably based on an ancient representation of
Livia (58 bc – ad 29) but without the veil (cf. no. 118).
Compare also the sardonyx head of Artemis of the
first century AD in the State Hermitage Museum,
St Petersburg (Neverov 1971, no. 63).
The enamelled reverse recalls French cases for
miniatures of c.1680 in the Victoria & Albert
Museum, London (cf. Evans 1970, pls. 13 and 133;
Bury 1983, p. 78, board 14, a11). The suspension loop
and ring are later additions.
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119 JULIA TITI
Cameo: sixteenth century
Mount: English, late eighteenth century
Onyx (from Saxony): off-white on pinkish-brown
Open gold mount with moulded frame,
suspension loop with ring
2.0 × 1.4 cm; 13⁄16 × 9⁄16 in
RCIN

65837

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 245;
G&J 1909, no. 115

A bust of Julia Titi (ad 64–91), in profile to the
left. Her hair is elaborately arranged into a pile
of tight curls at the front and a bun of plaited
coils at the back. She wears a tunic.
The sitter was the daughter of Titus. Several
sixteenth-century versions exist (cf. Dalton 1915,
no. 333). They are based on ancient prototypes
of the first century AD (cf. a glass paste in the
State Hermitage Museum, St Petersburg;
Neverov 1971, no. 84). For a variant of the type,
cf. no. 148.

HEADS • ANCIENT HISTORY • FEMALE

120 FAUSTINA II (?)
Cameo: early seventeenth century
Mount: attributed to Jean Vangrol, Paris, c.1640
Sardonyx: orange on white on orange ground
Open gold mount with frame of ‘leaves’ of
translucent green and opaque turquoise enamel
and white enamel with black dots. White enamel
suspension loop with black dots and gold ring
and gold loop at bottom (Type 111d)
2.8 × 2.0 (1.8 × 1.3) cm; 1 1⁄8 × 13⁄16 (11⁄16 × 1⁄2) in
RCIN

43784

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 69;
G&J 1909, no. 262
LITERATURE : Aschengreen Piacenti 2004, p. 138

Bust of a Roman matron, with a veil over her
head, in profile to the left. The reverse of the
stone is convex.
Possibly Faustina II (c.ad 100–41), wife
of Antoninus Pius, as suggested in the 1909
inventory. The type is similar to a gem in the
British Museum, London (Dalton 1915,
no. 337).

121 FAUSTINA THE YOUNGER (?)
Cameo: Italian, sixteenth century
Mount: English, late eighteenth century
Onyx: white and pearl-grey
Open gold mount with quatrefoil reverse.
With suspension loop and ring (Type v111)
4.7 × 3.8 cm; 1 7⁄8 × 1 1⁄2 in
RCIN

65879

PROVENANCE :

Joseph Smith, Venice;
from whom purchased by George III in 1762
INVENTORY REFERENCES : WCIG 1872, no. 163;
G&J 1909, no. 157
LITERATURE : Gori 1767, 1, p. 83, pl. lxxv;
Aldini 1785, p. 192

Bust of a Roman matron in profile to the right.
She wears a gap-sleeved tunic with a brooch on
her right shoulder. Her wavy hair is swept back,
secured by a ribbon and coiled into a bun at the
back of the head.
The image possibly represents Faustina
the Younger (c.ad 125–75), wife of Marcus
Aurelius; it recalls a sixteenth-century medal of
that subject by Giovanni dal Cavino of Padua
(Hill & Pollard 1967, no. 407). Gori considered
that the image was based on medals of ‘Julia
Augusta’, daughter of Titus.
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122 ST JOHN THE BAPTIST
Cameo: probably German,
early seventeenth century
Mount: early seventeenth century
Jasper: light brown on green on
reddish-brown speckled background
Open silver-gilt mount with
suspension loop (Type 11)
2.5 × 2.3 cm; 15⁄16 × 7⁄8 in
RCIN

65849

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 90;
G&J 1909, no. 127

The severed head of St John the Baptist,
with long hair and beard. The head, with
eyes half-closed, is shown in three-quarter
profile to the right and appears to lie on
a charger. The undercutting of the stone
and the exploitation of the differentcoloured layers create the effect of the
charger and a halo round the head.
Both the choice of stone and the
religious subject matter suggest a German
origin, probably of the early seventeenth
century, cf. no. 124.
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123 JESUS CHRIST (?)
Cameo: Italian, early seventeenth century
Mount: early seventeenth century
Onyx: off-white on blue-grey
Open silver-gilt mount with
suspension loop (Type 11)
2.8 × 2.3 cm; 1 1⁄8 × 7⁄8 in
RCIN

65871

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 95;
G&J 1909, no. 149

Bearded male head with long hair, deeply
undercut and in profile to the right.
Drapery is visible along the neckline.
The tip of the nose has been broken off.
Although the usual attributes are
missing, no. 123 probably represents ‘the
head of the Saviour’ as described in the
1872 inventory. This type, with a halo
around the head, can be found on North
Italian bronze medals of the sixteenth
century.

124 VERA ICON
Cameo: probably German,
early seventeenth century
Mount: early seventeenth century
Sardonyx: brown and light brown
Open silver-gilt mount with
suspension loop (Type 11)
2.2 × 1.8 cm; 7⁄8 × 11⁄16 in
RCIN

65174

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 91;
G&J 1909, no. 15
LITERATURE : Fortnum 1880, p. 15, no. 91

The head of Christ, shown en face, with
long hair and beard, on a horseshoeshaped stone.
The image of Christ, as suggested
by Fortnum, appears to represent the
so-called Volto Santo or Vera icon found
on the cloth of St Veronica. A similar
cameo, from the collection of Kurfürst
Johann-Wilhelm von der Pfalz, now in
the Staatliche Münzsammlung, Munich,
is attributed to Prague, first quarter of the
seventeenth century (Weber 1992, no. 115).
Compare no. 122.

HEADS • BIBLICAL

125 JUDITH WITH HOLOFERNES
Cameo: North Italian, sixteenth century
Mount: English, early nineteenth century
Onyx: grey and white
Closed gold mount with convex reverse
engraved with concentric grooves.
With suspension loop and ring
5.5 × 4.3 cm; 2 3⁄16 × 1 11⁄16 in
RCIN

65757

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 99;
G&J 1909, no. 286

Three-quarter-length figure of Judith, in frontal
view, with her head in three-quarter profile to
the left. Her hair is intricately interwoven in the
fashion of the sixteenth century and she wears
a diadem. Her cloak is knotted on her right
shoulder and she wears a belted tunic with
winged cupid’s head clasp on her breast.
She has a gem-studded bracelet on her right
wrist. In her left hand she raises the severed
head of Holofernes and she holds a sword in
her right hand.
The cameo is probably North Italian,
possibly school of Milan and sixteenth century.
An almost identical cameo from the collection of
Kurfürst Johann-Wilhelm von der Pfalz, now in
the Staatliche Münzsammlung, Munich, appears
to be derived from the same prototype, probably
a medal designed by Jacopo Sansovino, c.1565
(Weber 1992, no. 170).
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126 VIRGIN AND CHILD
WITH ST ANNE
Cameo: probably German,
late sixteenth century
Mount: German or Flemish, c.1600
Agate: red on red and green variegated
background
Openwork gold frame with foliate scrolls and
pine cones in translucent green, opaque blue,
white, purple and green enamel. With
translucent dark-blue enamel suspension loop
and modern gold ring above and gold
suspension loop below
5.1 × 3.7 (2.9 × 2.3) cm; 2 × 1 7⁄16 (1 3⁄16 × 7⁄8) in
RCIN

65892

PROVENANCE: First recorded in the Royal Collection

in 1872
INVENTORY REFERENCES : WCIG

1872, no. 36;
1909, no. 170
LITERATURE : Fortnum 1880, p. 23, no. 36
G&J

Three-quarter-length figure of the Virgin,
in profile to the left. She is veiled and
embraces the infant Christ in front of her.
Behind her is a veiled female head gazing
upwards, in profile to the left.
Although the second female does not
appear to be emotionally or physically

127 BEARDED MAN
Cameo: probably early seventeenth century
Mount: eighteenth century
Sardonyx: brown and white
on variegated grey
Gold open mount with claw settings;
suspension loop and ring
1.9 × 1.6 cm; 3⁄4 × 5⁄16 in
RCIN

65845

PROVENANCE :

Joseph Smith, Venice;
from whom purchased by George III in 1762
INVENTORY REFERENCES : WCIG 1872, no. 201;
G&J 1909, no. 123
LITERATURE : Gori 1767, 1, p. 71, pl. lv1;
Aldini 1785, p. 188
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engaged with the figures of the Virgin and
Child, it probably represents St Anne, the
mother of the Virgin. This grouping is
known in Germany as an Anna Selbdritt
and occurs in early Christian iconography.
It became widespread in northern Europe.
No. 126 is probably German and late
sixteenth century.
The foliate ornament and pine cones
on the mount recall a pendant decorated
with a parrot pecking at a pine cone in
the Museo degli Argenti, Florence, from
the collection of Anna Maria Louisa de’
Medici, the Electress Palatine (inv. Gemme
no. 2502; Hackenbroch & Sframeli 1988,
no. 3). It is thought to have been made by
a Flemish goldsmith active in Frankenthal,
Germany, at the end of the sixteenth
century. Pine cones are also found as
decorative motifs on late sixteenth-century
Flemish hat ornaments in the Museo degli
Argenti, Florence (inv. no. 2503–2511;
I gioielli dei Medici 2003, no. 99).
The gold loop at the bottom of the
mount may originally have had a pearl
pendant suspended from it.

Bust of an unknown man, bearded and
with long hair, in profile to the left.
He wears a mantle along the neckline.
Gori identified the figure as L. Junius
Brutus. The poor quality of both stone
and carving makes an Italian origin
unlikely. No. 127 is probably early
seventeenth century and may represent
a hitherto unidentified contemporary,
possibly French, personage.
The stone may already have been
mounted when acquired by George III.

HEADS • ANCIENT HISTORY • MALE UNIDENTIFIED

129 YOUNG MAN
Cameo: French (?), early seventeenth century
Mount: attributed to Jean Vangrol, Paris,
c.1640
Flint: light brown, beige, blue-black
Open gold mount with frame of ‘flames’,
alternately enamelled opaque white and
pale blue. With suspension loop and ring
(Type 111b)
3.6 × 2.7 (2.6 × 2.0) cm; 1 7⁄16 × 1 1⁄16 (1 × 13⁄16) in
RCIN

65242

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 21;
G&J 1909, no. 174
LITERATURE : Aschengreen Piacenti 2004, p. 136

128 GREEK PHILOSOPHER (?)
Cameo: late eighteenth century
Mount: English, late eighteenth
century
Sardonyx: brown and white;
black glass backing
Open gold mount with small
decorative bead below and
suspension loop and ring above
3.1 × 2.3 cm; 1 1⁄4 × 7⁄8 in
RCIN

Bust of a young man, clean-shaven and
with curly hair and topknot, in profile to
the right.
The somewhat summary treatment of
the face and the use of the dark layer for
the subject recall no. 43. Both pieces appear
to be French and early seventeenth century.
No. 136 is another piece in which the dark
layer is used for the subject. No. 129 is cut
from an impure quartz found in northern
France.

65223

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 66;
G&J 1909, no. 64

Bust of a man, in profile to the left,
within a raised border. He is balding
and has a long beard. A mantle is
fastened over his left shoulder with
a round brooch.
The subject may be a Greek
philosopher, as yet unidentified.
The delicacy of the handling of
the stone layers suggests a late
eighteenth-century date.

130 BEARDED MAN
Cameo: early seventeenth century
Mount: seventeenth century
Sardonyx: brown and white
Open silver-gilt mount with suspension loop
(Type 11)
2.7 × 2.2 cm; 1 1⁄16 × 7⁄8 in
RCIN

65863

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 182;
G&J 1909, no. 141

Bust of a man, bearded and with short
curly hair, in profile to the right. He wears
a tunic and a mantle fastened over his right
shoulder. Set within a raised border.
The stone is thick and opaque and the
cutting fairly schematic. It recalls the
cameos with negro heads in the collection
(cf. nos. 166, 167 and 168).
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131 YOUNG WOMAN
Cameo: sixteenth century
Mount: English, late eighteenth century
Onyx (from Saxony): white on translucent pale grey
mottled with pink spots
Open gold mount with quatrefoil reverse;
suspension loop and ring (Type v111)
2.4 × 3.5 cm; 15⁄16 × 1 3⁄8 in
RCIN

65859

PROVENANCE :

Joseph Smith, Venice; from whom purchased by George III in 1762
1872, no. 247; G&J 1909, no. 137
LITERATURE : Gori 1767, 1, p. 79, pl. lxv1; Aldini 1785, p. 190;
George III 2004, no. 429
INVENTORY REFERENCES : WCIG

Bust of a young woman, in profile to the left. Her hair is swept back
and intricately plaited. Plaits and curls fall down her back and over
her shoulders. Drapery covers her breast.
A generalised version of sixteenth-century female busts, cf. no. 113.

132 YOUNG WOMAN
Cameo: North Italian, sixteenth century
Mount: English, late eighteenth century
Agate: white on translucent beige
Open gold mount with quatrefoil reverse;
suspension loop and ring (Type v111)
4.2 × 3.1 cm; 1 5⁄8 × 1 1⁄4 in
RCIN

65235

PROVENANCE :

Joseph Smith, Venice;
from whom purchased by George III in 1762
INVENTORY REFERENCES : WCIG 1872, no. 269; G&J 1909, no. 76
LITERATURE : Gori 1767, 1, p. 89, pl. lxxxv; Aldini 1785, p. 193;
Aschengreen Piacenti 1977, fig. b, p. 82; Royal Miscellany 1990, no. 202;
King’s Purchase 1993, no. 88; George III 2004, no. 428

Female bust in three-quarter view with her head in profile to the left.
Her hair is swept back and bound at the nape of the neck; two
ringlets fall onto her shoulders. She wears a classical dress, belted
below the breast, and a square brooch. The border of her sleeves and
her belt match a ribbon in her hair. A shawl covers her shoulders. Set
within a raised white border.
An extremely refined version of the cameos of sixteenth-century
Beauties. These were possibly inspired by medals of the Emilian
school, as exemplified by the work of Alfonso Ruspagiari (1521–76).
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133 AMAZON
Cameo: North Italian, late sixteenth century
Mount: seventeenth century
Sardonyx: white and patchy light brown
with white ‘fern-like’ inclusions
Open silver-gilt mount with suspension loop
(Type 11)
3.4 × 2.7 cm; 1 5⁄16 × 1 1⁄16 in
RCIN

65801

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 20;
G&J 1909, no. 79

134 AMAZON
Cameo: North Italian, sixteenth century
Mount: French, mid-seventeenth century
Onyx: light brown and grey
Closed gold mount with spiral-twisted frame
of corded sheet metal, white enamelled with
black spots and black enamel with white spots.
Opaque light-blue enamel rosette at top
with suspension loop and two rings
3.4 × 2.2 (2.7 × 1.8) cm; 1 5⁄16 × 7⁄8 (1 1⁄16 × 11⁄16) in
RCIN

65742

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 18;
G&J 1909, no. 299

135 YOUNG WOMAN
Cameo: late sixteenth century
Mount: eighteenth century
Agate: orange and grey
Gilt-brass collet mount
with suspension loop and ring (Type 1v)
2.9 × 2.3 cm; 1 3⁄16 × 7⁄8 in
RCIN

65856

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 221;
G&J 1909, no. 134

Bust of a young woman, with her shoulders seen
from behind, in profile to the left. Her ornately
patterned cuirass has a lion’s mask epaulette and
her shoulders are draped. Her wavy hair is swept
back and intricately plaited around her head. A
veil falls down her back and she wears a pearl
earring.
The hairstyle recalls the elegant Beauties on
sixteenth-century Emilian school bronze medals
(cf. Hill & Pollard 1967, no. 449). Compare
also Dalton 1915, no. 473, although the figure’s
shoulders are not shown from behind. No. 134
is a coarser version of the type. For a similar
subject and the same type of mount, see no. 145.
A similar hairstyle is shown in no. 240.

Bust of a young woman, her shoulders seen from
behind, in profile to the left. She wears a cuirass
with lion’s mask epaulette. Her hair is intricately
plaited and bound with ribbons; a veil falls
down her back. A drill hole in the neck suggests
that there was originally an insert of another
material, possibly to form an earring.
A coarser variant of no. 133. Here the
cuirass is clearly classical.
For a similar frame, cf. a cameo of Anne
of Austria, wife of Louis XIII (Un temps
d’exubérance 2002, no. 180).

Bust of a young woman, in profile to the left.
She has several fillets in her intricately plaited
hair and wears a tunic fastened over her left
shoulder.
The heightened colour effect and relief-like
treatment of the cameo probably indicate a late
sixteenth-century date. The elaborate hairstyle
echoes the fashion of the period.

99

II MODERN GEMS • CAMEOS

136 MATRON / PRIAPUS
Cameo: probably late
sixteenth century
Intaglio: probably ancient
Mount: early seventeenth century
Sardonyx: dark brown on
translucent grey
Open silver-gilt mount with
suspension loop and ring (Type 11)
3.6 × 2.7 cm; 1 7⁄16 × 1 1⁄16 in
RCIN

65866

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 3;
G&J 1909, no. 144
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Obverse: cameo bust of a matron, with her shoulders seen from
behind in three-quarter view and her head in profile to the left.
She wears a turban-like headdress and a tunic. Deeply undercut
and in fairly flat relief.
Reverse: intaglio fragment depicting the legs of a male figure,
perhaps Priapus, walking amidst tufts of grass and phalli.
He is pursued by bees, who appear to have stung the phalli.
The intaglio on the reverse of the stone indicates that it is a
fragment from a much larger gem cut with a full-scale scene; it
appears to be considerably earlier than the rather coarse head of
a matron and may even be ancient. The cameo is probably late
sixteenth century. Although it uses the dark layers of the stone
for the profile, the features are not negroid; this distinctive
characteristic is also found in no. 43.
The intaglio may show Priapus, the keeper of bees (see Virgil,
Georgics 1v, 109–11). Such burlesque scenes are known on Roman
pottery, cf. Webster 1991, pp. 159–61, especially figs. 42, 43 and 45.
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137 YOUNG WOMAN
Cameo: Italian, late sixteenth century
Mount: English, late eighteenth century
Onyx: white and grey
Open gold mount with moulded frame
and flat back; suspension loop and ring
1.5 × 1.1 cm; 9⁄16 × 7⁄16 in
RCIN

65870

PROVENANCE :

Joseph Smith, Venice;
from whom purchased by George III in 1762
INVENTORY REFERENCES : WCIG 1872, no. 109;
G&J 1909, no. 148
LITERATURE : Gori 1767, 1, p. 81, pl. lx1x;
Aldini 1785, p. 191

Bust of a female figure, in three-quarter
view, with her head in profile to the left.
Her right shoulder is draped and her left
shoulder and breast are exposed. Her
elaborately styled hair falls in a long plait
down her back.
No. 137 belongs to a series of
sixteenth-century female busts (cf. nos.
111, 149 and 152). There is a large group
in the Museo degli Argenti, Florence
(inv. Gemme nos. 38, 39, 164, 938–41,
1008, 1077, 1079, 1173, 1191, 1208;
Gennaiolo 2007, nos. (same order) 137,
59, 100, 95–8, 334, 312, 364, 99, 369, 370);
cf. also Kris 1929, pl. 96, fig. 408.

138 YOUNG WOMAN
Cameo: seventeenth century
Mount: seventeenth century
Sardonyx: brown, white and
yellowish-brown on banded ground
Open silver-gilt mount with suspension loop
(Type 11)
2.8 × 2.4 cm; 1 1⁄8 × 15⁄16 in
RCIN

65812

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 171;
G&J 1909, no. 90

Head of a young woman, in profile to the
left, with drapery along the neckline. She
has short curly hair and wears a fillet tied
in a knot at the nape of her neck. Traces
of the drill are visible in the eyes and ears.
Very similar in treatment to no. 60,
which is set in the same type of mount.
Both the profile and fillet recall no. 244
although the short, loose, curls of hair
appear to be in the seventeenth-century
fashion (cf. no. 234).

139 YOUNG WOMAN
Cameo: North Italian,
first half of the eighteenth century
Mount: English, late eighteenth century
Onyx (from Saxony): white on mottled
greyish-pink
Closed gold mount with convex
reverse embossed with rocaille work;
suspension loop and ring
2.3 × 1.7 cm; 7⁄8 × 5⁄8 in
RCIN

65209

PROVENANCE :

Joseph Smith, Venice;
from whom purchased by George III in 1762
INVENTORY REFERENCES : WCIG 1872, no. 78;
G&J 1909, no. 50
LITERATURE : Gori 1767, 1, p. 58, pl. xl; Aldini
1785, p. 184; Aschengreen Piacenti 1977, fig. 2b,
p. 80; Royal Miscellany 1990, no. 199

Female bust in three-quarter view with her
head in profile to the left. Her hair is swept
back and held by a diadem; long ringlets
fall down her back. She wears a gap-sleeved
tunic with scalloped borders and a stola
over her right shoulder. Deeply undercut.
The pose recalls several sixteenthcentury female cameo busts, cf. no. 113.
However, no. 139 lacks sixteenth-century
details of hairstyle and dress. The
Neoclassical dress is similar to that shown
on no. 143. Its more delicate treatment
suggests a date in the first half of the
eighteenth century.
For a similar mount, cf. no. 71.
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140 YOUNG WOMAN
Cameo: sixteenth century
Mount: eighteenth century
Sardonyx: white and brown
Open gold mount, the reverse
with open wirework scrolls
1.4 × 1.5 cm; 9⁄16 × 9⁄16 in

Cameo: North Italian, sixteenth century
Mount: English, late eighteenth century
Sardonyx: white on light brown
Open gold collet mount with flat frame on
the reverse; suspension loop and ring
1.9 × 1.1 cm; 3⁄4 × 7⁄16 in

RCIN

RCIN

65824

PROVENANCE :
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141 YOUNG WOMAN

65203

Joseph Smith, Venice;
from whom acquired by George III in 1762
INVENTORY REFERENCES : WCIG 1872, no. 277;
G&J 1909, no. 102
LITERATURE : Gori 1767, 1, p. 35, pl. xv1;
Aldini 1785, p. 180

Joseph Smith, Venice;
from whom purchased by George III in 1762
INVENTORY REFERENCES : WCIG 1872, no. 143;
G&J 1909, no. 44
LITERATURE : Gori 1767, p. 90, pl. lxxxv111;
Aldini 1785, p. 193

A female head, her hair twisted at the
crown and in waves around the face and
gathered at the nape of the neck, in
profile to the right.
Possibly a fragment of a larger cameo
or a copy of a Roman fragment (cf.
Eichler & Kris 1927, no. 59). It may be
based on the head of Ceres depicted on a
denar in the Vatican; the wreath of corn
has been reinterpreted as waves of hair.
For a similar, though decidedly male,
head, see Dalton 1915, no. 374.

Bust of a young woman, in profile to
the right. She wears a gap-sleeved tunic
fastened over her right shoulder. Her wavy
hair is intricately plaited and held by a
diadem.
The sitter’s elaborate hairstyle was
fashionable during the second half of the
sixteenth century. It recurs in a large series
of unidentified portrait cameos based on
contemporary North Italian medals (cf.
Hill & Pollard 1967, no. 511). Compare
also Attwood 2003, no. 674a. No. 141,
however, does not appear to be a portrait;
the dress is generically classical, like that
of a cameo in the Kunsthistorisches
Museum, Vienna (Eichler & Kris 1927,
no. 284, where it is described as a type
often found on cameos).

PROVENANCE :

142 YOUNG WOMAN
Cameo: North Italian, sixteenth century
Mount: English, early nineteenth century (?)
Onyx: white and grey (painted at the reverse)
Closed gold mount with convex reverse
engraved with foliate scrolls and a diamondshaped ornament filled with a trellis-like
grid; suspension loop and ring
1.7 × 1.4 cm; 5⁄8 × 9⁄16 in
RCIN

65807

PROVENANCE :

Joseph Smith, Venice;
from whom purchased by George III in 1762
INVENTORY REFERENCES : WCIG 1872, no. 155;
G&J 1909, no. 85
LITERATURE : Gori 1767, 1, p. 40, pl. x1x;
Aldini 1785, p. 181; Fortnum 1880, p. 15, no. 155;
Aschengreen Piacenti 1977, fig. 1b, p. 80

Bust of a young woman, in profile to the
right. She wears a tunic and stola. Her
short wavy hair is swept back and long
ringlets fall down her back.
The image is a variant of no. 114.
The profile with slightly open mouth
recurs on other female heads, such as nos.
115 and 144, and may point to a common
origin and date. Gori calls the figure a
‘Baccha’ (a bacchante). Aldini suggests
that it ‘is probable that in this and other
cameos the engraver cut the portrait of
a contemporary lady’. It is probable that
the cameos of this large group are based
on sixteenth-century medals of
contemporary Beauties.
The mount differs from those found
on gems from the Smith collection, and
may be early nineteenth century.
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143 YOUNG WOMAN

144 YOUNG WOMAN

145 YOUNG WOMAN

Cameo: North Italian, sixteenth century
Mount: English, late eighteenth century
Sardonyx: white on translucent light-brown
ground
Open gold mount with hook-shaped
suspension loop and ring (Type 1x)
2.0 × 1.5 cm; 13⁄16 × 9⁄16 in

Cameo: North Italian, sixteenth century
Mount: English, late eighteenth century
Onyx: pink, white and grey
Open gold mount with rounded frame;
hook-shaped suspension loop and ring
(Type 1x)
2.5 × 1.7 cm; 15⁄16 × 5⁄8 in

Cameo: North Italian, sixteenth century
Mount: early seventeenth century
Sardonyx: yellows, browns and whites
Open silver-gilt mount with suspension loop
(Type 11)
3.4 × 2.8 cm; 1 5⁄16 × 1 1⁄8 in

RCIN

RCIN

PROVENANCE :

65200

PROVENANCE :

65854

Joseph Smith, Venice;
from whom purchased by George III in 1762
INVENTORY REFERENCES : WCIG 1872, no. 123;
G&J 1909, no. 41
LITERATURE : Gori 1767, 1, p. 58, pl. xxxv111;
Aldini 1785, p. 184

PROVENANCE :

Joseph Smith, Venice;
from whom bought by George III in 1762
INVENTORY REFERENCES : WCIG 1872, no. 37;
G&J 1909, no. 132
LITERATURE : Gori 1767, 1, p. 56, pl. xxx1v;
Aldini 1785, p. 184

Bust of a young woman, in profile to the
right. She wears a fillet in her curly hair
and here ringlets fall from the nape of
her neck onto her shoulders. Her low-cut
tunic is belted under the breast and a
mantle falls over her left shoulder.
The cameo is not ancient as suggested
by Gori, and is probably based on a medal.
The hairstyle recalls medals representing
Vittoria Colonna (1490–1547), cf. Hill &
Pollard 1967, no. 485. The curiously
Neoclassical dress is similar to that
shown on no. 139, which is also from
the Smith collection but for which an
early eighteenth-century date has been
proposed.

Draped bust of a young woman, in profile
to the right. Her curly hair is gathered at
the nape of her neck and falls in ringlets
down her back. She wears a mantle
around her shoulders. A chip in the stone,
visible on the reverse, is covered by the
mount.
This type of head, with long flowing
locks of hair, is probably derived from
representations of maenads (cf. the
intaglio from the collection of Lorenzo
the Magnificent, Museo Archeologico
Nazionale, Naples, inv. 27408, Tesoro di
Lorenzo il Magnifico 1973, no. 18, ill. 10).
It is similar in treatment to no. 142, which
shares the same provenance.

RCIN

65236

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 220;
G&J 1909, no. 77

Bust of a young woman, in profile to the
right. Her swept-back hair is intricately
plaited with ribbons which fall down the
nape of her neck and back. She wears an
ornately decorated tunic fastened with a
floral brooch over her right shoulder and
a necklace and pearl-drop earring.
A variant of the sixteenth-century
Beauties of North Italian origin. For
further examples in the collection,
cf. nos. 133 and 146.

103

II MODERN GEMS • CAMEOS

146 YOUNG WOMAN
Cameo: Italian, sixteenth century
Mount: eighteenth century
Onyx (from Saxony): white on grey
with pink and grey flecks
Gilt-brass collet mount with suspension
loop and ring (Type 1v)
2.1 × 2.0 cm; 13⁄16 × 13⁄16 in

Cameo: Italian, second half of the
sixteenth century
Mount: late eighteenth century
Sardonyx: white on light-brown ground
Open gold mount with bifoil reverse;
suspension loop and ring (Type v11)
2.6 × 2.3 cm; 1 × 7⁄8 in

RCIN

RCIN

65811

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 219;
G&J 1909, no. 89

Bust of a young woman with her head
in profile to the right. She wears a mantle
around her shoulders, clasped at the
front, leaving her breasts exposed. On
her head is a diadem and her hair is
intricately plaited and coiled. The cameo
is damaged along the back of the head.
Chips along the edge of the stone have
been filled with wax.
A variant of the type of female bust,
draped but with breasts exposed and
elaborate sixteenth-century hairstyle,
cf. no. 145. A similar version, representing
Cleopatra and including the right arm,
is in the British Museum, London
(Dalton 1915, no. 472; cf. also no. 473).
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147 YOUNG GIRL

65843

PROVENANCE :

Joseph Smith, Venice;
from whom purchased by George III in 1762
INVENTORY REFERENCES : WCIG 1872, no. 258;
G&J 1909, no. 121
LITERATURE : Gori 1767, 1, p. 80, pl. lxv11;
Aldini 1785, p. 190

Head of a young girl in profile to the
right. Her hair is tied at the nape of her
neck. She wears a tunic fastened over
her right shoulder with a clasp. Deeply
undercut. The gold mount fills an area
of loss along the bottom edge.
Identified as ‘Antonia Augusta’ by
Gori. No. 147 is based on ancient gems
representing Antonia, daughter of Mark
Antony (cf. Sutherland 1974, no. 294;
Gori 1731–2, 1, p. 16, pl. 1v). It recalls a
medal by Giovanni dal Cavino (1500–70),
the famous Paduan imitator of Roman
coins (Hill & Pollard 1967, no. 402), and
probably originates from the same region.

148 ROMAN LADY
Cameo: probably North Italian,
late sixteenth century
Mount: English, late eighteenth century
Onyx: white and translucent light grey
Open silver-gilt mount with flat reverse
and small round base at top with
suspension loop and ring
1.7 × 1.3 cm; 5⁄8 × 1⁄2 in
RCIN

65841

PROVENANCE :

Joseph Smith, Venice;
from whom purchased by George III in 1762
INVENTORY REFERENCES : WCIG 1872, no. 211;
G&J 1909, no. 119
LITERATURE : Gori 1767, 1, p. 85, pl. lxxx;
Aldini 1785, p. 192

Bust of a Roman lady, wearing a tunic
and a stephane, in profile to the right.
Her hair is tightly curled at the front
and swept back and plaited into an
open circle at the back.
A slightly different version of
cameos representing Julia, daughter
of Titus (Dalton 1915, no. 333; Babelon
1897, no. 1, pl. cxl1v). These are
replicas of ancient gems of the first
century AD (Neverov 1971, no. 84;
Gori 1731–2, 1, pls. x11 and x111).
Gori suggested the subject was
‘Sabina Augusta’, wife of Hadrian. The
hairstyle is of that period (cf. obverse of
coin of Hadrian, Sutherland 1974, no.
384). For another version, see no. 119.
The silver-gilt, rather than gold,
mount is unusual for a gem from the
Smith collection.
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149 YOUNG WOMAN

150 YOUNG WOMAN

Cameo: late sixteenth century
Mount: seventeenth century
Onyx: grey and white
Open silver-gilt mount with
suspension loop and ring (Type 11)
1.5 × 1.2 cm; 9⁄16 × 1⁄2 in

Cameo: Milan, late sixteenth century
Mount: English, late eighteenth century
Flint: brown and grey-black
Closed gold mount with slightly convex
reverse; suspension loop and ring
5.0 × 3.3 cm; 1 15⁄16 × 1 5⁄16 in

RCIN

RCIN

65210

65809

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 93;
G&J 1909, no. 51

PROVENANCE :

Draped bust of a young woman, with
her right shoulder and breast exposed,
in profile to the right. Her wavy hair is
intricately plaited and interwoven.
She wears a fillet from which a veil falls
down the nape of her neck and back.
A type commonly found on Italian
cameos of the late sixteenth century,
cf. nos. 111, 137 and 152.

Bust of a woman, in profile to the right.
Her long, wavy hair is swept back and
gathered at the nape of her neck and falls
in long ringlets down her back. She wears
a tunic fastened on her right shoulder.
The high relief, use of dark stone and
way the figure fills out the space recall late
sixteenth-century Milanese workmanship,
for example pieces by the Miseronis; cf. a
cameo, described by Kris as ‘in the
manner of Ottavio Miseroni’, in the
Museo degli Argenti, Florence (inv.
Gemme no. 180; Gennaiolo 2007, no. 180;
Kris 1929, no. 618). Compare also no. 33.

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 5;
G&J 1909, no. 87
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151 YOUNG WOMAN
Bas-relief: possibly late sixteenth century
Mount: eighteenth century
Onyx in two shades of creamy brown
applied on black flint ground
Gilt-brass collet mount with
suspension loop (Type 1v)
3.2 × 2.5 cm; 1 1⁄4 × 15⁄16 in
RCIN

65806

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 4;
G&J 1909, no. 84

Bust of a young woman in profile to the right.
A long veil, secured by a fillet, covers her hair
and falls onto her shoulders.
The bas-relief is of poor workmanship and
may be sixteenth century, possibly a fragment
applied later to a dark stone ground.

152 YOUNG WOMAN
Cameo: probably North Italian,
sixteenth / early seventeenth century
Mount: early seventeenth century
Sardonyx: white, brown and light
brown
Open silver-gilt mount with
suspension loop and ring (Type 11)
2.4 × 2.1 cm; 15⁄16 × 13⁄16 in
RCIN

65813

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872,
no. 67; G&J 1909, no. 91

Draped bust of a young woman,
with her right breast and shoulder
exposed and her head in profile
to the right. Her hair is tied back
with a fillet and falls in ringlets
down her shoulder and back.
The type is found on a series
of cameos, probably of North
Italian, sixteenth-century origin;
cf. nos. 111, 137 and 149. The
added colour effect of no. 152,
however, suggests a somewhat
later date, perhaps contemporary
with the mount.
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153 YOUNG WOMAN
Cameo: French (?),
early seventeenth century
Mount: seventeenth century
Banded agate: orange and white
Open silver-gilt mount with
suspension loop (Type 11)
1.9 × 1.3 cm; 3⁄4 × 1⁄2 in
RCIN

43787

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872,
no. 150; G&J 1909, no. 265

Female bust in profile to the right.
She wears a wreath of flowers
and a veil that falls over her right
shoulder. Raised high from the
ground. The wreath is cut from
the light layer of the stone.
No. 153, with its colour effect,
belongs to a group of gems that
are stylistically un-Italian and
which are here tentatively called
French. It recalls a cameo in the
British Museum, London
(Dalton 1915, no. 337).
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154 YOUNG WOMAN
Cameo: Italian (?), seventeenth century
Mount: English, late eighteenth century
Sardonyx: light brown, orange and white
Open gold mount with bifoil reverse;
suspension loop and ring (Type v11)
2.4 × 2.0 cm; 15⁄16 × 13⁄16 in
RCIN

65224

PROVENANCE :

Joseph Smith, Venice;
from whom purchased by George III in 1762
INVENTORY REFERENCES : WCIG 1872, no. 291;
G&J 1909, no. 65
LITERATURE : Gori 1767, 1, pl. xxxv11;
Aldini 1785, p. 184; Royal Miscellany 1990,
no. 193; King’s Purchase 1993, no. 88

Female head, with long curly hair, in
profile to the right. The mount fills an
area of loss to the top left.
The hairstyle with its long loose
curls is extremely rare for the period and
suggests an unconventional subject.
Vittoria della Rovere, later Grand Duchess
of Tuscany, is depicted with such hair in a
portrait of her when a young girl, painted
by Giusto Suttermans, 1640. In it she is
shown as the Vestal Tuccia, an allegory
of chastity (Chiarini & Padovani 2003,
no. 677). Queen Christina of Sweden
(1626–89) is invariably depicted with
long, curly hair in engravings executed
after her abdication in 1654. The long
nose of no. 154 is also reminiscent of
Queen Christina. The identification,
however, remains uncertain.

155 YOUNG WOMAN

156 YOUNG WOMAN

Cameo: Italian, sixteenth century
Mount: English, late eighteenth century
Onyx: white on mottled translucent
blue-grey ground; with applied basalt back
Open gold mount with suspension loop
and ring
2.9 × 2.0 cm; 1 3⁄16 × 13⁄16 in

Cameo: Italian, sixteenth century
Mount: English, late eighteenth century
Onyx: white and grey on pale brown
Open gold mount with moulded frame;
hook-shaped suspension loop and ring
(Type 1x)
2.0 × 1.7 cm; 1 3⁄16 × 5⁄8 in

RCIN

RCIN

65221

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 197;
G&J 1909, no. 62

65855

PROVENANCE :

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 237;
G&J 1909, no. 133
LITERATURE : Royal Miscellany 1990, no. 201

Head of a young woman in three-quarter
profile to the left, her head turned slightly
to the right, with drapery visible along
the neckline. Her swept-back hair
is parted in the centre. Cut in very
high relief.
Based on an ancient fragment; cf.
the late second-century ad example
in the State Hermitage Museum, St
Petersburg (Neverov 1971, no. 86), and
heads of Livia, also in very high relief
(Vollenweider 1966, pl. 75, figs. 1–4).
The openings on either side of the
mount and the gap in the setting indicate
that it was originally attached to the
shank of a ring.

Bust of a young woman, in three-quarter
profile to the left. She wears drapery
knotted over her left shoulder, leaving her
right breast exposed. Her long, wavy hair
is swept back and falls in ringlets over her
bare right shoulder.
This is another version of a common
sixteenth-century type with the head seen
in three-quarter profile; cf. nos. 162 and
165. For a similar pose, in reverse, cf. two
cameos in the British Museum, London
(Dalton 1915, no. 444), and in the
Kunsthistorisches Museum, Vienna
(Eichler & Kris 1927, no. 427).
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157 YOUNG WOMAN
Cameo: Italian, sixteenth century
Mount: English, late eighteenth century
Onyx (from Saxony): white on translucent
pink ground with dusting of microscopic
red specks
Open gold mount with bifoil reverse;
suspension loop and ring (Type v11)
2.9 × 2.3 cm; 1 3⁄16 × 7⁄8 in
RCIN

65858

PROVENANCE :

Joseph Smith, Venice;
from whom purchased by George III in 1762
INVENTORY REFERENCES : WCIG 1872, no. 187;
G&J 1909, no. 136
LITERATURE : Gori 1767, 1, p. 57, pl. xxxv1;
Aldini 1785, p. 184; George III 2004, no. 425

Bust of a naked young woman in frontal
view, with her head in three-quarter
profile to the left. Her wavy hair is swept
back and ringlets fall over her shoulders
towards her breasts.
The female front view with the
head in three-quarter profile is a type
frequently seen in sixteenth- and
seventeenth-century cameos. Compare
no. 161. However, they are usually at least
partially draped; cf. a lapis lazuli example
with an early seventeenth-century mount
in the Museo degli Argenti, Florence
(inv. Gemme no. 71; Gennaiolo 2007, no.
216 and pl. xxiii), and an example in the
Kunsthistorisches Museum, Vienna
(Eichler & Kris 1927, no. 313).
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158 YOUNG WOMAN
Cameo: probably sixteenth century
Mount: English, late eighteenth century
Onyx: very light grey and translucent white
Open gilt-brass mount with suspension loop
(Type 1v)
3.3 × 2.1 cm; 1 5⁄16 × 13⁄16 in
RCIN

65860

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 135;
G&J 1909, no. 138

Bust of a naked young woman, in threequarter view to the right with her head in
three-quarter profile to the left. Her long
curly hair is swept back and falls in long
ringlets over her shoulders. She wears a
long veil over the back of her head. In her
right arm, which follows the outline of
the stone, she holds a small dog.
A similar pose, including the arm
following the lower edge of the stone, can
be found on other cameos, for example in
the Kunsthistorisches Museum, Vienna
(Eichler & Kris 1927, no. 281).
Tiny dogs of this type are frequently
depicted in female portraits of the
sixteenth century: one appears next to
Venus in the full-length painting of
Venus and Cupid by Titian in the Uffizi,
Florence (Winspeare & de Luca 2003,
p. 30).

159 YOUNG WOMAN
Cameo: Italian, early seventeenth century
Mount: seventeenth century
Onyx (from Saxony): white with
a little pink fertite inclusion
Open silver-gilt mount with
suspension loop (Type 11)
3.2 × 2.5 cm; 11⁄4 × 15⁄16 in
RCIN

65878

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 230;
G&J 1909, no. 156

Bust of a young woman, in three-quarter
profile to the left. She wears a tunic
which is knotted over her right shoulder
and fastened with a clasp over her left
shoulder, leaving her right breast exposed.
Her wavy hair is swept back under a
veil. The stone is pierced to the right of
the head.
This is a veiled version of the type
found on a cameo in the Kunsthistorisches
Museum, Vienna (Eichler & Kris 1927,
no. 427). The treatment of the face recalls
another cameo, also in Vienna (Eichler &
Kris 1927, no. 272).

HEADS • ANCIENT HISTORY • FEMALE UNIDENTIFIED

160 YOUNG WOMAN
Bas-relief: Italian, early seventeenth century
Mount: attributed to Jean Vangrol, Paris, c.1640
Hessonite garnet
Open gold mount with frame, enamelled on obverse and reverse, alternating
leaf and pearl-like shapes in white enamel with black dots. With white
enamel suspension loop and gold ring and small gold loop at bottom
(Type 111c variant)
3.5 × 2.2 (2.0 × 1.4) cm; 1 3⁄8 × 7⁄8 (13⁄16 × 9⁄16) in
RCIN

43781

PROVENANCE :

First recorded in the Royal Collection in 1872
1872, no. 238; G&J 1909, no. 259
LITERATURE : Aschengreen Piacenti 2004, p. 138
INVENTORY REFERENCES : WCIG

A draped female bust in three-quarter profile to the left. She has long,
wavy hair cascading down her shoulders.
This bas-relief belongs to a series of three-quarter profiles of female
figures cut in coloured hardstones. The pose is similar to no. 163.
A pearl pendant may originally have been suspended from the gold
loop at the bottom of the frame. The gold ring attached to the enamelled
pendant loop at the top of the frame is a nineteenth-century addition.

161 YOUNG WOMAN
Bas-relief: possibly seventeenth century
Mount: English, early nineteenth century
Sard: various shades from pale to dark brown (colour foiled reddish-brown),
amethyst, two almandine garnets, foiled pale amethyst
Open gold mount with openwork foliate scrolls surrounding the frame
with an amethyst and two almandine garnets in closed settings above
and a foiled amethyst below. With suspension loop and ring (Type x)
Diameter: 3.5 cm; 6.7 × 4.5 cm. 1 3⁄8 in; 2 5⁄8 × 1 3⁄4 in
RCIN

65771

PROVENANCE :

First recorded in the Royal Collection in 1872
1872, no. 108; G&J 1909, no. 284

INVENTORY REFERENCES : WCIG

Bust of a young woman in frontal view with her head turned in threequarter profile to the left. Her long wavy hair is parted in the centre
and falls onto her bare shoulders and breasts. Scratched along the edge
to the left of the figure is the name CLINTON.
The pose belongs to a type found on no. 157 and a cameo in the
Kunsthistorisches Museum, Vienna (cf. Eichler & Kris 1927, no. 160,
in reverse). Such images are also found on North Italian medals of the
sixteenth century (cf. Hill & Pollard 1967, no. 521). The inscription may
refer to a member of the Clinton family, earls of Lincoln and dukes of
Newcastle, or to the related family of the barons Clinton, several of
whom worked in the Royal Household. During the reign of George III
Lieutenant General Sir Henry Clinton (d.1795), nephew of the 7th Earl
of Lincoln, was Groom of the Bedchamber to the Duke of Gloucester
between 1764 and 1795; and Lord John Clinton (d.1781), fourth son of
the 2nd Duke of Newcastle, was Groom of the Bedchamber to the Prince
of Wales. Robert, 18th Baron Clinton (1787–1832), was aide-de-camp to
the Duke of Wellington during the Peninsular Wars and Lord of the
Bedchamber from 1827 until his death.
109

II MODERN GEMS • CAMEOS

162 YOUNG WOMAN
Cameo: Italian, sixteenth century
Mount: seventeenth century
Sardonyx: white on a pale-brown ground
Open silver-gilt mount with suspension loop
(Type 11)
1.7 × 1.1 cm; 5⁄8 × 7⁄16 in
RCIN

65211

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 31;
G&J 1909, no. 52

Bust of a young woman, in three-quarter view to
the right, with her shoulders seen from behind.
She looks over her right shoulder with her head
in three-quarter profile to the left and holds her
right hand in front of her. She wears a tunic
fastened over her right shoulder.
A further sixteenth-century version of a
female bust seen in three-quarter profile (cf. no.
156), only here turned around and seen from the
back, with the arm along the edge of the stone.

163 YOUNG WOMAN
Bas-relief: Italian, late sixteenth /
early seventeenth century
Mount: seventeenth century
Lapis lazuli
Open silver-gilt mount with suspension loop
(Type 11)
3.0 × 2.3 cm; 1 3⁄16 × 7⁄8 in
RCIN

65889

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 129;
G&J 1909, no. 167
LITERATURE : Royal Miscellany 1990, no. 190

Bust of a young woman in three-quarter view to
the right, with her head in three-quarter profile
to the left. Her long wavy hair is parted in the
centre, swept back, and falls in curly locks down
her neck and back. She wears a gap-sleeved
tunic with a brooch on her right shoulder.
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The figure is similar to a lapis lazuli relief
in the Museo degli Argenti, Florence (inv.
Gemme no. 71; Gennaiolo 2007, no. 216 and
pl. xxiii). Both belong to a series of threequarter-profile female busts cut in coloured
hardstones such as lapis lazuli, jasper and
hyacinth. Nos. 160 and 165 belong to this
group and others are in the British Museum,
London (Dalton 1915, nos. 477, 480 and 481;
Enlightenment 2003, 135, fig. 117, all from the
Sloane collection). They all probably date from
the late sixteenth or early seventeenth century,
a period when such hardstones were much in
use for vases in the Florentine workshops. It
is possible that pieces such as no. 163 have
the same origin, but documentary evidence
is lacking thus far. The pose of the figure
derives from ancient gems, cf. no. 18.
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164 SCREAMING FURY
Cameo: Italian, sixteenth century
Mount: English, late eighteenth century
Onyx: white on pink speckled translucent
grey ground
Open gold mount with bifoil reverse;
suspension loop and ring (Type v11)
2.8 × 2.3 cm; 1 1⁄8 × 7⁄8 in
RCIN

65869

PROVENANCE :

Joseph Smith,Venice;
from whom purchased by George III in 1762
INVENTORY REFERENCES : WCIG 1872, no. 96;
G&J 1909, no. 147
LITERATURE : Gori 1767, 1, p. 31, pl. x111;
Aldini 1785, p. 179; Fortnum 1880, p. 24, no. 96;
King’s Purchase 1993, no. 88;
George III 2004, no. 430

Draped bust of a screaming Fury in
frontal view, with her head in threequarter profile to the right. A wing is
visible in her short curly hair. Cut in
high relief.
The figure goes back to the ‘terrible’
heads of the Italian Renaissance and is
based on a drawing by Michelangelo titled
Anima Dannata (in the Gabinetto Disegni
e Stampe of the Uffizi, Florence, inv. 601e,
see Disegni di Michelangelo 1975, no. 88).
Gori calls it ‘Typhon’, and remarks that
it is similar to a heliotrope in the Medici
collection, Florence (now in the Museo
degli Argenti, Florence, inv. Gemme no.
1845; Gennaiolo 2007, no. 548). That
gem was illustrated in Gori’s catalogue
of the Medici collection (Gori 1731–2,
11, pl. 41, 1).

165 YOUNG WOMAN
Bas-relief: sixteenth century
Mount: attributed to Jean Vangrol, Paris,
c.1640
Chalcedony: brown mottled
Open gold mount with frame of ‘leaves’,
alternately enamelled white with black spots
and opaque turquoise. White enamel
suspension loop with gold ring and small
gold loop below (Type 111d)
2.2 × 1.9 (1.4 × 1.2) cm; 7⁄8 × 3⁄4 (9⁄16 × 1⁄2) in
RCIN

43785

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 62;
G&J 1909, no. 263
LITERATURE : Aschengreen Piacenti 2004, p. 138

166 NEGRO
Cameo: seventeenth century
Mount: seventeenth century
Black marble on an integrated white feldspar
Open silver-gilt mount with suspension loop
(Type 11)
2.7 × 2.0 cm; 1 1⁄16 × 13⁄16 in
RCIN

65217

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 19;
G&J 1909, no. 58

PROVENANCE :

Bust of a young woman with her head in
three-quarter profile to the right. Her
curly hair is swept back and long ringlets
fall down her bare shoulders and breasts.
A further version of sixteenth-century
representations of three-quarter profile
female busts; cf. nos. 156 and 163.
Compare also the gems in the Museo degli
Argenti, Florence (inv. Gemme no. 62;
Gennaiolo 2007, no. 166), and in the
Kunsthistorisches Museum, Vienna
(Eichler & Kris 1927, no. 157), where,
however, the figure is draped.
A small pearl pendant was probably
originally suspended from the lower gold
loop.

Bust of a negro, undercut, in profile to
the left. He wears a mantle fastened over
his left shoulder.
For a similar representation, cf.
no. 167. The subject is common in late
Mannerist cameos; the conceit of using
the black layer of the stone for the relief
against a white background, thereby
inverting the conventional colour scheme
of a cameo, probably had a particular
appeal at the time. An ancient (?)
prototype may be the gem in the Museo
Archeologico of Naples which is listed
in the Farnese inventory of 1649 (no.
26.800; Gasparri 1994, no. 404, fig. 70).
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167 NEGRO
Cameo: seventeenth century
Mount: seventeenth century
Feldspar: black and greyish-white
Open silver-gilt mount with suspension loop (Type 11)
2.5 × 1.7 cm; 15⁄16 × 5⁄8 in
RCIN

65215

PROVENANCE :

First recorded in the Royal Collection in 1872
1872, no. 29; G&J 1909, no. 56

INVENTORY REFERENCES : WCIG

Bust of a negro, undercut, in profile to the right.
He wears a mantle draped around his shoulders.
For a similar representation, stone and identical
mount type, see no. 166.

168 NEGRO
Cameo: seventeenth century
Mount: seventeenth century
Flint: grey-green on variegated brown ground
Open silver-gilt mount with suspension loop (Type 11)
3.5 × 2.8 cm; 1 3⁄8 × 1 1⁄8 in
RCIN

65802

PROVENANCE :

First recorded in the Royal Collection in 1872
1872, no. 13; G&J 1909, no. 80

INVENTORY REFERENCES : WCIG

Bust of a negro, deeply undercut, in profile to the right. He wears
a tunic fastened by a knot over each shoulder. His pear-shaped
pearl earring is cut in the same black layer as the profile.
The cameo recalls nos. 166 and 167, though the quality is finer.
All three represent the same subject and their mounts are identical
in type. A similar drop-pearl earring appears on no. 169, although
there the ‘pearl’ is cut in an upper white layer of the stone.

169 NEGRO
Cameo: probably North Italian, seventeenth century
Mount: English, late eighteenth century
Onyx: pink, green, black and grey
Closed gold mount with convex back, suspension loop and ring
2.2 × 1.6 cm; 7⁄8 × 5⁄16 in
RCIN

65852

INVENTORY REFERENCES : WCIG

1872, no. 35; G&J 1909, no. 130

Bust of a negro, in profile to the right, wearing a cap with corded
decoration and a gap-sleeved tunic. A drop-pearl earring hangs
from his earlobe. Whilst the head is left matt, the background of
the cameo is polished. Behind the head there is a crack in the stone.
The ‘pearl’ is cut from the upper layer, as are the cap and
drapery. In earlier, more refined versions, the earring is separate and
consists of a genuine pearl (cf. the jewel in the Kunsthistorisches
Museum, Vienna, inv. no. x11, 120, from the collection of Rudolph
II, titled ‘Diana as Negress’, in Prag um 1600 1988, 11, no. 715).
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170 NEGRESS

171 NEGRESS

Cameo: probably North Italian,
early seventeenth century
Mount: seventeenth century
Sardonyx: brown and grey-flecked white
Open silver-gilt mount
with suspension loop (Type 11)
2.6 × 1.8 cm; 1 × 11⁄16 in

Cameo: French (?),
early seventeenth century
Mount: seventeenth century
Sardonyx: dark and light brown, white
Open silver-gilt mount
with suspension loop (Type 11)
3.4 × 2.7 cm; 1 5⁄16 × 1 1⁄16 in

RCIN

RCIN

65850

PROVENANCE :

65805

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 194;
G&J 1909, no. 128

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 157;
G&J 1909, no. 83

Bust of a negress, in profile to the right.
She wears an ornately decorated hood-like
cap and a shawl around her shoulders.
The stone has a bevelled edge.
The cameo may depict an Ethiopian.
It is similar to nos. 166 and 167, and
all three may have been cut in the same
workshop. The cap recalls the headdress
of Queen Artemisia in the medal by
Valerio Belli (Belli 2000, no. 203, ill. p. 263).

Bust of a negress, in three-quarter profile
to the left, with drapery visible along the
neckline. Her hair falls in long loose curls.
The face has been left matt and the eyes
are polished. Set within a raised border.
A male version of the head, in reverse
and much more refined, is found on no.
48. Similarities in technique of cutting
and use of a raised border recall other
cameos in the Royal Collection for which
a French origin and a seventeenth-century
date have been suggested (cf. no. 87).

172 NEGRESS
Cameo: French, early seventeenth century
Mount: attributed to Jean Vangrol, Paris,
c.1640
Banded agate (from Scotland):
various shades of grey and brown
Open gold mount with frame of white
‘flames’, enamelled suspension loop
and ring (Type 111b)
4.2 × 2.7 (3.4 × 2.3) cm;
1 5⁄8 × 1 1⁄16 (1 5⁄16 × 7⁄8) in
RCIN

43780

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 121;
G&J 1909, no. 258

Bust of a negress with her head in threequarter profile to the left. Her hair is
short and curly. She wears a turban, a
tunic, several necklaces and a large
pendant that hangs between her bare
breasts.
The different layers of stone are
exploited to great pictorial effect. The
treatment, however, is unconventional.
See no. 211 for similar use. Together
with other ‘unusual’ dark gems in the
collection, no. 172 may originate from a
Parisian workshop of the early seventeenth
century and be contemporary with the
frame.
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173 TURK
Commesso: German, c.1700
Mount: c.1700
Commesso: agate (orange and grey), jasper
(red and brown), onyx (white), rock crystal
(green-foiled)
Open silver-gilt mount with hook-shaped
suspension loop and later ring
(Type 1x variant)
3.0 × 2.5 cm; 1 3⁄16 × 15⁄16 in
RCIN

65241

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 89;
G&J 1909, no. 173

174 TURK
Bas-relief: German, c.1700
Mount: English, early nineteenth century
Banded agate: olive-green, reddish-brown
(reds and browns)
Closed silver-gilt mount with gold scrollwork set with
gemstones in closed settings (amethyst, two Russian
emeralds, two Burmese pink sapphires, sapphire).
With suspension loop and ring (Type x)
7.4 × 4.5 (4.0 × 3.5) cm; 2 15⁄16 × 1 3⁄4 (1 9⁄16 × 1 3⁄8) in
RCIN

65891

PROVENANCE :

First recorded in the Royal Collection in 1872
1872, no. 75; G&J 1909, no. 169

INVENTORY REFERENCES : WCIG

Head of a Turk, shown en face. He is bearded and
wears a turban.
The use of strongly coloured hardstones is
typical of the seventeenth century. Bas-reliefs rather
than true cameos were the result, as seen in the
work of Christoph Labhart (1644–95) and his
school for Landgraf Carl of Hesse at Kassel in the
late seventeenth and early eighteenth centuries (cf.
Link 1975, p. 27; Schmidberger & Richter 2001,
no. 127). No. 174 is presumably German and of
the same period.
The form of the mount is identical with that
of no. 183.
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Bust of a Turk, in profile to the right on a greenfoiled rock-crystal ground. His face and beard
are cut from agate and he wears a coat of jasper
and an onyx turban.
This commesso recalls late works executed
for the court of Hesse in the years around 1700,
now in the Staatliche Museen Kassel (cf. Link
1975, p. 27).

DOUBLE PORTRAIT • MYTHOLOGICAL

175 MARS AND MINERVA /ANUBIS OR HERMANUBIS
Cameo and intaglio: early eighteenth century
Mount: English, early eighteenth century
Sardonyx: brown and blue-white
Open gold mount with claw settings; suspension loop and ring (Type v)
3.8 × 5.2 cm; 1 1⁄2 × 2 1⁄16 in
RCIN

65603

PROVENANCE :

First recorded in the Royal Collection in 1872
1872, no. 34; G&J 1909, no. 224
LITERATURE : Fortnum 1880, no. 34; Clifford-Smith 1902–3, p. 226;
Tonnochy 1953, p. 54, ill. p. 57
INVENTORY REFERENCES : WCIG

Obverse: cameo busts of a warrior in profile to the right and an
amazon in profile to the left, facing each other. They are draped with
mantles fastened on the shoulder and wear helmets. The warrior’s
helmet has a chinstrap; the amazon’s is decorated with a running
lioness. Set within a raised border and a bevelled edge.
Reverse: intaglio full-length figure of the jackal-headed Anubis or
Hermanubis with his head in profile to the right. He wears a Roman
tunic and holds a palm leaf in his right hand and a snake in his left
hand. The figure is surrounded by pseudo-characters – possibly psi,
omicron and chi – and is framed by a snake.
The cameo probably represents Mars and Minerva and is an ‘erudite’
imitation of a Greek gem. It was previously accepted as ancient:
Fortnum suggested ‘probably colonial, of the third or maybe early
in the fourth century’; Clifford-Smith thought it was ‘late Roman’.
Fortnum described the intaglio as ‘probably work of a later period,
and very coarsely executed’.
The use of sardonyx for the intaglio and the proportions and
style of the figure of Anubis suggest an early eighteenth-century
date. The name of Charles Christian Reisen (1680–1725) comes to
mind as a possible author, of whom Vertue writes that ‘his greatest
skill was in Cutting heads of famous greek & Roman Heroes. from
Antient Meddals’ (Walpole Society, III, 1933–4, p. 25). However, no
documented cameo by this engraver is known.
The palm leaf and snake, which the figure holds, are attributes
of Anubis or Hermanubis. The magical ‘characters’ on such gems
were often individually chosen by the client, who would have
commissioned the piece as a personal magical amulet. They were
taken from seventeenth- and eighteenth-century prints such as those
published by J. Chiflet or Montfaucon (Michel 1999/2000, pp. 70–1,
figs. 8 and 9; Michel 2004, pls. 100 (1.2), 109 (2)). For similar images
of Anubis with a snake, cf. Michel 2001, pp. 28–9, pls. 6, 7, 44, 45;
and Michel 2004, pp. 48ff, 50, 51, 282f (24.3.a.b). For images of
Hermanubis with a palm leaf, cf. Michel 2001, p. 39, pls. 9, 59, 60;
Bunte Steine 2001, pp. 47–8, pls. 6, 7, 40, 41; and Michel 2004, pp. 53,
284 (26.1.b). For image types and inscriptions on late magical gems
and their printed prototypes, cf. Michel 1999/2000, p. 65ff, especially
pp. 73–7, figs. 8 and 9; and Michel 2004, pls. 100 (1.2), 109 (2).
A similar mount is found on nos. 232, 238 and 245. Also cut in
sardonyx, as noted by Clifford-Smith, these are technically similar.
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176 OMPHALE AND HERCULES
Cameo: early seventeenth century
Ring: English, late eighteenth century
Onyx: brown, white, blue-grey, colourless ground;
black onyx backing
Set in a red gold ring with fluted shank
and open bezel (Ring type 1)
2.5 × 2.1 cm; ring: h 2.5, hoop w 2.2 (1.9) cm;
15
⁄16 × 13⁄16 in; ring: h 15⁄16, hoop w 7⁄8 (3⁄4) in
RCIN

65181

PROVENANCE :

First recorded in the Royal Collection in 1872
1872, no. 246; G&J 1909, no. 22

INVENTORY REFERENCES : WCIG

Jugate busts of Omphale and Hercules in profile to the right.
Omphale in front wears the lionskin over her head and shoulders.
Hercules, behind, is bearded.
This image of Omphale is derived from representations of the
‘Youthful Hercules’, as seen on no. 34, and on the cameo formerly
in the collection of Lorenzo the Magnificent, now in the Museo
Archeologico Nazionale, Naples (inv. no. 25851; Gasparri 1994,
no. 45, fig. 91). The type is often depicted with a representation
of Hercules, cf. no. 56 and a double cameo in the British Museum,
London (Dalton 1915, no. 110).
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177 ALEXANDER AND OLYMPIAS (?)
Cameo: Italian, early seventeenth century
Mount: eighteenth century
Three-layered onyx: white and grey
Gilt-brass collet mount with suspension loop and ring (Type 1v)
3.4 × 3.3 cm; 1 5⁄16 × 1 5⁄16 in
RCIN

65237

PROVENANCE :

First recorded in the Royal Collection in 1872
1872, no. 12; G&J 1909, no. 78
LITERATURE : Royal Miscellany 1990, no. 189
INVENTORY REFERENCES : WCIG

Jugate busts of a warrior and a woman, undercut, in profile to
the right. The warrior in front has wavy shoulder-length hair and
wears a helmet and classical armour. The woman behind has
swept-back hair and wears a diadem and a tunic fastened over
her left shoulder. There is a small chip on the warrior’s lip.
The busts may represent Alexander the Great (356–323 bc)
and his mother Olympias (c.376–316 bc). The former recalls
traditional images of Minerva, cf. nos. 52 and 53. Imperial
Roman double portraits were undoubtedly the prototypes for
this seventeenth-century Italian version.

DOUBLE PORTRAITS • ANCIENT HISTORY

178 TIBERIUS (?), LIVIA (?) AND FEMALE HEAD

179 ANTONINUS PIUS AND FAUSTINA II

Cameo: possibly English, late eighteenth century
Ring: English, late eighteenth century
Onyx: black, brown, white, cream and light brown
Set in a gold ring with closed bezel (Ring type 1)
Diameter 2.0 cm; ring: h 2.5 cm, hoop w 2.9 (2.0) cm;
13
⁄16 in; ring: h 15⁄16 in, hoop w 1 3⁄16 (13⁄16) in

Cameo: Italian, sixteenth century
Mount: English, late eighteenth century
Onyx: white and grey
Open gold mount with hook-shaped suspension loop and ring
(Type 1x)
1.7 × 1.3 cm; 5⁄8 × 1⁄2 in

RCIN

RCIN

65160

PROVENANCE :

First recorded in the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 233; G&J 1909, no. 1

Triple jugate heads in profile to the left: a laureate Roman emperor
in front with two female heads behind. The Emperor’s wreath is
polished – in contrast to the matt surface of his head and the two
female heads.
The Emperor may possibly be identified as Tiberius
(42 bc – ad 37), with Livia (58 bc – ad 29) immediately behind.
It is difficult to suggest who the third figure may represent. A
Roman cameo of the imperial period with the jugate heads of
Tiberius and Livia, cut in the same white layer, is in the Museo
Archeologico, Florence (ill.Vollenweider 1966, pl. 76, no. 3).
Variegated gemstones with profiles cut in the different layers
of the stone recur in antiquity (cf. Eichler & Kris 1927, no. 190)
and the Renaissance (cf. Eichler & Kris 1927, no. 269 with four
profiles). However no. 178 displays a certain technical weakness:
the carving of the Emperor is nearly perfect but neither of the
female profiles corresponds exactly to one stratum. The cameo
is likely to be Neoclassical and as such may even be English and
contemporary with the mount.

65204

PROVENANCE :

Joseph Smith, Venice; from whom purchased
by George III in 1762
INVENTORY REFERENCES : WCIG 1872, no. 276; G&J 1909, no. 45
LITERATURE : Gori 1767, 1, p. 89, pl. lxxx1v; Aldini 1785, p. 193

Draped jugate busts of Faustina II (c.ad 100–41) and Antoninus
Pius (ad 86–161) in profile to the left. Faustina in front has
elaborately plaited, curly hair cut in the upper pink layer of
the stone. Antoninus is bearded and his profile cut in the lower
white layer. Faustina’s nose has been broken off.
This delicate cameo is probably based on an ancient prototype.
Gori identified the subjects as ‘Antonius and Faustina’. Faustina is
here depicted with a free adaptation of her distinctive hairstyle
(cf. Kent, Overbeck & Stylow 1973, pl. 81).
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181 ELAGABALUS AND
JULIA SOAEMIAS (?)
Cameo: Italian, second half
of the sixteenth century
Mount: English, late eighteenth century
Shell
Open gold mount with suspension loop,
with hook-shaped ornament below,
and ring (Type 1x)
2.9 × 1.8 cm; 1 3⁄16 × 11⁄16 in
RCIN

65206

PROVENANCE :

Joseph Smith,Venice;
from whom purchased by George III in 1762
INVENTORY REFERENCES : WCIG 1872, no. 176;
G&J 1909, no. 47
LITERATURE : Gori 1767, 1, p. 94, pl. xcv11;
Aldini 1785, p. 195; Dalton 1915, p. 45

180 LUCIUS VERUS (?)
AND NEGRO
Cameo: early seventeenth century
Mount: eighteenth century
Onyx: white and translucent grey
Open gilt-brass collet mount with
suspension loop and ring (Type 1v)
3.2 × 2.5 cm; 1 1⁄4 × 15⁄16 in
RCIN

65180

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 236;
G&J 1909, no. 21
LITERATURE : Fortnum 1880, p. 23, no. 236

Jugate busts of a Roman emperor and a
negro/negress, in profile to the right. The
Emperor, in front, cut in the white layer
of the stone, has short curly hair and a
beard, and wears a mantle and a classical
cuirass with a gorgoneion on the
breastplate. The draped negro, behind,
is cut in the dark layer.
The Emperor is probably derived from
images of Roman emperors such as Lucius
Verus (d.ad 169; cf. Hill & Pollard 1967,
no. 408). The combination with
the negro is iconographically difficult to
explain. It may be a technical ‘finesse’ – a
typically Mannerist means of employing
the second layer of the stone to greater
effect. It has been suggested that such
figures may personify Europe and Africa
(cf. Scarisbrick 1989, p. 17).

118

Busts of a Roman warrior and a woman,
back to back. The warrior in front in
three-quarter view to the left with his
head in three-quarter profile to the right.
He has short curly hair and wears
classical armour. The woman is behind,
on the left, in profile to the right. The
relief is extremely high and the warrior
projects outwards to great threedimensional effect.
Gori identified the sitters as
‘Elagabalus Aug. cum Julia Soaemia’.
Aldini repeated this identification:
‘Antonino Eliogabalo Imperatore e
Giulia Soemia Sua madre’ and added
‘la Scoltura è bellissima e d’eccellente
artificio’.
Similar representations of Elagabalus
(c.ad 203–22) and of Julia Soaemias
(ad 180–222), also in shell, are in the
British Museum, London (Dalton 1915,
no. 340, pl. x11, no. 341, pl. 1x;
Enlightenment 2003, p. 136, ill. 118).
The pose, combined with the natural
protrusion of the shell, exaggerates the
three-dimensional effect of the warrior
figure. He turns his head violently over
his left shoulder, recalling Mannerist
sculpture of the second half of the
sixteenth century. The high relief is
similar to that of no. 62, which is of
the same period.

DOUBLE PORTRAITS • ANCIENT HISTORY

182 DOUBLE PORTRAIT
Cameo: North Italian, late sixteenth century
Mount: English, late eighteenth century
Onyx: white on grey
Closed gold mount with concave reverse;
suspension loop and ring
2.1 × 1.8 cm; 13⁄16 × 11⁄16 in
RCIN

65861

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 136;
G&J 1909, no. 139

Jugate busts of an unidentified man and woman
in profile to the left. The man in front has short
curly hair and a long flowing beard. A plait runs
along the woman’s hairline above her forehead.
They wear tunic-like drapery. Both figures are
cut in the same white layer of the stone. The
man’s nose is broken off.
The concave reverse of the mount indicates
that this was originally a ring bezel. The holes
where the shank was attached have subsequently
been filled.

183 TWO FEMALE HEADS
Cameo: probably German, c.1700
Mount: English, early nineteenth century
Agate: red, brown and green
Closed silver-gilt mount with gold
scrollwork set with gemstones in closed
settings (citrine, two amethysts, two
emeralds, garnet). With suspension loop
and ring (Type x)
7.3 × 4.4 (4.0 × 3.4) cm;
2 7⁄8 × 1 3⁄4 (1 9⁄16 × 1 5⁄16) in
RCIN

65239

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 7;
G&J 1909, no. 171

Jugate female busts in profile to the right.
The figure in front wears a tunic fastened
on her right shoulder. Her hair is swept
back into a large bun and into a smaller
knot over the forehead. The red layer of
the stone has been used for the tunic, a
coil of hair, and the framing motif of the
background; the rest is olive-green.
This cameo recalls no. 174, although
a slightly more cameo-like effect has been
achieved; it is probably also German.
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185 BACCHUS
Cameo: probably English,
eighteenth century
Ring: English, late eighteenth century
Onyx: white and uneven blue-grey;
black painted reverse
Gold ring with flat, open bezel
and thin gold sheet shank (Ring type 1)
2.8 × 2.0 cm; ring: h 2.3 cm,
hoop w 2.5 (1.9) cm.
1 1⁄8 × 13⁄16 in; ring: h 7⁄8 in, hoop w 15⁄16 (3⁄4) in
RCIN

65162

PROVENANCE :

184 TWO NEGROES
Cameo: North Italian,
early seventeenth century
Mount: seventeenth century
Banded agate: black, shades
of brown and white
Open silver-gilt mount
with suspension loop (Type 11)
2.3 × 1.6 cm; 7⁄8 × 5⁄16 in
RCIN

65851

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872,
no. 147; G&J 1909, no. 129

Jugate busts of two negroes in profile to
the left. The figure in front has short curly
hair and the one behind has a turban.
Both wear dresses with a patterned
border. The heads are cut in the brown
layer of the stone and the collars in the
yellow layer outlined in white, while the
dresses are in the transparent white layer.
The different bands of the agate have
been cleverly exploited but not in the
conventional manner. No. 184 may be
related to the other cameos of negroes
and may likewise be North Italian and
early seventeenth century, cf. nos. 166–70.
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First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 61;
G&J 1909, no. 3

Full-length naked figure of Bacchus, with
his head in profile to the right, looking
upwards. A goat’s skin is draped over his
left shoulder. He holds a bunch of grapes
in his raised left hand and a crook in his
right hand.
The figure is probably a free version
of the Roman statue of Bacchus in the
Uffizi, Florence, of which several replicas
are known (Bober & Rubinstein 1986,
no. 73). The technique of using onyx
backed with glass, another stone or
black paint to enhance the colour or
visual effect of the cameo is also seen in
other pieces in the Royal Collection, for
example nos. 186 and 187, which are also
set in the same type of ring. Stylistically
this cameo is similar to no. 195.

FULL-LENGTH • MYTHOLOGICAL • MALE

186 DIONYSUS
Cameo: probably English,
eighteenth century
Ring: English, late eighteenth century
Onyx: white and light grey; black-painted
backing (damaged at top right)
Gold ring with flat open bezel and shank
made of gold sheet (Ring type 1)
2.3 × 1.7 cm; ring: h 2.1 cm,
hoop w 2.1 (1.9) cm.
7
⁄8 × 5⁄8 in; ring: h 13⁄16 in, hoop w 13⁄16 (3⁄4) in
RCIN

65171

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 76;
G&J 1909, no. 12
LITERATURE : Dalton 1915, no. 122, pl. iv

Full-length naked figure of Dionysus,
dancing, in three-quarter view, with his
head in profile to the right. A cloak is
draped over his left arm and held in his
raised right hand.
This type of dancing Dionysus is
found in various versions and is derived
from a Roman gem (cf. the white paste
intaglio, formerly in the Antiquarium,
Berlin, ill. Lippold 1922, pl. x1, no. 6).
A sixteenth-century version was in the
British Museum, London (Dalton 1915,
no. 122, pl. 1v, destroyed in the Second
World War). However no. 186, with
its less vigorous, elongated figure, is
probably Neoclassical, like the ring
setting. The use of a black-painted
backing indicates an eighteenth-century
date: cf. nos. 185 and 187, which are also
set in the same type of ring.

187 JUPITER
Cameo: possibly Italian, c.1600
Ring: English, late eighteenth century
Onyx: white on pale grey; painted reverse
(degraded)
Gold ring with flat, open bezel and shank
of gold sheet (Ring type 1)
1.6 × 1.9 cm; ring: h 2.3 cm,
hoop w 2.2 (1.9) cm.
5
⁄16 × 3⁄4 in; ring: h 7⁄8 in, hoop w 7⁄8 (3⁄4) in
RCIN

65165

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 235;
G&J 1909, no. 6
LITERATURE : Fortnum 1880, p. 24, no. 235

Jupiter is astride the eagle in the clouds,
seen frontally. He is surrounded by
fluttering drapery and has thunderbolts
in his left hand.
A similar image of Jupiter was chosen
to represent Air, one of the Four Elements,
on two silver-gilt tazzas in the Museo
degli Argenti, Florence, by Paul Hübner,
Augsburg, 1585–90 (inv. A.s.e. nos. 19 and
50; Rossacher 1966, p. 145, nos. 62–73).
The reverse of the stone has been
painted to darken the ground. The
technique of backing the onyx to enhance
the visual effect may be seen also in nos.
185 and 186.
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188 NEPTUNE
Cameo: eighteenth century
Ring: English, eighteenth century
Onyx: white on very light brown
Gold ring with flat, open bezel (Ring type 1)
2.5 × 3.1 cm; ring: h 2.3 cm,
hoop w 2.8 (2.3) cm.
15
⁄16 × 1 1⁄4 in; ring: h 7⁄8 in, hoop w 1 1⁄8 (7⁄8) in

Cameo: North Italian, sixteenth century
Mount: English, eighteenth century
Sardonyx: light brown and white
Open gold mount with hook-shaped
suspension loop and ring (Type 1x)
1.8 × 1.5 cm; 11⁄16 × 9⁄16 in

RCIN

PROVENANCE :

65167

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 222;
G&J 1909, no. 8
LITERATURE : Fortnum 1880, p. 24, no. 222

Full-length figure of Neptune, naked,
standing on a shell drawn across the
water by three galloping horses.
The subject is inspired by the work
of Gianlorenzo Bernini (1598–1680),
although style and treatment suggest an
eighteenth-century date. An intaglio with
a similar subject, signed by the English
engraver William Brown (1748–1825),
is in the State Hermitage Museum,
St Petersburg (inv. no. 1–3742).
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189 PROMETHEUS (?)

RCIN

43767

Joseph Smith, Venice;
from whom purchased by George III in 1762
INVENTORY REFERENCES : WCIG 1872, no. 55;
G&J 1909, no. 244
LITERATURE : Gori 1767, 1, p. 33, pl. x1v;
Aldini 1785, p. 179

A Roman warrior appears to be bound to
a rock by his right wrist; he is trying to
escape and reaches up towards a figure
emerging from a cloud above. There is
a small dog to the right. The stone is
cracked across the middle.
Both Gori and Aldini interpreted the
subject as Prometheus bound to the rock
with Jupiter appearing in the cloud above.
However, this interpretation is not entirely
convincing and it has also been suggested
that the scene might be a representation of
the story of Tobias and the Angel (verbal
communication from Martin Henig).

190 PUTTO
Cameo: Italian, probably late
sixteenth century
Mount: seventeenth century
Onyx: multi-layered light pink and grey
Open silver-gilt mount with
suspension loop (Type 11)
1.7 × 1.0 cm; 5⁄8 × 3⁄8 in
RCIN

65873

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 72;
G&J 1909, no. 151

Full-length figure of a naked putto, seen
frontally with what appears to be a swag
over his shoulders. Cut in high relief.
This rather modest cameo is probably
a late sixteenth-century Italian version of
an ancient theme.

FULL-LENGTH • MYTHOLOGICAL • MALE/FEMALE

191 SILENUS
Cameo: Milan, late sixteenth century
Mount: seventeenth century
Onyx: grey and white
Open silver-gilt mount with
suspension loop (Type 11)
1.4 × 1.9 cm; 9⁄16 × 3⁄4 in
RCIN

43774

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 54;
G&J 1909, no. 251

A figure lolls drunkenly on the back of
the ass, flanked by two attendants.
The scene is based on Roman reliefs
of Silenus. No. 191 is of a type frequently
found on the decorative mounts
of hardstone vases by the Saracchi
workshop (see Aschengreen Piacenti
1997, pp. 127–35).

192 ROMAN EMPEROR
IN A CHARIOT
Cameo: Milanese, late sixteenth century
Mount: English, late eighteenth century
Onyx: grey on translucent white;
red wax backing
Closed silver-gilt mount with radiating
ornament on reverse; suspension loop
and ring (Type v1)
1.2 cm × 1.7 cm; 1⁄2 × 5⁄8 in
RCIN

43768

PROVENANCE :

Joseph Smith, Venice;
from whom purchased by George III in 1762
INVENTORY REFERENCES : WCIG 1872, no. 64;
G&J 1909, no. 245
LITERATURE : Gori 1767, 1, p. 30, pl. x11;
Aldini 1785, p. 179; George III 2004, no. 432

Figure of a triumphant Roman emperor,
seated in a horse-drawn chariot. He wears
classical armour and holds a torch. A
figure with a basket of fruit on its head
stands in the background.
The scene is based on an ancient
prototype. No. 192 is of a type frequently
found on the mounts of hardstone
vases by the Saracchi workshop (see
Aschengreen Piacenti 1997, pp. 127–35).
See no. 204 for a similar mount.

193 AMPHITRITE
Cameo: Milan, sixteenth century
Mount: eighteenth century
Onyx: white on transparent grey
Gilt brass collet mount (Type 1v)
1.7 × 2.0 cm; 5⁄8 × 13⁄16 in
RCIN

43775

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 47;
G&J 1909, no. 252
LITERATURE : Fortnum 1880, p. 23, no. 47

Amphitrite and a cupid riding on dolphins
in a wavy sea. She holds a billowing swag
over her head.
The scene is derived from Roman
reliefs and was very popular in
Renaissance Italy. No. 193 is similar
in treatment to nos. 194 and 200,
suggesting a common origin.
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194 CYBELE / ARIADNE (?)
Cameo: Milan, sixteenth century
Mount: English (?), early eighteenth century
Onyx (from Saxony): white on grey with mottled pink ground
Open gold mount with open scrollwork at top.
With hook-shaped suspension loop and ring
2.8 (2.3 × 2.2) cm; 1 1⁄8 (7⁄8 × 7⁄8) in
RCIN

43773

PROVENANCE :

First recorded in the Royal Collection in 1872
1872, no. 56; G&J 1909, no. 250
LITERATURE : Fortnum 1880, p. 24, no. 56
INVENTORY REFERENCES : WCIG

Full-length female figure, naked and seated in a chariot drawn by two
lions. She is accompanied by several putti, one of which flutters above,
holding a laurel wreath.
The scene is based on motifs from Roman reliefs reintroduced
during the Italian Renaissance. Fortnum describes it as the ‘Triumph
of Ariadne’. This identification, however, is contradicted by the
inclusion of lions rather than leopards. Alternatively, the figure
may represent Cybele, though she is usually shown draped.
Similar in treatment to nos. 193 and 200.

195 PHAEDRA (? )
Cameo: probably English, late eighteenth century
Ring: English, late eighteenth century
Sardonyx: light brown and white
Gold ring with open bezel (Ring type 1)
2.7 × 1.7 cm; ring: h 2.6 cm, hoop w 2.2 (1.8) cm.
1 1⁄16 × 5⁄8 in; ring: h 1 in, hoop w 7⁄8 (11⁄16) in
RCIN

65161

PROVENANCE :

First recorded in the Royal Collection in 1872
1872, no. 33; G&J 1909, no. 2

INVENTORY REFERENCES : WCIG

Full-length female figure, veiled and holding a dagger in her right hand,
in profile to the right. She stands in front of a column with flaming urn.
The edges of the stone have been deliberately distressed.
The image appears to be a late eighteenth-century version of an ancient
onyx cameo in the Museo Archeologico, Florence (inv. no. 14479; Giuliano
1989, no. 127; Tondo & Vanni 1990, no. 35; Aschengreen Piacenti 1999,
no. x). The figure on that cameo was interpreted as Andromache in the
inventory of 1786 and Medea in that of 1862; Tondo and Vanni suggested
Phaedra, the daughter of Minos, King of Crete, and attributed the gem to
fifteenth-century Florence. No. 195, like its ring mount, appears to be late
eighteenth-century English workmanship. The cameo is stylistically similar
to no. 185.
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196 VICTORY
Cameo: probably Italian, eighteenth century
Mount: English, late eighteenth century
Onyx: white and grey; with carnelian backing
Open gold mount with suspension loop and ring
2.7 × 2.1 cm; 1 1⁄16 × 13⁄16 in
RCIN

65759

PROVENANCE :

Possibly purchased for George III, 1769;
documented in the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 116;
G&J 1909, no. 271

197 VENUS
Cameo: Milan, late sixteenth century
Mount: early seventeenth century
Onyx: grey and white
Open silver mount with suspension loop
and ring (Type 11)
1.3 × 1.4 cm; 1⁄2 × 9⁄16 in
RCIN

43769

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 53;
G&J 1909, no. 246

198 MARS AND VENUS
Cameo: North Italian, sixteenth century
Mount: eighteenth century
Onyx: white on grey
Gilt-brass collet mount with suspension loop
and ring (Type 1v)
2.8 × 2.3 cm; 1 1⁄8 × 7⁄8 in
RCIN

65227

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 119;
G&J 1909, no. 68

Full-length draped figure of Victory on a ground
line, in three-quarter profile to the right. She is
winged and holds a palm leaf in her left hand
and a laurel wreath in her right hand.
Probably based on an ancient prototype.
It may possibly be identified with the ‘Cameo
of a Victory’ purchased in Rome for George III
by Richard Dalton in 1769 at a cost of £24 6s
(ra geo/15602). Dalton also bought ‘six cameo
heads, 3 at Rome and 3 at Naples’.

To the left a full-length figure of Venus, naked
and reclining under the moon; to the right,
facing her, the figure of Cupid, sitting under a
tree; he appears to hold up a mirror (?) towards
Venus. The subject appears to be female, but it
may be Endymion, who is often shown sleeping
beneath the moon – a symbolic representation
of Diana.
Although rather crude, no. 197 corresponds
in type and style to the small gems produced in
Milan in the late sixteenth century. These often
formed the decoration of the mounts on pietre
dure vases by the Saracchi workshop (see
Aschengreen Piacenti 1997, pp. 127–35).

Full-length naked figures of Mars and Venus,
beneath a tree. Mars sits on his armour with
his shield behind him; he is embraced by Venus,
who is seated on his left knee.
A sixteenth-century version of an ancient
theme and probably based on a bronze medal.
Style and type are close to no. 201.
A similar scene is found on a cameo from
the Marlborough collection, now in the Victoria
& Albert Museum, London (inv. no. a25–1921).
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199 MARS AND VENUS
Cameo: Milan, sixteenth century
Mount: English, late eighteenth century
Onyx: grey and white; black shellac backing
Open gold mount with hook-shaped
suspension loop and ring (Type 1x)
1.7 × 2.3 cm; 5⁄8 × 7⁄8 in
RCIN

43772

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 112,
G&J 1909, no. 249

Full-length figure of Mars, wearing
classical armour and a helmet, in threequarter view, with his head in profile to
the left. He faces the figure of Venus to
the left. She is naked and seen from the
back in three-quarter view. To the right
stands Cupid shooting an arrow; a tree
closes the scene to the left. An intaglio
sun and its rays are at the top right.
Compare nos. 102 and 204 for the
similar use of shellac on the reverse of
the stone.
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200 PUTTO, TRITON
AND NEREID

201 VENUS AND ADONIS

Cameo: Milanese, late sixteenth century
Mount: eighteenth century
Onyx: white on translucent grey
Open gold mount with hook-shaped
suspension loop and ring (Type 1x)
2.0 × 2.7 cm; 13⁄16 × 1 1⁄16 in

Cameo: North Italian,
late sixteenth century
Mount: eighteenth century
Onyx: grey and white
Gilt-brass collet mount with
suspension loop and ring (Type 1v)
2.9 × 2.4 cm; 1 3⁄16 × 15⁄16 in

RCIN

RCIN

43770

PROVENANCE :

Joseph Smith, Venice;
from whom purchased by George III in 1762
INVENTORY REFERENCES : WCIG 1872, no. 80;
G&J 1909, no. 247
LITERATURE : Gori 1767, 1, p. 15, pl. v1;
Aldini 1785, p. 176; George III 2004, no. 433

Full-length figure of a putto seated in a
shell-shaped chariot. The chariot is drawn
through the waves by a triton on whose
back sits a naked nereid.
The scene is inspired by various
ancient reliefs: the triton and nereid are
based on a gem from the collection of
Lorenzo the Magnificent, now in the
Museo Archeologico Nazionale, Naples
(inv. no. 25835, Tesoro di Lorenzo il
Magnifico 1973, no. 21, fig. 15).
Although larger in proportion, no.
200 is of a type frequently found on
the mounts of hardstone vases by the
Saracchi workshop (see Aschengreen
Piacenti 1997, pp. 127–35). This cameo
is similar in treatment to nos. 193 and 194,
suggesting a common origin.

65229

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 148;
G&J 1909, no. 70
LITERATURE : Fortnum 1880, p. 25, no. 148

Full-length figures of Venus and Adonis
embracing, accompanied by Cupid.
They are naked and encircled by drapery.
Similar in style and treatment to no.
198 and likewise probably based on a
bronze medal derived from an ancient
prototype.
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202 CANOPIC VASE
Relief: early nineteenth century
Mount: early nineteenth century
Agate with crystalline quartz layer (from Idar): pink, white and brown
Open gold collet mount with suspension loop and ring
4.0 × 2.4 cm; 1 9⁄16 × 15⁄16 in
RCIN

65886

PROVENANCE :

Possibly purchased by George IV, 1823;
documented in the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 17; G&J 1909, no. 164

A relief representing a canopic vase, covered with hieroglyphs and
with a mummy-type face, on a rectangular crystalline background.
In this Egyptian Revival piece, the resemblance of the stone to
porphyry has been skilfully exploited. It may possibly be identified
with the ‘very curious Egyptian d° [trinket] vase of curious
Sardonyx, elegantly mounted’ purchased by George IV from
Rundell, Bridge & Rundell on 14 May 1823, at a cost of £23 2s
(ra geo/26060).
The distinctive agate is from Idar, Germany, and its use may
be dated to the first decade of the nineteenth century (verbal
communication from Christopher Cavey).

203 SACRIFICIAL SCENE
Cameo: seventeenth century
Mount: English, late eighteenth century
Onyx: light translucent grey on grey;
red and white agate insert
Closed gold mount, convex reverse with engraved rosette.
With hook-shaped suspension loop and ring (Type 1x, variant)
2.0 × 2.8 cm; 13⁄16 × 1 1⁄8 in
RCIN

43776

PROVENANCE :

Joseph Smith, Venice;
from whom purchased by George III in 1762
INVENTORY REFERENCES : WCIG 1872, no. 87; G&J 1909, no. 253
LITERATURE : Gori 1767, 1, p. 26, pl. x1; Aldini 1785, p. 178;
King’s Purchase 1993, no. 88; George III 2004, no. 435

A central flaming altar flanked by two figures blowing horns, with
a herm-like figure behind. To the left stands a child with a basket
on its head, to the right a draped woman playing a flute. In the
foreground a man kneels and holds a knife ready to sacrifice a
ram. A stylised ram’s head appears below the ground line, its
horns spread out as if to support the entire scene. The head of
the kneeling figure has been broken off.
According to Gori and Aldini, this scene represents the
feast of Terminalia, celebrated on 26 February. The use of a red
agate insert to represent the flames naturalistically suggests a
seventeenth-century date.
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204 MAN PLOUGHING
Cameo: North Italy, sixteenth century
Mount: English, late eighteenth century
Onyx: grey and white; shellac backing
Closed gold mount with convex reverse chased with radiating ornament.
With suspension loop and ring
1.8 × 2.2 cm; 11⁄16 × 7⁄8 in
RCIN

43771

PROVENANCE :

Joseph Smith, Venice; from whom purchased by George III in 1762
1872, no. 57; G&J 1909, no. 248
LITERATURE : Gori 1767, 1, p. 53, pl. xxx11; Aldini 1785, p. 184;
Aschengreen Piacenti 1977, p. 81d
INVENTORY REFERENCES : WCIG

Full-length figure of a peasant with a plough drawn by two horses.
To the right, a second peasant, carrying a basket and possibly sowing
seed, precedes the horses. A palm tree closes the scene to the left.
Birds fly above, and there is a scorpion at centre top.
The scorpion represents the zodiac sign Scorpio; the scene depicts
the labours of the months of October–November from a cycle of the
months. The peasants’ dress suggests that it may have been derived from
a Burgundian or Flemish Book of Hours. Gori and Aldini both comment
on the use of horses rather than bullocks (as would have happened in
Tuscany). The 1872 inventory interprets the scene as ‘Cincinnatus
Ploughing’.
For a similar mount, in silver-gilt, cf. no. 192. For the use of shellac
on the reverse of the stone, as for this cameo, see nos. 102 and 199.

205 EIGHT MYTHOLOGICAL SCENES
AND FARM LABOURS
Cameos: Milan, late sixteenth century
Mounts: attributed to Jean Vangrol, Paris, c.1640;
with eighteenth-century additions
Onyx: white on translucent pale grey,
black shellac backing (missing on some pieces)
Open gold petal-like mounts with alternate white
enamel ‘petals’ with black dots and turquoise
enamel ‘trefoils’ with black dots. White enamel
reverse. With suspension loops and rings and
smaller lateral loops to left and right (Type 111a)
1. Orpheus and Eurydice fleeing the Underworld
1.8 × 2.3 (1.1 × 1.6) cm; 11⁄16 × 7⁄8 (7⁄16 × 5⁄8) in
RCIN

RCIN

65764

PROVENANCE :

Probably Queen Caroline;
first documented in the Royal Collection in 1763
INVENTORY REFERENCES : WCIG 1872, no. 77;
G&J 1909, no. 277
LITERATURE : Royal Miscellany 1990, no. 192

3. Vintage scene
1.9 × 2.3 (1.2 × 1.6) cm; 3⁄4 × 7⁄8 (1⁄2 × 5⁄8) in
RCIN

65765

PROVENANCE :

Probably Queen Caroline;
first documented in the Royal Collection in 1763
INVENTORY REFERENCES : WCIG 1872, no. 110;
G&J 1909, no. 278
LITERATURE : Royal Miscellany 1990, no. 192

65763

PROVENANCE :

Probably Queen Caroline;
first documented in the Royal Collection in 1763
INVENTORY REFERENCES : WCIG 1872, no. 83;
G&J 1909, no. 276
LITERATURE : Royal Miscellany 1990, no. 192
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2. Contemporary domestic scene at table
1.9 × 2.4 (1.2 × 1.7) cm; 3⁄4 × 15⁄16 (1⁄2 × 5⁄8) in

4. Vintage scene: crushing grapes
1.7 × 2.3 (1.1 × 1.6) cm; 5⁄8 × 7⁄8 (7⁄16 × 5⁄8) in
RCIN

65766

PROVENANCE :

Probably Queen Caroline;
first documented in the Royal Collection in 1763
INVENTORY REFERENCES : WCIG 1872, no. 114;
G&J 1909, no. 279
LITERATURE : Royal Miscellany 1990, no. 192
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5. Sacrificial scene: male and female figures
at a flaming altar
2.1 × 2.5 (1.4 × 1.8) cm; 13⁄16 × 15⁄16 (9⁄16 × 11⁄16) in
RCIN

65767

PROVENANCE :

Probably Queen Caroline;
first documented in the Royal Collection in 1763
INVENTORY REFERENCES : WCIG 1872, no. 49;
G&J 1909, no. 280
LITERATURE : Royal Miscellany 1990, no. 192

6. Triumph of Hercules: with his club,
being drawn by a griffin-like creature
1.9 × 2.2 (1.2 × 1.6) cm; 3⁄4 × 7⁄8 (1⁄2 × 5⁄8) in
RCIN

65768

2

1

3

PROVENANCE :

Probably Queen Caroline;
first documented in the Royal Collection in 1763
INVENTORY REFERENCES : WCIG 1872, no. 82;
G&J 1909, no. 281
LITERATURE : Royal Miscellany 1990, no. 192

7. Triumph of Dionysus: in his chariot drawn
by panthers and Cupid as his attendant
1.9 × 2.3 (1.2 × 1.6) cm; 3⁄4 × 7⁄8 (1⁄2 × 5⁄8) in
RCIN

65769

PROVENANCE :

Probably Queen Caroline;
first documented in the Royal Collection in 1763
INVENTORY REFERENCES : WCIG 1872, no. 111;
G&J 1909, no. 282
LITERATURE : Royal Miscellany 1990, no. 192

4

5

6

8. Triumph of Cupid: drawn in a chariot
by two doves, with a satyr playing the pipes
leading the procession
1.8 × 2.2 (1.1 × 1.4) cm; 11⁄16 × 7⁄8 (7⁄16 × 9⁄16) in
RCIN

65770

PROVENANCE :

Probably Queen Caroline;
first documented in the Royal Collection in 1763
INVENTORY REFERENCES : WCIG 1872, no. 107;
G&J 1909, no. 283
LITERATURE : Aschengreen Piacenti 2004a, p. 136;
Royal Miscellany 1990, no. 192

This group of eight small cameos belongs to a
genre produced in profusion by the Milanese
hardstone workshops during the last quarter of
the sixteenth century (cf. Aschengreen Piacenti
1997, pp. 127–35). At the time they were often
inserted into the mounts of hardstone vases
produced by the same workshops, for instance
the large table fountain made by the Saracchi
workshop in 1589, in the Museo degli Argenti,
Florence (inv. Bargello cristalli, no. 1; Massinelli
& Tuena 1992, pp. 94–5). In the seventeenth
century they were used as an overall decoration
on gold enamelled cups and bowls, for example
the covered tureen in the Danish Royal
Collection of Rosenborg Castle, Copenhagen
(inv. no. 6–76; Steingräber 1968, p. 142, fig. 21).

7
8

The lateral side-loops on the seventeenthcentury mounts suggest that they were intended
to form the links of a chain, possibly a necklace
(cf. also no. 206); they may also have been sewn
onto costume; cf. two groups of dress ornaments
with cameos of the same period in the Walters
Art Museum, Baltimore (Canby 1979, nos. 541
and 544). The pendant loops and rings are
probably late eighteenth-century additions.
No. 205, together with no. 206, are probably
identifiable with the ‘many cameos, small set in
enamel as if designed for buttons’, listed by
Horace Walpole in his 1763 addenda of ‘Other
pictures & Curiosities at Kensington Palace’
(Walpole 1763; see history of the collection,
p. 16).
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3. Orpheus playing to the beasts
2.0 × 2.3 (1.2 × 1.6) cm; 13⁄16 × 7⁄8 (1⁄2 × 5⁄8) in
RCIN

65748

PROVENANCE :

Probably Queen Caroline;
first documented in the Royal Collection in 1763
INVENTORY REFERENCES : WCIG 1872, no. 85;
G&J 1909, no. 292

4. Sacrificial scene: three naked males
sacrificing at a flaming altar
1.1 × 1.6 (0.9 × 1.6) cm; 7⁄16 × 5⁄8 (3⁄8 × 5⁄8) in
RCIN

65749

PROVENANCE :

1

Probably Queen Caroline;
first documented in the Royal Collection in 1763
INVENTORY REFERENCES : WCIG 1872, no. 120;
G&J 1909, no. 291

3

2

5. Contemporary vintage scene
1.9 × 2.2 (1.2 × 1.5) cm; 3⁄4 × 7⁄8 (1⁄2 × 9⁄16) in
RCIN

65750

PROVENANCE :

Probably Queen Caroline;
first documented in the Royal Collection in 1763
INVENTORY REFERENCES : WCIG 1872, no. 81;
G&J 1909, no. 290

5

4

6

6. Two nude male figures, one is clasping a tree,
the other is seated holding an unidentified object
2.0 × 2.3 (1.2 × 1.5) cm; 13⁄16 × 7⁄8 (1⁄2 × 9⁄16) in
RCIN

65751

PROVENANCE :

Probably Queen Caroline;
first documented in the Royal Collection in 1763
INVENTORY REFERENCES : WCIG 1872, no. 59;
G&J 1909, no. 289

7. Cyparissus, depicted just before being turned
into a cyprus tree, with his beloved stag and
the seated god Silvanus
2.0 × 2.2 (1.4 × 1.6) cm; 13⁄16 × 7⁄8 (9⁄16 × 5⁄8) in
7

8

RCIN

65752

INVENTORY REFERENCES : WCIG
G&J

206 EIGHT
MYTHOLOGICAL
AND AGRICULTURAL
SCENES
Cameos: Milan, sixteenth century
Mounts: attributed to Jean Vangrol,
Paris, c.1640; with eighteenthcentury additions
Onyx: white on translucent pale
grey; black shellac backing
(missing on some pieces)
Open gold petal-like mounts with
white enamel ‘petals’ with black
dots. White enamel reverse. With
suspension loops and rings and
smaller lateral loops to left and right
(Type 111a)
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1. Apollo and Daphne
1.9 × 2.4 (1.3 × 1.7) cm; 3⁄4 × 15⁄16 (1⁄2 × 5⁄8) in
RCIN

65746

PROVENANCE :

Probably Queen Caroline;
first documented in the Royal Collection in 1763
INVENTORY REFERENCES : WCIG 1872, no. 52;
G&J 1909, no. 293

2. Hercules and the Nemean Lion
1.8 × 2.2 (1.2 × 1.5) cm; 11⁄16 × 7⁄8 (1⁄2 × 9⁄16) in
RCIN

65747

PROVENANCE :

Probably Queen Caroline;
first documented in the Royal Collection in 1763
INVENTORY REFERENCES : WCIG 1872, no. 51;
G&J 1909, no. 294

1872, no. 113;

1909, no. 287

8. The fleecing of sheep
2.0 × 2.3 (1.3 × 1.6) cm; 13⁄16 × 7⁄8 (1⁄2 × 5⁄8) in
RCIN

65753

INVENTORY REFERENCES : WCIG
G&J

1872, no. 86;

1909, no. 288

The lateral side-loops on the seventeenthcentury mounts suggest that they may have
formed the links of a chain or were intended
to be worn as dress ornaments. The frames
are similar to no. 205, although the colours
of the enamel differ. Compare no. 205 for
further comments.

SCENES • MYTHOLOGICAL/BIBLICAL

207 ST GEORGE
AND THE DRAGON
Cameo: sixteenth century
Ring: English, late eighteenth century
Sardonyx: rich brown on white
Gold ring with open bezel (Ring type 1)
3.2 × 3.0 cm; ring: h 2.6 cm, w 2.5 (2.1) cm.
1 1⁄4 × 1 3⁄16 in; ring: h 1 in, w 15⁄16 (13⁄16) in
RCIN

65185

PROVENANCE :

Possibly acquired by George IV,
when Prince of Wales
INVENTORY REFERENCES : WCIG 1872, no. 127;
G&J 1909, no. 26

St George on horseback with the dragon
below. He wears a classical cuirass and
helmet and brandishes a sword in his right
hand. He holds a shield with his left arm.
Set within a raised brown border.
This cameo is probably sixteenth
century and may have once belonged to
a Garter jewel. Another St George cameo,
of finer quality, in the State Hermitage
Museum, St Petersburg, was acquired
by Catherine the Great with the Orléans
collection. That cameo is considered to
be English (?), late sixteenth century
(cf. Splendeurs des Collections de
Catherine II 2000, no. 215/31).
No. 207 belongs to a group of late
eighteenth-century finger rings in the
Royal Collection. It may be the piece
referred to in a bill of 19 April 1787, from
Thomas Gray for ‘setting an onyx George
in a Ring’ for the Prince of Wales (ra
geo/25663). It may also have been the
‘onyx George mounted as a ring’ listed
at Windsor in 1837 (qvij 1837, f. 7).

208 ADAM AND EVE
Cameo: Italian, late sixteenth century
Mount: early eighteenth century
Sardonyx: pale brown on white
Open silver-gilt mount with openwork frame set with rose-cut diamonds in silver,
Burmese rubies, emeralds (with colourless glass, green paste and almandine garnet
replacements) in closed foliate settings. With suspension loop and ring above and
an associated silver filigree rose set with stones suspended below
(65244) 4.4 × 4.7 (2.6 × 3.1) cm; 1 3⁄4 × 1 7⁄8 (1 × 1 1⁄4) in
65244 & 65248
First recorded in the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 101; G&J 1909, no. 176
LITERATURE : Clifford-Smith 1902–3, v, p. 83
RCIN

PROVENANCE :

A scene representing the Fall: the Tree of Knowledge with the serpent is in the centre.
In front stand the naked figures of Adam and Eve. Eve is giving the apple to Adam;
a pair of mating dogs is between them and they are flanked by further animals and
two trees.
The scene recalls a mid-sixteenth-century gold relief in the Residenz Schatzkammer,
Munich, which is based on an engraving dated 1504 by Albrecht Dürer (see Dürers
Verwandlung in der Skulptur 1981, no. 118 and fig. 60). However, it is extremely
unlikely that a sixteenth-century gem of this quality could have been produced
anywhere other than Italy.
Nos. 96, 209 and 257 have similar mounts. The pendant is a nineteenth-century
addition.
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209 JUDITH AND HOLOFERNES
Cameo: German (?), sixteenth century
Mount: German, early eighteenth century
Oyster shell; slate backing
Closed silver-gilt mount with claw and beaded settings.
Silver scrollwork frame with alternate heavily foiled
almandine garnets and amethysts in closed settings.
With suspension loop and ring
5.9 × 5.0 (3.5 × 2.4) cm; 2 5⁄16 × 1 15⁄16 (1 3⁄8 × 15⁄16) in
RCIN

65253

PROVENANCE :

First recorded in the Royal Collection in 1872
1872, inv. no. 137; G&J 1909,

INVENTORY REFERENCES : WCIG

no. 186

Full-length figure of Judith, in profile to the right,
holding up the severed head of Holofernes. She has
a downward-pointing sword in her right hand, and
the foreshortened body of Holofernes lies behind
her. A column-like pedestal is in the background,
to the right. Set within a raised white border. The
stone is cracked to the top right.
Stylistically the cameo seems German, although
no comparable reference has so far been found. A
sixteenth-century shell cameo, similarly depicting
Judith and Holofernes, is in the Victoria & Albert
Museum, London (inv. no. a.58–1930). That cameo
is considered French, after German models.
The shell has been backed with slate to add
background colour. For a similar mount, see nos. 96
and 257. The loop and ring are later additions.
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210 ADORATION OF THE MAGI
Cameo: North Italian, sixteenth century
Mount: Italian, c.1700
Onyx: olive-green, white and grey
on a dark ground (visually black)
Open silver-gilt collet mount with
suspension loop
3.4 × 6.5 cm; 1 5⁄16 × 2 9⁄16 in
RCIN

65175

PROVENANCE :

Probably Queen Caroline;
recorded in the Royal Collection by 1755
INVENTORY REFERENCES : WCIG 1872, no. 94;
G&J 1909, no. 16
LITERATURE : Fortnum 1880, xlv, p. 15, no. 94;
Clifford-Smith 1902–3, v, p. 83, ill. p. 80; Kris
1929, p. 26, no. 109; Tonnochy 1935, p. 278,
ill. p. 276, no. v1; Tonnochy 1953, p. 58;
Royal Miscellany 1990, no. 181;
Royal Treasures 2002, no. 147

The scene, deeply undercut, depicts the Adoration of the Magi:
to the left, under a thatched stable roof, sits the Virgin Mary with
the Christ Child on her lap; Joseph stands behind her. The Magi
advance in procession from the right with the star above to the
centre left. They are accompanied by three pages, a camel and a
horse. A horizontal drill hole runs through the back of the stone.
Fortnum proposed as potential cutter of this fine stone Matteo
dal Nassaro or ‘possibly Dominicus Romanus who executed the
cameo in the Florentine collection representing the Entrance into
Siena of Cosimo I’ (Museo degli Argenti, inv. Gemme no. 106;
Massinelli & Tuena 1992, p. 120). That cameo is now recognised
as representing not Cosimo, but Philip II; and in any case the style
and technique are very different from no. 210.
Kris suggested a late fifteenth-century Florentine origin.
However, there is nothing Florentine in the delicate and painterly
treatment of the scene, and the date seems too early. The 1872
inventory suggested ‘the latter end of the 16th century in the
manner of Valerio Vicentino’. While no. 210 is certainly of very
high quality, it lacks the classical calm that characterises the work
of Valerio Belli (1460–1546).

Technically the cameo is a masterpiece of virtuoso carving.
The layers of the stone have been exploited with the greatest care:
the head of one of the Magi is cut in the dark layer, whereas the star
above is yellowish white and almost free-standing. A sense of space
and perspective has been created as the camel’s head and neck –
which are light coloured – fade into the darker layer, behind the
group of pages. In the pictorial treatment of the carving this cameo
differs greatly from other gems with compositions involving large
groups. The procession of the figures, their animation and the
different colours used for the coats of the Magi all give a sense of
movement. A North Italian, sixteenth-century origin is proposed
here, although the cutter of this outstanding gem remains
unknown.
No. 210 appears to have been in the collection of Queen
Caroline. It was first recorded in a posthumous inventory of her
curiosities and medals, compiled before 1755, as ‘An Onex of the
Adoration of the Kings’ in the ‘Cabinet of His Majesty’s Library’
at Kensington Palace (icm, f. 60; see history of the collection, p. 15).
The drill hole through the back of no. 210 is possibly evidence
of the reuse of an earlier stone.
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211 LODOVICO ARIOSTO (?)

Cameo: eighteenth century
Mount: eighteenth century
Sardonyx: brown stained white
(visually greyish)
Open gold mount with corded rim,
suspension loop and ring
4.0 × 3.8 cm; 1 9⁄16 × 1 1⁄2 in

RCIN

RCIN

43783

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 105;
G&J 1909, no. 261

Laureate bust of a man, with a long beard,
in profile to the right. He wears a gown.
The 1872 inventory identified the subject
as the Italian poet Lodovico Ariosto
(1474–1533). The image does not, however,
resemble the portrait of him seen on medals
(Attwood 2003, no. 818a).
No. 211 is more like a bas-relief than a true
cameo, which suggests it is seventeenth century.
A similar unconventional use of the layers of
the stone is seen in no. 172.
The mount is French, c.1640, and is of a
design similar to the group attributed to Jean
Vangrol (Type 111), although not of the same
quality. Large areas of enamel are missing.
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212 HENRY VIII

Cameo: early seventeenth century
Mount: French, c.1640
Banded agate: dark brown, light brown and white
Open silver mount with frame of ‘flames’
enamelled opaque pale turquoise.
With suspension loop and ring (Type 111b)
4.2 × 3.2 (3.0 × 2.6) cm; 1 5⁄8 × 1 1⁄4 (1 3⁄16 × 1) in

65190

PROVENANCE :

Probably Queen Caroline;
first documented in the Royal Collection in 1764
INVENTORY REFERENCES : WCIG 1872, no. 265;
G&J 1909, no. 31
LITERATURE : Robinson 1862, no. 6641.6;
Fortnum 1880, p. 15, no. 265; Clifford-Smith
1902–3, p. 241; Tonnochy 1935, p. 277, ill. p. 276,
no. 1v; Tonnochy 1953, p. 57; Holbein and the
Court of Henry VIII 1978–9, no. 96;
Kagan 1981a, pp. 29–36

Bust of Henry VIII (1491–1547) in threequarter profile to the right. He wears a
fur-lined gown over a doublet and a
plumed hat, within a raised edge and
bevelled border revealing the three layers
of the stone. The relief is flat and flush
with the surrounding brown edge.
A sixteenth-century origin for this
gem has never been questioned. Renewed
analysis does however open up the
problem of dating, especially when
considering the similarities with no. 245:

the image itself, the curiously flat and
sketchy treatment of the face and the
stone employed are all reminiscent.
Pointers to a later date include the
similarity between no. 212 and the image
of Henry VIII in Jean Dassier’s medal of
the King, first struck in 1731. That is of
almost the same size as no. 212 and both
the head and the way the figure has been
placed in a roundel are comparable.
Like no. 245, no. 212 was included
among the curiosities from Kensington
sent by Horace Walpole to George III
in March 1764 (ra geo/Add.Ms. 16;
see history of the collection, p. 17).
In Walpole’s list it was described as
‘King Henry 8th full face by Ditto
[Valerio Belli]’.
It has recently been suggested that
nos. 212 and 245 may have originated
in the same workshop, although by
different hands (verbal communication
from Christopher Cavey and Nigel Israel).
When the reverse of the cameo
is viewed against a strong light
(see illustration above), the depth
of the image becomes apparent.
No. 212 was probably made by an
engraver who had seen no. 245. For the
source of this stone, see no. 238.
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213 LOUIS XII OF FRANCE
Bas-relief: French, early nineteenth century
Ring: early nineteenth century
Rubelite tourmaline
Gold ring, with two white enamel fleurs-de-lis on the shank.
The bezel has a gold back-plate inscribed:
Loys X11me Roy de France deceda 1 Janvier 1515
2.0 × 1.6 (1.9 × 1.4) cm; ring: h 2.9 cm, hoop w 2.6 (2.0) cm.
13
⁄16 × 5⁄8 (3⁄4 × 9⁄16) in; ring: h 3⁄4 in, hoop w 1 (13⁄16) in
RCIN

65381

PROVENANCE :

Acquired by George IV, 1827
1872, no. 241; r&s 1912, case d, no. 23
LITERATURE : Fortnum 1880, p. 12, no. 241; Clifford-Smith 1902–3, p. 244;
Kunz 1917, pp. 147–8
INVENTORY REFERENCES : WCIG

Draped bust of Louis XII of France (1498–1515), wearing a crown,
in profile to the right. A small chip to the lower left is covered by
the mount.
No. 213 was the ‘very curious fine gold enamelled Ring with
cameo head of Louis the 12th finely raised on a Ruby’ purchased
by George IV for £63 from Rundell, Bridge & Rundell on 24 April
1827 (ra geo/26117). The ring in which the cameo is set probably
dates from this time, although the gold claw mount inserted into
the bezel may be earlier.
The 1872 inventory accepts the bas-relief as contemporary with
the sitter and describes it as ‘a rare early work of the renaissance.
The mounting as a ring is quite modern.’ Stylistically, however, it is
difficult to accept as early sixteenth century: the King is incorrectly
represented wearing a closed, rather than open crown, an unlikely
mistake for that period. The image is based on the gold medal of
Louis XII and Anne of Brittany by Nicolas Leclerc and Jean de
Saint-Priest but crown and dress are different and the features have
been romanticised (Hill & Pollard 1967, no. 527). It would appear
therefore that the gem itself is an example of early nineteenthcentury Historicism.
A sardonyx cameo of Louis XII, with the correct crown and
dress, is in the Devonshire collection, Chatsworth House (inv.
no. 53/5).
No. 213 was described as a cameo of Charles XII in the 1838
inventory of jewels at Windsor Castle; the name Charles has
subsequently been crossed out and replaced by Louis
(qvij 1838, f. 11).
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214 PHILIP II OF SPAIN
Cameo: Italian, second half of sixteenth century
Mount: eighteenth century (?)
Sardonyx: brown, white on translucent light brown
Open gold mount with flat frame at the back and
foliate-type suspension loop
4.5 × 3.3 cm; 1 3⁄4 × 1 5⁄16 in
RCIN

65201

PROVENANCE :

Probably acquired by Charles I in 1637;
probably in the collection of Queen Caroline
INVENTORY REFERENCES : WCIG 1872, no. 266; G&J 1909, no. 42
LITERATURE : Fortnum 1880, p. 22, no. 266; Clifford-Smith 1902–3, p. 241;
Kris 1929, no. 324, pl. 7; Tonnochy 1935, p. 277, ill. p. 276, no. v;
Tonnochy 1953, p. 58

Portrait bust of Philip II of Spain (1527–98), in profile to the
left. He wears a cuirass with a lion’s mask epaulette and a ruff
and cloak.
The high quality of this gem, and the intense characterisation
of the sitter, justifies the attribution to Jacopo da Trezzo (cf. Kris
1929, no. 324, pl. 7). Da Trezzo worked for Philip II and moved to
Madrid in 1559. No. 214 may have arrived in England between 1554
and 1558 when Philip II was King Consort to Mary I. The gem was
almost certainly that mentioned in Van der Doort’s catalogue of
Charles I’s collection: ‘Item another Aggatt stoane of king Phillipp
of Spain the head being white, the breast brownish and the ground
transparent like to a glasse delived to me by yo’ Ma.ty’ and in the
margin ‘given to your Ma.ty 1637’ (Millar (O.) 1960, p. 2).
No. 214 is probably identifiable with one of the two cameos of
Philip II seen by Horace Walpole in a cabinet at Kensington Palace
in 1763 (Walpole 1763). It was probably the ‘King Philip 2d, not
set’ that was sent by Walpole to George III on 22 March 1764
(ra geo/Add.Ms. 16; see history of the collection, pp. 16, 17).
Isabella Clara Eugenia, daughter of Philip II, is depicted
wearing a cameo portrait of her father on a chain in a portrait
by Alonso Sanchez Coello, c.1580, in the Museo del Prado, Madrid
(cf. Muller 1972, fig. 48, pp. 50–1, with discussion of wearing the
image; Venturelli 1996, pp. 156–7).
Compare no. 215 for the same sitter.
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215 PHILIP II OF SPAIN
Cameo: Italian, second half of sixteenth century
Mount: seventeenth century
Onyx: white and grey
Open silver-gilt mount with suspension loop (Type 11)
1.9 × 1.7 cm; 3⁄4 × 5⁄8 in
RCIN

65199

PROVENANCE :

Possibly in the collection of Charles I; probably in the collection of Queen Caroline
1872, no. 205; G&J 1909, no. 40
LITERATURE : Fortnum 1880, p. 22, no. 205; Clifford-Smith 1902–3, p. 241
INVENTORY REFERENCES : WCIG

Bust of Philip II of Spain (1527–98) in profile to the left. He wears contemporary
armour with a ruff. Deeply undercut.
A weaker version of no. 214, this cameo may possibly be identified with the
‘Phillipp the Second of Spain his head in An Aggate of Twoe cullours yellowe, and
white’ listed in Van der Doort’s inventory of Charles I’s collection (Millar (O.) 1960,
p. 221). No. 215 was probably one of the ‘2 [gems] of Philp 2’ seen by Horace Walpole
at Kensington Palace in 1763 (Walpole 1763; see history of the collection, p. 16).

216 HENRY IV OF FRANCE
Bas-relief: French, second half of seventeenth century
Mount: seventeenth century
Appliqué of white mother-of-pearl on purple cowrie shell
Open silver-gilt mount with suspension loop (Type 11)
3.0 × 2.1 cm; 1 3⁄16 × 13⁄16 in
RCIN

65197

PROVENANCE :

Possibly acquired by George IV, when Prince of Wales, in 1789
1872, no. 259; G&J 1909, no. 38

INVENTORY REFERENCES : WCIG

Bust of Henry IV of France (1553–1610) in profile to the right. He wears a doublet
with a standing collar, the sash of the Order of St Esprit and a cross suspended from
a ribbon around his neck.
The image differs from the usual portraits of Henry IV on French cameos. Those
in the Cabinet des Médailles in the Bibliothèque Nationale, Paris, represent the King in
elaborate armour. Moreover, they are of pale blue-grey on brown sardonyx, the blue
being more or less pronounced, and are set within a raised border. The closest parallel
is the simplified image of the King on the medal of Henry IV and Marie de’ Medici
(Hill & Pollard 1967, no. 556).
No. 216 is not related to the group of four known mother-of-pearl bas-reliefs
representing Henry IV that appear to be by the same hand and are derived from the
medals and gems of Guillaume Dupréare (Princely Magnificence 1980, no. 85;
Treasures of Catherine the Great 2000, no. 160). These represent the King wearing a
wreath and armour and are cut entirely in mother-of-pearl rather than appliqué.
Horace Walpole recorded a ‘Hen 4 of France’ among the gems at Kensington
Palace in 1763 (Walpole 1763; see history of the collection, p. 16). That gem was sent
to George III the following year but on account of its being ‘not set’ cannot have been
no. 216 (ra geo/Add.Ms. 16). No. 216 may possibly be identified with the ‘head of
Henry the Fourth’ purchased for £5 5s by George IV when Prince of Wales from
Thomas Gray on 13 January 1789 (ra geo/25679).
The cross worn around the King’s neck may be the badge of the Order of St
Lazare and Notre Dame de Mont Carmel – an order founded by Henry IV in 1607.
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217 JAMES I
Cameo: French (?), c.1590
Mount: eighteenth century
Onyx: grey and black
Open gold mount with a wide frame on reverse,
suspension loop and ring
1.9 × 1.7 cm; 3⁄4 × 5⁄8 in
RCIN

65191

PROVENANCE :

Charles I (?); first documented in
the Royal Collection in 1660
INVENTORY REFERENCES : WCIG 1872, no. 251;
G&J 1909, no. 32
LITERATURE : Fortnum 1880, p. 16, no. 251;
Hein 2006, pp. 400–5

Bust of James I of England (1603–25) when
James VI of Scotland (1567–1625), in threequarter profile to the right, with moustache
and beard. He wears a doublet and a highcrowned hat with a wide brim. Set within a
raised border in the grey layer of the stone.
The image appears to be based on the
medal struck in 1590 to commemorate James
VI of Scotland’s marriage to Anne of Denmark
(see Fig. 3, p. 271). The King is similarly
depicted in a portrait painted by Adrian Vanson
in 1595 (Dynasties 1995, no. 117) and in a
miniature attributed to Adrian Vanson, also
dated 1595 (Dynasty 1990, figs. 51 and 52);
cf. also Pieter de Jode I’s engraving of 1603
after a portrait by an unknown artist
(O’Donoghue 1908, no. 47). The distinctive
hat is of a type fashionable in the second half
of the sixteenth century. James I is seen wearing
a similar hat in a portrait by John de Critz of

218 LOUIS XIV OF FRANCE
Cameo: French, mid-seventeenth century
Mount: seventeenth century
Sardonyx: mottled white, brown and grey
Open silver-gilt mount with suspension loop
(Type 11)
2.8 × 2.2 cm; 1 1⁄8 × 7⁄8 in
RCIN

43790

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 159;
G&J 1909, no. 268
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c.1605, at Dulwich Picture Gallery, London
(Cumming 1984, fig. 8).
A wax impression of no. 217, taken in 1660
when it was in Charles II’s Cabinet at Whitehall
Palace, survives in Elias Ashmole’s papers in the
Bodleian Library, Oxford (Ms.Ashmole 1138,
f. 35r; see Appendix 11, p. 272, no.12*). Of the
136 impressions of ‘onix-stones’ in the King’s
Cabinet taken by Ashmole, no. 217 was the only
cameo; the remainder were intaglios. No. 217
was described as being set in a gold ring and was
located in ‘the 2nd drawer on the right hand’.
Ashmole was asked to catalogue the royal coin
collection in June 1660. He made impressions
of some of the coins to assist him in his work,
and appears to have made impressions of the
gems at the same time.
No. 217 was probably one of the ‘2 heads
of James I ST cameos’ noted by Horace Walpole
at Kensington Palace in 1763 (Walpole 1763; see
history of the collection, p. 16) and the ‘King
James I ST full face, with his hat on, cameo’,
still mounted in a ring, which was among the
curiosities sent from Kensington to George III
by Walpole in March 1764 (ra geo/Add.Ms. 16).
The present mount is eighteenth century.
Other portraits of men in similar pose and
dress have been given different identifications:
cf., for instance, the carnelian cameo supposedly
representing a member of the Medici family, in
the Museo degli Argenti, Florence (inv. Gemme
no. 113; Donati 1989, p. 96, where it is identified
as Ippolito de’ Medici; Gennaiolo 2007, no. 265,
identified as Ferdinando I de’ Medici).

Laureate bust of Louis XIV (1643–1715) when a
young man, in profile to the right. He has long
hair and wears a cuirass with a mantle fastened
over his right shoulder. Set within a raised
border cut in the white layer. Inscribed in the
border below the bust: LOVV XIIII.
The image is a crude version of the first
medal struck of the young King. In the medal
he has baby curls and a bare neck and the
inscription reads: LUDOVICUS XIIII – REX –
CHRISTIANISSIMUS 1643–48. In a later
version the King is laureate and dressed like
a Roman emperor, as in no. 218, and XIIII has
changed to XIV (cf. Jacquiot 1968, 1, pl. l,
fig. 1; pl. 4, fig. 1).
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219 LOUIS XIV OF FRANCE (? )

220 LOUIS XIV OF FRANCE (?)

221 WILLIAM III (?)

Cameo: probably French,
mid-seventeenth century
Mount: seventeenth century
Sardonyx: browns and grey
Open silver-gilt mount with
suspension loop (Type 11)
2.7 × 2.2 cm; 1 1⁄16 × 7⁄8 in

Bas-relief: French, c.1690
Mount: English, late eighteenth century
Carnelian
Open gold mount with hook-shaped
suspension loop and ring
(Type 1x variant)
2.6 × 2.1 cm; 1 × 13⁄16 in

Bas-relief: late seventeenth century
Mount: eighteenth century
Carnelian
Closed gold mount with concave back,
suspension loop and ring
2.1 cm × 1.7 cm; 13⁄16 × 5⁄8 in

RCIN

RCIN

PROVENANCE :

65207

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 177;
G&J 1909, no. 48

Draped male bust, with moustache and
long flowing hair, in profile to the right,
within a round oblique-cut border that
reveals the layers of the stone.
The treatment and the type of stone
recall no. 218. Thus far the sitter has
not been identified with any certainty.
Innumerable medals of Louis XIV
(1643–1715) exist but none is quite like
this. However, allowing for inaccuracies
owing to the different media, it is just
possible to see a likeness with the 1650
medal of Louis XIV Raising the Siege of
Guise, where the young King is shown
with long flowing locks and no mark of
royalty (Norris & Weber 1976, no. 263).

65213

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 223;
G&J 1909, no. 54
LITERATURE : Fortnum 1880, p. 27, no. 223

Male head, in profile to the right, with
moustache and long flowing hair; a curl
falls over his left shoulder.
Comparison with medals of the
1690s suggests that no. 220 may represent
Louis XIV (1643–1715; cf. Jacquiot 1968,
1, pl. L, nos. 8 and 9). The head does not
correspond to the usual image of the
King but the profile is just recognisably
his. It is possible that the difference in
media is responsible for the schematic
rendering of the long hair, instead of the
soft and sweeping version on the medals.
A carnelian bas-relief of Louis XIII,
acquired by Louis XIV in 1699 and now
in the Cabinet des Médailles, Paris (inv.
no. b.793), may well have formed the
inspiration for no. 220.

RCIN

65234

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 195;
G&J 1909, no. 75

Male bust, in profile to the right, wearing
a full wig of curly hair and a lace cravat.
The sitter may be William III
(1650–1702), when Prince of Orange; the
likeness is perhaps based on medals struck
to commemorate his marriage to Princess
Mary in 1677 (cf. Hawkins 1885 & 1911,
pl. lv111, nos. 6, 7 and 9).
The concave reverse of the mount
suggests that it originally formed the
bezel of a ring.
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222 WILLIAM III
Cameo: Lorenz Natter, mid-eighteenth century
Ring: late eighteenth century
Onyx: white on grey
Mounted in a gold ring with open bezel (Ring type 1)
2.7 × 2.3 cm; ring: h 2.3 cm, hoop w 2.0 (1.8) cm.
1 1⁄16 × 7⁄8 in; ring: h 7⁄8 in, hoop w 13⁄16 (11⁄16) in
RCIN

65374

PROVENANCE :

Possibly acquired by George IV, when Prince of Wales
1872, no. 229; r&s 1912, case d, no. 37
LITERATURE : Fortnum 1880, xlv, p. 27, no. 229; Nau 1966, no. 122, p. 50, ill. 32
INVENTORY REFERENCES : WCIG

Draped bust of William III (1650–1702), seen from behind with his
shoulders in three-quarter view and his head turned in profile to
the right. Set within a raised border in the white layer of the stone.
Signed to bottom right of bust: NATTER.
Lorenz Natter (1705–63), the famous German gem-engraver
originally from Biberach, worked as court engraver to Empress
Catherine II of Russia. Between 1739/40 and his death in
St Petersburg in 1763, Natter paid four visits to England and spent
in all seventeen years there (Kagan 1982; Kagan & Neverov 1984,
pp. 114–21). No. 222 was probably executed in London around
the middle of the eighteenth century.
It is possible that no. 222 was the ‘head of King William of the
finest workmanship, in cameo’ purchased for £84 by George IV,
when Prince of Wales, on 15 January 1787 from Thomas Martyn
(ra geo/25657). However, if this was the case, a reference to the
famous gem-engraver might have been expected.

223 GEORGE II
Cameo: English, mid-eighteenth century
Ring: English, late eighteenth century
Onyx: white and grey
Gold ring with fluted shank and closed bezel
(Ring type ii)
2.4 × 1.9 cm; ring: h 2.9 cm, hoop w 1.9 cm.
15
⁄16 × 3⁄4 in; ring: h 1 3⁄16 in, hoop w 3⁄4 in
RCIN

65371

PROVENANCE :

First recorded in
the Royal Collection in 1838 (?)
INVENTORY REFERENCES : WCIG 1872, no. 174;
r&s 1912, case d, no. 36

Laureate bust of George II (1683–1760), in profile to the left. He
wears a classical cuirass with a lion’s mask epaulette and a mantle.
Set within a raised white border that is partly covered by the mount.
Both cameo and mount were probably executed in England
around the middle of the eighteenth century. No. 223 is perhaps the
ring with a portrait of George II listed in the 1838 inventory (qvij
1838, f. 6).
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224 CHARLES, 2ND MARQUESS
OF ROCKINGHAM (?)
Cameo: English, c.1791
Ring: English, c.1791
Onyx: white and grey
Gold ring with fluted shank and closed bezel (Ring type ii)
2.3 × 1.9 cm; ring: h 2.2 cm, w 2.0 (1.8) cm.
7
⁄8 × 3⁄4 in; ring: h 7⁄8 in, w 15⁄16 (11⁄16) in
RCIN

65395

PROVENANCE :

First recorded in the Royal Collection in 1912
r&s 1912, case d, no. 11

INVENTORY REFERENCE :

Male portrait head, in profile to the right. He wears a wig with
queue.
The sitter may be identified with Charles Watson-Wentworth,
2nd Marquess of Rockingham (1730–82), on the basis of an
intaglio in Edward Burch's catalogue of casts (Burch 1795, no. 21);
no. 224 is probably of the same date. Burch states that the cast is in
turn based on a marble bust by Joseph Nollekens, which is probably
that of c.1782, now in Dalmeny House, Scotland.
Rockingham, a Whig who twice served as Prime Minister, was
himself an impressive collector of gemstones. Although his cabinet
was subsequently dispersed, fifty-nine of the gems were reproduced
by James Tassie in sulphur, enamel and glass and published in
Raspe’s catalogue of 1791.

225 NAPOLEON BONAPARTE
Cameo: probably Italian, c.1810
Ring: English, c.1810
Agate (from Saxony): white on translucent speckled pink
Plain gold finger ring with grooved collet surrounding the cameo
(Ring type 1, later variant)
1.9 × 1.4 cm; ring: h 2.2 cm, w 2.1 (1.8) cm.
3
⁄4 × 9⁄16 in; ring: h 7⁄8 in, w 13⁄16 (11⁄16) in
RCIN

4135

PROVENANCE :

Probably acquired by Queen Mary

Laureate head of Napoleon Bonaparte (1769–1821) in profile
to the left. Signed below neck in Greek letters: Λ. Μ (L.M).
Napoleon was a popular subject for early nineteenth-century
gem-cutters – such as Romain-Vincent Jeuffroy, Angelo Amastini,
Niccolò Morelli, Benedetto Pistrucci and Giovanni Antonio
Santarelli – and Napoleon also commissioned cameo portraits of
his family.
The initials of the gem-cutter Λ. Μ are as yet unidentified.
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226 GEORGE IV
Cameo: English, c.1820
Ring: English, c.1820
Onyx: white on black, garnet
Plain gold ring with a faceted
garnet inserted in the bezel and
backed with foil. The cameo is
set in a gold collet and inlaid
into the centre of the garnet
0.5 × 0.5 cm; ring: 1.0 cm,
hoop w 2.0 (1.7) cm.
3
⁄16 × 3⁄16 in; ring: 3⁄8 in,
hoop w 13⁄16 (5⁄8) in
RCIN

4202

PROVENANCE :

Acquired by Queen
Mary in 1933 (qmb 111, no. 153)

A small cameo head of George IV (1762–1830) in profile to
the left.
Throughout the Regency and the 1820s Rundell, Bridge
& Rundell regularly supplied George IV with finger rings set
with cameos and intaglios cut with his likeness. These varied
enormously in both price and design but most, it would seem,
were intended as gifts to the King’s favourites. George IV
presented the 6th Duke of Devonshire with a gold and enamel
ring set with a cameo of the King on New Year’s Day, 1828
(Devonshire collection, Chatsworth House; Royal Goldsmiths
2005, no. 72). No. 226, however, set with a miniature cameo of
George IV inlaid into a garnet, appears to be without parallel.
The cameo, the smallest in the collection, is finely cut with a
detailed portrait. Although not identifiable in any of Rundell’s
bills, the ring was probably supplied through them to George IV.

227 FREDERICK, DUKE OF YORK
Cameo: English, c.1827
Mount: English, c.1827
Onyx: brown and white on true black (Idar staining)
Gold, black enamel and diamond-set mount formed as a snake
devouring its own tail. With suspension loop and ring above
and brooch pin on reverse
5.5 × 4.4 (4.5 × 3.6) cm; 2 3⁄16 × 1 3⁄4 (1 3⁄4 × 1 7⁄16) in
RCIN

52251

PROVENANCE :

First recorded in the Royal Collection in 1872
1872, no. 168; Add. Cat. 1914, p. 22, no. 22

INVENTORY REFERENCES : WCIG

Bust of Frederick, Duke of York (1763–1827), in profile to the
left. He is shown in a ‘heroic’ pose, with a mantle draped over
his left shoulder.
No. 227 was made as a memento mori following the death
of the Duke of York in 1827. The suspension loop and ring and
the pin on the mount indicate that it could be worn both as a
brooch and as a pendant. The staining technique was developed
in Idar, Germany, in the early nineteenth century.
Other pieces in the collection that incorporate similar
cameos of the Duke of York after the same unidentified source
include a black tortoiseshell snuffbox (rcin 43885) and a gold
brooch (rcin 54820). The snuffbox similarly incorporates a
cameo surrounded by a black enamelled snake with diamond
eyes. It is possibly the one purchased for £63 by George IV
from T. Hamlet, goldsmith and jeweller, on 10 January 1827
(ra geo/26154). The same bill lists a ‘cameo in onyx with bust
of His Royal Highness the Duke of York’ (bought for £21)
which may refer to no. 227, although no mount is mentioned.
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228 ADOLPHUS FREDERICK,
DUKE OF CAMBRIDGE
Cameo: George Gammon Adams, c.1850–70
Bracelet: English, c.1860–70
Shell, diamonds, bouton pearls
Reticulated gold bracelet with centrepiece of star-like zig-zags in silver studded with
diamonds and alternating with bouton pearls in gold claw-settings. A laurel wreath
in translucent green enamel frames the cameo
4.1 × 3.8 cm, bracelet 20.0 cm. 1 5⁄8 × 1 1⁄2 in, bracelet 7 7⁄8 in
RCIN

33986

PROVENANCE :

Augusta, Duchess of Cambridge; by whom given to Queen Mary when Princess May
of Teck; by whom given to Augusta, Grand Duchess of Mecklenburg-Strelitz; by whom bequeathed
back to Queen Mary, 1916 (qmb 1, p. 207, no. 810)

Head of Adolphus Frederick, Duke of Cambridge, with side-whiskers and beard
in profile to the right. Along the neckline signed: G. G. Adams.
The cameo likeness is based on a pencil drawing by George Gammon Adams,
dated 1847 and inscribed: Drawn from life (Millar (D.) 1995, no. 17; rcin 922643).
That drawing was presented by the artist to Francis, Duke of Teck, son-in-law to
the Duke of Cambridge and father of Queen Mary. Adams subsequently made a
posthumous bust of the Duke of Cambridge, in 1866 (rcin 45137). The cameo may
also have been executed posthumously.
Adolphus Frederick, Duke of Cambridge (1774–1850), was the sixth son of
George III. No. 228 belonged to Augusta, Duchess of Cambridge (1797–1889),
whom the Duke married in 1818. The laurel wreath symbolises the triumph of love
and the diamonds constancy. The Duchess may have commissioned the bracelet as
a commemorative jewel to incorporate the cameo, c.1860–70.
George Gammon Adams (1821–98), sculptor and medallist, worked for the Royal
Mint. He was a pupil of William Wyon and studied sculpture in Rome with John
Gibson. Adams won £100 for his design of the Jurors’ Medal at the Great Exhibition
of 1851 and designed the medal presented to Queen Victoria and Prince Albert at the
opening of the Crystal Palace at Sydenham. He was chosen to take the death mask of
the Duke of Wellington in 1852, and Queen Victoria purchased a bust of the Duke in
1853 (rcin 2060). Other works by the artist in the Royal Collection include a bust of
George, 2nd Duke of Cambridge (rcin 31613), and a medal commemorating Queen
Victoria’s Diamond Jubilee (rcin 55338).
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229 PRINCE ALBERT
Cameo: Benedetto Pistrucci, c.1840
Mount: c.1840
Onyx: white on black
Open gold collet mount
1.8 × 2.2 cm; 11⁄16 × 7⁄8 in
RCIN

53577

PROVENANCE :

Probably commissioned
by Queen Victoria

Head of Prince Albert (1819–61), in profile to
the left. Signed at the lower right: PISTRUCCI.
The Roman gem-engraver Benedetto
Pistrucci (1783–1855) arrived in London in 1815
and in 1817 succeeded Thomas Wyon as
Principal Engraver and Chief Medallist of the
Royal Mint. Pistrucci also worked for Queen
Victoria, who allowed him several private
sittings for her likeness. No. 229 was probably
executed shortly after the Queen’s marriage to
Prince Albert in 1840.
Three holes in the mount suggest that it
was originally inserted, or was intended to be
inserted, into a bracelet or the lid of a box.
For a further cameo by Pistrucci, cf. no. 308.

230 ELIZABETH I
Cameo: c.1575
Mount: late sixteenth century
Sardonyx: shades of white and brown
Open gold mount with frieze of lozenge-like ornament
in white enamel on the reverse. With suspension loop.
4.0 × 3.2 cm; 1 9⁄16 × 1 1⁄4 in
RCIN

65187

PROVENANCE :

Probably Queen Caroline;
first documented in the Royal Collection in 1763
INVENTORY REFERENCES : WCIG 1872, no. 255; G&J 1909, no. 28
LITERATURE : Robinson 1862, no. 6641.8; Fortnum 1880, p. 17, no. 255;
Clifford-Smith 1902–3, p. 241; Tonnochy 1935, p. 277, ill. p. 276, no. v11;
Tonnochy 1953, p. 57; Strong (R.) 1963, no. c2; Kagan 1981a, p. 30

Bust of Elizabeth I (1533–1603) in profile to the left. She
wears an elaborate gown with a square neckline and a small,
high ruff. Chains and a pendant hang around her neck and
she appears to wear a beaded net over the back of her tightly
curled hair.
No. 230 corresponds closely to a cameo in the Cabinet des
Médailles, Paris (Princely Magnificence 1980, no. 32).
The small close-fitting ruff was fashionable in the 1570s.
The mount is a fragment and the cameo may originally
have formed part of a locket or have been surrounded by a
jewelled border, like many of the surviving portrait cameos
of Elizabeth I – for example in the Victoria & Albert
Museum, London (Bury 1983, case 13, board D, no. 4)
and British Museum, London (Princely Magnificence 1980,
no. 33).
No. 230 was probably the smaller of the two cameos of
Elizabeth I noted by Horace Walpole at Kensington Palace
in 1763 and subsequently sent by him to George III the
following year (cf. no. 231).
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231 ELIZABETH I
Cameo: c.1575–85
Mount: English, early eighteenth century
Sardonyx: brown and white
Open gold mount with claw settings,
with suspension loop and ring (Type v)
6.7 × 5.5 cm; 2 5⁄8 × 2 3⁄16 in
RCIN

65186

PROVENANCE :

Queen Caroline (?);
first documented in the Royal Collection in 1763
INVENTORY REFERENCES : WCIG 1872, no. 263; G&J 1909, no. 27
LITERATURE : Robinson 1862, no. 6641.7; Fortnum 1880, no. 263;
Clifford-Smith 1902–3, p. 241; British Art 1934, no. 1437;
Tonnochy 1935, p. 276; Tonnochy 1953, p. 57;
British Portraits 1956–7, no. 602; Gemstones & Jewellery 1960, no. 298;
Strong (R.) 1963, no. c4; Kagan 1981a, pp. 29–36; Kagan 1996, p. 141;
Royal Treasures 2002, no. 144

Bust of Elizabeth I (1533–1603) in three-quarter view with her
head in profile to the left. She wears an elaborate low-cut gown
with square neckline and a high lace ruff. A double-looped chain
and pendant hang around her neck. The raised border is bevelled
to reveal the layers of the stone.
No. 231 corresponds in type and size to the cameo in the
Kunsthistorisches Museum, Vienna, listed in the 1619 inventory
of the Emperor Matthias (Eichler & Kris 1927, no. 409; Kunst des
Steinschnitts 2002, no. 134). In that cameo, however, a veil hangs
from the Queen’s headdress.
The large ruff recalls that worn by the Queen on the Heneage
(Armada) Jewel of 1588 (Phillips 2000, p. 38); the dress and the
pearls, however, correspond more closely to the Phoenix medal of
1574, which with its small ruff – fashionable around 1570/5 – forms
the prototype for the cameo in the Kunsthistorisches Museum,
Vienna (Elizabeth 2003, no. 204).
Kagan has made an extensive study of the Tudor portrait
cameos, in particular those representing Elizabeth I (Kagan 1981a;
Kagan 1996). Their sheer number is overwhelming, a fact that leads
her to assume ‘a special form of large organized court workshop’.
This hypothesis is shared by Somers Cocks (Princely Magnificence
1980, nos. 32 and 34). The cameos vary in size: no. 231 is one of a
group of six with the largest dimensions, all of which are of superb
quality. The others are in the Cabinet des Médailles, Paris; the State
Hermitage Museum, St Petersburg (Splendeurs des Collections de
Catherine II 2000, no. 223/9); the Victoria & Albert Museum,
London; the Devonshire collection, Chatsworth House; and – as
noted above – the Kunsthistorisches Museum, Vienna. Of these
only the last-named piece retains its original mount. In contrast,
the mounts on many of the more numerous group of smaller
cameos have been preserved, for example the Barbor Jewel in the
Victoria & Albert Museum, London (Phillips 2000, p. 39). In all,
the likeness of the Queen is fairly uniform.
The cameos were principally used as presents to foreign
monarchs or loyal servants: Sir Francis Walsingham is depicted
wearing a cameo of the Queen of the same type and size as no. 231

in a portrait of c.1587 (Scarisbrick 1995, p. 62); Sir Christopher
Hatton is similarly shown wearing a cameo of the Queen on
his gold chains, c.1585 (Ashelford 1983, p. 100, no. 104; Phillips
2000, p. 34).
The mastermind behind this cameo workshop production has
not yet been established. Various engravers have been proposed:
Julien de Fontenay sent from France by Henry IV; Richard Astill,
stone-engraver to Henry VIII; Nicholas Hilliard, who not only was
a famous miniaturist but also worked in metal and possibly stone.
It has been suggested that nothing is known about these workshops
because they were intentionally surrounded by secrecy (Kagan
1981a).
Additionally we have the record of John Evelyn in 1653 that he
had seen a head of Elizabeth I ‘in a rare sardonyx, cut by a famous
Italian’ in the collection of Jerome Laniere. Laniere had been a
musician in the household of Elizabeth I and he had assured Evelyn
that the portrait ‘was exceedingly like her’ (Evelyn 1955, 111,
pp. 79–80). Evelyn subsequently wrote that he believed it to be
the work of Belli who ‘had been in England at the time of Queen
ELIZABETH’. He added that he thought that it was ‘now in his
Majesty’s cabinet’ (Evelyn 1755, p. 62 and n.). However, as Valerio
Belli died in 1553/5, Evelyn’s attribution to him cannot be correct.
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This story was transmitted to Walpole via Vertue (Strong (R.) 1963,
p. 128). In his life of Fontenay, Aldini relates that Belli ‘scolpì in
rilievo un’Agata Niccolata la di Lei immagine, che fu riputata un
prodigio dell’arte’ (Aldini 1765, p. 137), which does indeed sound
very much like one of the large cameos.
All agree that these cameos were produced either by a foreigner
working in England or an English artist trained abroad. Kagan
suggests that Jacopo da Trezzo’s work for Philip II might have
influenced English gem engraving. Equally, the influence of Matteo
dal Nassaro may have reached England through Julien de Fontenay.
There is no doubt that an engraver of this capacity can only have
originated in Italy and, secrecy or not, it seems strange that
nothing is known of an artist capable of producing masterpieces
such as no. 231.
It has been suggested that work for Garter jewels may have
encouraged such workshop production. There are, however, no
extant Garter jewels of comparable quality. Within the Royal
Collection there are two female heads on sardonyx of superb
quality, nos. 48 and 56, not unlike no. 231, with gold enamelled

232 ELIZABETH I (?)
Cameo: c.1580
Mount: English, late eighteenth century
Onyx: two white layers, crystalline layer on grey
Open gold mount with foliate loop and ring (Type V)
4.2 × 3.8 cm; 1 5⁄8 × 1 1 1⁄2 in
RCIN

65188

PROVENANCE :

First recorded in the Royal Collection in 1872
1872, no. 284; G&J 1909, no. 29
LITERATURE : Fortnum 1880, p. 17, no. 284; Clifford-Smith 1902–3, p. 241;
Tonnochy 1935, p. 277, ill. p. 276, no. IX; Tonnochy 1953, p. 57; Strong (R.)
1963, no. C3; Kagan 1981a, p. 30
INVENTORY REFERENCES : WCIG

Bust of Elizabeth I (?) (1533–1603) in three-quarter view with her
head in profile to the left. She wears an elaborate gown with a
large ruff and a close-fitting bonnet. Set within a raised border
in the white layer. Convex reverse.
The image recalls no. 230 but the cutting of the stone is
hesitant and sketchily detailed. It has been suggested, most
recently by Kagan, that the cameo was originally an unfinished
portrait of Mary I (1516–58) that was subsequently changed into
an image of her half-sister, Elizabeth I. However, this is unlikely
as large ruffs only became fashionable after the death of Mary I;
she is normally shown with no ruff or at most a very small and
tight-fitting one. Once traced onto the stone in either of these
two formats, the ruff would have been technically impossible
to change.
The mounts for nos. 175, 238 and 245 are similar.
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mounts of the late sixteenth century. Unfortunately, nothing is
known of their early provenances.
No. 231 was the larger of two cameos of Elizabeth I noted by
Horace Walpole at Kensington Palace in 1763: ‘2 of Eliz by Valerio
Vincentino [Belli], the larger good’ (Walpole 1763; see history of
the collection, p. 16); for the smaller cameo see no. 230. Both pieces
were subsequently sent by Walpole to George III the following year
(ra geo/Add.Ms. 16). The difference in quality between the two
pieces precludes a common authorship.
It should be remembered that an antiquarian interest in the
Tudors was rekindled in the first decades of the eighteenth century
and copies of medals were struck or reinvented in their honour:
cf. the copy of the Phoenix medal signed ‘Nicholls’ who may be
the engraver recorded by Vertue as working in London in 1713
(Hawkins 1885 & 1911, 1, p. 125; Vertue 1930–55, xx, p. 11);
cf. also no. 245. The Paris cameo of Elizabeth I was copied in
1878 by M. Bissinger (Babelon 1897, pl. xxii, 2) and was shown
at the International Exhibition in Paris that year.
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233 ELIZABETH I
Cameo: before 1603
Mount: English, late eighteenth century
Sardonyx: brown-white and translucent white-grey
Oval gold brooch with moulded setting.
The reverse with scratched inscription: 2812 HAG s.
3.6 × 2.8 cm; 1 7⁄16 × 1 1⁄8 in
RCIN

23417

PROVENANCE :

Acquired by Queen Mary in 1932
qmb 111, p. 16, no. 68

INVENTORY REFERENCES :

Bust of Elizabeth I (1533–1603) in profile to the left. She wears a
richly ornamented dress with a ruff. A necklace with droplets is
immediately under the ruff and below that a jewelled pendant
and two chains.
A similar cameo of mediocre quality was found in the early
seventeenth-century Cheapside hoard, now the Museum of London
(inv. no. a14063; cf. Forsyth 2003, p. 37).
A scratchmark on the reverse of the stone and the mount is
possibly a dealer’s stock mark.

234 HENRIETTA MARIA (?)
Cameo: c.1640
Mount: seventeenth century
Sardonyx: yellow-brown on translucent grey
Open silver-gilt mount with suspension loop (Type 11)
2.2 × 1.7 cm; 7⁄8 × 5⁄8 in
RCIN

65232

PROVENANCE :

First recorded in the Royal Collection in 1872
1872, no. 188; G&J 1909, no. 73

INVENTORY REFERENCES : WCIG

Female portrait head with short curly hair, in profile to the right.
She wears a circlet and tunic fastened with a brooch over her right
shoulder. The stone is chipped to the top right.
The image recalls miniatures of Henrietta Maria (1609–69),
consort of Charles I, by David des Granges after portraits by
Anthony Van Dyck (cf. Reynolds 1999, nos. 94 and 94a). Compare
also gold and silver badges depicting the Queen (Hawkins 1885
& 1911, pl. xxx1, nos. 3–16). The hairstyle and the drop-pearl
earring are characteristic of the 1630s and 1640s.
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Draped bust of Queen Anne (1665–1714), in profile
to the left. She wears a brooch on her breast and a
fillet in her swept-back hair. Set within a raised
border.
The image is based on the coronation medal of
1702 by John Croker (cf. Hawkins 1885 & 1911, 11,
pl. cxv, nos. 4–6). That medal was itself derived from
the portrait by Godfrey Kneller that was painted to
serve as a model for the Queen’s head on coinage and
medals (Millar (O.) 1963, no. 339). No. 235 may have
been executed at a later date: the style and technique
recall no. 247.
The concave reverse of the mount suggests that it
may originally have formed part of a ring or clasp.

235 QUEEN ANNE
Cameo: eighteenth century
Mount: eighteenth century
Sardonyx: grey and brown
Closed gold mount with concave
reverse, suspension loop and ring
2.2 × 1.8 cm; 7⁄8 × 11⁄16 in
RCIN

65214

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872,
no. 273; G&J 1909, no. 55

236 ANNE, PRINCESS ROYAL
Cameo: English, c.1730
Mount: English, c.1730
Onyx: white and shades of grey
Parcel-gilt silver mount with an openwork frame formed
as a floral wreath surmounted by a bow set with small foiled
Burmese rubies and old mine-cut diamonds.
With suspension loop and later gold ring
5.0 × 4.0 (2.9 × 2.6) cm; 1 15⁄16 × 1 9⁄16 (1 3⁄16 × 1) in
RCIN

65243

PROVENANCE :

First documented in the Royal Collection in 1872
1872, no. 130; G&J 1909, no. 175
LITERATURE : Fortnum 1880, p. 27, no. 130; Clifford-Smith 1902–3, p. 244
INVENTORY REFERENCES : WCIG

Half-figure of Anne, Princess Royal (1709–59), in three-quarter
profile to the right. She wears a low-cut court dress with a robe
hanging from her shoulders. Her hair is swept back and falls in
ringlets at the back. Set within a raised border in the white layer.
Anne, Princess Royal, was the eldest daughter of George II. She
married William IV of Nassau in 1734. The identification of no. 236
may be based on an engraving by John Simon (rcin 603969), after a
portrait of 1728 by Philip Mercier. Alternatively, it may be based on
an enamel miniature of the Princess by Christian Frederick Zincke
that was probably among a group of family portraits commissioned
by George II in 1730 (rcin 421797; Walker 1992, no. 49). Two
smaller versions of this miniature also survive in the collection
(rcin 421032 and 421941; Walker 1992, nos. 50 and 51). Zincke’s
portrait is said to be ad vivum and, unlike many other portraits of
her, does not appear to have been published. It may be, therefore,
that the gem-cutter had access to one of the miniatures above.
Fortnum suggested that the sitter was Maria Clementina
Sobieska (1702–35), consort of Prince James Francis Edward Stuart
‘The Old Pretender’ (1688–1766), adding that one of the daughters
of George II had also been proposed.
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237 PRINCESS CHARLOTTE
Cameo: English, c.1820
Bracelet: English, c.1820s
Onyx (from Saxony): white on grey with pink mottling
Gold mesh bracelet with plaque decorated with cannetille and grainti.
The central part of the bracelet may be detached and worn as a brooch
3.4 × 2.9 cm; bracelet: 17.0 cm.
1 5⁄16 × 1 3⁄16 in; bracelet: 6 11⁄16 in
RCIN

65520

PROVENANCE :

Probably acquired by Queen Mary

Bust of Princess Charlotte (1796–1817) in profile to the left,
depicted in the guise of a Roman empress with a diadem in her hair
and ancient-style necklace. The bust is surrounded by an
inscription cut in relief in the white layer: CARLOTTA GIORGII
CAES FIL AUGUSTA.
Princess Charlotte of Wales was the only child of George IV
and Caroline of Brunswick and heir presumptive to the throne.
She married Leopold of Saxe-Coburg-Saalfeld in 1816. Her tragic
death in childbirth the following year plunged the country into
deep mourning (see Staniland 1997, pp. 34–77).
Large quantities of mourning jewellery were produced
following the death of Princess Charlotte. Despite the absence
of any symbols of death, the cameo with its inscription appears
to be a commemorative piece. The gold bracelet is ornamented
with cannetille and grainti, techniques fashionable in the 1820s
and 1830s (Phillips 2000, pp. 76–7).
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238 MALE PORTRAIT
Cameo: probably English, first half of the eighteenth century
Mount: English, early eighteenth century
Sardonyx: rich brown on grey (visually black)
Open gold collet mount with claw settings, suspension loop and ring (Type v)
6.3 × 4.8 cm; 2 1⁄2 × 1 7⁄8 in
RCIN

43765

PROVENANCE :

First recorded in the Royal Collection in 1872
1872, no. 232; G&J 1909, no. 242

INVENTORY REFERENCES : WCIG

Laureate head of a man, clean-shaven, in profile to the left, in sunken relief
and set within a raised border. The reverse of the stone is concave.
The image recalls a bearded imperial head of which several versions exist:
the brown on white onyx example in the Kunsthistorisches Museum, Vienna,
dates from the early seventeenth century and is listed in the 1619 inventory of
Emperor Matthias; that in the Cabinet des Médailles, Paris, is of sardonyx
and is closer to no. 238: the bust is rounded off in the same way (Babelon
1897, no. 768).
The matt and polished finishing treatment of the stone recurs on some
sixteenth-century gems in the Royal Collection (e.g. nos. 48 and 56). However,
an early date for no. 238 is stylistically impossible.
Although no. 238 is likely to be a portrait, the sitter has so far not been
identified. The cameo is probably English, possibly of the first half of the
eighteenth century. The sitter may in that case be one of the early members of
the Society of Dilettanti. The features resemble those of William, 2nd Duke
of Devonshire (1673–1729), a great collector of coins and Greek and Roman
gems. However, no comparable image of the Duke has been found.
The source of the beautiful sardonyx stones employed for no. 238 and nos.
212, 231 and 245 may be significant: in his catalogue of the 1862 Special Loan
Exhibition at the South Kensington Museum J.C. Robinson deemed it ‘a marvel
that any one artist should have succeeded in assembling together so many
extraordinary antique stones as are here alone enumerated [he is here referring
to the ‘Tudor’ gems] ... Onyxes of such beauty being of the very rarest
occurrence even with antique engravings upon them, whilst to procure uncut,
or rather unused stones of this kind ... has long been almost impossible. All
oriental onyxes of the extraordinary beauty of those now in question are
deemed to be antique’ (Robinson 1862, p. 561).
It is difficult not to link these four large sardonyx cameos, and not only
because they have the same type of mount. The stones are all a perfect shallow
oval of remarkable size and deep colour. It seems that towards the end of the
seventeenth century there were a number of such pieces on the market that were
polished and bevelled to show the layers, but otherwise absolutely plain. They
were highly valued and considered to be ancient. In the Cabinet des Médailles,
Paris, there are a number of such pieces, purchased by Louis XIV between 1689
and 1700; they are mounted in floral enamelled gold frames that are
characteristic of this period. Before 1727 Augustus the Strong of Saxony had
his court jeweller J.M. Dinglinger mount one large and several smaller stones
of the same kind into a jewel-like objet d’art, now in the Grünes Gewölbe,
Dresden (Syndram 1999, p. 212). Might some have reached England and been
used to cut the exceptional pieces now in the Royal Collection? One of the
gems acquired by Louis XIV is cut with an image very like no. 238.
The similarities between no. 238 and no. 245 extend to its hollowed-out
reverse and its eighteenth-century mount. No. 175 also has a similar mount.
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239 MALE PORTRAIT

240 PORTRAIT OF A YOUNG LADY

Cameo: second half of the sixteenth century
Mount: English, late eighteenth century
Onyx: grey and white
Open gold mount with quatrefoil reverse,
with suspension loop and ring (Type v111)
2.5 × 2.3 cm; 15⁄16 × 7⁄8 in

Cameo: North Italian, second half of sixteenth century
Mount: eighteenth century
Onyx: white on grey
Gilt-brass collet mount, with suspension loop and ring (Type 1v)
2.7 × 2.1 cm; 1 1⁄16 × 13⁄16 in

RCIN

PROVENANCE :

65177

PROVENANCE :

Joseph Smith, Venice;
from whom purchased by George III in 1762
INVENTORY REFERENCES : WCIG 1872, no. 281; G&J 1909, no. 18
LITERATURE : Gori 1767, 1, p. 95, pl. xc1x; Aldini 1785, p. 195;
Donati 1989, pp. 42 and 98, pl. xxv11

Portrait bust of a bearded man, wearing a doublet, in profile
to the right.
Gori identifies the sitter as ‘Joannes Baleonius’ (Giovanni
Baglioni) and attributes the cameo to the great Italian master
Giovanni Bernardi da Castel Bolognese (1494–1553/5). Both
attribution and identification have recently been accepted by
Valentino Donati. However, although the quality of the carving is
superb, there is no evidence that Bernardi carved in any material
other than rock crystal. Moreover, Giovanni Baglioni was born in
1571, whereas the sitter in no. 239 wears fashionable Italian dress
of the 1560s. This may be compared to the costume in which Don
Garzia was buried in 1562, preserved in the Galleria del Costume,
Palazzo Pitti, Florence (Moda alla corte dei Medici 1993, p. 61,
fig. 31).
The image is probably based on a medal, for example that
depicting Fabrizio Vaiano with an almost identical pose and
dress, by an anonymous medallist of 1563, in the British
Museum, London (inv. no. 532.9.1026).

RCIN

65179
First recorded in the Royal Collection in 1872
1872, no. 270; G&J 1909, no. 20

INVENTORY REFERENCES : WCIG

Bust of a young lady, in profile to the left. She wears an elaborate
gown with hanging sleeves and a high collar. A pendant suspended
from a twisted ribbon or chain hangs around her neck. Her hair is
intricately plaited and a small veil falls down the back of her neck.
The stone is cracked to the right; a small chip at the back of the
head is filled by the mount.
Compare nos. 241, 243 and 244 for further pieces from the
series of cameos depicting court ladies wearing fashionable Italian
dress of the 1560s and 1570s. The hanging sleeves worn by the
sitter in no. 240, however, became fashionable somewhat later.
For a similar hairstyle cf. no. 133.
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241 PORTRAIT OF A LADY
Cameo: second half of the sixteenth century
Mount: English, late eighteenth century
Onyx: white on pale, semi-transparent grey
Open gold mount with quatrefoil reverse.
With loop and ring (Type v111)
3.5 × 2.8 cm; 1 3⁄8 × 1 1⁄6 in
RCIN

65178

PROVENANCE :

Joseph Smith, Venice;
from whom purchased by George III in 1762
INVENTORY REFERENCES : WCIG 1872, no. 287; G&J 1909, no. 19
LITERATURE : Gori 1767, 1, p. 96, pl. c; Aldini 1785, p. 196; Liverani 1870,
pp. 25–6; Vasari 1878–85, v, pp. 374–5, n. 3; Fortnum 1880, xlv, p. 32,
no. 287, pl. 1v; Clifford-Smith 1902–3, 111, p. 242; Dalton 1915, no. 484;
Slomann 1926, p. 20, n. 5; Eichler & Kris 1927, no. 277; Kris 1929, 1,
no. 392, p. 60, 11, pl. 94; Righetti [1952], p. 20; Vivian 1971, p. 91, fig. 62;
George III 1974, no. 79; Aschengreen Piacenti 1977, pp. 79–83;
Donati 1989, pp. 42, 100; King’s Purchase 1993, no. 88;
George III 2004, no. 424

Bust of a young lady, in profile to the left. She wears an elaborate
gown with a high collar, strings of pearls hang around her neck
and her hair is intricately plaited.
Gori identifies the sitter as Margherita of Austria (1522–86),
the illegitimate daughter of Charles V, married first to Alessandro
de’ Medici, Duke of Florence, and subsequently to Ottavio Farnese,
Duke of Parma and Piacenza and Governor of the Netherlands.
He attributes the cameo to Giovanni Bernardi da Castel Bolognese
(1494–1553/5) and identifies it with the portrait of Margherita
mentioned by Vasari as having been executed by Giovanni for
Cardinal Farnese in competition with Valerio Belli. Both
assumptions were refuted by Eichler and Kris in 1927 and again
by Kris in 1929. However, they were taken up again and given great
emphasis by Donati. It may therefore be worth re-examining
Vasari’s original comments. In his second edition, where he includes
gem-engravers, Vasari does relate the story quoted by Gori, but he
does not mention any material other than rock crystal; indeed
neither Giovanni Bernardi nor Valerio Belli is known to have cut
other gemstones. Milanesi, who produced a nineteenth-century
edition of Vasari, subsequently noted in his editorial comments
that the portrait of Margherita of Austria was in England; it had
been in the Smith collection and was included in the Dactyliotheca
Smithiana together with the portrait of Giovanni Baglioni (no.
239). Milanesi had obviously seen neither and he does not comment
on the stones employed. Slomann wrote in 1926 with greater
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caution: ‘In Thieme Becker ten crystals by Giovanni are mentioned
as now existing, not counting the eleventh, the portrait of
Margherita of Parma, which was hardly a crystal … Hitherto,
at all events, it has been supposed that this portrait was an onyx
cameo, which was acquired with the collection of Consul Smith
by George III, and is now at Windsor Castle.’ Kris, referring
specifically to Gori, states quite clearly that the portrait has
been called Margherita of Austria ‘without a reason’; at this
point the Bernardi hypothesis collapses.
In a portrait of Margherita of Austria on a medal by
Domenico di Polo of 1536, her hair is similar to no. 241
but she is dressed all’antica (cf. Fox 1988, no. 8, p. 204).
No. 241 belongs to a group of cameos of Renaissance
ladies represented in most major collections. Within this group
Kris describes no. 241 as ‘the example of highest artistic value’,
echoing Dalton’s view that ‘Cameos representing ladies in similar
costumes are numerous. A fine example is in the Royal Collection
at Windsor.’
Various identifications have been attempted for the pieces
in other collections: these include Mary Stuart, Bianca Cappello
and Margaret of France, to name but a few. However, no. 241
remains unidentified. It was probably derived from a North
Italian bronze medal of the third quarter of the sixteenth
century, a date which corresponds with the costume depicted.
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242 PORTRAIT OF A LADY

243 PORTRAIT OF
A YOUNG LADY

Cameo: probably Italian, c.1560
Mount: late eighteenth century
Onyx: white on black
Closed gold mount with hook-shaped
suspension loop and ring (Type 1x)
1.9 × 1.5 cm; 3⁄4 × 5⁄16 in
RCIN

Cameo: North Italian,
second half of sixteenth century
Mount: eighteenth century
Onyx: white on translucent grey
Gilt-brass collet mount (Type 1v)
2.6 × 1.9 cm; 1 × 3⁄4 in

65198

PROVENANCE :

Queen Caroline (?); possibly first
recorded in the Royal Collection in 1763
INVENTORY REFERENCES : WCIG 1872, no. 283;
G&J 1909, no. 39

Bust of a widow, in profile to the right.
She wears an elaborate low-necked
bodice with a high collar. A veil formed
into a widow’s peak covers her tightly
curled hair and falls down her back.
The 1872 inventory identifies the
sitter as Mary, Queen of Scots. It is
possible that no. 242 was the ‘very fine
head of Mary Queen of Scots, profile
with a veil, cut on onyx, in old setting
for a thumbring’ seen by Walpole at
Kensington Palace in 1763 (Walpole
1763; see history of the collection, p.
16). That cameo was sent by Walpole
the following year to George III, when
it was described as ‘A most beautifull
head of Mary Queen of Scots, profile,
cameo on onyx. I beleive [sic] by
Valerio Vicentino, or a better hand’
(ra geo/Add.Ms. 16). No. 242 is indeed
of particularly high quality;
if it is the piece described above, its
ring setting must have been replaced
by the present mount in the late
eighteenth century.
It has not been possible to find
a convincing model for the likeness.
A medal of Mary, Queen of Scots, by
Jacopo Primavera comes close, but the
dress is different and suitably high
necked. Another contemporary widow
might be Catherine de’ Medici, but
the low-cut neckline makes that
identification unthinkable. The
costume was fashionable during the
1560s and suggests that the cameo
may be Italian.
Wax along the edge of the mount,
to the top right, may indicate that the
cameo was set in an existing mount
that had to be filled out.

RCIN

65176

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872,
no. 282; G&J 1909, no. 17

Bust of a young lady, in profile to the right, wearing an elaborate
gown and a string of pearls. Her hair is intricately plaited.
No. 243 belongs to a series of cameos represented in most
major collections that depict Renaissance court ladies. They are
based on North Italian medals of the sixteenth century. Four
variants are in the Royal Collection – nos. 240, 241, 243 and 244.
No. 243 appears to be a simplified, mirrored version of no. 241,
which is the most outstanding example in the group. Although
the images are undoubtedly portraits, the sitters are yet to be
identified. Their costume is in the Italian fashion of about
1560 /70.

244 PORTRAIT OF
A YOUNG LADY
Cameo: North Italian,
second half of sixteenth century
Mount: English,
late eighteenth century
Onyx: white and grey
Closed red gold mount with
concave reverse, hook-shaped
suspension loop and ring (Type 1x)
2.2 × 1.7 cm; 7⁄8 × 5⁄8 in
RCIN

65202

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872,

no. 257; G&J 1909, no. 43

Bust of a young woman, in profile to the right. She wears an
elaborate gown with a high turned-back collar and has a
headband in her hair. A veil falls down her neck and back.
The profile and the fillet both recall no. 138. The unidentified
sitter wears costume fashionable in Italy during the 1570s.
Compare nos. 240, 241 and 243 for further examples from a series
of cameos that depict Renaissance court ladies. The pendant that
hangs from a twisted ribbon or chain around the sitter’s neck
recurs on no. 240.
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245 HENRY VIII AND PRINCE EDWARD
Cameo: eighteenth century
Mount: eighteenth century
Sardonyx: reddish-brown, white, visually black ground
Open gold mount with claw settings;
suspension loop and ring (Type v)
5.7 × 7.8 cm; 2 1⁄4 × 3 1⁄16 in
RCIN

65189

PROVENANCE :

Probably Queen Caroline;
first documented in the Royal Collection in 1763
INVENTORY REFERENCES : WCIG 1872, no. 285; G&J 1909, no. 30
LITERATURE : Robinson 1862, no. 6641.5; Fortnum 1880, p. 16, no. 285;
Clifford-Smith 1902–3, p. 238; Dalton 1915, no. 95; Tonnochy 1935, xcv, p. 277,
ill. p. 276, no. 111; Tonnochy 1953, p. 54; Holbein and the Court of Henry VIII
1978–9, no. 95; Kagan 1981a, pp. 29–36; Scarisbrick 1994, p. 82;
Kagan 1996, p. 141

Obverse: busts of Henry VIII (1491–1547) and the young Prince
Edward (1537–53). The King is in three-quarter profile to the right
and the Prince is seen frontally. The King places his left hand on
his son’s shoulder, and the Prince holds a flower in his right hand.
Their skin is rendered matt and the rest, including the eyes, is
polished. The relief is flat and flush with the surrounding raised
edge and bevelled border. The layering of the stone is visible from
the side. It is similar to no. 238, and the mount may be compared
with nos. 175, 232 and 238.
Reverse: a mirror image of the obverse, rudimentarily repeated in
intaglio; the Prince wears a cap over his bonnet.
There are no double portraits of Henry VIII and Prince Edward
with which to compare this image. The group appears to combine
two independent portraits based on prototypes by Hans Holbein
the Younger (1497/8–1543). The King in three-quarter profile is
seen in Holbein’s cartoon for the Whitehall Mural in the National
Portrait Gallery, London (cf. Millar (O.) 1963, fig. 11), and again
in the portrait in the Thyssen-Bornemisza collection, Madrid (see
p. 10, fig. 1; Dynasties 1995, no. 5). However, in both of the above
the King’s dress differs from no. 245 in so far as the doublet has
pairs of buttons and the shirt has an embroidered neckband. The
closest parallels to the King’s dress as seen in the cameo are found
in replicas of the lost Whitehall Mural; cf. for example the
anonymous late sixteenth-century copy in the Royal Collection
that includes the same single row of jewelled buttons, with three
rows of slashes on either side and the bent-over shirt collar (rcin
405871; Millar (O.) 1963, no. 36). The most remarkable – indeed
astonishing – difference in the cameo is the lack of the great collar
which is such a notable element in all the paintings (and
reads like a shadow in no. 212).
The image of Prince Edward is derived from the portrait by
Holbein in the National Gallery of Art, Washington dc (Dynasties
1995, no. 6). That portrait includes the cap, as on the intaglio
reverse of no. 245. The pose, however, is slightly different: his right
hand is outstretched and the left holds a rattle. A preliminary
drawing for the portrait survives in the Royal Collection (rcin
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912200). In no. 245 the left hand of the King rests awkwardly on
the Prince’s shoulder and appears disconnected from the body.
During the recent technical examination of the gem it was
noticed that when it was strongly lit from behind the images on the
obverse and reverse combine to produce a single image of greater
depth and subtlety (verbal communication from Christopher Cavey
and Nigel Israel). This effect is similar to that found on porcelain
lithophanes which, by varying the thickness of the translucent
porcelain, reveal images when illuminated from behind. This
unusual feature also occurs on no. 212, which was probably made
by an engraver who had seen no. 245. This ‘lithophanic’ effect is
hitherto unknown in gem engraving and is therefore difficult to
explain. A cameo of Prince Edward, based on the same Holbein
drawing and similar in treatment to no. 245, is in the Devonshire
collection at Chatsworth House (inv. no. 48). It also has an intaglio
on the reverse. George Vertue recorded and drew a cameo of Henry
VIII in profile with an intaglio on the reverse ‘sett in a gold hoop or
swivell to hold it as at Sealing’ (Vertue 1935–6, IV, p. 84).
No. 245 was discussed extensively by Fortnum and in recent
years has been the object of serious study (Kagan 1981a and Kagan
1996). Kagan concluded that it may be seen as a piece of political
or dynastic propaganda, executed between 1539/40 (the date of
the Holbein portraits) and 1544 (when Mary and Elizabeth were
granted the right of succession). Richard Astill, stone-engraver to
Henry VIII, has been proposed as its author. However, he remains
a shadowy figure and no certain work from his hand has yet been
identified.
The authenticity of the cameo has never been doubted.
Clifford-Smith identifies it with the ‘large agate graven with the
picture of King Henry VIII and Edward VI’ among the jewels
which, in the year 1629, Charles I removed for sale ‘with his own
hands’ from the secret jewel house of the Tower of London. It is
curious, however, that the King has been portrayed without his
splendid collar ‘of such Balistes and Perle that few men ever saw
the lyke’ (Princely Magnificence 1980, no. P4). Moreover, the
position of the King’s hand looks unnatural and seems to indicate
a degree of paternal affection out of keeping with the sixteenth
century, a period when gestures had a symbolic rather than a
sentimental meaning. Where a somewhat similar pose occurs, for
example in the anonymous painting of the family of Henry VIII,
c.1545, the intention is obviously to underline the succession (rcin
405796, Millar (O.) 1963, no. 43). This intention is even clearer in
the painting of the Grand Duchess Maria Maddalena and her son
by Giusto Suttermans, 1623 (Uffizi Gallery, Florence, inv. no. 2246).
There the Duchess rests one hand on the shoulder of her young son
while the other points to the crown placed on a table by her side.
The device of superimposing two ‘flat’ images may also account
for the curiously unmodelled execution, which points to a derivative
commission not contemporary with the sitters. This, together with
the technique (which has no parallel in documented sixteenth-century
pieces), suggests a renewed analysis of the problem of dating.
It is difficult to imagine that Elizabeth I would have
commissioned the cameo. There would have been no reason for
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her to want a loving portrait of her dead father and brother
once she herself was safely on the throne. The gem does
recall the large cameo of the Queen (no. 231), but the two
gems are quite clearly by different hands. The most likely
period would therefore be in the first half of the eighteenth
century when there was a substantial revival of interest in
the Tudor period, starting with the reissue of Spenser’s
Faerie Queen in 1725 and culminating with Peter
Scheemaker’s monument to Shakespeare of 1740 in
Westminster Abbey, London.
The only known fact relating to the early history of the
gem dates from 1763, when it was seen by Horace Walpole
at Kensington Palace: ‘Hen. 8 and Pr. Edw. cameo on one
side, intaglia on the other’ (Walpole 1763; see history of the
collection, p. 16). It was delivered, together with the other
‘curiosities’, among them no. 212, to George III on 22
March 1764: ‘King Henry 8th with Prince Edward, on
Sardonyx, cameo on one side, and intaglia on the other;
by Valerio Vicentino’ (ra geo/Add.Ms. 16). As argued by
Fortnum, an attribution to Valerio Belli is out of the
question for reasons of style.
This reference not only gives us an obvious terminus
ante quem; it also connects the cameo with Queen Caroline
(possibly bringing the terminus ante quem to 1737, the year
of her death). The Queen had reunited the early royal
portraits, including Remigius van Leemput’s copy of
Holbein’s Whitehall Mural (rcin 405750), and displayed
them in her closet in Kensington Palace, where George
Vertue saw them in 1734. Vertue’s watercolour copy of the
Leemput is signed and dated 1737 and was subsequently
engraved (rcin 680374; cf. Millar (O.) 1963, no. 216, p.
117). He also saw Holbein’s portrait drawings of members
of Henry VIII’s court in 1739 and was authorised to copy
them in 1743. In 1731 Jean Dassier began the series of
medals of English monarchs (including Henry VIII) that
was to be struck repeatedly in the 1730s. The likeness of
Henry VIII on no. 245 is slightly different from that found
on these medals and differs from other eighteenth-century
medallic versions of the King. It would seem that no. 245
pre-dates all these popular medals (cf. also no. 212).
It should also be noted that by the early eighteenth
century gem-engravers of renown were working in England,
for example Charles Christian Reisen (1680–1725), who was
recorded by Vertue (Vertue 1933–4, 111, p. 13 and esp.
pp. 25–7); and at the same time significant gem-collectors
began to emerge, especially following the foundation of
the Society of Dilettanti in 1734.
A cast of no. 245 which includes the reverse intaglio is
in the Walters Art Museum, Baltimore (inv. no. 42.183/4).
It is listed as a cast of the Royal Collection gem and is
contained in a box from Rundell, Bridge & Rundell.
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246 BROOCH WITH CAMEO
OF THE FOUR GEORGES
Cameo: English, 1820
Brooch: English, 1820 with later additions
Sardonyx: white on brown, diamonds
Wreath of laurel and palm leaves set with rose-cut diamonds
in silver mounts on a matted yellow-gold ground.
Surmounted by a diamond-set crown.
The reverse with later open mount of red gold with brooch pin
and slide loops
5.9 × 7.0 (3.5 × 5.0) cm. 2 15⁄16 × 2 3⁄4 (1 3⁄8 × 1 15⁄16) in
RCIN

65530

PROVENANCE :

Supplied for George IV by Rundell, Bridge & Rundell, 21 October 1820;
presented to Queen Mary on her wedding by Earl and Countess Cadogan, July 1893
INVENTORY REFERENCE: qmb 1, no. 100, p. 22
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Oval cameo of the jugate heads of the four Georges in profile to
the right with their shoulders turned in three-quarter view. George
IV is in front with his three predecessors receding behind him.
They each wear a laurel wreath and classical cuirass. Engraved on
the reverse within the Garter motto: ACCESSIT / GEORGE I Aug
1 1714 / GEORGE II June 11 1727 / GEORGE III Oct 25 1760 /
GEORGE IV Jan 29 1820.
This brooch appears to have been made from the top of the
‘very elegant & richly chased Snuff Box, with devices, & Cameo
of the four King Georges of England raised on Onyx, set with
Brilliant Ornaments & Crown’ that was supplied to George IV
by Rundell, Bridge & Rundell on 21 October 1821 for £364 (ra
geo/26002). This important box, however, does not appear in
the list of George IV’s snuffboxes sold by William IV to Rundells
in 1830. It was probably given to one of George IV’s favourites
shortly after it had been supplied. The snuffbox was evidently
dismantled and the lid converted into its present form as a
brooch before its presentation to Queen Mary in 1893.
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247 GEORGE II AND CAROLINE OF ANSBACH
Cameos: c.1730
Ring: early nineteenth century
Onyx: white and black
Gold ring; the bezel set with two cameos in gold mounts surrounded
by two large and twenty small diamonds in silver settings.
The reverse of the bezel with Garter motto in blue enamel:
HONI SOIT QUI MAL Y PENSE
1.9 × 1.9 cm; ring: h 2.0 cm, hoop w 1.9 (1.7) cm.
3
⁄4 × 3⁄4 in; ring: h 13⁄16 in, hoop w 3⁄4 (5⁄8) in
RCIN

65422

PROVENANCE :

Belonged to King Edward VII;
presented to King George V and Queen Mary by Queen Alexandra, 1910
INVENTORY REFERENCES : r&s 1912, case c, no. 20; gvij 1908, f. 91

Busts of George II (1683–1760), in profile to the left, and Caroline
of Ansbach (1683–1737), in profile to the right.
The cameos were probably executed in England before the
death of Queen Caroline. The portrait of the King is similar to
no. 223. It appears the two cameos were mounted into the ring at a
later date: the heavy gold band that unites them and the setting of
the stones recall early nineteenth-century Garter badges (cf. nos.
302 and 303).

248 KING GEORGE V AND QUEEN MARY
English, c.1930
Sardonyx: white on orange-brown
3.1 × 2.5 cm; 1 1⁄4 × 15⁄16 in
RCIN

71234

PROVENANCE :

Probably acquired by King George V
or Queen Mary

Jugate busts in high relief of King George V (1865–
1936) and Queen Mary (1867–1953) in profile to
the left, with the King in front of the Queen. Both
are dressed in robes of state. The King wears the
Imperial State Crown and Queen Mary a tiara
and choker.
Neither the date of acquisition nor the maker
of this very late, unmounted cameo is known.
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249 COW AND HORSE
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250 DOG

251 TWO DOGS

Cameo: Milan, sixteenth century /
early seventeenth century
Mount: seventeenth century
Banded agate: light brown and white
Open silver-gilt mount
with suspension loop (Type 11)
1.5 × 1.7 cm; 9⁄16 × 5⁄8 in

Cameo: late sixteenth /
early seventeenth century
Mount: seventeenth century
Banded agate: orange and olive-green
Open silver-gilt mount
with suspension loop (Type 11)
1.6 × 2.7 cm; 5⁄8 × 1 1⁄16 in

Cameo: Milan, sixteenth century /
early seventeenth century
Mount: seventeenth century
Agate: orange and mottled black
Open silver-gilt mount
with suspension loop (Type 11)
1.5 × 1.6 cm; 9⁄16 × 5⁄8 in

RCIN

RCIN

RCIN

65804

65230

65226

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 65;
G&J 1909, no. 82

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 38;
G&J 1909, no. 71

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 39;
G&J 1909, no. 67

A cow standing in front of a horse facing
right. Deeply undercut. The stone is
concave on the reverse.
A most unusual combination of
animals on an otherwise common gem
type (cf. no. 252). No. 249 appears to
belong to a series of cameos in the Royal
Collection (cf. nos. 250–2).

A dog couchant, its head turned back,
seen slightly from above.
This particular viewpoint has a long
history that goes back to the early Staufer
cameo of a wolf couchant in the Musée
d’Art et d’Histoire, Geneva (Zeit der
Staufer 1977, 11, no. 868, ill. 641).
No. 250 belongs to a series of animal
representations in the Royal Collection,
typical of the late sixteenth / early
seventeenth centuries, for example nos.
249, 251 and 252, all with similar mounts.

Two dogs, one sitting, the other standing
behind, facing left. The colours of the
stone have been exploited so that the
dogs’ heads stand out in orange.
Tiny cameos of birds and beasts,
often in pairs, had become a Milanese
speciality by the late sixteenth century
(cf. no. 252). No. 251 belongs to a series
in the Royal Collection, cf. nos. 249, 250
and 252.

ANIMALS

252 TWO DROMEDARIES
Cameo: late sixteenth / early seventeenth century
Mount: seventeenth century
Onyx: light brown and grey
Open silver-gilt mount with suspension loop (Type 11)
1.3 × 1.6 cm; 1⁄2 × 5⁄8 in
RCIN

65803

PROVENANCE :

First recorded in the Royal Collection in 1872
1872, no. 40; G&J 1909, no. 81

INVENTORY REFERENCES : WCIG

A pair of dromedaries on a ground line, one behind the other, facing right. A drill
hole at the back remains from an earlier attachment.
Tiny cameos depicting pairs of animals have been preserved in large quantities.
They are often inserted as decoration on seventeenth-century bowls or vases; an
enamelled gold bowl in the Royal Treasury, Stockholm, has an entire procession
round the edge of the cover (inv. no. hgk ss 22; Steingräber 1968, p. 150, ill. 6 and 7).
There are two series of such cameos with rich sixteenth-century frames in the
Kunsthistorisches Museum, Vienna, that were intended to be worn as hat ornaments
(Eichler & Kris 1927, nos. 379 and 381).
The type goes back to the late sixteenth-century Milanese gem-engraver Giovanni
Antonio Masnago. In 1595 he was described as ‘huomo di gran valore nell’arte delli
Camei e massimo nell’intagliare animali, e frutti di colori giusti conforme al naturale’
(Morigia 1595, p. 295). No. 252 seems to be a late example of this fashion. Compare
also nos. 249–51.

253 LION
Cameo: Edward Burch, post-1792
Ring: English, late eighteenth century
Sardonyx: brown, white and orange
Gold ring with open bezel and fluted shank
with fan-shaped ends (Ring type ii)
2.0 × 2.4 cm; ring: h 2.5 cm, hoop w 2.2 (1.9) cm.
13
⁄16 × 15⁄16 in; ring: h 15⁄16 in, hoop w 7⁄8 (3⁄4) in
RCIN

65168

INVENTORY REFERENCES : WCIG

1872, no. 118; G&J 1909, no. 9

A recumbent lion, facing right, under a radiant sun. It rests its head on its forepaws.
Inscribed below the lion: BURCH.
The signature is that of Edward Burch (1730–1814), the renowned English gemengraver. There are two further pieces by him in the Royal Collection: an intaglio
(no. 259) and a Garter gem (no. 303). On 16 January 1824 Rundell, Bridge & Rundell
invoiced George IV for ‘a piece of gold added to enlarge the ring with the lion’ at a
cost of 5s (ra geo/26053): this may refer to no. 253.
The sleeping lion is based on one of the two marble lions of 1792 on the tomb of
Pope Clement XIII in the Basilica of St Peter, Rome, by Antonio Canova (1757–1822).
A similar subject, in intaglio, is among the casts by Thomas Cades (cf. Cades 1836).
Burch is better known for his intaglios; cameos by him are extremely rare.
Although this cameo is not in Burch’s catalogue, it has been pointed out that the
body of the lion closely resembles that of Burch’s crouching bear (Burch 1795, no. 93;
verbal communication from Gertrud Seidmann).
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254 APOLLO
Intaglio: eighteenth century
Mount: English: late eighteenth century
Carnelian
Open gold mount with quatrefoil reverse,
suspension loop and ring (Type v111)
3.0 × 2.6 cm; 1 3⁄16 × 1 in
RCIN

65826

PROVENANCE :

Joseph Smith, Venice;
from whom purchased by George III in 1762
INVENTORY REFERENCES : WCIG 1872, no. 264; G&J 1909, no. 104
LITERATURE: Gori 1767, 1, p. 9, pl. 1v; Aldini 1785, p. 176;
Aschengreen Piacenti 1977, p. 83

Bust of Apollo, in profile to the right. He wears a mantle and has a
band of flowers and leaves in his hair. On his back he has a quiver
of arrows, and a bow can be seen to the right of his shoulder.
The image is derived from a sard intaglio of the Roman imperial
period in the Museo Archeologico, Florence (inv. no. 14851). No.
254 is, however, depicted in reverse and has several variations,
notably in the drapery. This is the same Apollo type as on no. 25.
No. 254 is by the same hand as six other carnelian intaglios
from the Smith collection: nos. 255, 256, 260, 263, 264 and 265.
The group of nine recorded in the 1830 inventory presumably
included these seven pieces, together with nos. 258 and 261.
See no. 264 for further comments about this group.

255 HERCULES
Intaglio: eighteenth century
Mount: English, late eighteenth century
Carnelian
Open gold mount with quatrefoil reverse, suspension loop and ring
(Type v111)
3.2 × 2.4 cm; 1 1⁄4 × 15⁄16 in
RCIN

65827

PROVENANCE :

Joseph Smith, Venice; from whom purchased by George III in 1762
1872, no. 122; G&J 1909, no. 105
LITERATURE : Gori 1767, 1, p. 43, pl. xx111; Aldini 1785, p. 181;
Aschengreen Piacenti 1977, p. 83
INVENTORY REFERENCES : WCIG

Head of the ‘Youthful Hercules’, in profile to the left, with a club over
his right shoulder. Inscribed in reverse Greek letters below the neckline:
ΓΝΑΙΟ C (GNAIOS).
A copy of a beryl intaglio of the Roman imperial period. That
gem is signed by the Greek gem-engraver Gnaios and was formerly
in the Strozzi, then Blacas, collection and now in the British Museum,
London (cf. Walters 1926, no. 1892).
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Gori and Aldini both correctly identified no. 255 as a modern
copy ‘but nonetheless worthy of admiration’. It was probably one
of the ‘9 cornelian intaglios’ listed at Windsor Castle in 1830 (wcij
1830, f. 38). See no. 264 for further comments about this group.
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256 HERCULES
Intaglio: eighteenth century
Mount: late eighteenth century
Carnelian
Open gold mount with suspension loop and ring
2.8 × 2.3 cm; 1 1⁄8 × 7⁄8 in
RCIN

65832

PROVENANCE :

Joseph Smith, Venice;
from whom purchased by George III in 1762
INVENTORY REFERENCES : WCIG 1872, no. 153; G&J 1909, no. 110
LITERATURE : Gori 1767, 1, p. 49, pl. xxv111;
Aldini 1785, p. 182; Vivian 1971, p. 91;
Aschengreen Piacenti 1977, p. 83

Head of Hercules, bearded, in profile to the right. He wears the
lionskin tied round his neck. Inscribed in reverse Greek letters
behind the neck: ΑΔ. (AD).
A copy of a sard intaglio of the Roman imperial period in the
British Museum, London (Walters 1926, no. 1880). The wreath
however has been omitted and the inscription, which refers to the
Greek gem-engraver Admon, added. Inscribing the name or initials
of a famous engraver of antiquity was common practice in the
eighteenth century.
Gori and Aldini accepted no. 256 as ancient; Gori quotes the
gem as an example of Admon’s work. Compare no. 56 for an
image of Hercules after the same prototype.
No. 256 was probably one of the ‘9 cornelian intaglios’ listed
at Windsor Castle in 1830 (wcij 1830, f. 38). See no. 264 for further
comments about this group.
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257 MARS (?)
Intaglio: probably seventeenth century
Mount: c.1700
Agate: grey with pale brown
Open silver and silver-gilt mount with openwork frame
set with freshwater pearls, rose-cut diamonds and emeralds; reverse silver-gilt
4.8 × 3.8 (3.2 × 2.6) cm; 1 7⁄8 × 1 1⁄2 (1 1⁄4 × 1) in

Intaglio: Italian, eighteenth century
Mount: eighteenth century
Carnelian
Open silver-gilt mount with wide collet setting
and suspension loop
3.1 × 2.3 × 0.6 cm; 1 1⁄4 × 7⁄8 × 1⁄4 in

RCIN

RCIN

65251

PROVENANCE :

First recorded in the Royal Collection in 1830
INVENTORY REFERENCES : WCIG 1872, no. 231; G&J 1909, no. 182
LITERATURE : Fortnum 1880, p. 24, no. 231

Head of a bearded warrior, in profile to the left. He wears a necklace and a helmet
decorated with a horse-drawn chariot. To the right of the head is a small full-length
female figure holding up a piece of drapery.
Based on a Hellenistic (?) amethyst intaglio, said to depict Massinessa, in the
Museo Archeologico, Florence (inv. no. 14954; Tondo & Vanni 1990, no. 99). A
variant, also described as Massinessa, was in the Agostini collection (Bellori 1657–86,
pl. 66 and p. 41; Aldini 1785, p. 204). No. 257 may have been inspired by the
illustration in the catalogue of the Agostini collection. Massinessa was King of the
Massyli, the easternmost tribe of the Numidia. By adding the naked female figure
(her drapery recalling the statue of Venus Kallipygos in the Museo Archeologico
Nazionale, Naples) the engraver may have intended to interpret the warrior as Mars.
The mount is probably of about 1700 or earlier, and comparable to mounts of
gems in the Kunsthistorisches Museum, Vienna (cf. Eichler & Kris 1927, nos. 429
and 524), as well as to other silver-gilt scroll mounts in the Royal Collection
(nos. 96 and 208).
No. 257 may be identified as the ‘intaglio set round with emeralds, pearls and
roses’ listed at Windsor Castle in 1830 (wcij 1830, f. 38).
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258 MERCURY

65833

PROVENANCE :

Probably first documented
in the Royal Collection in 1830
INVENTORY REFERENCES : WCIG 1872, no. 11;
G&J 1909, no. 111

Head of Mercury, in profile to the left. He wears
a cloak fastened with a brooch and has wings in
his short curly hair. To the left is a caduceus.
The stone is cracked and the mount fills an area
of loss at the lower right. (Cast not possible.)
The image may be based on an Augustus
with caduceus, formerly in the Marlborough,
then Ionides, collection, and now in the British
Museum, London (Boardman 1968, no. 19;
Vollenweider 1966, pl. 53, 1, pp. 53ff, n. 39,
where Vollenweider attributes it to Solon).
The curly hair though appears to be more
like the Hercules type (Vollenweider 1966,
pl. 42, 1, p. 45, no. 47).
No. 258 was probably one of the ‘9
cornelian intaglios’ listed at Windsor Castle
in 1830 (wcij 1830, f. 38). See no. 264 for
further comments about this group.
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259 MAENAD
Intaglio: Edward Burch, 1787
Ring: English, 1787
Sardonyx: orange, brown and white
Gold ring with open bezel
3.9 × 2.9 cm; ring: h 2.2 cm, hoop w 2.3 (2.0) cm;
1 1⁄2 × 1 3⁄16 in; ring: h 7⁄8 in, hoop w 7⁄8 (13⁄16) in
RCIN

65196

PROVENANCE :

Purchased by George IV, when Prince of Wales, 1787
1872, no. 181; G&J 1909, no. 37
LITERATURE : Fortnum 1880, p. 27, no. 181; Aschengreen Piacenti 1972, fig. 7
INVENTORY REFERENCES : WCIG

Bust of a maenad, in profile to the left. She wears a tunic fastened
with brooches over the shoulders and has a wreath of grapes and
vine leaves in her long curly hair. The edge of the gem is bevelled to
reveal the layers of the stone. Along the neckline is the inscription
in reverse: BURCH RA.
The maenad type is derived from depictions of Antinous
(cf. nos. 264 and 265).
No. 259 is almost certainly the ‘fine sardonyx with the head
of a Bacchanalian by Burch’ purchased for £231 in 1787 by George
IV, when Prince of Wales, from Stephen Rice, the goldsmith (ra
geo/25676). Edward Burch (1730–1814) was at that time the
foremost gem-engraver in England. He became an associate
member of the Royal Academy in 1770 and was made a full
member the following year; his gems were shown regularly
at the Royal Academy exhibitions.
Burch was famed chiefly as an engraver of intaglios and the
superb quality of no. 259, superior to the two cameos by Burch in
the Royal Collection (nos. 253 and 303), underlines this point. It
is described in Burch’s catalogue of casts as a ‘Bacchus, sardonyx
intaglio, owned by the Prince of Wales’ (Burch 1795, no. 39). The
same catalogue describes an ‘Apollo Belvedere, cornelian intaglio
owned by the Prince of Wales’ (Burch 1795, no. 18). That intaglio
was purchased from Stephen Rice at the same time as no. 259 but
no longer survives in the collection. Following their purchase both
intaglios were immediately made into rings at a cost of £9 9s.
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260 MEDUSA
Intaglio: eighteenth century
Mount: English, late eighteenth century
Carnelian
Open gold mount with quatrefoil reverse,
suspension loop and ring (Type v111)
3.4 × 2.8 cm; 1 5⁄16 × 1 1⁄8 in
RCIN

65829

PROVENANCE :

Joseph Smith, Venice;
from whom purchased by George III in 1762
INVENTORY REFERENCES : WCIG 1872, no. 248; G&J 1909, no. 107
LITERATURE : Gori 1767, 1, p. 41, pl. xx1; Aldini 1785, p. 181;
Vivian 1971, p. 91; Aschengreen Piacenti 1972, pp. 63–70, fig. 6;
Aschengreen Piacenti 1977, p. 81, fig. c, p. 83

Head of Medusa, in profile to the right, with snakes
intertwined in her hair. Inscribed at the back of the head in
reverse Greek letters: ΣΟΛΩΝΟΣ (SOLONOS).
A faithful copy of the famous chalcedony intaglio, signed
by the Greek gem-engraver Solon, formerly in the Strozzi, then
Blacas, collection and now in the British Museum, London
(Walters 1926, no. 1829; Zazoff 1983, p. 319, pl. 93.4). Gori and
Aldini recognised no. 260 as a modern copy but judged it ‘not
inferior to the original’. Gori includes a similar Medusa head
(pl. xx11), which has since disappeared or perhaps never
reached England when the Smith gems were acquired by
George III.
The Solon Medusa was widely copied in the eighteenth
century: Edward Burch’s catalogue of casts describes a
chalcedony intaglio ‘owned by Earl Shelburne. Copied from
the Strozzi Medusa in the Baron Stosch collection’ (Burch 1795,
no. 1).
No. 260 was probably one of the ‘9 cornelian intaglios’
listed at Windsor Castle in 1830 (wcij 1830, f. 38). See no. 264
for further comments about this group.
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261 TEMPERANCE AND PRUDENCE
Intaglio: early eighteenth century
Mount: eighteenth century
Carnelian
Open collet-like mount with suspension loop and ring
2.9 × 2.0 cm; 1 3⁄16 × 13⁄16 in
RCIN

65834

PROVENANCE :

Joseph Smith, Venice;
from whom purchased by George III in 1762
INVENTORY REFERENCES : WCIG 1872, no. 92; G&J 1909, no. 112
LITERATURE : Gori 1767, 1, pp. 20 and 21, pls. v111 and 1x;
Aldini 1785, p. 177; Aschengreen Piacenti 1977, p. 81

Obverse: full-length draped figure of Temperance, seen from
behind in three-quarter view, with her head in profile to the right.
She walks away from the viewer and holds what appears to be a
bridle in her outstretched right hand.
Reverse: full-length figure of Prudence, scantily draped, in threequarter view. Her head is janiform with a bearded male in profile
to the right and a female head in profile to the left. Her right arm
is raised and a snake is entwined around her left arm.
The intaglios are imitations of antique figures. Gori illustrated
both sides but described them as if they were two different gems.
This mistake was later repeated by Aldini; both authors evidently
knew the Smith collection only from the engravings.
No. 261 was probably one of the ‘9 Cornelian Intaglios’ listed
at Windsor Castle in 1830 (wcij 1830, f. 38). See no. 264 for further
comments on this group.

262 ARIADNE WITH CUPID
Intaglio: probably Giovanni Pichler,
late eighteenth century
Unmounted
Carnelian
2.1 × 1.8 cm; 13⁄16 × 11⁄16 in
RCIN

107329

PROVENANCE :

Probably acquired by Queen Elizabeth The Queen Mother

Ariadne is seated on a ground line, leaning against a rough wall or rock, in right profile. Her hair is loosely
gathered with a ribbon and tied at the nape of her neck. She wears a band around her upper right arm.
Her lower body is draped and she holds a corner of the drapery in her raised left hand. To her side stands
the infant Cupid, weeping, his left hand raised to cover his face. He holds a bow and arrow in his right
hand. The intaglio is signed below the ground line in Greek lettering in reverse: ΠΙΧΛΕΡ (PICHLER).
The scene has been identified as Ariadne abandoned on the island of Naxos, cf. Lippold 1922, pl.
108, no. 8. The example quoted by Lippold states ‘signed by (G.) Pichler’, but goes on to refer to Rollett
1874 (p. 30, no. 39). Rollett clearly lists this intaglio motif as a work of Giovanni Pichler; the signature,
however, is the same as above without initial.
Both Giovanni Pichler (1734–91) and his half-brother Luigi (1773–1854) used this form of signature.
Luigi was taught gem cutting by Giovanni, and frequently copied his designs, often making distinction
between their works impossible.
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263 PYRRHUS (?)
Intaglio: probably seventeenth century
Mount: English, late eighteenth century
Carnelian
Open gold mount with quatrefoil reverse,
suspension loop and ring (Type v111)
3.5 × 2.9 cm; 1 3⁄8 × 1 3⁄16 in
RCIN

65830

PROVENANCE :

Joseph Smith, Venice;
from whom purchased by George III in 1762
INVENTORY REFERENCES : WCIG 1872, no. 124; G&J 1909, no. 108
LITERATURE : Gori 1767, 1, p. 66, pl. l1; Aldini 1785, p. 187;
George III 2004, no. 437

Bust of a bearded warrior, in three-quarter profile to the
right. He wears a helmet and holds a shield in front of
him decorated with a galloping horse.
Based on an ancient prototype of which several
versions exist, including a sixteenth-century green jasper
gem in the Museo Archeologico, Florence (inv. no. 14648;
Giuliano 1989, no. 141; Tondo & Vanni 1990, p. 70, no. 47),
and a silver relief on chalcedony in the Museo degli Argenti,
Florence (inv. Gemme no. 1089; Gennaiolo 2007, no. 214).
A reversed version in gold relief is in the Museo degli
Argenti, Florence (inv. Gemme no. 177). In the last-named
relief the inscription GN. POMP., which may refer to
Pompey the Great, replaces the horse on the shield.
The head, however, does not correspond to portraits of
Pompey on coins and ancient gems.
A similar gem was in the Marlborough collection
(cf. Story-Maskelyne 1870, no. 363; Reinach 1895, pl. 114).
Gori tentatively identifies the image as the head of
Pyrrhus, King of Epirus (318–272 bc), but suggested
Hannibal and Hasdrubal as alternatives. Giuliano describes
the version in the Museo Archeologico, Florence, as of
a type, also found in other museums, usually interpreted
as Pyrrhus.
No. 263 was probably one of the ‘9 cornelian intaglios’
listed at Windsor Castle in 1830 (wcij 1830, f. 38). See no.
264 for further comments about this group.
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264 ANTINOUS
Intaglio: probably Roman, eighteenth century
Mount: English, late eighteenth century
Carnelian
Open gold mount with quatrefoil reverse,
suspension loop and ring (Type v111)
4.0 × 3.0 cm; 1 9⁄16 × 1 3⁄16 in
RCIN

65831

PROVENANCE :

Joseph Smith; from whom purchased by George III in 1762
1872, no. 204; G&J 1909, no. 109
LITERATURE : Gori 1767, 1, p. 81, pl. lxxx1; Aldini 1785, p. 192;
Aschengreen Piacenti 1977, p. 82, fig. 4b; King’s Purchase 1993, no. 88
INVENTORY REFERENCES : WCIG

Bust of Antinous (c.ad 110/11–30), in profile to the left. He wears a
cloak fastened over his right shoulder with a brooch. Inscribed in
reverse Greek letters to the left and right of the head: ΑΝΤΙΝΟΟΣ
ΗΕΡΩΣ (ANTINOOS HEROS).
A copy of a sard intaglio of the Roman imperial period of which
the lower part is missing (private collection; Richter 1968, no. 550;
Zazoff 1983, p. 321, no. 5.101). In no. 264 the missing section has been
completed and the inscriptions added; the spear of the original has,
however, been omitted. Gori states that the type derives from coins
but the sard intaglio is now considered to be a contemporary
representation of Antinous, deified favourite of Hadrian. Both no. 264
and the ancient sard were in Venice during the early 1760s, the former
in the Smith collection and the latter in the possession of A.M.
Zanetti, collector and friend of Consul Smith. The ancient sard
was sold to George Spencer, 4th Duke of Marlborough, in 1761
(cf. Seidmann 1997, pp. 263–79). While it is curious that there were
two copies of this gem in the Smith collection (cf. no. 265), it is
unlikely that they were executed in Venice; engravers capable of such
high-quality work were found only in Rome. Moreover, both nos. 264
and 265 are by the same hand as five other carnelian intaglios from
the Smith collection: nos. 254–6, 260 and 263. All these pieces are after
highly popular and frequently copied ancient prototypes; three bear
the spurious signature of a famous Greek gem-engraver. They are all
similarly shaped and have identical late eighteenth-century mounts.
This group may tentatively be attributed to Anton Pichler (1697–1779)
or Carlo Costanzi (1703–81). Both were Roman gem-engravers of
great repute; Costanzi was particularly famous for his copies after the
antique. He is known to have engraved the head of Antinous several
times – ‘and none better’, according to one contemporary (Giulianelli
1753, p. 63). It may be assumed that the ancient sard prototype for
no. 264 was seen and copied in Rome before entering the Zanetti
collection in Venice and that the copy was subsequently purchased
by Consul Smith.
Within his text, Gori makes no indication that this group of seven
gems are intaglios and in the illustrations they are rendered in reverse.
No. 264 was probably one of the ‘9 cornelian intaglios’ listed at
Windsor Castle in 1830 (wc1j 1830, f. 38).
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265 ANTINOUS
Intaglio: eighteenth century
Mount: eighteenth century
Carnelian
Open gold mount with suspension loop and ring
4.1 × 3.6 cm; 1 5⁄8 × 1 7⁄16 in
RCIN

65828

PROVENANCE :

Joseph Smith, Venice;
from whom purchased by George III in 1762
INVENTORY REFERENCES : WCIG 1872, no. 133; G&J 1909, no. 106
LITERATURE : Gori 1767, 1, p. 86, pl. lxxx11; Aldini 1785, p. 192;
George III 2004, no. 436

Bust of Antinous (c.ad 110/11–30), in profile to the left.
He wears a cloak fastened by a brooch over his left
shoulder and holds a spear over his right shoulder.
A copy, like no. 264, of a damaged intaglio of the
Roman imperial period now in a private collection
(Richter 1968, no. 550). As in no. 264, the composition
has been completed. However, this is more faithful
to the ancient prototype: the spear has been included
and the inscription omitted.
Of the three gems of Antinous from the Smith
collection illustrated by Gori, only two appear to have
survived in the Royal Collection.
Edward Burch’s catalogue of casts included a
carnelian intaglio after the same prototype that was
then ‘in the collection of the Duke of Marlborough’
(Burch 1795, no. 32; cf. Seidmann 1997, fig. 7) and
which had been bought in Venice from A.M. Zanetti,
the collector and friend of Consul Smith (cf. no. 264).
No. 265 was probably one of the ‘9 cornelian
intaglios’ listed at Windsor Castle in 1830 (wcij 1830,
f. 38). See no. 264 for further comments about this
group.
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266 ANTINOUS
Intaglio: probably Giovanni Pichler, eighteenth century
Ring: English, late eighteenth century
Carnelian
Gold ring with fluted shank and open bezel,
the intaglio is set in a red gold mount (Ring type ii)
2.3 × 2.0 cm; ring: h 2.4 cm, hoop w 2.2 (2.0) cm.
7
⁄8 × 13⁄16 in; ring: h 15⁄16 in, hoop w 7⁄8 (13⁄16) in
RCIN

65825

PROVENANCE :

First recorded in the Royal Collection in 1872
1872, no. 102; G&J 1909, no. 103
LITERATURE : Fortnum 1880, p. 27, no. 102;
Aschengreen Piacenti 1972, p. 66, fig. 5
INVENTORY REFERENCES : WCIG

Bust of Antinous (c.ad 110/11–30), in three-quarter view with his
head in profile to the left. He wears a wreath of flowers in his hair.
Inscribed in reverse at the back of the head: ΠΙΧΛΗ Ρ (PICHLER).
Although the position of the head corresponds to that of the
coin type of Antinous (cf. nos. 264 and 265), the pose, wreath of
flowers and ribbon falling down the neck and onto the shoulder
are derived from the bas-relief of Antinous in the Villa Albani that
was excavated from Hadrian’s Villa in 1735 (cf. Haskell & Penny
1981, no. 6). That relief immediately became immensely popular;
Pompeo Batoni’s drawing of it was engraved and published in 1736.
A similar rendering of the subject was cut by Nathaniel
Marchant for the Duke of Marlborough (cf. Seidmann 1987, no. 10,
fig. 19; preserved in the Gulbenkian Museum, no. 2754). Marchant
described this as after ‘the head of a less than half figure in bassorilievo in the Villa Albani’ (Marchant 1792, lxxx1). Edward Burch
also produced an intaglio after this model, though he used as his
source ‘the large bas-relief [cast] in the Royal Academy’ (Burch
1795, no. 12).
The head type, with the floral wreath replaced by grapes and
vines, was sometimes used to represent Bacchus (cf. Lippold 1922,
pl. cxv, 1).
It is not certain to which member of the Pichler family the
signature refers. An attribution to Giovanni Pichler (1734–91) seems
likely. However, his gems were much copied by younger members of
the family. Giovanni Pichler was a contemporary of Marchant, who
worked in Rome from 1773 to 1789. No. 266 is strikingly similar
to Marchant’s gem made for the Duke of Marlborough and it is
possible that both were executed in Rome at the same time.
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267 CLEOPATRA
Intaglio: Nathaniel Marchant, c.1774
Ring: late eighteenth century
Sard
Gold ring with fluted shank and open bezel (Ring type ii)
2.4 × 2.7 cm; ring: h 2.0, w 2.3 (1.9) cm.
15
⁄16 × 1 1⁄16 in; ring: h 13⁄16, w 7⁄8 (3⁄4) in
RCIN

65166

PROVENANCE :

Thomas Coke, 1st Earl of Leicester;
first recorded in the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 140; G&J 1909, no. 7
LITERATURE : Fortnum 1880, p. 27, no. 140; Dalton 1915, p. lv1;
Aschengreen Piacenti 1972, fig. 9; Haskell & Penny 1981, cat. no. 24;
Seidmann 1987, no. 35, fig. 43; Grand Tour 1996, no. 212

A draped full-length female figure reclining on a couch.
Signed in the field above in reverse: MARCHANT F.
ROMA.
The figure of Cleopatra (69–30 bc) is based on the
ancient statue with her name in the Vatican (Haskell &
Penny 1981, no. 24). It was described in Marchant’s
catalogue of gems as ‘from a statue in the Museum
Pio-Clementinum’ (Marchant 1792, no. lxx1v).
According to Seidmann it was in the collection of
Thomas Coke (1752–1842), later 1st Earl of Leicester.
No. 267 was made in Rome, where Marchant worked
from 1772 to 1788. Seidmann dates the gem to c.1774
and suggests that it was commissioned by Louisa,
Countess of Albany, Coke’s reputed lover. It is not
known how it entered the Royal Collection.
Nathaniel Marchant (1739–1816) was one of the
most renowned English gem-engravers. He was a pupil
of Edward Burch (cf. nos. 253 and 259) and the only
gem-engraver who, according to his contemporaries,
ranked with the Italian Giovanni Pichler. See no. 304
for a cameo signed by Marchant.
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268 VIRGIN MARY
Intaglio: eighteenth century
Mount: twentieth century
Rock crystal
Open gold mount with spiral wire frame and wire setting.
Stamped: GOLD 15 (14K)
4.0 × 3.1 (3.4 × 2.6) cm; 1 9⁄16 × 1 1⁄4 (1 5⁄16 × 1) in
RCIN

14083

PROVENANCE :

Unknown

Veiled bust of the Virgin Mary, in profile to the right.
The rock-crystal cabochon has been cut from the
back – a technique known as a rovescio. The history of
this piece remains unclear. A late nineteenth-century
note associated with the intaglio describes it as ‘A gem
of rock crystal, Italian 10th century, in a setting of
unalloyed gold. Cyprian work (of the 15th century).
This gem was formerly in the collection of Charles
Poniatowski, last king of Poland / from Lady Charlie,
Dec. 1. 97’. In fact, the gem is probably eighteenth
century and its origin remains unclear. The reference to
Charles Poniatowski may have been intended to be to
Prince Stanislas Poniatowski, nephew of the King of
Poland, whose celebrated collection of late eighteenthand early nineteenth-century gems (mostly fakes or
with false signatures) was sold in 1831 (Fake? 1990,
pp. 149–50). The gold mount is struck with a modern
North American hallmark. The supposed provenance
remains unverified.

269 GEORGE III
Intaglio: c.1760
Ring: early twentieth century
Garnet
Gold ring with forked shank. The frame of the flat,
open bezel is formed as a serpent devouring its own tail
1.9 × 1.5 (1.4 × 1.2) cm; ring: h 2.0 cm, hoop w 2.0 (1.8) cm.
3
⁄4 × 9⁄16 (9⁄16 × 1⁄2) in; ring: h 13⁄16, hoop w 13⁄16 (11⁄16) in
RCIN

65392

PROVENANCE :

First recorded in the Royal Collection in 1912
r&s 1912, case d, no. 26
LITERATURE : Fortnum 1880, p. 28, no. 200
INVENTORY REFERENCES :

Bust of George III (1738–1820) when a young man, in
profile to the left.
The King is shown at a younger age than in no. 270.
The ring is described as a twentieth-century addition in
the 1912 inventory.
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270 GEORGE III
Intaglio: John Kirk, c.1770
Ring: c.1770
Carnelian
Gold ring with fluted shank and open bezel
(Ring type 11, variant)
1.7 × 1.6 cm; ring: h 2.1 cm, hoop w 2.1 (1.8) cm.
5
⁄8 × 5⁄8 in; ring: h 13⁄16, hoop w 13⁄16 (11⁄16) in
RCIN

Bust of George III (1738–1820), in profile to the left. Signed upside
down along the neckline: KIRK. F.
John Kirk (1724–71) was an English medallist and gemengraver known for his portraits of George II that were reproduced
by James Tassie (1735–99). He executed medals commemorating
the accession of George III in 1760 and the King’s marriage in 1761.
No. 270, however, appears to represent the King c.1770.

65391

PROVENANCE :

First recorded in the Royal Collection in 1872
1872, inv. no. 202;
r&s 1912, case d, no. 25
LITERATURE : Fortnum 1880, p. 28, no. 202
INVENTORY REFERENCES: WCIG

271 GEORGE IV, WHEN PRINCE REGENT
Intaglio: Rundell, Bridge & Rundell, c.1811–20
Ring: Rundell, Bridge & Rundell, c.1811–20
Carnelian
Gold ring with rounded shank and open bezel
(Ring type 1)
2.5 × 2.2 cm; ring: h 2.0 cm, hoop w 2.0 (1.9) cm.
15
⁄16 × 7⁄8 in; ring: h 13⁄16 in, hoop w 13⁄16 (3⁄4) in
RCIN

65370

PROVENANCE :

Possibly acquired by George IV when Prince
Regent, 1813; first documented in the Royal Collection in 1912
INVENTORY REFERENCES : r&s 1912, case d, no. 35
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Laureate head of George IV (1762–1830) when Prince Regent,
in profile to the left. Surrounded by the inscription: GEORGIUS
PRINCEPS WALLIAE PATRIAM PRO PATRE REGENS.
Signed along the neckline: RB & R.
The image of George IV all’antica is typical of the medals and
coins struck when he was Prince Regent. The ‘signature’ refers to
Rundell, Bridge & Rundell, Royal Goldsmiths from 1797 to 1840.
The engraver of this fine gem, however, remains unidentified and
an attribution is difficult owing to the presence of many excellent
gem-cutters working in London at that date.
No. 271 was perhaps the ‘red Cornelian Signet Ring engraved
with a fine Intaglio head of hrh the Prince Regent and legend
around’ purchased by the Prince for £12 12s from Rundells on
28 August 1813 (ra geo/25848–9).
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272 GEORGE IV
Intaglio: attributed to Benedetto Pistrucci, 1821
Ring: attributed to Rundell, Bridge & Rundell, 1821
Carnelian
Gold finger ring with open bezel, the intaglio within a shaped lobed border. The shoulders
are mounted at each side with two cabochon turquoises and a seed pearl forming a trefoil
with applied gold stem
2.6 × 2.1 cm; ring: h 2.3 cm, hoop w 2.8 (2.1) cm. 1 × 13⁄16 in; ring: h 7⁄8 in, hoop w 1 1⁄8 (13⁄16) in
RCIN

107334

PROVENANCE :

Acquired by Queen Elizabeth The Queen Mother before 1958

A laureate bust of George IV (1762–1830), in profile to the right. He wears a tunic, which is
pleated and folded at the neckline, beneath a cuirass, and a cloak tied at the left shoulder.
The reverse of the intaglio is inscribed: GEORGIUS IV / DEI GRATIA / BRITT REX /
MDCCCXXI. The hoop of the ring is engraved: GEORGIUS HANOV: REX. SEPR. 1821.
The intaglio was probably intended as a souvenir of George IV’s coronation, which
took place on 19 July 1821. However, the inscription on the band of the ring appears to
commemorate his visit to Hanover in the autumn of that year. Immediately after his
coronation and its associated celebrations in London, the King embarked on a series of
journeys to each of his outlying kingdoms, going first to Ireland in August before departing
for Hanover on 24 September.
George IV made his celebratory entry into the city of Hanover on 7 October, and was
received with great enthusiasm. The sovereign underwent a second coronation ceremony,
and was crowned King of Hanover to great applause.
George IV favoured his portrayal as a Roman emperor, an image first adopted by
Thomas Wyon Jnr on a medal cast to celebrate the Treaty of Paris in 1814, and used almost
universally on coins and medals after the victory at Waterloo in 1815. The intaglio may be
the work of Benedetto Pistrucci (1783–1855), who had designed a silver coronation medal
showing a similar image of a laureate head (Tait 1984, no. 844). An identical gem,
attributed to Pistrucci and set in a similar ring, may be found in the British Museum,
London (Tait 1984, no. 845, col. pl. 38).
The setting of no. 272 differs from the British Museum example in having pearls rather
than brilliants mounted in the shoulders. George IV spent heavily at Rundell, Bridge &
Rundell on souvenirs of his coronation, buying numerous rings, lockets and medallions for
presentation to his family and courtiers. Bills covering the period from 26 February 1820
until 19 September 1821 include twenty-one rings bearing cameo portraits of the King in
onyx, carnelian and sardonyx; and a further twenty rings set with intaglios. The most
expensive pieces include a ring costing £42, ordered on 2 August 1820 and described as
‘A fine Carnelian ring, with Head of His Majesty Intaglio finely Engraved, with two
Brilliants, & 4 turquoises, set strong in standard Gold’ (ra geo/25995). This may be the
British Museum example. The simplest, ‘An intaglio Ring, red Cornelian, Head of His
Majesty’, was purchased on 27 July 1821 at £6 6s (ra geo/ 26026). A ring set with pearls
is not specifically mentioned, although the settings are not always described in full detail.
George IV was clearly aware of the historical royal practice of giving jewels set with the
sovereign’s image not only to relatives, but also to attendants, diplomats and other officials.
A gold box in the Devonshire collection at Chatsworth, for example – which is decorated
with symbols of England, Ireland, Scotland and Hanover, and set with a carnelian portrait
of George IV in coronation robes – may have been presented to William Cavendish, 6th
Duke of Devonshire, after the coronation, at which he had carried the Orb in the procession
(Royal Goldsmiths 2005, p. 44, fig. 37). It is likely that no. 272 was presented to one of the
officials of the Hanoverian ceremony, although there is no clear explanation for the
discrepancy in month in the inscription.
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273 GEORGE IV
Intaglio: Rundell, Bridge & Rundell, c.1820–30
Siberian amethyst, diamonds
Gold collet mount, framed by open scroll-shaped mounts in silver set with
smaller brilliants, interspersed with eight larger cushion-cut diamonds.
Silver-gilt open back and brooch pin
5.3 × 4.8 × 2.4 (3.9 × 3.4 × 2.0) cm. 2 1⁄16 × 1 7⁄8 × 15⁄16 (1 1⁄2 × 1 5⁄16 × 13⁄16) in
RCIN

65532

PROVENANCE :

Mary, Duchess of Gloucester (?);
by whom bequeathed to Augusta, Duchess of Cambridge (?);
by whom bequeathed to Queen Mary (?)

Bust of George IV (1762–1830) in profile to the right. He is bare headed
and wears classical drapery around his shoulders. Signed in reverse below
drapery: R · B & R · F T.
This brooch is not recorded in any royal inventories and thus its
provenance remains uncertain. However, it may be identifiable with the
‘large Amethyst set with diamonds with George the Fourth’s head
engraved upon it’ bequeathed by Princess Mary, Duchess of Gloucester,
to Augusta, Duchess of Cambridge, in 1857. It may therefore have
entered the Royal Collection through Queen Mary, granddaughter of
the Duchess of Cambridge.

274 GEORGE IV
Intaglio: Rundell, Bridge & Rundell, c.1820–30
Siberian amethyst
Unmounted
3.6 × 3.1 × 1.6 cm; 1 7⁄16 × 1 3⁄4 × 1 1⁄4 x 5⁄8 in
RCIN

9219

PROVENANCE :

Presented to King George V
by Queen Mary, Christmas 1927
INVENTORY REFERENCES : gvij 1908, f. 145

Oval faceted amethyst engraved with a bust of George IV
(1762–1830) in profile to the right. He is bare headed and
wears classical drapery around his shoulders. A sceptre is
shown to the right of the King’s head. Signed in reverse
below drapery: R . B & R . FT. The reverse is faceted to
a single point.
The image on this unmounted amethyst is smaller in
scale than no. 273 but otherwise almost identical.
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275 GEORGE IV
Intaglio: Scottish (?), 1822
Mount: Scottish (?), 1822
Citrine
Gold mount, cast and chased with flowers,
scrolls and foliage, with suspension loop
6.0 x 5.0 cm
RCIN

52299

PROVENANCE :

Presented to King George V by Viscount Esher, 3 June 1911
gvij 1908, f. 140

INVENTORY REFERENCES :

Obverse: circular citrine with facetted border, engraved with a
laureate head of George IV in profile to the left, within a wreath
of thistle leaves and flowers, tied with a ribbon inscribed
GOD SAVE THE KING; engraved inscription above reading
GEORGIUS IIII D.G REX.
Reverse: engraved with a view of Edinburgh Castle,
the Royal Standard flying, with inscription below:
IN COMMEMORATION OF THE ROYAL VISIT
TO SCOTLAND 1822.

Somewhat crude in execution, this citrine celebrates George IV’s
visit to Edinburgh in August 1822. After successful journeys to the
kingdoms of Ireland and Hanover in 1821, the King was determined
to visit the Scottish capital the following year. He was the first
Hanoverian monarch to do so – indeed the first reigning monarch
to visit Scotland since 1650. The events and entertainments which
accompanied the visit were planned by Sir Walter Scott. The high
point of the trip, referred to on no. 275, took place on 22 August
when the King took a royal salute on the Half-Moon Battery of
Edinburgh Castle. Despite the poor weather the King removed his
tricorn hat, and waved to the gathered crowds, returning their
cheers for quarter of an hour.
An account of the King’s visit published in 1822 reported that
‘many beautiful medals were struck in gold, silver, and the baser
metals, commemorative of his Majesty’s gracious visit … with the
St Andrew’s cross, thistles and sprigs of heath… On one appears,
upon the obverse, an admirable likeness of his Majesty encircled by
a wreath of thistles; and the reverse the Palace of Holyroodhouse’
(Mudie 1822, pp. 47–8). No medals bearing Edinburgh Castle are
specifically mentioned.
No. 275 was a birthday gift to King George V from Reginald
Baliol Brett, 2nd Viscount Esher (1852–1930), who was Deputy
Constable and Lieutenant-Governor of Windsor Castle between
1901 and 1928.
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276 GEORGE IV
Intaglio: English, c.1830
Mount: English, c.1830
Citrine
Reeded gold mount with suspension loop
4.1 × 3.3 cm; 3.2 × 2.6 cm. 1 5⁄8 × 1 5⁄16 in; 1 1⁄4 × 1 in
RCIN

52302

PROVENANCE :

First recorded in the Royal Collection

in 1914
INVENTORY REFERENCES :

Add. Cat. 1914, p. 7, no. 23

Oval faceted citrine cut in reverse intaglio with
a bust of George IV (1762–1830) in profile to
the left. The King is bare headed and wears
classical drapery fastened by a brooch on his
left shoulder. The front of the citrine is
inscribed below the bust: DIED 26 TH JUNE
1830.
Although unsigned, no. 276 is most likely
to have been supplied by Rundell, Bridge &
Rundell.
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277 FREDERICK, DUKE OF YORK
Intaglio: late eighteenth century
Mount: late eighteenth century
Carnelian
Gold ring with fluted shank and open bezel
(Ring type ii)
2.6 × 2.2 cm; ring: h 2.3 cm, hoop w 2.1 (1.9) cm.
1 × 7⁄8 in; ring: h 7⁄8 in, hoop w 13⁄16 (3⁄4) in
RCIN

65398

PROVENANCE :

First recorded in the Royal Collection in 1872
1872, no. 200;
r&s 1912, case d, no. 9
LITERATURE : Fortnum 1880, p. 28, no. 200
INVENTORY REFERENCES : WCIG

Bust of Frederick, Duke of York (1763–1827),
in profile to the left.
The portrait is possibly derived from an intaglio
of the Duke by Edward Burch or the Tassie cameo
taken from it that was made about 1787 (Bury 1991,
1, p. 75).
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The jewels described in the following nineteen entries form a diverse group, and have been selected for
their historical associations. They range in date from the St George of about 1520, exquisitely enamelled
in émail en ronde bosse (no. 278), to the late nineteenth-century pendant (no. 296), an example of the
revival of the same technique. Seven of the group have been traditionally linked with the gems in the collection through the 1872 report by C. Drury E. Fortnum, which is considered to be the first inventory of the
pieces kept at Windsor Castle. Although it has not been possible to trace a provenance for each of the
seven, it is likely that they were acquired by Queen Caroline or George IV. One pendant, no. 281, is created
from gems that formed part of George III’s purchase from Consul Smith.
The 1909 inventory undertaken for Queen Mary includes further jewels which were added to the
historic collection after the death of Queen Victoria – including the Darnley or Lennox Jewel (no. 280)
and the Charles I locket (no. 288). These were quite distinct from Queen Victoria’s personal jewels, which
she bequeathed to her family or to the Crown.
The remaining ten jewels in this section do not appear in either inventory, but reflect in particular the
taste of two of the keenest royal collectors – George IV in the nineteenth century and Queen Mary in the
twentieth century – and their interest in royal ancestry. Two of these jewels were probably acquired by
George IV: an enamel pendant containing a miniature of Elizabeth I by Hilliard (no. 282) and the Stuart
coronation ring (no. 289). In the same vein Queen Mary acquired the emerald traditionally thought to
have belonged to Elizabeth I (no. 295), and possibly also the William III badge (no. 290). Queen Mary’s
particular interest in the technique of enamelling and its revival in the nineteenth century is reflected in
her acquisition of nos. 284, 285 and 296 for the collection. Similarly, the ruby parure set with cameos, no.
292, was probably acquired by Queen Mary as an example of the early nineteenth-century taste for incorporating ancient and Renaissance stones.

OPPOSITE

Pendant jewel (no. 281)
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278 HAT BADGE WITH ST GEORGE
AND DRAGON
Flemish (?), c.1520
Enamelled gold (émail en ronde bosse), saltwater pearl
Diameter 4.2 cm, depth 0.9 cm; 1 5⁄8, depth 3⁄8 in
RCIN

442208

PROVENANCE :

First recorded in the Royal Collection in 1830
1872, no. 74; G&J 1909, no. 192
LITERATURE : Fortnum 1880, p. 14, no. 74, ill. pl. 111; Clifford-Smith 1902–3,
p. 78; Tonnochy 1935, p. 281, fig. x; Tonnochy 1953, p. 60, ill. p. 59;
Steingräber 1965, fig. 12; Evans 1970, p. 95, pl. va; Holbein and the Court
of Henry VIII 1978–9, no. 87; Hackenbroch 1979, fig. 299;
Tait 1986, p. 53, figs. 32 and 33; Royal Miscellany 1990, no. 185;
Royal Treasures 2002, no. 141
INVENTORY REFERENCES : WCIG

High-relief figure of St George on horseback, facing right, slaying
the dragon. He holds a sword with seed-pearl handle high over his
head. ‘Crimped’ gold ribbons and crescents form a pattern on his
opaque blue-grey armour and on the translucent red enamel of
the horse’s caparison. The dragon below is covered with opaque
blue and white enamel and has yellow legs and claws. In the
background to the left is a walled town in opaque white and blue.
To the right is the Princess, kneeling in prayer and wearing an
opaque grey dress. The scene is surrounded by a raised frame with
scale-like ornament in black enamel and gold. The reverse has
arabesque-style ornament of ‘crimped’ gold ribbons inset with
stylised gold rosettes on translucent green enamel. Large areas of
loss to the enamel on the surrounding frame; parts of the dragon
restored with cold enamel. With twentieth-century crystal case.
No. 278 has long been identified as belonging to a
homogeneous group of small gold reliefs (émail en ronde bosse)
that are distinguished by their style and enamelling technique.
Within this group, as noted by Clifford-Smith, no. 278 appears
to be iconographically closest to the relief of St James on a pax in
the Victoria & Albert Museum, London (Bury, 1983, case 13, board
j2. Similarities include the depiction of an armour-clad rider on
horseback, a medieval township in the background and a lack of
an architectural setting such as colonnades or rib-vaulting. In its
distinctive use of decorative crimped gold bands, no. 278 relates
closely to the Adoration of the Magi panel in the Stiftssammlungen,
Klosterneuburg, near Vienna (Tait 1986, fig. 24) and the Adoration
of the Magi roundel from the Collegiate Church at Hall, near
Innsbruck, now in the Victoria & Albert Museum, London
(Bury 1983, p. 75, case 13, board j3).
The workshop where these pieces were made can be dated
c.1500–20 and several hypotheses exist regarding its location.
These range from Spain and southern Germany (Clifford-Smith
1902–3, p. 78; Steingräber 1965, fig. 12; Evans 1970, p. 95) to the
Danube region (Hackenbroch 1979, fig. 299). More recent and
convincing are the arguments ascribing the group to the Southern
Netherlands in the wake of the great Burgundian tradition of
enamelling. The comparison with the early sixteenth-century
Flemish rosary beads carved of boxwood, now in the Waddesdon
Bequest, British Museum, London, seems relevant (Tait 1986, p. 53).
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A closer examination of no. 278 reveals an unusual iconography.
St George is usually represented as a young beardless knight with
helmet. Here he has a full beard and an abundance of richly curled
hair. These features correspond almost exactly to those of Frederick
Barbarossa (r.1152–90), as shown in the print on the title page of
his biography written by Johannes Adelphus and published by
Johannes Grunung in Strasburg in 1520 (cf. Zeit der Staufer 1977,
v, p. 531, fig. 394). In this book, which was reprinted eight times
between 1520 and 1629, Barbarossa is depicted as the epitome of
the virtuous knightly warrior-emperor. The book appeared at a
moment of Humanist interest in the glories of the Staufer
emperors. This was encouraged by Maximilian I of Habsburg,
Holy Roman Emperor (r.1493–1519), for political reasons. After
his marriage to Maria of Burgundy in 1477, Maximilian I became
ruler of the Southern Netherlands.
In the light of this sixteenth-century revival, it may be that
the representation of St George with the features of the great
Emperor was intentional. Moreover, as Hackenbroch has pointed
out, Maximilian himself was referred to as der letzte Ritter (the
last warrior) and was frequently commemorated ‘in the guise of
the gallant St George in armour’ (Hackenbroch 1979, p. 117).
Maximilian died in 1519, and it is known that Charles V, his
grandson and successor, was in Antwerp in 1520. It is just
possible that no. 278 was executed on this occasion as a means
of honouring the Habsburgs by alluding to the virtues of their
Staufer predecessors and their imperial ideal.
The link with Maximilian is strengthened by a curious
tradition attached to this jewel: according to Clifford-Smith it
was known as the ‘Holbein George’ and traditionally believed to
have been worn by Henry VIII. He adds that there is no means
of verifying the tradition that this was the ‘riche brooch with ye
image of sainet George’ worn by Henry VIII. Tonnochy states that
it was given to Henry VIII by Maximilian; Evans accepts this with
caution. There is, however, no evidence that any of Henry VIII’s
jewellery has survived in the Royal Collection and the tradition
may have become attached to the jewel while in private ownership.
According to the 1872 and 1909 inventories, no. 278 was
formerly housed in a glass case ‘of the period of George IV’ that
was surrounded by the Garter and motto in blue enamel. This
has subsequently been replaced by a plain crystal case.
Although it is not known when no. 278 entered the Royal
Collection, it is exactly the type of jewellery George IV
acquired from Rundell, Bridge & Rundell. It was probably the
‘curious ancient enamelled Badge of the Garter, in glass case’
listed at Windsor Castle in 1830 (wcij 1830, f. 13) and the ‘ancient
Badge Tudor’ recorded there in 1837 (qvij 1837, f. 3).

181

III JEWELS

279 COMMESSO PENDANT
WITH FEMALE BUST
French (or English?), c.1550–60
Gold, amethyst, carnelian, Burmese ruby, garnet
and Russian garnet, Colombian emerald
4.7 × 3.5 cm; 1 7⁄8 × 1 3⁄8 in
RCIN

65249

PROVENANCE :

Probably in the collection of Queen Caroline;
first documented in the Royal Collection by 1755
INVENTORY REFERENCES : WCIG 1872, no. 41; G&J 1909, no. 180
LITERATURE : Fortnum 1880, p. 23, no. 41; Clifford-Smith 1902–3, p. 244,
ill. p. 243; Tait 1962, xl11, part 11, pp. 226–46, pl. xl11 c and d;
Hackenbroch 1979, p. 90, figs. 230a and b; Hackenbroch 1996, fig. 75;
Royal Treasures 2002, no. 142

Female bust in low relief and in profile to the right. Her head is
made of carnelian and her long curly hair is chased gold. Her tunic
of amethyst is fastened with a brooch over her right shoulder. She
wears a gold feathered turban set with a ruby, two garnets and an
emerald. The figure is set against a punched gold background with
a corded gold wire rim. It is surmounted by a suspension loop in
the shape of a fleur-de-lis. The reverse is decorated with a cartouche
of strapwork in translucent dark blue, red and green enamel with
large areas of loss. The amethyst is cracked.
No. 279 belongs to a group of commessi attributed by
Hackenbroch to a French workshop at the court of Henry II.
Commesso in this sense signifies a pendant or badge, in which a
cameo or fragment of a cameo is combined with gold to form a
head, figure or scene. In the case of no. 279 a sixteenth-century
Italian cameo fragment has probably been used, possibly the
profile from a representation of Omphale. The turban, however,
recalls traditional representations of Dido; cf. the medal
representing Dido, with Carthage on the reverse, by Alessandro
Cesati, in the British Museum, London (Acc.530.14). Tait
suggests that the enamel strapwork on the reverse is English and
this may explain its unusual heavy design and choice of colours.
No. 279 is identifiable with the ‘bust with a cap set wth jewells
one out the shoulders amethest the plate gold’ recorded in the
seventh drawer of a cabinet at Kensington Palace in a list of
curiosities drawn up before 1755. These were almost certainly
from Queen Caroline’s collection (British Library bm.Add.Ms.20101,
f. 60; see the history of the collection, pp. 15–16).
The faceted emerald with a late cut is probably a replacement.
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280 THE DARNLEY OR LENNOX JEWEL
Scottish (?), c.1571–8
Gold, enamel (émail en ronde bosse, émail basse-taille),
Burmese rubies, Indian emerald, cobalt-blue glass
6.6 (7.6 with pendant loop) × 5.2 cm; 2 5⁄8 (3) × 2 1⁄16 in
RCIN

28181

PROVENANCE :

Probably made for Lady Margaret Douglas,
Countess of Lennox; Horace Walpole (d.1797); by descent;
sale of the contents of Strawberry Hill, George Robins,
11 May 1842 (lot 60); purchased by Queen Victoria (130 guineas)
INVENTORY REFERENCE: G&J 1909, no. 184
LITERATURE :

Clifford-Smith 1902–3, p. 79; Tonnochy 1935, p. 278

and col. pl.; Tonnochy 1953, p. 58; Princely Magnificence 1980, no. 31
with complete bibliography; Art of Jewellery in Scotland 1991, no. 5;
Munn 1993, pp. 31–3; Scarisbrick 1994, p. 135, pl. x;
Fothringham 2001, pp. 52–60; Royal Treasures 2002, no. 143

Heart-shaped gold locket with polychrome enamels.
Obverse: figures of Faith, Hope, Victory and Truth surround
a winged heart set with a blue glass cabochon. Surrounded
by a white enamel border with the motto: QVHA. HOPIS.
STIL.CONSTANLY. VITH PATIENCE SAL. OBTEAIN.
VICTORIE. IN YAIR. PRETENCE [Who hopes still constantly
with patience shall obtain victory in their claim]. Above the heart
Victory and Truth hold a crown set with three rubies and a tablecut emerald. The crown is surmounted by a fleur-de-lis upon an
azure shield. It opens to reveal two hearts pierced by two arrows
and the motto in sixteenth-century Scots: QUAT WE RESESOLV
[What we resolve]; below the hearts is the monogram MSL [for
Matthew and Margaret Stewart Lennox] surmounted by a
wreath. The winged heart opens to reveal the device of two
clasped hands and a green hunting horn surrounded by the
inscription: DEATHE SAL DESOLVE [Death shall dissolve];
below this device is a skull and crossbones.
Reverse: with numerous emblems in basse-taille enamel: the sun
in his glory amid a star-studded azure sky; a crescent moon with
a male profile; a crowned salamander among flames; a phoenix
among flames; a pelican in her piety; the figure of a man reclining
on grass with a large sunflower growing from his loins and a bird
on a laurel branch behind him. Surrounded by the motto: MY
STAIT TO YIR I MAY COMPAER FOR ZOV QVHA IS OF
BONTES RAIR [My state to these I may compare for you who
are of rare goodness].
The front of the locket opens to reveal further emblems: a stake
among flames; a woman seated in a royal chair with the motto:
GAR TEL. MY. RELÆS [Cause tell my release] on a scroll above
her; a two-faced winged figure of Time with cloven feet holding
an hour-glass in its left hand and extending its right hand to a
naked female figure in a pool of water, with scrolls bearing mottos:
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TYM. GARES AL LEIR [Time causes all to learn] above and ZE
SEIM. AL MY. PLESVR [You seem all my pleasure] below and the
mouth of hell to the right; in the lower section are two further
groups: an armed warrior and his fallen foe, who both wear
classical armour, the fallen man points to a red shield by his side;
and a crowned warrior holding a female figure by the hair, his
sword drawn as if to slay her.
Large areas of loss to the enamel on the reverse.
The Lennox or Darnley locket is one of the most important
early jewels in the Royal Collection. It is said to have been
commissioned by Lady Margaret Douglas, Countess of Lennox
(1515–78), for her husband Matthew Stewart, Earl of Lennox and
Regent of Scotland, who fell in battle in 1571. The theories vary
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for which occasion the jewel was made. Generally it is believed
to have been a memorial piece following the Earl’s death and
certainly before Margaret’s own death. The jewel makes no
allusion, however, to the Earl’s death. It has also been suggested
that it was made to commemorate the return of the exiled Earl
to Scotland in 1564, or the restoration of his lands and honours
in 1565 (Tait 1962, xl11, part 11, p. 241).
The heart-shaped locket, or ‘tablet’ in the language of the
sixteenth century, was intended to be worn around the neck or
on the breast. It incorporates twenty-eight emblems and six
inscriptions, all of which have been deciphered in detail (Princely
Magnificence 1980, no. 31). The complex iconography of memento
mori motifs and symbols of profane and sacred love relates to the
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Earl and Countess’s life together – the salamander is the crest of the
house of Douglas and the heart its device, and three fleurs-de-lis on
an azure field form the first quarter of the Lennox arms. The jewel
also reveals their ambitions for their grandson, the future James VI
and I, and provides him with a series of admonitions.
Although it is not known where the jewel was made, such
high-quality workmanship was available in Edinburgh at that time.

Fothringham suggests three Edinburgh goldsmiths – George Heriot,
Michael Gilbert II and James Gray – as possible candidates.
The jewel was formerly in the collection of Horace Walpole
(1717–97). It was purchased by Queen Victoria at the sale of
Strawberry Hill in 1842 and was listed among her private jewellery
taken ‘to the Castle’ following her death in 1901 (ra Add.A8, no. 259).
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281 PENDANT JEWEL WITH APOLLO AND DAPHNE
English (?), second half of the sixteenth century
with eighteenth-century additions
Gold, émail en ronde bosse, sard, orange and white sardonyx, black
and white onyx, table-cut diamonds, table-cut and cushion-cut rubies,
cushion-cut Colombian emeralds, turquoise, saltwater pearl
11.9 × 5.5 cm; central cameo: 3.2 × 2.5 cm.
4 11⁄16 × 2 3⁄16 in; central cameo: 1 1⁄4 × 15⁄16 in
RCIN

65254

PROVENANCE :

The pendant cameos purchased by George III from Joseph Smith
in 1762; probably first documented in the Royal Collection in its present form
in 1830
INVENTORY REFERENCES : WCIG 1872, no. 46; G&J 1909, no. 187
LITERATURE : Fortnum 1880, p. 13, no. 46, ill. pl. 111; Clifford-Smith 1902–3,
p. 78; Tonnochy 1935, p. 281 and col. pl.; Tonnochy 1953, p. 60;
Evans 1970, p. 103, col. pl. v1b; Vivian 1971, p. 91; Royal Miscellany 1990,
no. 166; Royal Treasures 2002, no. 145

Obverse: a sard cameo representing a bearded male head, in profile
to the right; with surrounding open scrollwork frame set with seven
table-cut diamonds and two rubies and incorporating: to the left, a
reclining figure of Cupid; to the right, Apollo; with Cupid in flight
above and a dragon flanked by two harpy terms below.
Reverse: central enamelled openwork plaque with full-length figures
of Apollo and Daphne; with surrounding scrollwork frame; the
quivers on the reverse of the figures of Apollo and Cupid to the left
and right and of Cupid above bear the inscriptions FEBUS, CUPID
and CPID respectively; a cartouche below bears the inscription:
DAPH/NEM:PHEB/US:AMAT [Apollo loves Daphne].
The jewel is suspended from two chains that converge in a
scrollwork suspension loop set with a ruby. Three pendants are
suspended from the lower edge of the jewel: to the left, a sardonyx
cameo with a female bust in three-quarter profile to the left, framed
by fourteen emeralds set in closed gold mount, with two small
pearls above; in the centre, a turquoise cameo representing a draped
female bust, in profile to the right, in closed gold mount, with large
pearl above; to the right an onyx cameo with the head of Bacchus
en face, framed by fourteen rubies in closed gold mount, with two
small pearls above.
The pendant probably originally signified unrequited love, its
full meaning conveyed by a central scene – perhaps a miniature – in
a locket that has subsequently been replaced by the late eighteenthcentury sard cameo. That cameo has some affinity with a yellow
carnelian by Edward Burch which is listed in his catalogue of casts
as a ‘Titian, owned by Antonius Zucchi, Esq.’ (Burch 1795, no. 14).
It was added to the jewel, together with the gold frame, at the same
time as the three cameo pendants. These probably replaced the
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original pearl pendants. Those to the left and right appear to be
sixteenth century and are in contemporary mounts with mideighteenth-century backings; that in the centre is probably
seventeenth century. These three cameos give a terminus post quem
for their addition to the jewel: they were all in the collection of
Consul Smith, acquired by George III in 1762, and are illustrated
by Gori (Gori 1767, 1, pls. xx, xc1 and xcv111). Gori identified
that to the left as Crispina Augusta, that to the right as Silenus,
and the central cameo as Paulina Augusta. The last-named
probably represents the head of the Virgin and seems closer to a
Madonna cameo in the style of Ottavio Miseroni (cf. Kris 1929,
fig. 621). Vivian suggested that the entire jewel may have been
in the Smith collection. This, however, is unlikely as the central
sard cameo does not figure in the Gori catalogue.
The transformation of the jewel, when the pendant cameos
and the coarse hooks with the pearls were added, probably took
place during the reign of George IV. No record of the jewel entering
the Royal Collection has so far been discovered. Its place
of origin also remains uncertain. Evans suggests that it is midsixteenth-century Italian but there is no comparable material to
sustain this dating and attribution. The elegant style and the
Mannerist character of the allusions suggest a court workshop.
France is a likely choice, since the design is reminiscent of the
ornamental drawings of Etienne Delaune (1518–83). However,
the piece may well have been executed in England.
The jewel is probably identifiable with the last-named piece
included in the following extract from the 1830 inventory of
jewels at Windsor Castle: ‘24 d° [cameos] including 2 large jewels
in one of which are 13 cameos [no. 286] and in the other a few
diamonds and small pearls’ (wcij 1830, f. 38).
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282 PENDANT WITH MINIATURE
OF ELIZABETH I
Miniature: Nicholas Hilliard, c.1585
Miniature case: c.1600
Gold, champlevé enamel, Burmese rubies, diamond
1.4 × 1.2 cm; 2.3 cm (with suspension loop). 9⁄16 × 1⁄2 in; 7⁄8 in
17197 and 420021 (miniature)
Purchased by George IV, when Prince Regent, 1816 (?)
LITERATURE : Hilliard 1947 (1948 reprint); Auerbach 1961, p. 296, no. 56;
Strong (R.) 1963, p. 90, no. 6; Gentle Painting 1975 (1978 edn);
Strong (R.) 1987, p. 110, no. 104; Reynolds 1999, no. 24
RCIN

PROVENANCE :

Oval enamelled gold miniature case with large suspension loop.
Opaque white enamel hinged lid set with a central old table-cut
diamond surrounded by six table-cut rubies. The case has flat
dark translucent blue enamel reverse and a convex edge with
opaque white enamel background with blue dots and flowers
alternating with oval cartouches outlined in gold.
The miniature by Nicholas Hilliard (1547–1619) is close in
period to the ‘Ermine’ portrait at Hatfield House, dated 1585
(cf. Reynolds 1999, no. 24). Although Hilliard is known to have
also been a goldsmith, there is no evidence to attribute the
miniature case to him or his workshop (cf. Tait 1986, p. 178f).
The enamel decoration on the miniature case is of a slightly
later date than the miniature inside.
The rubies framing a diamond on the lid are emblematic
of love and constancy. This may suggest that the pendant was
a wedding gift (cf. Munn 1993, p. 30f). Elizabeth I (1533–1603)
was known to make gifts of jewels, often bearing her likeness.
The date of entry of no. 282 into the collection is not
certain. It may be identifiable with the ‘Queen Elizabeth by
Hildyard’ purchased by Rundell, Bridge & Rundell at H.C.
Jennings’ sale, Philips, 9 May 1816 (lot 296) and subsequently
purchased by the Prince Regent (ra geo/26982, no. 296).
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283 PENDANT WITH SERPENT COILED AROUND
A TREE AND TWO SKULL CAMEOS
English, late sixteenth century with later additions
Onyx: white on dark grey, diamonds, emeralds, rubies,
Hungarian opals, natural saltwater pearls, gold
4.9 × 3.8 cm; 1 15⁄16 × 1 1⁄2 in
RCIN

51008

PROVENANCE :

With typescript and manuscript note: ‘PENDANT REPUTED TO
HAVE BEEN OWNED/BY MARY, QUEEN OF SCOTS. / Inherited, according
to family tradition, with other / stuart relic through Frances, daughter of Hon.
William Erskine / son of the 3rd Lord Cardross, who married 1748 James Loch
of / Drylaw – her daughter Margaret / married 1769 James Loch of / Halshaw.
In 1802 John Buchanan of Carbeth married, Margaret / daughter of James
Loch. His son, John Buchanan of Carbeth / had, inter alia, a daughter
Henrietta Charlotte, who married / 1872 John Stirling, Stirling of Gargunnock,
grandfather of the / present owner. / W. Stirling 18–10/77’; Miss W. Stirling;
by whom presented to HM The Queen, 1977

Double-sided, openwork pendant in gold and enamel.
Obverse: a tree on a platform in the centre with a naked female
torso in white enamel sitting in the canopy. A serpent in green,
yellow and black enamel is coiled around the tree. Four table-cut
rubies and a long rectangular-cut emerald in box settings are at
the base of the tree. Two enamel bands bearing the inscriptions
A qui and IDISE (?) connect the lower stone. Opaque white and
light-blue, translucent green and blue enamel scrollwork and foliage
surround the central scene and are set with two miniature onyx
cameos depicting skulls. The emerald is flanked by pearls with blue
enamel petal-like settings. The tree canopy is set with three rubies
in box settings and opal cabochons in claw settings. Ten pearls,
partly on studs and partly suspended as pendants, are randomly
attached. With later gold wire suspension loop.
Reverse: the backs of the three ruby settings of translucent
dark-blue enamel with the words vie et mort in white enamel.
When this pendant was presented to The Queen in 1977 it was
reputed to have belonged to Mary, Queen of Scots. Some elements,
for example the skull cameos and the rubies in box settings, appear
to be of that period. The opal cabochons with claw settings are
also found on Elizabethan and Stuart jewellery; cf. the Grenville
Jewel made in England, c.1635–40, in the British Museum, London
(Tait 1986, no. 35), and pieces from the Cheapside hoard, c.1590–
1620, in the Museum of London (Forsyth 2003, p. 6). A finger ring
with a cluster of opal cabochons in claw settings in the National
Museums of Scotland was reputedly worn by Queen Mary when
in mourning for her husband Francis II of France (Art of Jewellery
in Scotland 1991, no. 15h). Compare also the Hat Badge Drake
Star (Princely Magnificence 1980, no. 45, c.1585).
The rather elongated rectangular emerald appears to have
been cut down in order to fit the area it was intended to cover.
The method by which the setting is attached suggests it is a later
addition. It is possible that when this part of the pendant was
adapted, the small white enamel panels with inscriptions were
taken from another piece and made to fit the space; this would
explain why they appear to be incomplete. The pearls flanking

the emerald are attached with gold wire similar to the suspension
loop and were added when the pendant was changed. The studded
and suspended pearls along the rim are randomly attached and
not original.
The French inscription vie et mort and the skull cameos are a
memento mori. The serpent in the Tree of Knowledge symbolises
Sin and the pendant may symbolise the vanquishing of sin.
Although there is no contemporary documentary evidence to
support the connection with Mary, Queen of Scots, the 3rd Lord
Cardross (see Provenance above) was the great-great-grandson of
John Erskine, 18th Earl of Mar, Regent of Scotland 1571–2 and
Guardian of James VI and I. The association was perhaps made
during the nineteenth century when relics of the Queen were
much sought after. It was probably at that time that the pendant
was altered.
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284 PARURE WITH NECKLACE,
BROOCH AND EARRINGS
English, late sixteenth century with seventeenthand nineteenth-century additions
Necklace: enamelled gold, pearls, rubies, emeralds
Brooch: enamelled gold, ruby, freshwater pearls
Earrings: enamelled gold, pearls, rubies
Chain: l 9.5 cm; brooch: 4.9 × 4.6 cm; earrings: h 3.4 cm.
Chain: 3 3⁄4 in; brooch: 1 15⁄16 in; earrings: h 1 5⁄16 in
RCIN

65620

PROVENANCE :

Mary Seton; by descent to Archibald William, 13th Earl of
Eglinton (1812–61); by whom bequeathed to his daughters, Egidia, Sybil and
Hilda; by whom sold Christie’s 22 February 1894 (lot 69); acquired by Algernon
Borthwick, 1st Baron Glenesk (1830–1908); by descent to his daughter, Lilias
Countess Bathurst (d.1965); by whom presented to Queen Mary on the Silver
Jubilee, May 1935
INVENTORY REFERENCE: G&J 1909, no. 183a
LITERATURE : Scarisbrick 1990, pp. 25–6

The necklace consists of a principal gold element with opaque
white, pale-blue, light-green and translucent blue and green enamel
scrollwork set with pearls, emeralds and rubies. This is flanked by
two enamelled cross-shaped links set with pearls and emeralds.
The chain is composed of six s-shaped snakes in translucent darkgreen enamel coiled around two pearls and flanked by opaque
white enamel c-scrolls set with rubies; these alternate with s-shaped
scroll-like ornaments in opaque white and translucent blue enamel
set with rubies.
The gold and white enamel brooch is composed of strapwork
set with four pearls and a central ruby in a box setting.
The earrings were made later to match the snake links of the
chain and adapted by surmounting the earring hook with pearls
and emeralds.
The 1909 inventory, to which the parure has been added at a
later date, gives the following provenance to the parure: ‘Given by
Mary, Queen of Scots, to her attendant Mary Seton. This necklace
was in the possession of the Eglinton family until the four [in fact
three] daughters of the 13th Earl sold the family jewels at Christie’s
in February 1894. What is apparently the principal portion of the
original chain is in the possession of Mr. Hays, of Duns Castle,
heir to the line of Setons’ (G&J 1909, no. 183a).
Joan Evans examined the chain on 19 December 1950 and the
following comments were added in the margin: ‘Part of a cotiere –
a long chain worn by women caught up in the breast.’ After
studying the parure in detail, Hugh Tait in 1970 pronounced two
of the snake-links and one of the star links to be of a later date,
which confirms the known documentation cited below. He was
also of the opinion that the surrounds of the principal pendant
are later and the earrings nineteenth century.
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Not only is the history of the pieces complex but so is the
dating of the various parts. It appears that the brooch is the oldest
part, judging by the setting and ornament (c.1580–90). Both the
brooch and s-shaped chain links are reminiscent of late sixteenthcentury dress ornaments or chain links of c.1600; cf. examples
from the convent of Hall, near Innsbruck, Austria (Princely
Magnificence 1980, nos. 72 and 73a). The oldest links are the four
on either side of the clasp (four snake links and four smaller links).
The central part of the principal link and the star link to the left
of it are probably somewhat later, c.1630. The scrolls surrounding
this part and the link to the right of it were probably added at the
same time, as they both lack enamel on the reverse.
Mary Seton was a devoted attendant and friend of Mary,
Queen of Scots, who shared many years of her exile with her.
She was an excellent hairdresser, whose services the Queen greatly
admired. The chain said to have been a gift to her from the Queen
was originally longer. According to Scarisbrick, Alexander Seton,
6th Earl of Eglinton (d.1661), removed some of the links on his
succession to the earldom in 1612. Eight links from the necklace –
four snakes and four s-ornaments – were subsequently incorporated
into the present Neo-Renaissance parure in the nineteenth century.
Scarisbrick suggests this may have been for the celebrated Eglinton
Tournament, which was held by the 13th Earl at Eglinton Castle in
1839. The parure was sold, together with the Eglinton family
jewels, by the daughters of the 13th Earl in 1894. The remaining
part of the original chain – composed of sixteen snake links and
sixteen white Ss set with rubies – passed to the Hon. Elizabeth
Seton when she married William Hay of Drummelzier in 1694.
It was recorded in the Hay inventory in 1727 and is currently on
loan to the National Museums of Scotland, Edinburgh.
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285 EMERALD CROSS
Late sixteenth century with later additions
Emeralds, enamel, gold, pearls
7.2 × 3.6 cm; 2 13⁄16 × 1 7⁄16 in
RCIN

9051

PROVENANCE :

Acquired by Queen Mary

before 1920
INVENTORY REFERENCES :

qmb 1, p. 28, no. 124

Obverse: cross formed of seven emeralds
in varying shaped table-cuts and box
settings. Along the side panels is a frieze in
black enamel with a stylised leaf pattern.
The cross is inserted into a white enamel
frame with opaque blue, translucent
green scrollwork and strapwork and a
translucent red enamel rosette. With
integrated white enamel suspension
loop and three pearl pendants.
Reverse: gold backplate with rounded
cross ends, outlined in translucent green
enamel with foliage and red rosettes.
Two rampant heraldic lions face each
other in the oval-shaped cross end.
This cross is a marriage of three earlier
elements which may have been assembled
in the nineteenth century or later. Whereas
the ornamental decoration and enamel
colours of the frame are late sixteenth
century, the backplate with its symmetrical
ornament with crossed lines in
combination with birds, rosettes and lions
is typical of the early eighteenth century
(cf. Irmscher 1991, p. 82). The stylised
frieze along the sides of the inserted
emerald cross lacks any distinctive features
and the settings of the emeralds merely
imitate the Renaissance type; this element
may therefore be a nineteenth-century
addition. It was possibly at that time that
no. 285 was assembled into its current
form.
Remnants of a hinge on the backplate
indicate that it originally opened, possibly
revealing compartments for relics. The
surrounding edge of the frame was
adapted to fit the backplate.
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286 PENDANT WITH THIRTEEN CAMEOS
French, early seventeenth century;
cameos with mounts added in the eighteenth century
Gold, émail en ronde bosse, émail champlevé,
sardonyx, turquoise, black and white onyx, sard,
brown and grey agate, black and grey agate, niccolo
13.0 × 8.9 cm; 5 1⁄8 × 3 1⁄2 in
RCIN

65256

PROVENANCE :

Probably Queen Caroline, assembled in its present form c.1720;
documented in the Royal Collection before 1755
INVENTORY REFERENCES : WCIG 1872, no. 43; G&J 1909, no. 189
LITERATURE : Fortnum 1880, pp. 11–12, ill. pl. 11, no. 43; Clifford-Smith 1902–3,
p. 77, ill. pl. 11; Tonnochy 1935, p. 281, fig. x11; Tonnochy 1953, p. 58, ill. fig.
x1; Wentzel 1953, pp. 345–7, fig. 108; Wentzel 1956, p. 85–105; Royal Miscellany
1990, no. 184; Royal Treasures 2002, no. 145; Aschengreen Piacenti, 2003,
pp. 157–63, pl. xl1

Gold openwork pendant with opaque white and middle-blue
enamel foliate scrolls and two dragons on cornucopiae in opaque
mauve, translucent green and opaque pale-blue émail en ronde
bosse on either side of a central arched niche. The jewel is
surmounted by a winged dragon in polychrome émail en ronde
bosse with a black and white enamelled suspension loop.
Obverse: a central rectangular brown and white sardonyx cameo
depicting Joseph and his brethren, surrounded by a frame of
alternating opaque white and translucent red ‘petals’. Nine cameos
in white and gold or translucent red enamel frames are arranged
around the central stone: to the left, a bust of a negro, in sardonyx,
in profile to the right; to the right, a laureate bust of a Roman
emperor, in sardonyx, in profile to the left; above are three brown
and white sardonyx cameos of negroes and the head of an emperor
in black and white onyx, in profile to the left; below, to the left, a
head of Minerva in brown and grey agate, in profile to the left; in
the centre, a nymph on a couch accompanied by satyrs in sardonyx;
to the right, the head of an emperor in white and grey onyx in
profile to the right. Suspended from the bottom of the jewel are
three pendant cameos: in the centre the head of an emperor in sard,
in profile to the right, surrounded by a gold and opaque white
enamel frame; to the left and right two double-sided negro heads,
in black and grey agate.
Reverse: floral design in black champlevé enamel on the gold
backing of the central niche. Eight of the cameos have had their
original rivet attachments replaced by screws and nuts. The
original dark-red cement behind the central cameo has
subsequently been removed.
This display of a collection of cameos using a pre-existing jewel as
a support is quite different in intention from the gem-studded vases
and vessels of previous centuries. Some of the cameos are possibly
contemporary with the original pendant but the ‘assemblage’ is of

a much later date. The original pendant jewel had a central scene,
perhaps in enamelled gold; its tabernacle shape suggests the
possibility of a religious theme. In its previous state the jewel
was probably studded with gemstones attached by tiny screws,
for which there are clearly holes prepared in the scrollwork
background. The three cameo pendants probably replaced pearls.
The colours of the enamels resemble those found on French
seventeenth-century vase mounts in the Galerie d’Apollon in the
Musée du Louvre, Paris, and in the Treasury of the Dauphin, in
the Museo del Prado, Madrid. The mount of the large central
cameo in particular recalls the style of Jean Vangrol, the Flemish
jeweller and valet de chambre to Marie de’ Medici, who worked
in Paris until his death in 1640. Similar mounts recur on an agate
vase listed in the 1642 inventory of Vangrol’s workshop, now in
the Musée du Louvre, Paris (Gemmes de la Couronne 2001,
no. 192), and on the cameos of a casket attributed to Vangrol in
the Treasury of the Dauphin, in the Museo del Prado, Madrid
(Iñiguez 1989, no. 31).
The large central cameo represents Joseph enthroned to the
right. He faces his brothers, who are seeking mercy following the
theft of the silver chalice. Juda kneels before his brother and the
others bow their heads. Hans Wentzel pointed out the connection
between this cameo and the thirteenth-century cameo of the
same subject in the State Hermitage Museum, St Petersburg
(inv. no. k690). Rainer Kahsnitz identified that cameo as Southern
Italian, c.1240, probably after a Byzantine iconographical source
(Zeit der Staufer 1977, no. 881, and v, pp. 477–520). This
identification was repeated by Rudolf Distelberger (Nobiles
Officinae 2004, no. 37). It belongs to a series of Frederician
cameos with Old Testament scenes that were seen as important
individual pieces, to be collected by princes and connoisseurs.
They can be followed through the centuries: the Noah’s Ark gem
now in the British Museum, London, was once in Florence in the
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No. 286

194

III JEWELS

Reverse of no. 286
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collection of Piero the Gouty and his son Lorenzo the Magnificent
(Dalton 1915, pl. 1, no. 18); the Hermitage cameo was in the
collection of Sir William Hamilton before it was acquired by
Catherine II of Russia. Kahsnitz concluded that no. 286 was a
later copy or replica after that cameo, but could not suggest
a place of origin.
The disembodied brothers are the result of spreading out
the original oval composition into a rectangular format. The
foreground figures are fairly close to the prototype but the
treatment is entirely different. The pose of Joseph has become
completely frontal, stiff and hieratic. All the figures are deeply
undercut and moulded in the round. The central brother appears
more like a sixteenth-century representation of Christ in a Baptism
scene and the kneeling figure of Juda recalls the adoring King in
traditional Magi representations. In style and composition it recalls
a large cameo representing an ‘Emperor liberating Prisoners’ on
a casket in the Treasury of the Dauphin in the Museo del Prado,
Madrid (Iñiguez 1989, no. 32). That cameo is based on a medal
celebrating the victory of Charles V over the Turks in Tunis in
1534–5 by Giovanni Bernardi (Donati 1989, p. 104, pl. xxx1). It is
even closer to a cameo in Vienna, of about 1550/60, representing
the Sacrifice of Marcus Curtius, which has recently been attributed
to Francesco Tortorino, a Milanese gem-engraver who was
trained in the circle of Giovanni Bernardi and was known to have
specialised in classicising subjects (cf. Venturelli 2000, p. 135).
On the basis of these considerations, an attribution of the cameo
to Tortorino becomes a possibility.
The sardonyx cameo representing a Roman emperor to the
right of the centre is probably ancient. The remaining cameos
and the pendant heads all appear to be sixteenth century.
The method of attaching the cameos to the original jewel is
crude, even brutal: new holes were bored into the framework to
secure several of the pieces. It would seem that a Renaissance
jewel, reduced to fragmentary state, was employed as a convenient
background on which to display a heterogeneous collection of
gems. This transformation appears to have occurred in the early
eighteenth century, certainly before 1737 for the jewel, complete
with cameos, was in the collection of Queen Caroline. No. 286
is identifiable with the ‘hanging Jewell of onexes containing 12
heads and a piece of figures in the middle’ included in ‘The
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Inventory of the Curiositys & Medals in the cabinet of His
Majesty’s Library’ at Kensington Palace, compiled before 1755
(bm.Add.Ms.20101, f. 60). All the pieces included in that
inventory almost certainly came from Queen Caroline’s
collection (see history of the collection, pp. 15–16). The
connection with Queen Caroline opens up fascinating possibilities
as to the origin of the ‘assemblage’. It is possible that it was a
gift from the Queen’s great friend Elisabeth Charlotte of the
Palatinate (1652–1722), known as Liselotte. Liselotte was an
enthusiastic collector of gems, particularly after the death of her
husband, the Duke of Orléans, in 1701 (Liselotte von der Pfalz
1996, pp. 167–71). Liselotte was in constant correspondence with
Queen Caroline from 1715 to 1722 and from these letters it is
known that they exchanged gifts. In one letter Liselotte writes
of her search for French items which might please Caroline and
other letters mention presents of ‘engraved stones’. Liselotte was
certainly a link with the French interest in gem collecting started
by Louis XIV and continued by members of the French royal
family (cf. Avisseau-Broustet 2000, p. 110). A jewelled egg said
to have been a gift from Liselotte to Caroline is in Rosenborg
Castle, Copenhagen (cf. Bencard 1999, pp. 19–23).
If this hypothesis is accepted, the terminus ante quem for
the ‘assemblage’ must be put back, perhaps to around 1720.
This would certainly give the jewel a special place in the history
of cameo-displaying objets d’art. It was not long before this that
Johann Melchior Dinglinger began producing fabulous objets
d’art for Augustus the Strong (whose brother and predecessor
had married Caroline’s mother in 1692) from his vast collection
of gems and cameos, now in the Grünes Gewölbe, Dresden
(cf. Syndram 1999, p. 137). Another fifty years were to pass before
Luigi Valadier created similar masterpieces for Pope Pius VI
(cf. Valadier 1997, pp. 39–97).
No. 286 was probably the ‘large cameo set round with
several others’ included among the ‘Curiosities sent to his
Majesty from Kensington’ by Horace Walpole on 22 March 1764.
It was listed at Windsor Castle in 1830 and was among the cameos
at Windsor ‘taken away by command of Her Majesty to arrange
in suitable cases’ on 26 October 1838 (wcij 1830, f. 38;
qvij 1838, f. 13).
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287 DOUBLE-EYE AGATE PENDANT
German (?), early seventeenth century
Gold, enamel, double-eye agate
2.7 × 2.8 cm; 1 1⁄16 × 1 1⁄8 in
RCIN

65887

PROVENANCE :

First recorded in the Royal Collection in 1872
1872, no. 1; G&J 1909, no. 165

INVENTORY REFERENCES : WCIG

Obverse: oval cabochon double-eye agate, set in a gold mount
with scrollwork frame in opaque dark-blue and pale-blue
enamel with white spots. With suspension loop and ring above
and small loop below.
Reverse: central leaf-shape surrounded by scrolls in opaque
dark-blue, light-blue and translucent green and red enamel.
The design of the mount and the colours of the enamel recall
the dress jewels found in the tomb of Francis I, Duke of
Szczecin (Stettin) and West Pomerania, who died in 1620
(Princely Magnificence 1980, nos. 125b, 125c). Similar agates
form the links of a chain in the Kunsthistorisches Museum,
Vienna (Eichler & Kris 1927, no. 390; there called French,
sixteenth century).
The heavily ‘weathered’ and partially pitted enamels were
examined in 2005 by Susan la Niece of the British Museum,
London, and Professor Ian Freestone of the University of
Wales, Cardiff: small white spots on the surface appear to be
concretions of calcium carbonate and are consistent with the
object having been buried in the ground. It is impossible to
estimate the length of time of burial as damage is dependent on
local conditions. The enamels are all foiled.
The double-eye agate is not original. It seems a later owner
of the pendant replaced the original lost stone or cameo with
the present stone following the pendant’s recovery from its
burial site. The agate was probably intended as an amulet to
ward off the Evil Eye or to protect against ailments of the eye
(cf. Kunz 1913, pp. 38, 149–50; Hansmann & Kriss-Rettenbeck
1977, p. 248).
The suspension loop and ring were added later using soft
solder in order to protect the enamel. The small loop at the
bottom of the pendant was possibly for suspending a pearl
pendant or to enable it to be sewn onto a garment.
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288 LOCKET WITH HAIR OF CHARLES I
English, c.1620, with insert of 1813
Gold, enamel, Burmese rubies, early
and triangular-cut diamonds
7.5 × 5.0 cm; 2 11⁄16 × 1 15⁄16 in
RCIN

43778

PROVENANCE :

George IV when Prince Regent, until 1813; Princess Charlotte
of Wales; Leopold I, King of the Belgians; Queen Victoria, by 1896
INVENTORY REFERENCE: G&J 1909, no. 255
LITERATURE : Clifford-Smith 1902–3, p. 80, pl. 1; Tonnochy 1935, p. 281;
Tonnochy 1953, p. 60; Royal Miscellany 1990, no. 167;
Royal Treasures 2002, no. 148

Oval gold locket with large scrollwork suspension loop in
opaque blue and white enamel and white enamel loop at
bottom.
Obverse: openwork pea-pod design in opaque white and
translucent dark-blue and green enamel, set with twelve
rubies and ten diamonds.
Reverse: pierced asymmetrical floral design in opaque white
and various shades of opaque and translucent blue and green
enamel. A frieze of rosettes and fleurs-de-lis around the
surrounding edge is enamelled in the same colours.
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A red-gold case with glass lid containing a lock of hair inside
the locket is inscribed: Hair of Charles the First Cut from his
head April 1st 1813 Discovered on the Funeral of the Duchess
of Brunswick and given to me by the Prince Regent.
No. 288 corresponds in type and style to a miniature case
containing a portrait of Elizabeth I in the Victoria & Albert
Museum, London (inv. no. 4404–1857; Phillips 2000, p. 40),
and the Lyte Jewel, which contains a portrait miniature of
James I and VI, in the British Museum, London (cf. Tait 1986,
no. 33; Scarisbrick 1994, p. 139, fig. 56). Also belonging to
this group is the locket with a miniature of Anne of Denmark
in the Fitzwilliam Museum, Cambridge (cf. Princely
Magnificence 1980, no. 118; Scarisbrick 1994, p. 137, fig. 55).
All the quoted examples are English and datable between 1600
and 1620. Both the pea-pod ornament and the asymmetrical
floral design are characteristic of the early decades of the
seventeenth century (Fuhring & Bimbenet-Privat 2002,
nos. 105 and 161).
The inner case was made to fit into the locket, probably
in 1813. The discovery to which the inscription refers occurred
in 1813. During excavations in preparation for the interment
of the coffin of George III’s sister, Augusta, Duchess of
Brunswick (1737–1813), in the royal vault at St George’s
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Chapel, Windsor Castle, the coffin of Charles I was discovered.
The Prince Regent had the coffin opened and the contents examined.
His physician, Sir Henry Halford, gave an account of what was found,
which included an analysis of the hair. George IV was fascinated by
Charles I, both as King and as collector. His fascination was reflected
in his conscious attempt to reacquire paintings that had once belonged
to the Martyr King.
Although the inscription reads ‘given to me by the Prince Regent’,
it does not identify the recipient. Queen Victoria’s inventory of jewels
however states that it had previously belonged to Princess Charlotte
(1796–1817), the only child of George IV (qvij 1896, f. 518) and
granddaughter of Augusta, Duchess of Brunswick. It subsequently
passed to her husband Prince Leopold of Saxe-Coburg-Saalfeld
(1790–1865), later King of the Belgians, before entering the collection
of Queen Victoria. No. 288 was among Queen Victoria’s private
belongings taken to Windsor Castle after her death in 1901
(ra Add.A8, no. 259).
A locket containing the hair of Charles I survives among other
relics of the King in Carisbrooke Castle Museum, on the Isle of Wight.
Although it is very different in type and style from no. 288, it also once
belonged to Queen Victoria, before passing to her daughter Princess
Henry of Battenberg (qvij 1896, f. 454).

289 STUART CORONATION RING
English, possibly 1660 or earlier, with later additions
Gold, silver, ruby, diamonds
Gold ring, the bezel set with a thin and faceted ruby, foiled and engraved
with a cross, surrounded by twenty-six diamonds in silver with gold claw
settings. The shank is hollow and engraved with scrollwork, acanthus,
garlands and basket-like ornament. A ratchet mechanism with a tongueand-groove clamp enables the ring to be enlarged or decreased in size
h 2.3 cm, w 2.2 cm, bezel: 1.7 × 1.9 cm; ruby: 1.3 × 1.5 cm.
h 7⁄8 in, w 7⁄8 in, bezel: 5⁄8 × 3⁄4 in; ruby: 1⁄2 × 9⁄16 in
RCIN

441925

PROVENANCE :

Charles I (?); Charles II (?); James II; Mary of Modena;
thence by descent to Prince Henry Benedict Stuart, Cardinal York;
by whom bequeathed to George, Prince of Wales, later George IV, 1807
LITERATURE : Sandford 1687, pp. 21, 43, 95, ill. ‘The Second Plate of the Regalia’
between p. 40 and p. 41; Reid & Brook 1890, pp. 123–5;
Burnett & Tabraham 1993, p. 54; Blair 1998, 1, p. 400, 11, p. 256
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This ring was bequeathed, together with no. 309, to George, Prince
of Wales, by Cardinal York (1725–1807). It was described in the
Cardinal’s will as ‘a ruby ring surrounded by brilliants. On the
ruby a cross is engraved. It was used on the coronation day of the
Kings of Scotland’ (Stuart (Braye) Papers, p. 249). The engraved
ruby is from the coronation ring with which James II and VII,
the Cardinal’s grandfather, was invested at his coronation in
Westminster Abbey on 23 April 1685. Sandford’s account of the
ceremony describes the ring as ‘being a plain Gold Ring, with a
large Table Ruby Violet wherein a plain Cross, or Cross of St.
George, was curiously Enchased’ (Sandford 1687, p. 43). Although
the ring was included in a warrant to the Master of the Jewel House
dated 19 March 1685 for items to be supplied for the coronation,
it is curiously absent from the coronation accounts (Sandford 1687,
p. 21). This was perhaps because coronation rings were considered
the personal property of the sovereign and were paid for privately.
Alternatively, James II may have used Charles II’s ring. That ring
was included in the warrant for coronation regalia to Sir Gilbert
Talbot, Master of the Jewel House, of 1660 but does not appear in
the warrant for payment to Robert Vyner, Royal Goldsmith, nor
does it appear in the list of items made for Charles II’s coronation,
drawn up for James II’s Coronation Committee in 1685 (Blair 1998,
11, pp. 255–6). Sir Edward Walker, Garter King of Arms, sketched
the coronation regalia in 1661; his drawing of the ‘Ring with the
Ruby’ appears to show a plain stone lacking a cross (Blair 1998, 1,
pp. 356–7). However, Walker’s sketches are unreliable and this
does not necessarily preclude the possibility that James II used
his brother’s ring.
The practice of investing the sovereign with a ring on the
fourth finger of the right hand, following the crowning but before
receiving the sceptre, was continued after the Restoration. Sandford
describes how, during the coronation of James II, the Archbishop
of Canterbury put the ring ‘on the fourth finger of His Majesties
right hand, saying, Receive the ring of Kingly Dignity, and the seal
of Catholick Faith, that thou are this day consecrated head and
prince of this kingdom and people’ (Sandford 1687, p. 95). The
King was then presented with a richly decorated glove which he
wore on his right hand over the ring.
The absence of Charles II’s coronation ring from the accounts
raises the intriguing possibility that he used his father’s ring.
Certainly Cardinal York believed that no. 289 was Charles I’s:
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in a letter written to the Cardinal in January 1800, Thomas Coutts
recalled how he had afforded the youngest Miss Coutts ‘the
distinguished honour’ of putting on ‘the ring which Charles I wore
at his Coronation’ (Stuart (Braye) Papers, p. 243). No. 289 was
ambiguously described as ‘King Charles’s Coronation Ring’ when
it was listed at Windsor Castle in 1830 (wcij 1830, f. 8).
James II took his coronation ring into exile with him in 1688.
It is listed as ‘One Ruby Ring having a Cross ingraved on it wth
which the Late King was crowned’ in James II’s posthumous
inventory drawn up in Saint-Germain on 20 July 1703 (Historian
1985). In 1715 the ring was included in an inventory of Mary of
Modena’s goods dispatched from Paris (Haile 1905, Appendix e,
p. 520). Following her death in 1718, the ring appears to have
remained with the exiled Stuarts until it was willed by Cardinal
York to the Prince of Wales in 1807. It was not delivered to the
Prince, however, until 1815 (ra geo/25887).
The thin flat-cut ruby is probably one half of a medieval
bead that has been cut away and polished to remove the drill hole.
The engraved cross is probably seventeenth century. The border
of brilliants is a later addition, first referred to in Cardinal York’s
will; the type of setting supporting the brilliants was in use by 1780.
The style and workmanship of the remainder of the ring suggest
that it was extensively remodelled for the Prince Regent in the early
nineteenth century. In 1830 William IV deposited the ring on loan,
together with nos. 297 and 309, to be displayed with the Honours
of Scotland in Edinburgh Castle.
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290 WILLIAM III BADGE
English (?), c.1690
Gold, enamel, silver, rock crystal
10.4 × 6.9 cm; 4 1⁄8 × 2 11⁄16 in
52282; the miniature RCIN 422265
Purchased by Queen Mary in 1916
INVENTORY REFERENCE: Add. Cat. 1914, case 13, no. 2
LITERATURE : Evans 1970, p. 148 and pl. 137a and b;
Gans 1979, fig. 174; Royal Miscellany 1990, no. 175;
Reynolds 1999, no. 405; Sparkling Age 1993, p. 61, fig. 9
RCIN

PROVENANCE :

Obverse: openwork roundel composed of
concentric circles of rose-cut rock crystals in
petal-shaped settings around a larger central
stone. Surmounted by a crown set with rock
crystals.
Reverse: oval enamel portrait miniature of
William III (1650–1702). Surrounded by a frame
of petal-shaped plaques of white enamel with
black foliate scrollwork and pink flowers. The
reverse of the crown is similarly enamelled.
The design of the jewel derives from French
prototypes, for example the Malvasia ‘Gioiello
della Vita’, in the Collezioni Comunali d’Arte,
Palazzo d’Accurcio, Bologna (cf. Perini 1990,
pp. 410–12). That jewel was the gift of Louis
XIV to the Italian poet and art historian Carlo
Cesare Malvasia of Bologna. It contains a
miniature portrait of Louis XIV painted by Jean
Petitot in 1681, surrounded by concentric circles
of diamonds. The crown at the top of the jewel
is surmounted by the French fleur-de-lis, unlike
the orb and cross on no. 290. Its enamelled
reverse resembles that of no. 290 and is similar
to a drawing from the sketchbook of Thomas
Cletscher, c.1660 (Sparkling Age 1993, fig. 5).
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Locket pendants of this type containing
miniatures were popular diplomatic gifts; cf.
the so-called ‘Hensius jewel’, presented to
Anthonie Hensius (1641–1720), the Dutch
Pensionary, by Louis XIV in 1683, now in the
Gemeentemuseum, The Hague (Sparkling Age
1993, no. 95 and pp. 56–61; Bimbenet-Privat
2002, no. 184). Two French miniature cases of
c.1680 that once contained portraits of Louis
XIV are in private collections (Evans 1970,
pl. 132; Bimbenet-Privat 2002, no. 185).
No. 290 is slightly later than these French
jewels and may be English. The likeness of
the King is derived from Sir Godfrey Kneller’s
full-length State Portrait of 1690, after which
innumerable replicas were made. In no. 290
the King is depicted wearing armour rather
than his robes of state. He is similarly shown
in a miniature signed Benjamin Arland, dated
1701, in the Musée de l’horlogerie et de
l’émaillerie, Geneva. Reynolds compares no.
290 with a similar miniature signed by Charles
Boit in the National Portrait Gallery, London
(Piper 1963, pp. 379–80).

No. 290 reverse
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291 PENDANT WITH PELICAN
IN HER PIETY
Spanish, late seventeenth century –
early eighteenth century
Gold, émail en ronde bosse, rose-cut diamonds,
Burmese rubies, saltwater pearls, baroque pearl
6.9 × 3.7 cm; 2 11⁄16 × 1 7⁄16 in
RCIN

65255

PROVENANCE :

First recorded in
the Royal Collection in 1872
INVENTORY REFERENCES : WCIG 1872, no. 134;
G&J 1909, no. 188
LITERATURE : Fortnum 1880, p. 25, no. 134, ill. pl. 111;
Clifford-Smith 1902–3, p. 243;
Royal Treasures 2002, no. 149

Enamelled gold pendant representing the
pelican piercing her breast to feed her three
young hatchlings. The pelican sits on a round
base surrounded by open scrollwork and
diamond-set foliage. Three pearl pendants are
suspended from the scrollwork. The bird and
her young are of white enamel with blue
markings; her wings are set with diamonds and
her breast is set with a ruby and diamonds; red
enamel on the central hatchling indicates drops

of blood. The pelican group is set against a
diamond-studded cross with foliage inlaid in
black enamel on the ends and two pearl
pendants. The top of the pendant consists of a
conical-shaped setting with a central diamond
surrounded by a scrollwork frame from which
the cross and pelican and two pearls are
suspended.
Fortnum describes the jewel as ‘probably
Spanish or Portuguese work of the seventeenth
century’. The ‘platform’ on which the pelican
and her young rest is an element frequently
found in Spanish jewels of c.1600 and later
(cf. designs for pendants in the Llibres de
Passanties in Muller 1972, figs. 148–51). The
floral-type settings and the style of enamelling,
however, are typical of late seventeenth- and
early eighteenth-century Spanish jewellery
(cf. La joyería española 1998, nos. 65, 66, 124;
Arbeteta Mira 2003, no. 66).
The pelican piercing her breast to feed
her young with her blood symbolises the
sacrifice of Christ on the cross. It was also
the attribute of Charity, referring to the love
of God and the love of one’s neighbour.
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292 RUBY PARURE WITH CAMEOS
Parure: Turin, 1824–9; the brooch mid-nineteenth century
Cameos: North Italian, sixteenth–seventeenth century
Onyx: white on translucent grey; gold and Burmese rubies
The cameos are set in closed gold collets and surrounded by foiled
Burmese rubies of varying faceted cuts in collet and claw settings
4187, 4188, 4189, 4190 and 4191
PROVENANCE : Acquired by Queen Mary in 1932
INVENTORY REFERENCE: qmb 1, no. 46
RCIN

Parures became fashionable in the nineteenth century, as was evident in
the attire of the ladies attending Princess Charlotte at her marriage in
1816. Each attendant wore matching sets of amethysts, chrysolites and
topazes given by the Prince Regent (see Scarisbrick 1994, p. 345).
Empress Joséphine and her court were the first to embrace the fashion
of Greek dress and cameo jewellery. Ancient, Renaissance and modern
Roman copies of engraved gems were set in magnificent parures. By
the 1850s the jewellers Castellani and Giuliano from Rome had revived
the interest in Archaeological styles in jewellery and gem cutting. In
England Queen Charlotte is also known to have had a collection of
cameo-set jewellery, including a parure with a bandeau of five large and
eight small cameos (Christie’s, London, 17 May 1819, lots 94 and 105).
NECKLACE

The necklace is made of sixteen oval onyx cameos.
Hallmarked Turin, 1824–9 (Donaver & Dabbene 1987, p. 61, no. 28,
and p. 63, no. 42). Length: 40.5 cm; 15 15⁄16 in
The cameos depict both Renaissance and classical scenes.
1. The Birth of Venus. The goddess is depicted having risen from the sea,
grasping a cape behind her. She stands on a dolphin facing the left,
with two attendants by her side. The one directly in front of her blows
a horn, while the other is holding her drape (head deficient).
1.7 × 1.2 cm; 5⁄8 × 1⁄2 in
2. Hercules battling one of the giants, possibly Cacus. Hercules, bearded
and in a loin cloth with a billowing cape, stands over the cowering giant
with his club raised to give the final blow.
1.1 × 1.5 cm; 7⁄16 × 9⁄16 in
3. The Punishment of Cupid. Cupid and his mother Venus are depicted
both nude under a tree, with Venus clasping her son’s head. She holds
what could be a bunch of roses, which she uses to strike him.
1.9 × 1.3 cm; 3⁄4 × 1⁄2 in
4. A bearded nude male armed with a bow and arrow is shown in pursuit
of a centaur who is attempting to abduct a nude female. The event is
taken from the myth of the Lapiths and the Centaurs. The drunken
Centaur is attempting to abduct Hippodamia. The ensuing battle –
the Centauromachy – resulted in the Lapiths driving the Centaurs out
of Thessaly. Alternatively, given the Herculean theme in several other
cameos in the parure, the scene may depict the Centaur Eurytion
abducting Mnesimache from the wedding feast held to celebrate her
marriage to Azan. Hercules arrives just in time to kill the Centaur,
returning the bride to the groom.
1.1 × 1.4 cm; 7⁄16 × 9⁄16 in
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5. Venus rising from the sea. The goddess is depicted nude facing to the
right, draping a shawl over her shoulders, her foot resting on the head
of a dolphin. A less detailed version of the scene depicted in the central
cameo (no. 1).
1.7 × 1.3 cm; 5⁄8 × 1⁄2 in
6. Two ibexes.
1.2 × 1.5 cm; 1⁄2 × 9⁄16 in
7. The Apotheosis of Hercules. Hercules, facing right, is depicted
ascending to Olympus on a cloud, wielding his club. Above him hovers
Cupid seated on a phoenix.
1.4 × 1.0 cm; 9⁄16 × 3⁄8 in
8. A domestic scene of two female servants changing the linens of an
ornate canopy bed.

1.1 × 1.5 cm; 7⁄16 × 9⁄16 in
9. Hercules abducting Cerberus. Traditionally, Hercules was granted
permission by Pluto to take Cerberus from the Underworld only if
he could tame the beast without the use of any weaponry. Here
Hercules and Cerberus are depicted at the mouth of Hades, with
Hercules raising his club as if to beat the animal into submission.
1.0 × 1.4 cm; 3⁄8 × 9⁄16 in
10. Diana hunting in a woodland scene with hounds. The goddess is shown
walking to the right, dressed in a long tunic and holding a spear in her
right hand and possibly a horn in her left.
1.0 × 1.2 cm; 3⁄8 × 1⁄2 in
11. The Sacrifice of Isaac. The young Isaac is depicted bound and kneeling
on a sacrificial altar with a crouching lamb and a flaming altar behind
him. His father, Abraham, stands in front with his sword raised, ready
to strike. Out of the clouds, directly in front of Abraham, the angel
appears to restrain him from sacrificing the child.
1.1 × 1.2 cm; 7⁄16 × 1⁄2 in
12. Hercules wrestling Antaeus. Hercules, facing right, is shown with his
arms wrapped firmly around the giant’s waist, crushing him against his
own body. In the lower right corner is the fragment of a distant building.
1.2 × 1.4 cm; 1⁄2 × 9⁄16 in
13. A classical female nude facing left, with a tunic draped around her
waist, holding a serpent in each hand, possibly depicting the death of
Cleopatra, or – perhaps more likely – Hygieia, the personification of
health. Like her father Asclepius, the god of medicine, Hygieia was
often associated and depicted with serpents.
1.6 × 1.3 cm; 5⁄8 × 1⁄2 in
14. Hercules slaying the Lernaean Hydra. One of Hercules’ twelve
labours, showing Hercules with a curved sword raised in his hands,
just before decapitating the monster.
1.1 × 1.4 cm; 7⁄16 × 9⁄16 in
15. Orpheus charming the animals with his music. On the left, Orpheus,
dressed in a short tunic, sits on a rock and plays his viol to the trees
and animals, who sit entranced around him.
2.0 × 1.5 cm; 13⁄16 × 9⁄16 in
16. Atlas carrying the heavens on his shoulders. The giant is shown
kneeling to the left between two edifices, with his arms wrapped
around the sun and the stars.
1.1 × 1.5 cm; 7⁄16 × 9⁄16 in
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No. 292 (reduced)

BRACELET

The bracelet is made of sixteen oval onyx cameos,
and a centrepiece in sardonyx.
Hallmarked Turin, 1824–9 (Donaver & Dabbene 1987,

8. Cupid, facing left, approaching a flaming altar.
1.0 × 1.2 cm; 3⁄8 × 1⁄2 in
9. Cupid, facing left, carrying a bundle of grapes over his shoulder.
1.1 × 1.2 cm; 7⁄16 × 1⁄2 in

p. 61, no. 28, and p. 63, no. 42)
Length: 22.2 cm; 8 3⁄4 in
1. Centrepiece: Horatius Cocles defending the bridge (Livy 2:10; Plutarch
6:16). This scene shows a popular subject during the Renaissance,
Horatius single-handedly defending Rome against the invading
Etruscans. Seated astride his horse, Horatius has struck down one of
Lars Porsenna’s soldiers, who lays lifeless on the bridge. Behind the
fallen man two more Etruscan soldiers are in pursuit. Directly behind
Horatius, two Roman soldiers are breaking the bridge in an attempt to
prevent the Etruscans from crossing it into Rome. For the type, cf.
Splendeurs des Collections de Catherine II 2000, pls. 152/9;
Gasparri 1994, p. 127, pl. 197.
3.4 × 4.5 cm; 1 5⁄16 × 1 3⁄4 in
2. Orpheus charming Cerberus. Orpheus, seated to the left, at the
mouth of Hades playing a lyre as Cerberus sits entranced.
1.0 × 1.2 cm; 3⁄8 × 1⁄2 in
3. The Triumph of Dionysus. The nude god is seated in a chariot shaped
as a grotesque mask, which is being pulled to the left by what is
possibly a leopard or tiger (head deficient). In his right hand he holds a
thyrsus.
0.9 × 1.3 cm; 3⁄8 × 1⁄2 in
4. Hercules slaying the Lernaean Hydra. The nude Hercules stands
facing the left, grasping one of the heads of the Hydra in his right
hand. His left hand is poised behind him holding a curved sword.
1.1 × 1.2 cm; 7⁄16 × 1⁄2 in
5. Cupid sacrificing at an altar. Cupid is depicted kneeling to the right;
behind him is a satyr blowing a horn.
0.8 × 0.9 cm; 5⁄16 × 3⁄8 in
6. Male nude seated to the left with a drinking vessel.
0.7 × 0.8 cm; 1⁄4 × 5⁄16 in
7. Cupid, facing right, taming a lion.
0.9 × 1.1 cm; 3⁄8 × 7⁄16 in
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10. Two women seated with a dog. The central figure, wearing a long
dress, plays a mandolin to another female figure seated on the left.
A dog sleeps curled up in the right corner.
1.0 × 1.2 cm; 3⁄8 × 1⁄2 in
11. Venus, Mars and Cupid. The nude Venus has her hand on Mars’
right shoulder. He, in full military dress, faces her to the left,
with Cupid observing in the right corner of the scene (Mars’ left
leg deficient).
1.1 × 1.2 cm; 7⁄16 × 1⁄2 in
12. Two male nudes, one kneeling to the right, the other leaning over
a barrel. Given the various other vintage scenes included in the
bracelet, it is possible that this is also an allusion to the production
of wine.
0.9 × 1.0 cm; 3⁄8 × 3⁄8 in
13. Dionysus and Cupid. A nude Dionysus seated to the right faces
Cupid, who approaches with an offering.
0.9 × 1.0 cm; 3⁄8 × 3⁄8 in
14. Sacrificial scene. A male in a short tunic facing left stands before a
flaming altar holding a goat in his arms.
0.6 × 0.9 cm; 1⁄4 × 3⁄8 in
15. Reclining female nude, possibly Ariadne, depicted seated with her
head resting on her left hand. The weeping willow-like tree to the left
and the figure’s gesture are symbolic of sorrow and mourning.
0.8 × 1.0 cm; 5⁄16 × 3⁄8 in
16. Reclining female, seated to the right with drapery over her legs.
She reaches for an urn-like vessel with her right hand (hand and
half of arm deficient).
1.0 × 1.2 cm; 3⁄8 × 1⁄2 in
17. Cupid playing with a dog. Cupid approaches the dog from the
left with a ball in his hand.
1.0 × 1.2 cm; 3⁄8 × 1⁄2 in
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6. Female musician, wearing a chiton with her right breast exposed,
holding a viol in her right hand and the bow in her left.
1.0 × 0.8 cm; 3⁄8 × 5⁄16 in

BROOCH

The brooch with thirteen onyx cameos has a basic cross shape with
surrounding cluster. Early nineteenth century (attached to a later
brooch mount with hook for a pendant drop). Unmarked.

7. The Adoration of the Magi. The Holy Family beneath a temple
structure is shown with Joseph standing in the background, and the
Virgin and the Christ Child seated in the foreground, all facing right.
Before them, one of the Magi kneels with his offering, as the other
two look on. At the top shines the star of Bethlehem.
1.8 × 1.3 cm; 11⁄16 × 1⁄2 in

7.6 × 7.7 cm; 3 × 3 1⁄16 in
1. Two female figures, in long dresses. The figure facing the right is holding
an object which she is offering to the woman walking towards her.
0.8 × 1.1 cm; 5⁄16 × 7⁄16 in
2. Seated male nude facing right, possibly Dionysus, approached
by a satyr blowing a horn.
0.9 × 1.2 cm; 3⁄8 × 1⁄2 in

8. Male musician, wearing a tunic, holding a viol in his left hand
and the bow in his right.
1.0 × 0.8 cm; 3⁄8 × 5⁄16 in

3. Male nude running to the right towards a bonfire. The figure is bearded
and has a drape wrapped around his waist. He extends his left hand
towards the fire. This could be a depiction of Mucius Scaevola as he
burns his hand in front of the Etruscan enemy Porsenna, though
traditionally he is depicted burning his right hand. The legend of
Mucius Scaevola, like that of Horatius Cocles, was popular during the
Renaissance as an example of courage, endurance and civic duty.
1.1 × 1.4 cm; 7⁄16 × 9⁄16 in

10. Cupid, walking to the left, carrying a vessel (both legs deficient).
0.8 × 0.6 cm; 5⁄16 × 1⁄4 in

4. Male nude, facing right, making a sacrifice at an altar.
1.0 × 1.2 cm; 3⁄8 × 1⁄2 in

12. Cupid, walking to the left. Left leg and right arm deficient.
0.8 × 0.6 cm; 5⁄16 × 1⁄4 in

5. Orpheus, nude, facing left with his foot resting on a rock, playing
his lyre. To his right a small animal crouches beneath a tree.
0.9 × 1.1 cm; 3⁄8 × 7⁄16 in

13. Kneeling male nude, facing right, offering an object to a seated
male wearing a tunic, possibly a slave serving his master.
1.0 × 1.3 cm; 3⁄8 × 1⁄2 in

9. Cupid, walking to the right, reading from a scroll.
0.8 × 0.6 cm; 5⁄16 × 1⁄4 in

11. Cupid, facing left, teasing a bird (left leg and arms deficient).
0.8 × 0.6 cm; 5⁄16 × 1⁄4 in
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No. 292

OVAL BROOCH

EARRINGS

The brooch with a pendant loop has one oval cameo, not
originally part of the parure, perhaps made later to match
the set. Mid-nineteenth century. Unmarked.

Pair of drop earrings with two oval cameos.
Early nineteenth-century pendants with late nineteenth-century
surmounts (with later ruby and old brilliant-cut diamonds). Unmarked.

5.0 × 4.6 cm; 1 15⁄16 × 1 13⁄16 in

(left) 3.7 × 2.0 cm, 1 7⁄16 × 13⁄16 in; (right) 3.7 × 1.9 cm, 1 7⁄16 × 3⁄4 in

Dionysus and Ariadne. Ariadne is seated facing right, with a
drape wrapped around her legs, looking up at the god. He stands
before her with his right arm across his chest, holding his thyrsus
with his left; a drinking vessel lies at his feet.
3.4 × 3.8 cm; 1 5⁄16 × 1 1⁄2 in

(left) Pastoral scene of two figures shearing sheep. The male figure on
the right sits astride a sheep, holding it in place, while the figure
on the left, possibly a female, holds a sheep over her lap to shear it.
0.9 × 1.3 cm; 3⁄8 × 1⁄2 in
(right) Nude male figure and large bird. The male figure approaches
the bird from the right carrying a large drape or net. The man
may be attempting to capture the bird.
0.9 × 1.2 cm; 3⁄8 × 1⁄2 in
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293 PENDANT
Castellani, Rome, c.1860
Gold, enamel, Burmese ruby, cabochon rubies,
Colombian emerald, Indian emerald drop
7.6 × 3.8 cm; 3 × 1 1⁄2 in
RCIN

9057

PROVENANCE :

Probably acquired by Queen Mary

Leaf-shaped double-sided pendant in enamelled
gold; in the centre, a Burmese ruby surrounded
by a four-lobed ornament with white palmettes
and dots. Dark-green acanthus foliage edging
with a Gothic leaf finial, with a blue enamel
grotesque mask below and, above, a Colombian
emerald in a black enamelled setting. The reverse
is plain gold with an oval opening for an insert
surrounded by engraved acanthus foliage.
Suspended below is a disc-shaped pendant set
with cabochon rubies and Indian emerald drop.
On the reverse is the double ‘C’ monogram mark
of Castellani (Castellani 2005, fig. 2–5).
A pendant by Castellani of near identical
Renaissance Revival design is in a private
collection (Castellani 2005, no. 144, fig. 2–34).
That piece, however, differs in the choice of
stones and has a suspended pearl drop. The
cabochon-set ‘disc’pendant with emerald drop,
as found on no. 293, appears to have been a
popular feature on Archaeological-style
brooches by Castellani. A cameo-set brooch in
the Museo Nazionale Etrusco di Villa Giulia,
Rome, similarly combines the Renaissance
Revival and Archaeological styles and has a
very similar pendant drop (Castellani 2005,
figs. 4–12 and 4–26).
Although no. 293 may be stylistically dated
to c.1860, Castellani continued to use and adapt
the same designs long after Archaeological and
Renaissance Revival styles were fashionable.
The firm was in existence from 1814 to 1927.
The opening on the back of the pendant
may have been covered by glass under which
hair or a miniature was set.
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294 MERMAID PENDANT
French, assembled in its present form 1860/70
Gold, enamel, foil-set Burmese rubies, pearl pendants,
old-cut ruby, mother-of-pearl
12.0 × 6.0 × 1.5 cm; 4 3⁄4 × 2 3⁄8 × 9⁄16 in
RCIN

65250

PROVENANCE :

First recorded in the Royal Collection in 1872
1872, no. 73; G&J 1909, no. 181
LITERATURE : Fortnum 1880, p. 15, no. 73, ill. pl. 111;
Clifford-Smith 1902–3, p. 79; Tonnochy 1935, p. 278 and col. pl.;
Tonnochy 1953, p. 59; Evans 1970, p. 112; Vincent 1984, no. 117
INVENTORY REFERENCES : WCIG

The pendant represents a mermaid combing her hair and holding
a mirror. A baroque pearl forms her torso and her head and arms
are of white enamelled gold. Her tail is covered with deep-green
and blue enamel and is set with foiled hobnail-cut Burmese rubies;
three pendant pearls in a silver mount set with diamonds hang
from it. The mermaid is suspended by two gold chains from an
enamelled scrollwork element set with a ruby from which a
pendant with a bearded moon-like face in mother-of-pearl hangs.
Fortnum recognised the bearded mother-of-pearl face and
pearl and diamond pendants as nineteenth-century additions,
but described the mermaid as a fine Italian jewel of the sixteenth
century. This attribution was accepted by Evans.
The jewel is a composite piece. The principal part was probably
the ‘Pearl and Enamel Mermaid with 3 Pearl & Diamond drops’
listed in the 1841 inventory of Queen Victoria’s private jewels
(qvij 1841, p. 4). However, it was probably assembled into its
present form around 1860/70 and has remained unchanged since
it was included in the 1872 Windsor Castle inventory of gems. It
recalls a French nineteenth-century engraving that is neither signed
nor dated, in the Rijksmuseum, Amsterdam (Hackenbroch 1979,
fig. 643). That engraving appears to relate to a mermaid pendant
first recorded in the 1862 Special Loans Exhibition in the South
Kensington Museum, now in the Metropolitan Museum, New York
(Vincent 1984, p. 197, no. 117). Vincent suggests that the design
may have been derived from another jewel and she refers to no. 294,
which was known to her only from Tonnochy’s article. The two
jewels are indeed likely to have a common origin: the position of
the arms is almost identical and the swirl of the fishtail and the
brilliant enamelling of the green scales are close parallels.
A third mermaid jewel of this type, in the National Gallery
of Art, Washington dc, has been attributed by Rudolf Distelberger
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to the Parisian goldsmith Alfred André (1839–1919), who often
used designs by Reinhold Vasters (1827–1909; Distelberger 1993,
p. 295). The pose of the mermaid, the type of fishtail and the row
of gemstones set along the tail are similar, as are the ‘hatchet’
motif within the scrollwork and the small loops for the attachment
of the suspended pearls that are characteristic of the work of
André. However, neither the hair nor the feathery ‘skirt’ between
the torso and tail of no. 294 recalls known André pieces; nor does
the figure correspond to any of the recently published models
(Joyaux Renaissance 2000, pl. 1).
The hair of no. 294 differs greatly from that of any nineteenthcentury mermaid. The enamelling of the face may be rubbed,
possibly to achieve greater authenticity; or the head may be a
fragment of an earlier date. The hobnail-cut rubies set in the tail
are a sixteenth-century feature.
The three pearl pendants date from c.1820–30 and are clearly
from another, possibly French, jewel. The pendant with motherof-pearl face probably dates from c.1860/70; cf. a carved
moonstone face in the Victoria & Albert Museum, London
(inv. no. m. 269–1977; Bury 1983, p. 134, case 21, b4).
Mermaid pendants were very popular during the nineteenth
century. Prince Albert gave one to Queen Victoria as a Christmas
present in 1842. That pendant, now in the Museum of London,
is thought to incorporate seventeenth- and eighteenth-century
components (Bury 1991, 1, p. 313, col. pl. 80). Parisian jewellers
such as the Fannière brothers, F. Philippi (Vever 1906–8, vol. II,
pp. 196, 199) and Louis Wièse (Phillips 2000, p. 85) produced
mermaid pendants up to the 1890s.
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295 EMERALD PENDANT
English, c.1860–70
Gold, Colombian emerald, enamel, diamonds;
with woven material, possibly hair, behind the emerald
6.9 × 3.7 cm; 2 11⁄16 × 1 7⁄16 in
RCIN

52283

PROVENANCE :

Frederick, Duke of York; by whom apparently given to John Bridge
(1755–1834); by descent; sale Knight Frank & Rutley, London, 3 February 1916
(lot 76); purchased by Queen Mary
INVENTORY REFERENCE: Add. Cat. 1914, no. 2a
LITERATURE : Royal Miscellany 1990, no. 188; Royal Treasures 2002, no. 151

Large table-cut hexagonal emerald, set and backed in gold; surrounded
by a frame with white, black, blue, green and red champlevé enamel
cartouches with rosettes alternating with six table-cut diamonds. From
a large red and blue enamel suspension loop and a small red enamel loop
at the bottom is suspended a lozenge-shaped pendant set with four tablecut diamonds. The gold backing of the emerald is inscribed: Elizabeth R.
According to the Catalogue of Additions to the King’s Audience
Room, started in 1914, no. 295 was ‘formerly the property of Frederick
Duke of York; and by him made over to Mr. Bridge (of Rundell &
Bridge) and purchased from his descendants by Queen Mary in 1916.
The emerald is presumed to have been among Queen Elizabeth’s jewels.’
The entry can only refer to the stone as the mount is later.
Although the cut of the emerald is sixteenth century, and Queen
Mary acquired the pendant on the basis of the stone’s traditional
association with Elizabeth I, its early history remains undocumented.
The inscription on the reverse is a facsimile of Elizabeth I’s signature
and was probably engraved by the maker of the ‘Holbein’-style pendant,
c.1860–70, at a time when jewels and relics associated with Queen
Elizabeth and Mary, Queen of Scots, were much sought after by
antiquarians (Gere 1991, pp. 31–4).
The pendant as a whole is remarkably similar to the ‘Holbein
pendant’ in the Victoria & Albert Museum, London (Princely
Magnificence 1980, no. h12). It is characteristic of the High Victorian
‘Holbein’ style that was fashionable from the mid-1850s to the 1880s
and is reminiscent of pieces by Howell, James and Company, London
& Ryder and C.H. Hancock shown at the International Exhibition of
1862. Indeed, no. 295 was described as ‘mounted in enamelled gold ...
in the Holbein manner’ in the 1916 sale catalogue. The circular mount
also recalls the frames of the individual cameos in the Devonshire
parure executed in 1856 by Hancock (cf. Scarisbrick 1986). The
similarity between the Holbeinesque designs suggests that jewellers
copied either each other or a common source, probably a design from
a London jeweller such as John Brogden. As late as 1878 Garrard
supplied to Queen Victoria a locket in the ‘Holbein’ style which she
gave to her granddaughter Princess Victoria Melita of Edinburgh
(cf. Bury 1991, 11, p. 454, col. pl. 107 with further details about
Holbein-style jewellery).
A double-sided cameo representing Elizabeth I in the Victoria &
Albert Museum has an almost identical mount (inv. no. M33–1985;
Gere 1991, no. 16).
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296 PENDANT WITH CHARITY
AND TWO PUTTI
English, c.1880–90
Gold, diamonds, Burmese rubies, natural pearls
7.8 × 5.2 cm; 3 1⁄16 × 2 1⁄6 in
RCIN

9053

PROVENANCE :

Acquired by Queen Mary in 1932
qmb 111, p. 11, no. 42

INVENTORY REFERENCE:

Scantily draped figure of Charity and two naked putti
modelled in the round in émail en ronde bosse. The group
stands in a gold and black and white enamel niche with rubies
in box settings with black enamel and white raised spots
forming the capitals and bases of the pilasters. The niche is
framed by scrolls, strapwork and rosettes in translucent green,
blue, red and opaque white enamel with two diamonds in
box settings and studded pearls. A cherub’s head with opaque

pale-green enamelled fruit and foliage below and opaque
black, white and translucent red enamel suspension loop
above. The reverse of plain gold, engraved with outlines.
No. 296 is a Renaissance Revival piece. Jewellery with
figures in architectural settings became fashionable in the
second half of the nineteenth century, as did the figure of
Charity, one of the Theological Virtues. Comparable pieces
from the Austro-Hungarian Empire, Germany and France
differ in style and enamelling (cf. Marquardt 1998, nos.
252–6). Stylistically no. 296 resembles some pieces with
varying provenances, now in the Waddesdon Bequest, the
British Museum, London (cf. Tait 1986, nos. 13, 14, 16 and
fig. 112). The enamelling on the suspension loop is reminiscent
of so-called ‘Holbein’ jewellery and suggests that no. 296 may
be English, c.1880–90 or even later (cf. no. 295). The rather
pink colour of the figures’ skin is unusual.
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IV INSIGNIA

BIBLIOGRAPHICAL NOTE

For a broader view of insignia
in the Royal Collection, see
S. Patterson, Royal Insignia.
British and Foreign Orders of
Chivalry from the Royal Collection,
(exh. cat.), Windsor Castle and
the Palace of Holyroodhouse;
London, 1996.

The catalogue entries that follow (nos. 297–322) offer significant examples of the insignia of three of
the major British Orders of chivalry, namely the Order of the Garter, the Order of the Thistle, and the
Order of the Bath, together with the Royal Order of Victoria and Albert. A brief introduction to the
history of each of these Orders precedes each section. The earliest example of a foreign order in the collection, a seventeenth-century enamel badge of the Order of Malta (no. 323), is also included.
The examples, many of which contain gems, have been chosen either because they offer distinctive
features from an artistic point of view, or because they offer interesting insights into the workings of
court patronage of jewellers and gem-cutters, particularly under George IV and Queen Victoria. Most are
documented in the accounts preserved in the Royal Archives, or bear signatures (sometimes both). The
collection contains two extremely rare examples of cameos, rather than intaglios, by Edward Burch (no.
303) and Nathaniel Marchant (no. 304) – perhaps exceptional because they were created as a result of a
royal commission.

OPPOSITE

Lesser George (no. 306)
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The Order of the Garter

Founded by Edward III in 1348, the Order of the Garter is the oldest

three-dimensional model of the Order’s patron, St George, in enamels,

British order and after the Order of Malta the oldest order of chiv-

sometimes surrounded by a Garter and decorated with precious

alry in Europe. The insignia, generally incorporating the motto Honi

stones. The pieces issued by the Crown to ordinary knights were

soit qui mal y pense (Shame on him who thinks evil of it), consist of

unadorned with gemstones but those sent to foreign knights, or

the Garter itself, worn below the left knee by gentlemen and on the

Stranger-Knights – such as those to Frederick II of Denmark in 1582,

upper left arm by ladies, the collar of alternating red roses surrounded

Christian IV of Denmark in 1605 and the Kings of Sweden in 1627/8

by the Garter and knots, a star worn on the breast and two badges –

and 1671 – were embellished at the Crown’s expense with diamonds,

the Great and Lesser Georges. The former is worn from the collar and

as were the insignia sent to the Sultan of Turkey in 1856.

the latter variously from a chain or a ribbon around the neck, under

The nature of the Lesser George, being smaller and worn on a

the arm or, in later times, on a wide sash on the hip. The pattern and

more regular basis, has allowed for freer interpretation with precious

styles of the insignia developed over three hundred years, starting with

materials than the other pieces of insignia, despite the controls on

the Garter at the time of the inception of the Order. The collar and

the design. Since its introduction it has been possible for the Lesser

Great George were added c.1503 and the Lesser George in 1521/2. The

George to be ‘garnished and enriched’ at the knight’s expense. This

star – the most recent piece of insignia – was instituted by Charles I

decoration, which has varied according to taste and pocket, has

by 1629.

included cameos in agate and onyx, and mounts of gold adorned with

Just as the elements of the insignia evolved over centuries, so the

gemstones. The finest cameo-cutters have been commissioned to

decoration and the materials used to construct the insignia have

cut the figure of St George (e.g. nos. 303 and 304), and the badge has

changed over time. In the sixteenth, seventeenth and eighteenth cen-

also on occasion been adapted to include a locket, most famously that

turies, insignia were worn on a more regular, sometimes daily, basis.

described by Ashmole as worn by Charles I on the scaffold (Ashmole

As a result they tended to be made in a variety of qualities. Badges for

1672, p. 228). Examples also survive of combined badges of the

daily wear – and those issued by the Crown – were of plain gold and

Orders of the Garter and the Thistle (including no. 303). On his

known as ‘hunting Georges’; they would survive the rough handling

death in 1830, among his large collection of insignia George IV left

that regular wear could entail. Enriched pieces, with enamels and

eighty-eight pieces of Garter insignia, the majority of them Lesser

gemstones, were worn on more formal occasions and at court.

Georges. These form the basis of the present collection. Significant

The only piece of insignia which from its institution has not been

additions have also been made during the reigns of Queen Victoria,

embellished is the collar, which by the terms of the statutes is prevented

King George VI – who re-established the regular ceremonial of the

from being decorated. These restrictions were not extended to the

Order at the time of the Order’s quatercentenary – and Her Majesty

badge worn with it, the Great George, which usually incorporated a

The Queen.

OPPOSITE

Lesser George (no. 302)

216

IV INSIGNIA

297 GARTER COLLAR
AND GREAT GEORGE
George: 1661
Collar: c.1685
Gold, enamel, diamonds
(early cuts, hobnail and rose-cut)
George: 7.2 × 6.4 cm; Garter: 4.0 × 3.5 cm;
knots: 3.7 × 3.6 cm; collar: 1.57 m.
George: 2 13⁄16 × 2 1⁄2 in; Garter: 1 9⁄16 × 1 3⁄8 in;
knots: 1 7⁄16 × 1 7⁄16 in; collar: 61 13⁄16 in
RCIN

441924.a–b
Great George made for Charles II, 1661;
James II; Garter collar probably made for James II;
thence by descent to Prince Henry Benedict Stuart,
Cardinal York; acquired by George IV
LITERATURE : Reid & Brook 1890, pp. 105–16;
Burnett & Tabraham 1993, p. 54
PROVENANCE :

Enamelled gold figure of St George slaying
the dragon, modelled in the round, worn as a
Great George from the collar of the Order of
the Garter. Set with 122 surviving diamonds
of varying cuts. The underside of the base is
enamelled with what appear to be oak leaves.
The collar of gold and enamel with twenty-one
roses and knots.
The magnificent Great George was supplied
to Charles II in 1661 by the Royal Goldsmith
Robert Vyner. It was described as ‘A v. large
enamelled George … set with 20 large diamonds
and one hundred and odd lesser diamonds’ (TNA
PRO LC 9/41, f. 2v). Charles II is depicted wearing
it, together with the new coronation regalia, in
John Michael Wright’s portrait of c.1670 (rcin
404951). The Great George was illustrated with
Charles II’s other insignia in Ashmole’s History
of the Garter, 1672. It has subsequently lost the
flowing cloak worn by St George and the large
diamond-set fleur-de-lis suspension loop with
which it was attached to the collar. Some of the
surviving stones are sixteenth-century cuts and
indicative of the reuse of stones following the
Restoration. The oak leaves on the underside
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are perhaps an allusion to the Boscobel Oak in
which Charles II hid to escape from Cromwell’s
forces after the Battle of Worcester in 1651.
The Garter collar follows the style of collars
produced after the Restoration. Its construction
is significantly different from earlier
seventeenth-century collars: the finish of the
reverse suggests hasty production, unlike the
careful finish found on the collar made for
the Earl of Northampton before 1628 (British
Museum, London, M & ME 1980, 2–1, 1–4).
In that collar, the mottoes are made of gold foil
applied onto the enamel, possibly after firing,
and the knots are made of woven wire; in no.
297 the motto is chiselled and flooded with
enamel and the knots are cast and chased, with
the tassels soldered on. The Garters appear to
have been made in three pieces with the red and
green enamel roses attached with clips. The
Garters are edged with white enamel which
continues around the buckle and edges the
Garter to the reverse. This feature is also found
on the Earl of Northampton’s collar, the collar
presented to Christian IV of Denmark in 1605,
in the Treasury of Rosenborg Castle,

IV INSIGNIA

Detail of enamel work on the base of the Great George (no. 297)
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Copenhagen (Christian IV and Europe, no. 565),
and an early eighteenth-century collar in the
Central Chancery of the Orders of Knighthood.
Although evidence from paintings suggests that
the practice of edging the Garter with white
enamel continued until the early nineteenth
century, no further collar with this feature
appears to survive.
Collars made immediately after the
Restoration included twenty-six roses and knots
and weighed around 30 oz. No. 297, with its
twenty-one knots and weighing 33 oz 10 dwt, is
therefore smaller in terms of knots and garters
but heavier than those produced in 1660–1.
The Jewel House began supplying heavier
collars with twenty-one roses and knots in 1685
and it is therefore likely that no. 297 was made
shortly after James II’s accession.
Both collar and George were taken by
James II to exile in France in 1688. They appear
as ‘A Collar of the order with a George to it of
Diamonds’ valued at 6,000 livres in James II’s
posthumous inventory drawn up at SaintGermain on 20 July 1703 (Historian 1985).
Prince James Edward Stuart is depicted wearing
them in Francesco Trevisani’s portrait of
c.1719–20 (rcin 401232). The collar and George
were not listed with the other pieces bequeathed
to the Prince of Wales by Cardinal York in 1807

(see nos. 289 and 309). The Prince asked for their
whereabouts to be investigated, and in 1811
William Hill took up the task on the advice of
General Mackenzie. Hill discovered that the
collar and George, which were described as being
‘once in possession of Charles 2d’ had been given
(by Cardinal York?) as security for debts (Aspinall
1938, letter 3026). The whereabouts of the pieces
was still unresolved at the time of the Congress
of Vienna in 1814 and the topic was raised
by the Prince Regent with Cardinal Consalvi
when the two men met in July of that year. The
Cardinal was able to inform Lord Castlereagh
(the British Foreign Secretary) of the condition of
the items when he met him in Vienna in October
1815 (Robinson 1987, p. 105). Although it is not
known when the Prince received the collar and
George, they were certainly in his possession by
1825 when he wore the George at a Waterloo
dinner at Carlton House: ‘He [George IV] …
acquainted his guests that the George which he
reserved for his own wearing was the same which
had been worn by Charles I, Charles II, and
James II and was bequeathed by Henry IX,
Cardinal of York to the present king’ (Colchester
1861, 111, p. 81, entry for 15 June). In 1830 the
collar and George were deposited on loan by
William IV in Edinburgh Castle, where they
remain on display with the Honours of Scotland.

Detail of the reverse of the Garter Collar (no. 297)
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298 LESSER GEORGE
Cameo: Rome (?), c.1650
Badge: English, late eighteenth and early nineteenth century
Onyx: blue-grey and white; gold, silver, diamonds
2.0 × 3.4 (6.0) cm; 13⁄16 × 1 5⁄16 (2 3⁄8) in
RCIN

100031

PROVENANCE :

Prince Charles Edward Stuart (?); Henry Benedict, Cardinal York (?);
Francis Charles, 3rd Marquess of Hertford; Reginald Baliol, 2nd Viscount Esher;
Sotheby’s London, 21 July 1955 (lot 104); purchased by HM The Queen
LITERATURE : Loan Exhibition 1929, no. 836; Risk bp 1966, no. 17

Obverse: cameo of St George wearing a helmet and a billowing mantle,
slaying the dragon, secured with seven small claws. With surrounding
open floral border composed of ten diamond-studded cinquefoils in
silver setting, surmounted by bow set with a large diamond in the
centre. Fixed oval suspension loop set with seven diamonds.
Reverse: chased matt gold plaque of St George and the dragon.
Surrounded by a floral border composed of the silver settings of
the diamonds on the obverse.
Risk describes this badge as traditionally having belonged to Prince
Charles Edward, ‘The Young Pretender’ (1720–88); he suggests that
it may be the George purchased by the Duke of Sussex from Cardinal
York during his stay in Rome in 1792–3. The Duke subsequently
described that cameo as ‘the most beautiful Oriental Onyx ever
worn’ in an undated letter to his brother, the Prince of Wales; he
added ‘If You will allow me to present it to You I shall feel happy
in knowing You have something even His Majesty can not produce’
(ra 48203). However, in 1929, no. 298, then in the collection of
Lord Esher (1852–1930), was said to have been purchased by Francis
Charles, 3rd Marquess of Hertford (1777–1842) from Cardinal York.
It was sold at Sotheby’s in 1955, when it was purchased by The Queen.
The cameo follows the usual rendering of this subject but it is
weaker than the splendid signed works by Roman engravers of the
eighteenth century (cf. nos. 302, 305–8). The distinct border around
the figures and the lack of finish would suggest an early, possibly
mid-seventeenth-century date. The diamond mount and the gold
backplate appear to have been added later, possibly in England in
the late eighteenth century; the suspension loop is early nineteenth
century.
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299 LESSER GEORGE
known as ‘THE JUXON GEORGE’
English, second half of the seventeenth century
Sardonyx: brown, blue-grey, black; gold, silver, enamel
7.2 × 4.9 cm; 2 13⁄16 × 1 15⁄16 in
RCIN

442207

PROVENANCE :

First recorded in the Royal Collection in 1830
1909, no. 191
LITERATURE : Clifford-Smith 1902–3, p. 243; Tonnochy 1935, p. 281;
Tonnochy 1953, p. 60; Risk wc 1976, no. 23
INVENTORY REFERENCE: G&J

Obverse: oval cameo of St George slaying the dragon, surrounded
by the Garter with the motto HONI SOIT QUI MAL Y PENSE.
In a gold setting, framed by sixteen silver collet mounts for stones
(now missing) with white enamel in the hollows. With gold foliate
suspension loop.
Reverse: empty central silver oval with heavily scratched surface.
Surrounded by the Garter with the motto HONI SOIT QUI MAL
Y PENSE, interspersed with crosses composed of dots, in gold on
dark-blue enamel.
No. 299 has been traditionally identified with the badge of the
Garter worn by Charles I on the scaffold in 1649 and handed by
him to William Juxon (1582–1663), Bishop of London, with the
word ‘remember’. However, this badge, like no. 301 to which it
bears some similarity, probably dates from the second half of the
seventeenth century. It is unlikely, therefore, to be connected with
Charles I. The badge given to Juxon became a potent icon of the
martyred King and a number of pieces, including a badge in the
Wellington collection, have been claimed as the ‘Juxon George’.
None, however, can be categorically confirmed as the actual
badge. It is likely that no. 299 was acquired by George IV on the
assumption that the provenance was genuine. It is probably the
‘Onyx George in old setting: diamonds out’ listed at Windsor
Castle in the 1830, 1837 and 1838 inventories (wcij 1830, f. 10;
qvij 1837, f. 4; qvij 1838, f. 2).
The empty reverse was probably originally covered by a gold
or enamel plaque. The white enamel in the hollows of the empty
mounts was employed to add lustre and brilliance to the diamonds
(cf. Evans 1970, p. 148).
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300 LESSER GEORGE
known as ‘THE STUART GEORGE’
English, c.1661
Onyx: white, grey and black; gold, enamel
h 6.3 × 4.3 cm; 2 1⁄2 × 11 11⁄16 in
RCIN

441382

PROVENANCE :

First documented in the Royal Collection in 1830
1909, no. 193
LITERATURE : Clifford-Smith 1902–3, pp. 242–4; Tonnochy 1935, p. 281
and fig. x1v; Tonnochy 1953, p. 59, ill. fig. x11; Risk wc 1976, no. 24;
Scarisbrick 1994, p. 186, fig. 74; Royal Insignia 1996, no. 60
INVENTORY REFERENCE: G&J

Obverse: cameo of St George and the dragon with the Princess
behind. Within a translucent blue and white enamel Garter
with the motto HONI SOIT QUI MAL Y PENSE in gold,
interspersed with white enamel flower heads.
Reverse: low-relief openwork reverse with St George and the
dragon in opaque pale-green, white and translucent dark-blue
and green enamel, within a wreath of naturalistic carnations,
daffodils, tulips and anemones in polychrome enamel.
Turquoise and blue enamel ‘rope’ border. With white
enamel foliate suspension loop.
The floral-style ornament and the colours of the enamel on
the reverse of the badge recall mid-seventeenth-century French
designs (cf. Irmscher 1984, p. 284, z110). The type of object,
however, makes an English provenance and a date around 1661
more likely.
It is not known when the badge entered the collection.
However, it may be identified with the ‘ancient Cameo Badge
of Garter, enamelled back’ listed at Windsor Castle in 1830
(wcij 1830, f. 11), the ‘ancient Onyx George, raised flowers etc
enamelled back’ listed in 1837 (qvij 1837, f. 4) and the ‘ancient
Onyx George raised flowers & enameled [sic] at back’ listed in
1838 (qvij 1838, f. 3).
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301 LESSER GEORGE
known as ‘THE STRAFFORD GEORGE’
English, last quarter of the seventeenth century
Onyx: brown, light grey, dark grey; gold, silver, enamel,
Dutch rose-cut diamonds
7.9 × 4.9 cm; 3 1⁄8 × 1 15⁄16 in
RCIN

441379

PROVENANCE :

Sir Charles Robinson; by whom (presumably)
presented either to Queen Victoria or to King Edward VII
INVENTORY REFERENCE: G&J 1909, p. 91, case VIII, no. 22
LITERATURE : Heraldic Exhibition 1894, no. 29, pl. 1x, fig. 4; Evans 1921, pl. xx11,
no. 11; Tonnochy 1935, xcv, p. 281; Tonnochy 1953, p. 60; Risk wc 1976, no. 20;
Kagan 1981b, p. 188; Kagan 1996, see no. 128; Royal Insignia 1996, no. 59

Obverse: round cameo of St George slaying the dragon with the
Princess in the background; set in a gold mount and framed with
eight rose-cut diamonds in silver collets. The gold suspension ring
has a large rose-cut diamond in a silver collet.
Reverse: oval enamel miniature painting of St George and the
dragon surrounded by the Garter and motto HONI SOIT QUI
MAL Y PENSE; with surrounding scalloped border of white
enamelled gold with black and pink scrollwork.
When exhibited at the 1894 Heraldic Exhibition at Burlington House,
this badge was said to have belonged to Thomas Wentworth, 1st Earl
of Strafford (1593–1641), who was created a Knight of the Garter in
1640. This provenance was repeated by Evans in 1921 but for various
reasons it is difficult to accept: the cut of the stones, their settings
and the style of the enamelling would tend to place the badge in the
second half of the seventeenth century. William III wears a similar
George, seemingly set with twelve rose-cut diamonds, in a portrait
of c.1690 in the Royal Collection (rcin 404445). A further example
is depicted in a portrait of William Bentinck, Earl of Portland, of
1698–9, in the National Portrait Gallery, London (inv. no. 1968).
A comparison with no. 290 suggests a date roughly within the same
period. The ornamentation relates to engraved designs by Gilles
Légaré of 1663 (Sparkling Age 1993, p. 42) and F.J. Morrison of 1697
(Irmscher 1984, z111); these also indicate the use of multi-faceted
stones and the fashion for cluster settings.
The enamel miniature of St George and the dragon on the
reverse of the badge is after a painting by Raphael of c.1506, now
in the National Gallery of Art, Washington dc (inv. no. 1937–1.26).
That painting had been presented to Charles I between 1628 and
1638 but was sold, together with most of the Royal Collection,
in 1651. A miniature copy, painted by Peter Oliver for Charles I in
1628, survives in the Collection (rcin 452455; Reynolds 1999, p. 301,
no. 2). Queen Victoria acquired a further seventeenth-century
miniature copy, in enamel on gold, in 1899 (G&J 1909, no. 202).
It is not known how no. 301 entered the Royal Collection. It
first appears as a later addendum to the 1909 inventory of gems
and jewels, where it is described as belonging to Charles I. When
exhibited in 1894 the piece was in the collection of Sir Charles
Robinson (1824–1913), Surveyor of The Queen’s Pictures from
1882 to 1901.
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302 LESSER GEORGE
Cameo: Giovanni Battista Cerbara, c.1810 (?)
Mount: English, c.1820 with additions, c.1936
Sardonyx: brown on white; gold, silver, diamonds
11.0 × 6.3 (4.1 × 3.1) cm; 4 5⁄16 × 2 1⁄2 (1 5⁄8 × 1 1⁄4) in
RCIN

100034

PROVENANCE :

Date of entry into Royal Collection uncertain;
given to Queen Elizabeth by King George VI, December 1936
LITERATURE : Risk cj 1966, no. 12

Cameo of St George slaying the dragon. The stone is slightly
convex with fairly high relief and a conical effect. With open gold
Garter mount set with small diamonds in tiny claw settings and
the motto HONI SOIT QUI MAL Y PENSE in pierced letters.
Twenty-six larger diamonds in silver mounts surround the Garter
and a large diamond is set in the tab. With surmounting diamondstudded silver bow and suspension loop. Cameo signed under the
dragon: CERBARA.
The signature is that of Giovanni Battista Cerbara (1740–1813),
a well-known Roman medallist and gem-engraver. The mount, and
especially the technique of mounting the diamonds with tiny claws,
recalls the Garter Georges with cameos by Edward Burch and
Giuseppe Caputi (nos. 303 and 305). The badge was given by King
George VI to Queen Elizabeth, possibly when she was appointed a
Lady of the Garter on 14 December 1936. The bow and suspension
loop were probably added at that time.
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303 LESSER GEORGE
Cameo: Edward Burch, 1810 (?)
Mount: 1829, with additions of 1840
Sardonyx (St George): white, dark brown, pale brown;
sardonyx (St Andrew): white on grey-brown; gold, diamonds
5.8 × 11.6 (4.6 × 3.7 with suspension loop) cm;
2 5⁄16 × 4 9⁄16 (1 13⁄16 × 1 7⁄16) in
RCIN

100032

PROVENANCE :
LITERATURE :

Reset for George IV, 1829; reset for Prince Albert, 1840
Risk cj, 1966, no. 14

Obverse: cameo of St George slaying the dragon. Gold swivel
frame set with tiny diamonds, surrounded by twenty-four larger
diamonds with smaller ones in between. Surmounted by a bow
set with a large central diamond. Cameo signed below the
dragon’s head: BURCH R.A.
Reverse: cameo of St Andrew in a landscape. With gold swivel
mount that enables the cameo to be displayed within the
obverse frame.
On both sides of this double cameo the gradation of the colours is
extremely skilful; technically, the landscape is particularly brilliant.
Cameos by Edward Burch (1730–1814) are rare: he is better known
for his splendid intaglios (cf. no. 259).
As noted by Risk, the invoice from Rundell, Bridge & Rundell
dated 22 May 1829 (ra geo/26321) for resetting ‘His Majesty’s
Onyx and Brilliant George with engraved St. Andrew at the back
and Brilliant Bow’ at a cost of £780 undoubtedly refers to this
badge. It was probably the ‘Badge of St George & St Andrew at
back set round with large diamonds’, listed in the 1830 inventory
of jewels at Windsor Castle (wcij 1830, f. 9). The same inventory
records that the badge was sold to Rundells but ‘The onyx & old
setting returned’. It was probably the ‘onyx George with reverse of
St Andrew’ listed in 1837. The badge was reset by Rundell, Bridge
& Rundell in 1840 as a wedding gift to Prince Albert from Queen
Victoria. It is probable that the scrollwork at the top and bottom
of the badge was added at that time. The 123 brilliants and 1 rose
diamond added during the resetting were taken from a brilliant
shoulder loop that had belonged to George III (ijp, p. 75). Following
the death of Prince Albert, Queen Victoria took to wearing this
badge in preference to no. 304. She first wore it at the wedding of
the Prince and Princess of Wales in 1863 (cf. no. 312).
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Obverse showing cameo of St George
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Reverse showing cameo of St Andrew

Obverse showing cameo of St Andrew
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304 LESSER GEORGE
QUEEN VICTORIA’S SASH BADGE
Cameo: Nathaniel Marchant, 1814 (?)
Mount: early nineteenth century
Agate: brown on grey; gold, diamonds
13.0 × 6.8 cm; 5 1⁄8 × 2 11⁄16 in
RCIN

441152

PROVENANCE :

Probably made for George IV;
documented in the Royal Collection in 1837
LITERATURE : Risk cj 1966, no. 11;
Royal Insignia 1996, no. 57

Cameo of St George and the dragon, St George
with a naked torso and wearing a helmet and
cloak. He holds a sword and shield. Surrounded
by a gold Garter mount with an inner border
of twenty brilliants, an outer border of thirtyone brilliants and an oval buckle of six large
diamonds in open settings; with the motto
HONI SOIT QUI MAL Y PENSE in openwork
diamond-studded letters and a diamond rosette;
with a tab of a single large brilliant. Surmounted
by a diamond-studded gold bow and suspension
loop. Cameo signed below the figure:
MARCHANT INV. F for Nathaniel Marchant
(1739–1816), one of the most renowned English
gem-engravers, cf. no. 267.
Precise dating of this badge is difficult as
no detailed invoice survives. Risk suggests that
it may be the George made ‘by command of the
Prince Regent for his own use’ in 1814. However,
the invoice for that badge makes no reference to
Marchant. Furthermore, Marchant was very ill
at that period, although he may have cut the
cameo some time before it was mounted (written
communication from Gertrud Seidmann). No.
304 may be identified with the ‘Brilliant &
Onyx George – engraved by Marchant’ listed
at Windsor Castle in 1837 (qvij 1837, f. 2).
It was worn by Queen Victoria until the death
of Prince Albert in 1861 and is depicted in
several portraits of the Queen (e.g. The First
of May 1851, by Franz Xaver Winterhalter;
rcin 406995; Millar (O.) 1992, no. 827).
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305 LESSER GEORGE
Cameo: Giuseppe Caputi, c.1815
Mount: probably Rundell, Bridge & Rundell, 1823/5
Sardonyx: white on deep mottled orange-brown
background (visually black); gold
9.3 × 6.6 cm; 3 11⁄16 × 2 5⁄8 in
RCIN

442061

PROVENANCE :

Probably acquired by George IV
1909, no. 233
LITERATURE : Risk wc 1976, no. 36
INVENTORY REFERENCE: G&J

Cameo of St George slaying the dragon. Gold frame
with two demi-lunettes of foliate scrollwork above
and below the cameo and surrounding Garter with
the motto HONI SOIT QUI MAL Y PENSE in
Gothic letters. Surmounted by acanthus scrollwork
with suspension loop and ring. Cameo signed to the
right: CAPUTI.
Giuseppe Caputi (fl.1813–33) was a medallist and
gem-engraver working in Rome during the first half
of the nineteenth century. He visited London and
exhibited at the Royal Academy in 1815, and this is
probably when he cut the present cameo. Caputi’s
other work includes a cameo portrait of George III
which forms the centrepiece of a bracelet set with
seven gems by different masters, c.1815–22 (Bulgari
1958–69, 11, pl. 19). For a further Garter George
signed by Caputi, see no. 306.
The frame, incorporating Neo-Gothic lettering,
was probably made by Rundell, Bridge & Rundell.
Between 1823 and 1825 their invoices frequently
mention ‘Gothic’ jewellery and ‘Gothic’ mounts
for cameos supplied to George IV.
No. 305 was probably the ‘fine round onyx George
engraved by Caputi’ listed at Windsor Castle in the
1838 inventory (qvij 1838, f. 2).
The cameo is not backed and is translucent when
held to the light. This is an unusual feature: the majority
of onyx Georges have an enamel or gold backplate.
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306 LESSER GEORGE
Cameo: Giuseppe Caputi, c.1815
Mount: Rundell, Bridge & Rundell, 1818
Sardonyx: brown, white and brown;
banded agate backing; gold, diamonds
14.9 × 9.0 cm; diameter 5.2 cm.
5 7⁄8 × 3 9⁄16 in; diameter 2 1⁄16 in
RCIN

100033

PROVENANCE :

Adolphus Frederick, Duke of Cambridge
(?); George, 2nd Duke of Cambridge; by whose executors
sold Christie’s 15 June 1904; purchased by J.M. Jones;
Emperor Wilhelm II of Germany; thence by descent to
Princess Adelheid of Prussia; from whom purchased by
King George VI
LITERATURE : Risk bp 1966, no. 14b

Cameo of St George slaying the dragon, with a
bevelled, almost cone-like edge. Gold openwork
frame set with diamonds with surrounding
diamond-set Garter with the motto HONI SOIT
QUI MAL Y PENSE in pierced letters. With
elaborate diamond-set scrollwork at top and
a large central diamond. Cased with the badge
is a separate diamond-set suspension loop
(see p. 214). The cameo is signed below the
dragon: CAPUTI. The reverse of the cameo is
scratched: R B & R 1818. The horse’s nose, the
end of the lance and one fork of the dragon’s
tail are missing.
For Giuseppe Caputi see no. 305; no. 306
was probably cut at the same time. The
scratched inscription on the reverse of the cameo
indicates that it was mounted in the present
badge by Rundell, Bridge & Rundell in 1818.
When no. 306 was sold with the effects of
Prince George, 2nd Duke of Cambridge
(1818–1904), it was said to have previously been
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the property of the Duke’s father, Adolphus
Frederick, 1st Duke of Cambridge (1774–1850).
It was perhaps made at the time of the Duke’s
marriage in 1818. Following its sale from the
Cambridge collection in 1904, the badge was
acquired, together with a Garter star also from
the Cambridge collection (lot 781), by the
German Emperor, Wilhelm II. In a letter written
to her aunt, Princess Augusta, Grand Duchess of
Mecklenburg-Strelitz, in 1907, the Princess of
Wales (later Queen Mary) described seeing the
Emperor wearing them; she added ‘they are so
fine they ought to belong to our crown jewels’
(ra gv/cc/24/94). The Emperor kept the pieces
with him during his exile to The Netherlands
in 1918 and they were subsequently purchased
from his heirs (ra cc/13/207).
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307 LESSER GEORGE
Intaglio: Antonio Berini; early nineteenth century
Mount: early nineteenth century
Carnelian, gold
7.4 × 5.5 (5.5 × 4.2) cm; 2 15⁄16 × 2 3⁄16 (2 3⁄16 × 1 5⁄8) in
RCIN

442201

PROVENANCE :

Probably first documented in the Royal Collection in 1830
1872, no. 71; G&J 1909, no. 196
LITERATURE : Fortnum 1880, p. 27, no. 71; Bulgari 1958–69, 1,
p. 147; Risk wc 1976, no. 33
INVENTORY REFERENCES : WCIG
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Intaglio of St George and the dragon with uncut, polished and
slightly convex reverse. With a moulded gold frame; the reverse
is encircled by a gold Garter with the motto HONI SOIT QUI
MAL Y PENSE in raised letters. Plain gold suspension loop
and ring. Signed in reverse below the dragon: BERINI – F –.
The badge is intended to be worn with the uncut side of
the stone, surrounded by the Garter, visible. The extreme
simplicity of the mount enhances the beauty of the carnelian
and the quality of the intaglio.
The signature is that of the Italian gem-engraver Antonio
Berini (1770–1861), who studied with Giovanni Pichler in Rome
and also worked in Milan.
No. 307 was possibly the ‘Cornelian George’ listed at
Windsor Castle in 1830 and 1837 and was almost certainly
the ‘cornelian intaglio George’ listed in 1838 (wcij 1830, f. 10;
qvij 1837, f. 4; qvij 1838, f. 2).

308 LESSER GEORGE
Cameo: Benedetto Pistrucci, 1820 (?)
Mount: William Clutton, 1835–6
Agate: white on dark grey; gold,
enamel
9.9 × 6.1 cm; 3 7⁄8 × 2 3⁄8 in
RCIN

441221

PROVENANCE :

Presented to Prince George
of Hanover by William IV, 1835; acquired
by King Edward VII, when Prince of
Wales, 1878
LITERATURE : Risk bp 1966, no. 55

Cameo of St George slaying the dragon. Set in a
concave plain gold border, encircled by a Garter
with a chased gold rope border and the motto
HONI SOIT QUI MAL Y PENSE in Gothic
letters in matt gold against dark-blue enamel.
Surmounted by an elaborate gold scroll of oak
leaves, thistles and roses with suspension loop
and ring. Cameo signed below the dragon
PISTRUCCI; the mount struck with London
hallmarks for 1835–6 and maker’s mark WC
for William Clutton.
The Roman gem-engraver Benedetto
Pistrucci (1783–1855) arrived in London in 1815.
Shortly afterwards he cut a cameo of St George,
naked ‘in the Greek style’ that was used by
George John, 2nd Earl Spencer, for his Garter
insignia (cf. Marsh 1996, p. 15). In 1817 Pistrucci
succeeded Thomas Wyon as Chief Medallist of

the Royal Mint and in the same year one of his
images of St George was used for the new gold
sovereign. The same image was frequently
repeated in his coins for the Royal Mint. See
no. 229 for a further cameo signed by Pistrucci.
A glass matrix of a similar image of St
George, cast from a cameo by Giovanni Pichler,
is in the Museo di Roma (Stefanelli 1989, 1,
pp. 87–91, no. 25).
No. 308 was presented by William IV to
his nephew Prince George of Hanover, later
King George V of Hanover (1819–78), in 1835.
It was acquired after his death by the Prince
of Wales, later King Edward VII. William IV
presented another Lesser George, similarly
incorporating a cameo by Pistrucci, to his other
nephew Prince George of Cambridge, later 2nd
Duke of Cambridge (1818–1904), in 1835.
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The Order of the Thistle

The Order of the Thistle was founded by James VII and II in 1687. At the time it was
claimed to be a ‘re-foundation’ of the Order, for although no formal order was in place
in Scotland with the same structure and statutes as the Garter, a collar of thistles and rue
with a pendant badge of St Andrew had been used in heraldry to encircle the royal arms
of Scotland from the time of James III (r.1460–88). James V bestowed the ‘order of the
Birr or Thistle’ on Francis I of France in 1535.
The 1687 foundation was seen as a means of rewarding the Scottish peerage, providing
a new form of patronage for the Scottish Crown, and a way of rewarding those who supported the King’s political and religious policies. With only twelve ‘brethren’ (increased
to sixteen in 1827), the Order was an exclusive one, rarely given outside Scotland and not
worn as frequently as the Garter. As a result, the insignia of the Order have never developed the same variety of styles, nor been interpreted in so many ways, as the Garter.
The insignia are formed of a collar of thistles and rue sprigs with a badge worn
from the collar depicting St Andrew with his cross. A second badge – or jewel – was also
instituted, worn suspended from a green ribbon. Like the Garter, this ribbon was worn
either around the neck or under the arm across the left shoulder. A star was added in
1714. The Order was founded only months before King James was forced into exile at
the Glorious Revolution and it effectively went into abeyance with his exile. It became
a target of the backlash against the King, and the chapel refitted for the Order at
Holyroodhouse in Edinburgh was sacked by an anti-Catholic mob. Queen Anne, however, revived the Order once more in 1703 and appointed twelve knights shortly before
her death in 1714.
The inventory of James VII contained badges of the Order reserved for future installations, and his son, Prince James Edward, ‘the Old Pretender’, continued to make
appointments to the Order from exile, most notably the 5th Duke of Hamilton in 1740,
who had previously been appointed to the Order by George I in 1726. The insignia of the
Order remained a potent symbol of the exiled Stuarts and both Prince Charles Edward
and Prince Henry Benedict were depicted wearing the badge of the Order in their
portraits by Louis-Gabriel Blanchet of 1739, now in the Royal Collection (see no. 309).
While traditionally seen as a Stuart order, ironically the Order’s survival rested mostly
on its use by the Hanoverian dynasty as a means of establishing its authority and rewarding support from the Scottish nobility.
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309 BADGE
Cameo: French (?),
late seventeenth / early
eighteenth century
Mount: English, late
seventeenth century with
French and (?) Italian additions
early eighteenth century
Onyx: white on blue-grey;
gold, silver, diamonds and
enamel, miniature on ivory
6.5 × 4.0 cm; 2 9⁄16 × 1 9⁄16 in
RCIN

441923

PROVENANCE :

Made as a Garter
badge for James II and VII, when
Duke of York; Prince James
Edward Stuart; by whom converted
into its present form; by descent to
Prince Henry Benedict Stuart,
Cardinal York; by whom
bequeathed to George, Prince
of Wales, 1807
LITERATURE : Reid & Brook 1890,
pp. 116–21; Burnett & Tabraham
1993, p. 53.

Obverse: cameo of St Andrew holding his cross with arm
outstretched, with thistle below. In gold collet setting, surrounded
by twelve high-crown Dutch rose-cut diamonds set in silver.
With suspension loop set with a single diamond.
Reverse: enamelled thistle surrounded by the motto NEMO ME
IMPUNE LACESSIT (No one attacks me with impunity) in enamel.
The thistle conceals a locket containing a miniature of Princess
Louise of Stolberg-Gedern (1752–1824) wearing a royal mantle.
This badge, traditionally associated with James II and VII, was
bequeathed together with nos. 289 and 297 to George, Prince of
Wales, by Cardinal York in 1807. It has always been assumed that
the badge was made for James II at the reinstitution of the Order
of the Thistle in 1687 and subsequently taken by him to France in
1688. The badge, however, does not appear in the posthumous
inventory of the King’s possessions drawn up in Saint-Germain in
1703 (see no. 297). Recent examination of the badge has shown that
it has had a number of alterations over time. Beneath the miniature
is a silver plate with a number of scratched marks. The main mark
is the cipher of James II, when Duke of York, composed of the
letters D and an upside down J. The backplate must therefore predate his accession in 1685 and the ‘refounding’ of the Order of the
Thistle in 1687. With its lobed and enamelled reverse, the badge
bears comparison with the seventeenth-century ‘Strafford’ George
(no. 301) and the ‘Beaufort’ George sold at Christie’s London, 21

November 1989, lots 118–19, although its workmanship is not as
fine. It is also very similar to a Garter badge with similar locket
depicted by Ashmole (Ashmole 1672, plate between pp. 202 and 203).
It seems therefore that the badge was adapted for Prince James
Francis Stuart, probably in France, from an earlier Garter badge,
perhaps one of the two (valued at 11,000 and 2,000 livres), listed
in the 1703 inventory, neither of which appears in subsequent lists.
It first appears as ‘Le grande Ordre de St André’ in a list of Jacobite
jewels of 1754 (ra Stuart Papers, Box 4 (inventories), folder 2, 48A
(4)V) and then as ‘Un Ordine di s. Andrew con diamanti piccoli’
in a list written by Prince Count Ricci of Cardinal York’s household
(ra sp/box/4 /4/4).
James II’s inventory also lists the pieces sold prior to 1703 in
order to maintain the impoverished family and their supporters.
These sales amounted to over 158,000 livres. Prince James Edward,
the ‘Old Pretender’, maintained the iconography and symbolism
of the Order of the Thistle. In 1730 both his sons were depicted
wearing badges of the Order, in portraits by Louis-Gabriel Blanchet
of 1739: Prince Charles Edward’s badge had an enamel centre
surrounded by small diamonds and rubies and Prince Henry
Benedict’s is of enamel unadorned by precious stones (rcin 401208
and 401209).
The onyx cameo of St Andrew displays the influence of the
Italian Baroque, and is probably early eighteenth-century French
or Italian in origin. Its setting is of a different coloured gold from
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Miniature of Princess Louise of Stolberg-Gedern within the
locket on the reverse of the badge.

Locket with the miniature removed.
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the rest of the badge and probably replaced an earlier stone
representing St George. At the same time the panel bearing the
Order’s motto was added to the reverse. Instead of the openwork
foliate suspension loop there was originally a single loop
suspension ring, the remains of which can be seen below the current
loop. The single suspension ring with diamond formed part of the
original Garter Jewel.
The portrait miniature of Princess Louise of Stolberg-Gedern
probably takes the place of an earlier miniature and was almost
certainly added following her marriage to Prince Charles Edward
Stuart in 1772. The miniature may be after a full-length miniature
of Louise by Carlo Marsigli (worked in Italy, died in Naples 1807).
A full-length version, signed and dated 1774, is in the Walters Art
Gallery, Baltimore. The miniature was probably introduced in the
same year, two years after Louise’s marriage to the Prince, and
possibly when they moved from Rome to Florence. The scratched
date 1774 appears within and is possibly associated with the
scratched AR below the date. A third scratchmark, JP, concealed
behind the miniature remains unexplained.
In a list of Cardinal York’s possessions compiled after his death
in 1807, the badge is described as ‘Case 1 relating to a well known
personage containing the Order of St Andrew and a ruby ring
surrounded by brilliants on the ruby a cross is engraved it was
used on the coronation day of the Kings of Scotland’ (see no. 289).
The Cardinal’s will listed the Prince of Wales – ‘the person who
enjoined secrecy’ and to whom the badge and ring were bequeathed
– after the Pope and before the Cardinal’s sister-in-law (ra Stuart
Papers VI, 34639, 191). In addition the Prince was bequeathed the
Sobieski Hours, a fifteenth-century Book of Hours (rcin 1142248).
After remaining hidden in Italy at considerable risk to their keepers
from the occupying French, the pieces were finally delivered to
the Prince Regent at Carlton House in June 1815. The jewels
were deposited on loan by William IV in Edinburgh Castle in
November 1830, to be displayed with the Honours of Scotland.
The hinged lid covering the miniature is technically more
crudely made than the motto, and stylistically appears to be from
the later eighteenth century, probably replacing the original cover.
It is not known what pre-dated the miniature when the badge was
converted from a Garter badge, but other late seventeenth-century
Garter badges are backed by enamel or chased gold images of St
George and the dragon. Alternatively the badge may have held a
miniature of Mary of Modena, copying the scaffold badge of
Charles I – depicted by Ashmole – which held a miniature of
Henrietta Maria.

The Order of the Bath

Although informally in existence from the early Middle Ages, the Order of the Bath in
its present form was only established in 1725 by George I, at the suggestion of the Prime
Minister, Sir Robert Walpole. As such, it complemented the Order of the Garter in
England and the Order of the Thistle in Scotland, providing the opportunity for substantial additional patronage for the Crown. Its antecedents however lay in the chivalric
traditions of medieval knighthood. The ceremony surrounding the bestowal of knighthoods at the time of coronations and other important royal occasions involved a vigil of
prayer for the new knight, preceded by a ceremonial bath (an allusion to the sacrament
of baptism and the cleansing effect of water) from which the Order took its name. Such
ceremonies are recorded from the twelfth century onwards.
By the seventeenth century the medieval ceremonial had effectively been abandoned
(although not formally abolished until 1815). However, appointments continued to be
made to the ‘Order’ at the time of major ceremonials. Five knights were appointed at the
time that the future Charles II received the Order of the Garter on 21 May 1638. Fiftynine members were created at the time of the coronation of Charles I in 1626, and sixtysix knights were appointed at that of Charles II in 1661. Seventy-five badges were
supplied (as they had been in 1661) for the coronation of William III and Mary II in
1689. James I and VI adopted for the Order the motto Tria Juncta in Uno (three joined
in one), an allusion to the unity of the crowns of England, Scotland and Ireland
(or France). Early seventeenth-century badges were enamelled in red and comprised
three crowns, while those supplied for the coronations of Charles II and William and
Mary were enamelled green. No appointments were made at the coronation of James II
and VII or subsequent coronations until the Order was formally established in 1725.
The small numbers appointed to the Order and the fact that there were no royal
recipients meant that the design changed little. Both examples in the Royal Collection
today (nos. 310 and 311) were gifts from Alfred de Rothschild to King George V at the
time of his coronation.
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310 NECK BADGE
English, 1661 (?)
Gold, enamel, saltwater pearl
5.7 × 3.8 cm, with pearl 6.4 cm;
2 1⁄4 × 1 1⁄2 in, with pearl 2 1⁄2 in
RCIN

441413

PROVENANCE :

Sir Edward Walpole (?); by descent to Sir Robert Walpole,
1st Earl of Orford; Robert, 1st Baron Walpole, 2nd Earl of Orford;
Sir Edward Walpole; Alfred de Rothschild, by whom presented to
King George V on his coronation, 1911
INVENTORY REFERENCE: Add. Cat. 1914, p. 48, no. 33
LITERATURE : Risk wc 1976, no. 90; Royal Insignia 1996, no. 77

Oval gold openwork badge with central sceptre supporting three
translucent green enamel crowns of oak leaves, with a white
enamelled rose to the left of the upper crown. Encircled by a frame
with the motto TRIA IVNCTA IN VNO (Three joined in one),
interspersed with roses and stops, in gold on translucent dark-green
enamel. With foliate trefoil-shaped suspension loop and ring at top
and a suspended pearl pendant at bottom. The enamel is much
flaked, the rose to the right of the upper crown is missing and the
pearl is modern.
Similar to no. 311 and likewise a coronation gift to King
George V from Alfred de Rothschild in 1911, no. 310 was one of
the sixty-six neck badges supplied for the coronation of Charles II
by Robert Vyner in 1661 (Add. Cat. 1914; tna, pro lc5/105, f. 79).
Vyner was appointed Royal Goldsmith in 1660 and served until his
death in 1688. The badge is traditionally said to have belonged to
Sir Edward Walpole (1621–67), one of the 1661 Coronation
Knights. On the revival of the Order of the Bath in 1725, it was
used by the Prime Minister, Sir Robert Walpole (1676–1745), later
1st Earl of Orford, and afterwards by his two sons in turn, Robert,
2nd Earl of Orford (1701–51), and Sir Edward Walpole (1706–84).
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311 NECK BADGE
English, 1689 (?)
Gold, enamel, saltwater pearl
5.3 × 3.8 cm; with pearl h 6.1 cm.
2 1⁄16 × 1 7⁄16 in; with pearl h 2 3⁄8 in
RCIN

441414

PROVENANCE :

Possibly supplied for the coronation
of William III and Mary II, 1689; Alfred de Rothschild,
by whom presented to King George V on his coronation, 1911
INVENTORY REFERENCE: Add. Cat. 1914, p. 48, no. 33
LITERATURE : Risk wc 1976, no. 91; Royal Insignia 1996, no. 77a

Oval gold openwork badge with central sceptre supporting three
translucent green enamel crowns of oak leaves, with a white
enamelled rose to the left and right of the upper crown. Encircled
by a frame with the motto TRIA IVNCTA IN VNO (Three joined
in one) in gold on translucent dark-green enamel. With foliate
trefoil-shaped suspension loop and ring at top and a suspended
pearl pendant at bottom.
Similar to no. 310 though heavier in proportion and in better
condition. This suggests that no. 311 was not supplied at the same
time; it was perhaps one of the seventy-five badges supplied by the
Jewel House for the coronation of William III and Mary II in 1689
at £4 each (tna, pro lc9/46, f. 11): no knights were made at the
coronation of James II in 1685 and the custom lapsed until the
Order was refounded by George I in 1725. Both pieces were
coronation gifts to King George V from Alfred de Rothschild
in 1911.
No. 311 was said to have been worn by Admiral Augustus
Keppel, 1st Viscount Keppel (1725–86; Add. Cat. 1914). However,
the only member of the Keppel family to receive the Order in the
eighteenth century was William, 2nd Earl of Albemarle (1702–54),
in 1725.
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The Royal Order of Victoria and Albert

The Royal Order of Victoria and Albert was formally instituted by

The cameos were carved by three men: Tommaso Saulini (1793–

Queen Victoria on 10 February 1862 – her twenty-second wedding

1864), his son Luigi (1818–83) and James Ronca (1826–1910). The

anniversary – as an order for female members of the royal family and

first stone that was sent – presumably for the Princess Royal’s badge –

ladies of the court in memory of the late Prince Consort. The Order

was not well received. Saulini replied that the transparency of the

was initially founded in one class. A second class was added in Octo-

stone made it appear ‘generalised and that he hoped the next might

ber 1864 and a third in November 1865. The insignia of the first two

be more pronounced’ (ra Vic.Add.Ms. c/4/249). The completion of

classes incorporated a cameo (in onyx for the first class and shell for

the next stone was delayed by an outbreak of cholera in Rome, which

the second) showing the conjoined profile heads of the Queen and

forced Saulini and his family to flee the city. The third stone was also

Prince Albert, derived from William Wyon’s Great Exhibition Medal

not well received. Saulini responded that he regretted ‘to find that

of 1851. All badge cameos except one followed the design of the

it was not considered as like as the first two which he made’ (ra

medal with the Queen’s head in front of the Prince’s. The cameo in the

Vic.Add.Ms. c/4/280).

Queen’s badge had the images reversed (see no. 312). In 1881 a new sec-

Correspondence was difficult, as was the process of getting the

ond class was instituted which required the original second and third

stones to London. The cameos were entrusted to the French Ambassa-

classes to be demoted to third and fourth classes. This new class, also

dor in Rome, who had them conveyed to Paris, where they were hand-

incorporating an onyx cameo in the badge, was primarily bestowed

ed over to the British Ambassador. He in turn passed them on to

on the Queen’s granddaughters. The Order lapsed in 1901.

London. However, Saulini carried one stone directly to the Queen at

Before the formal creation of the Order, two badges identical to

Osborne in 1863. Saulini’s employment was not a private matter: the

those which were later to be used in the first class were given by the

Queen’s commissions were publicised in the Journal of the Society of

Queen and Prince Albert to their eldest daughters, Victoria, the

Arts, which reported:

Princess Royal, and Princess Alice, on the occasion of their confirmations in 1856 and 1859 respectively. As such, they were the first badges

The Queen has commissioned Signor Saulini, of Rome, to execute

in a new royal family order and followed the example of George IV

a number of cameos in shell, representing the busts of her Majesty

in the establishment of an order for ladies of the royal family. These

and the late Prince Albert. Some of these beautiful works, exqui-

early examples of the family Order were subsumed within the new

site in conception and in art, have arrived in London, where they

Order, which had a two-fold role – for the royal family and for service

will be set in gold, and presented, it is said, as others have been,

to the Queen.

either to members of the Royal family or to distinguished ladies,

In all, twenty-four appointments were made to the first class,

personal friends of the Queen. … The likeness of Prince Albert is

seventeen in the second class and thirty-four in the third class. Over

inside, that of the Queen outside, and both are admirable speci-

the period twenty members of the Order died or were promoted in the

mens of the artistic skill of Saulini. Already by command of her

Order, and where possible their badges were returned and in some

Majesty six cameos have been cut in pietra dura (onyx), four in

instances reissued.

shell, and five more in shell have yet to be completed. Those in the

OPPOSITE

Queen Alexandra’s badge (no. 316) displayed
on its original white moiré ribbon.
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pietra dura require long and patient labour, each occupying from
three–four months in completion …
Saulini’s contribution was, however, short lived. He died in 1864, leaving
the last commission to be completed by his son Luigi, who submitted
his bill in June 1865. It is not clear how much of the last order was
completed by him. It is possible that some stones were not considered
acceptable: there remains one unmounted cameo which is significantly
different in style from the others (see no. 318). After 1865 it would
appear that no more orders were placed.
As a result of the changes that followed the foundation of the
Order, a London cutter was required. For this task James Ronca was
recommended to the Queen. In addition, the difference in cost of
stones from Saulini was significant. Each onyx cameo from Saulini
cost 828 scudi (between £184 and £176 depending on the exchange
rate); shell cameos cost 80 scudi or c.£17. By contrast, Ronca’s first
shell badges were supplied for 6 guineas (£6 6s) in 1865. He supplied
his first onyx in 1873 for £26 5s. Prices did not rise significantly in the
next thirty-six years. In 1901 a cameo for a first-class badge cost £30
9s (a rise of £4 4s); for a second-class badge in onyx it was £28 7s; and
a shell cameo was charged at £9 9s (a rise of £3 8s). In addition to the
cameos, the mount by Garrards had to be considered: a first-class
badge in 1901 set with diamonds and rubies costing between £320 and
£365, a second-class with a diamond border £55 and a third-class
with a diamond and pearl border £50. The costs of the mounting by
Garrards were even more stable than those of the cameos during this
period, remaining at the same rates to the end of the Queen’s reign.
In all, it appears that the Saulinis produced fifteen cameos (seven
onyx and eight shell) and Ronca produced the balance. Invoices survive
for twenty large and six small onyx cameos and twenty shell cameos
between 1865 and 1895.

244

THE ROYAL ORDER OF VICTORIA AND ALBERT

312 QUEEN VICTORIA’S BADGE
Cameo: Tommaso Saulini, c.1855–60
Mount: R. & S. Garrard and Co. (?), London, c.1862
Sardonyx: white on brown; gold, silver, enamel, diamonds, rubies,
emeralds, white pastes
8.9 × 4.3 cm; 3 1⁄2 × 1 11⁄16 in
RCIN

441445

PROVENANCE :

Commissioned by Queen Victoria; by whom bequeathed to
Princess Henry of Battenberg; Queen Mary
LITERATURE : Risk wc 1976, no. 120; Royal Insignia 1996, no. 111

Cameo of the jugate heads of Queen Victoria and Prince Albert,
in profile to the left, with Prince Albert in front. Encircled by white
pastes in open settings. Surmounted by a silver-gilt royal crown
studded with tiny diamonds, rubies and emeralds with a renewed
red enamel cap. The suspension loop is set with one large and
two smaller diamonds. Signed to the right of Prince Albert’s head
T. SAULINI F.
The signature refers to Tommaso Saulini (1793–1864), the
Roman gem-engraver. Through John Gibson (1790–1866), the
English sculptor living in Rome, he received frequent commissions
for cameos from Queen Victoria in the years 1854–60 (cf. letters
from Gibson in ra Vic.Add.Ms.c/4).
This badge was Queen Victoria’s own; in a reversal of the usual
convention, the head of Prince Albert is shown in front of the
Queen’s (cf. no. 314). The badge was worn for the first time on
the occasion of the marriage of the Prince of Wales to Princess
Alexandra of Denmark in St George’s Chapel, Windsor, on 10
March 1863. The Queen recorded in her diary for that day that ‘for
the 1st time since Dec ’61! [I wore] the ribbon, star and badge of the
Order of the Garter, the latter being one my beloved had worn, also
the Victoria and Albert Order on which I had dearest Albert’s head
put above mine’ (qvj, 10 March 1863). At the wedding, Princess
Alexandra wore a very similar badge that follows the usual
convention of placing the Queen’s head in the front (no. 316).
Queen Victoria bequeathed the badge to her daughter Princess
Henry of Battenberg (1857–1944), who replaced the diamonds with
pastes. In accordance with the statutes of the Order the Queen was
permitted to bequeath her badge to whichever of her daughters she
desired; although the Princess was permitted to wear the badge,
there is no evidence that she did so.
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313 CAMEO FOR A BADGE
Tommaso Saulini, c.1856–64
Shell
3.1 × 2.6 × 0.5 cm; 1 1⁄4 × 1 × 3⁄16 in
RCIN

53574

PROVENANCE :

Probably commissioned by Queen Victoria

Jugate heads of Prince Albert and Queen Victoria, facing to the
left, with the Prince in front. The Queen wears a laurel wreath.
Signed to the right of the Prince’s head: T. Saulini F (for Tommaso
Saulini, 1793–1864).
The image, with Prince Albert in front of Queen Victoria, is a
reversal of the usual convention found on normal third-class badges
of the Order of Victoria and Albert. The same reversal is found on
the badge worn by Queen Victoria herself (no. 312) and no. 313
may have been a model, in shell, for the finished onyx. A model
was perhaps required for Queen Victoria’s approval before the
stone was cut because of the unusual reversal of precedence.

314 CAMEO FOR A BADGE
Tommaso Saulini, c.1856–64
Helmet shell
2.6 × 3.0 × 0.7 cm; 1 × 1 3⁄16 × 1⁄4 in
RCIN

3366a–b

PROVENANCE :

Probably commissioned by Queen Victoria

Jugate heads of Queen Victoria and Prince Albert, in profile to
the left, with the Queen in front. Signed below the Queen’s neck:
Saulini F (for Tommaso Saulini, 1793–1864). Blind tooled blue
velvet case with cream velvet and silk lining.
The proportions of no. 314 are slightly larger than those used
in a standard second-class (later third-class) badge, suggesting
that it may never have been mounted.
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315 PRINCESS HELENA’S BADGE
Cameo: Tommaso Saulini, c.1860
Mount: R. & S. Garrard and Co., London, c.1862
Onyx: white on brown; silver-gilt, enamel, diamonds,
rubies, emeralds
3.1 × 2.5 cm; 1 1⁄4 × 15⁄16 in
RCIN

442015

PROVENANCE :

Presented to Princess Helena, later Princess Christian
of Schleswig-Holstein; returned to King George V, 1923

Jugate heads of Queen Victoria and Prince Albert, in profile to
the left. Gold collet setting surrounded by a silver-gilt frame of
diamonds, surmounted by a gold and red enamel crown set with
rubies and emeralds. Cameo signed to the right of the Queen’s
head: T. SAULINI F. (for Tommaso Saulini, 1793–1864).
This badge was given to Princess Helena (1846–1923), third
daughter of Queen Victoria and Prince Albert, at the time of her
confirmation in April 1862. In this, the Queen was continuing a
tradition established at the confirmations of the Princess’s elder
sisters. However, instead of receiving the badge as a family jewel,
Princess Helena was the first appointee to the Order, which had
been formally created in February 1862. She was therefore required
to sign an undertaking to have her badge returned on her death.
The badge was duly returned, together with the Princess’s other
Orders, in 1923.
The cameo is likely to be that supplied by Saulini in September
1860 (ra pp2/64/982).
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317 BADGE

316 QUEEN ALEXANDRA’S BADGE

Cameo: Tommaso Saulini, 1863–4
Mount: R. & S. Garrard and Co., London, 1864
Shell, silver-gilt, gold, diamonds, pearls, rubies and emeralds
2.7 × 2.4 cm; 1 1⁄16 × 15⁄16 in
RCIN

Cameo: Tommaso Saulini, 1862/3 (?)
Mount: R. & S. Garrard and Co., London, 1864
Sardonyx: white on brown; silver-gilt, enamel,
diamonds, rubies and emeralds
8.5 × 4.4 cm; 3 5⁄16 × 1 3⁄4 in
RCIN

441446

PROVENANCE :

Presented to Princess Alexandra of Denmark,
by Queen Victoria, 9 March 1863
LITERATURE : Risk wc 1976, no. 122; Royal Insignia 1996, no. 94

Cameo of the jugate heads of Queen Victoria and Prince Albert, in
profile to the left, with the Queen in front of the Prince. Silver-gilt
mount with frame of small diamonds encircled by twenty-one large
brilliants; surmounted by a royal crown studded with tiny diamonds,
rubies and emeralds with red enamel cap. Diamond-set suspension
loop. Cameo signed to the right of the Queen’s head: T. SAULINI F.
(for Tommaso Saulini, 1793–1864).
Queen Victoria presented the badge to Princess Alexandra of
Denmark on the day before her wedding to the Prince of Wales,
9 March 1863. The Princess subsequently wore it on her wedding dress.
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441447

PROVENANCE :

Probably presented to Elizabeth, Duchess of Wellington,
by Queen Victoria, 1864; returned to King Edward VII, 1904
LITERATURE : Royal Insignia 1996, no. 96

Jugate heads of Queen Victoria and Prince Albert, in profile to
the left. The Queen wears a laurel wreath and is in front. Silver-gilt
collet setting, surrounded by a frame of pearls with four diamonds.
Surmounted by a gold crown set with rubies and emeralds. Cameo
signed to the right of the Queen’s head: Saulini F (for Tommaso
Saulini, 1793–1864).
No. 317 is probably the badge of Elizabeth, Duchess of
Wellington (d.1904), Mistress of the Robes, 1861–8 and 1874–80.
The Duchess was the first appointee to the original second class of
the Order on 5 November 1864. The cameo is probably one of the
two shell cameos invoiced for £34 in January 1864 (ra pp2/59/6573).
The Duchess’s badge was returned to King Edward VII in accordance
with her undertaking for the badge to be returned at her death (ra
Add.l428). As the Order was in abeyance by this point, the badge
was not reissued.

THE ROYAL ORDER OF VICTORIA AND ALBERT

318 CAMEO FOR A BADGE
Luigi Saulini, c.1864 (?)
Sardonyx: white and brown
2.8 × 2.4 × 1.1 cm; 1 1⁄8 × 15⁄16 × 7⁄16 in
RCIN

3365.a–b
Possibly purchased by Queen Victoria, June 1865 (?)

PROVENANCE :

319 BADGE
Cameo: James Ronca, 1879
Mount: R. & S. Garrard and Co., London, c.1879 or 1880
Shell: white and dark orange-brown; silver-gilt, silver, diamonds,
enamel, rubies and pearls
5.3 × 3.4 × 0.7 cm; 2 1⁄16 × 1 5⁄16 × 1⁄4 in
RCIN

Jugate heads of Queen Victoria and Prince Albert, in profile to the
left, with the Queen in front. Signed below the Queen’s neck: L.
SAULINI. F. Purple velvet-covered box with cream velvet and silk
lining. The cameo is unmounted and was intended for a first-class
badge of the Order of Victoria and Albert.
The image is taken from the International Exhibition Prize
Medal of 1851, designed by William Wyon (1795–1851).
No. 318 is the only piece in the collection signed by Luigi Saulini
(1818–83), son of Tommaso Saulini (cf. nos. 312–17). Following his
father’s death in 1864, Luigi completed a commission for cameos
for badges of the Order of Victoria and Albert; six shell and one
onyx cameo – perhaps no. 318 – were delivered between May 1864
and April 1865 and invoiced in June 1865 (ra pp2/48/9142). After
this date James Ronca appears to have supplied all stones for the
Order.

33988

PROVENANCE :

Probably presented to Charlotte Anne, Duchess of Buccleuch,
1879, or to Frances Anne Emily, Duchess of Marlborough, 1880;
collection of Queen Mary
INVENTORY REFERENCE: qmpp v11, no. 142

Cameo with jugate heads of Queen Victoria and Prince Albert, in
profile to the left, with the Queen in front. Silver-gilt frame set with
four diamonds and half-pearls, surmounted by a silver crown with
diamonds, rubies and red translucent enamel. Cameo signed to the
right of the Queen’s head: RONCA (for James Ronca, 1826–1910);
engraved on the reverse: 1879.
No. 319 incorporates one of two shell cameos supplied by
Ronca in 1879 (ra Add.l/550). It was probably presented to either
Charlotte, Duchess of Buccleuch (d.1895), or Frances, Duchess of
Marlborough (d.1899), who were appointed to the Order in 1879
and 1880 respectively. Both duchesses predeceased the end of the
Order, which may explain how no. 319 returned to the collection.
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320 CAMEO FOR A BADGE
James Ronca, c.1880–95
Onyx: white on black
1.9 × 1.5 × 0.9 cm; 3⁄4 × 9⁄16 × 3⁄8 in
RCIN

52373

PROVENANCE :

Commissioned by Queen Victoria (?)

321 PRINCESS HELENA VICTORIA’S BADGE
Cameo: James Ronca, 1883
Mount: R. & S. Garrard and Co., London, c.1887
Onyx: white on black; gold, enamel, diamonds,
rubies and emeralds
4.1 × 2.2 × 1.0 cm; 1 5⁄8 × 7⁄8 × 3⁄8 in
RCIN

Jugate heads of Queen Victoria and Prince Albert, in profile to
the left. The Queen is in front and wears a laurel wreath. Signed
on the reverse: J. Ronca (for James Ronca, 1826–1910). Domed
blue velvet box lined with cream silk and velvet.
This is a standard cameo for a (new) second-class badge of
the Order of Victoria and Albert. The collection also holds a
further unmounted example of a second-class badge (rcin 14738)
and an unmounted shell cameo of a third-class badge (rcin 14695),
both signed by Ronca.
The finished cameos were issued to R. & S. Garrard and Co.
to be mounted as required.
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442017

PROVENANCE :

Presented to Princess Helena Victoria, June 1887;
by whom bequeathed to Princess Marie Louise;
by whom bequeathed to HM The Queen, 1956
LITERATURE : Royal Insignia 1996, no. 95

Cameo with jugate heads of Queen Victoria and Prince Albert,
in profile to the left, with the Queen in front. Set in a gold collet
surrounded by a diamond-studded silver frame and surmounted
by a silver crown set with diamonds, rubies and emeralds. The
cameo is signed on the reverse: Ronca/1883 (for James Ronca,
1826–1910). The Queen’s nose is chipped.
This badge belonged to Princess Helena Victoria (1870–1948),
who was appointed to the second class of the Order in June 1887.
The Princess was the daughter of Prince and Princess Christian
of Schleswig-Holstein and a granddaughter of Queen Victoria.
On her death the badge passed to her sister Princess Marie Louise
(1872–1956), who bequeathed it, together with her own secondclass badge, to Her Majesty The Queen. Princess Marie Louise’s
badge similarly incorporates a cameo cut by Ronca.
Ronca supplied cameos in May and July 1883 (ra Add.l550).
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322 PRINCESS VICTORIA’S BADGE
Cameo: James Ronca, 1884
Mount: R. & S. Garrard and Co., London, c.1886
Sardonyx: white on creamy brown; gold, diamonds,
rubies, and emeralds
7.3 × 4.1 × 1.7 cm; 2 7⁄8 × 1 5⁄8 × 5⁄8 in
RCIN

442025

PROVENANCE :

Presented to Princess Victoria, 1886;
on whose death returned to King George V, 1935

Cameo with jugate heads of Queen Victoria and Prince Albert, in
profile to the left, with the Queen in front. Gold collet setting with
surrounding frame of diamonds; surmounted by a gold crown set
with diamonds, rubies and emeralds. The cameo is signed to the
right of the Queen’s head: JR; engraved on the reverse: Ronca /
1884 (for James Ronca, 1826–1910).
The stone appears crudely cut and it lacks the quality and
finish of the examples by Saulini. The facial features are very
angular and, unlike in other cameos in the collection, an element
of the white stratum of the stone remains in the lowest level below
the profiles.
This badge belonged to Princess Victoria (1868–1935), the
youngest daughter of King Edward VII and Queen Alexandra,
who was appointed to the first class of the Order on 6 August
1886. On her death the badge passed with her other insignia to
her brother, King George V.
The cameo is probably one of two supplied by Ronca in
November 1884 (ra Add.l550).

251

IV INSIGNIA

THE ORDER OF MALTA

323 BADGE
Sicilian, mid-seventeenth century
Gold and enamel
8.3 × 7.1 cm; 3 1⁄4 × 2 13⁄16 in
RCIN

441486

PROVENANCE :

Presented to George IV
by Sir William Curtis
INVENTORY REFERENCES : wcij 1830, f. 14; qvij 1837, f. 5;
wcig 1872, no. 26; G&J 1909, no. 257
LITERATURE : Fortnum 1880, p. 25, no. 26;
Royal Insignia 1996, no. 12, and pp. 32–3

Obverse: central white Maltese cross on paleblue background with black scrollwork.
With naturalistic floral border and eight
scallops incorporating tulips, anemones,
carnations and roses.
Reverse: concave central sunk medallion
depicting the Holy Family with St John the
Baptist as a child, St Anne with a dove and
St Joachim holding a flower. Surrounding
scalloped border with naturalistic tulips,
anemones and roses.
A stylistically close badge in the Victoria &
Albert Museum, London, was thought to be
French, c.1670 but has since been reattributed
to ‘Sicilian, mid-seventeenth century, in the style
of Giuseppe Bruno of Messina’ (Bury 1983,
p. 73, case 13, board h5). This has been
confirmed through documented examples of
Sicilian jewellery; cf. a closely related enamelled
plaque in a private collection (Ori e Argenti
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1989, no. 1.25, p. 96). This attribution may be
extended to no. 323. A similar badge was
presented to the Museum of the Order of St
John, London, by Lord Wakefield in 1940 (Order
of St John 1970, no. 258). A variant of the badge
type was exhibited at the Galerie Kugel, Paris,
in 2000 (Joyaux Renaissance 2000, no. 94).
No. 323 was described as ‘The Order worn
by the Grand Master of Malta’ in the 1830
inventory of jewels at Windsor Castle (wcij
1830, f. 14). The 1837 inventory adds that it
was ‘worn by the Grand Master Lillesydam,
presented to His late Majesty George IV by
Sir William Curtis’ (qvij 1837, f. 5). Sir William
Curtis (1752–1829) was a friend of George IV
and Lord Mayor of London in 1795–6.
‘Lillesydam’ may refer to Grand Master L’Isle
Adam, 42nd Grand Master of the Knights of
St John and first Grand Master on Malta
(1521–34). That provenance must, however,
be ruled out because of the date of the badge.
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Five objects of vertu – four snuffboxes and a tankard (nos. 324–8) – make up the final section of the
catalogue. None of these pieces appeared in any of the historic inventories of gems in the Royal Collection, but they are included here because of the fine quality of the gem cutting, and to demonstrate the way
in which gems were frequently used in conjunction with goldsmiths’ work.
The majority of the boxes in the Royal Collection were acquired in the late nineteenth and early
twentieth centuries, mainly by King George V and Queen Mary, who were by far the most important royal
collectors of gold boxes. Queen Mary’s particular interest in her ancestry led her to acquire several boxes
with a royal provenance, including no. 324, which may have belonged to George IV. Boxes were also a
popular choice of gift to the King, and both no. 325 and no. 327 came into the collection in this way.
The final object, no. 328, is a late example of a gem-studded tankard. It was one of George IV’s many
purchases of jewelled cups, and incorporates cameos and intaglios that range in date from the sixteenth
to the nineteenth century; some at least are likely to have come from his own extensive collection.

OPPOSITE

The Birth of Venus:
detail of a cameo on the
lid of a snuffbox (no. 325)
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324 SNUFFBOX WITH CAMEO OF APOLLO
Cameo: Angelo Antonio Amastini, c.1810
Snuffbox: Paris, c.1819–38
Onyx: white on transparent grey
The cameo with gold collet is set into the lid of the
rectangular blond tortoiseshell box with gold thumb
piece and prominent gold hinge. Struck on the inner
hinge with obscured maker’s mark, third standard
mark and excise mark for gold, Paris, 1819–38,
and an unidentified mark
5.3 × 3.9 cm; snuffbox: 2.0 × 7.3 × 4.9 cm. 2 1⁄16 × 1 1⁄2 in;
snuffbox: 13⁄16 × 2 7⁄8 × 1 15⁄16 in
RCIN

4259

PROVENANCE :

A note in Queen Mary’s hand inside states:
‘This box was given to an old servant by the Marchioness of
Conyngham who told him that King George IV liked this box
very much and valued it extremely’; Sir Guy Laking; by whom
presented to Queen Mary (qmpp 11, no. 17, p. 78)

The large cameo depicts the bust of Apollo in profile
to the right. He wears a cloak draped around his
shoulders and fastened on his right shoulder with a
circular brooch. His long curled hair is secured by a
fillet and topknot. Signed to the left of the back of
Apollo’s head: K T A I AMASTINΠ.
The cameo is curiously signed in a mixture of
Greek and Latin letters. It is almost certainly the work
of the Roman gem-cutter Angelo Antonio Amastini
(1754 – after 1815), and the signature should probably
therefore be read as A / A / AMASTINI. Amastini is
known to have signed his work in a number of ways
and it appears that in this case he used pseudo-Greek
lettering for an antique effect. Examples of Amastini’s
work survive in the Antikensammlungen, Vienna;
Staatliche Münzsammlung, Munich; British Museum,
London; and Bibliothèque Nationale, Paris. Amastini’s
son Nicolò (1780–1851), also a gem-cutter, similarly
used a number of different signatures that are often
like his father’s. This has led to confusion in the past
between father’s and son’s work. However, it appears
that Angelo specialised in cutting classical busts, while
Nicolò preferred reliefs and full-length figure subjects
(see Weber 1995, pp. 83–5).
The reputed provenance of no. 324 as set down
by Queen Mary indicates that it was formerly in the
collection of George IV and given by him to his
favourite Elizabeth, Marchioness Conyngham
(?1766–1861).
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325 SNUFFBOX WITH CAMEO
OF BIRTH OF VENUS
Cameo: North Italian, second half of the
sixteenth century
Snuffbox: probably German, c.1740
Onyx: white on translucent white
The cameo is set within the lid of a cartoucheshaped snuffbox with panels of lapis lazuli and
moss agate. The gold mounts are elaborately
chased with foliate scrolls, fruit and flowers,
cornucopias, birds and animals. Scratch mark
inside below the hinge: S5049 Norgh
2.3 × 2.9 cm; snuffbox: 3.1 × 7.6 × 5.9 cm;
7
⁄8 × 1 3⁄16 in; snuffbox: 1 1⁄4 × 3 × 2 5⁄16 in
RCIN

4075

PROVENANCE :

Edward Cecil Guinness, 1st Earl
of Iveagh (1847–1927); by whom presented to
King George V on his birthday, 3 June 1920
INVENTORY REFERENCE: gv Boxes I, no. 49

The oval cameo depicts the Birth of Venus. In the
centre, the naked goddess stands on a dolphin and
holds a length of billowing drapery. Behind her the
winds are shown gently blowing her ashore. She
is flanked by two putti riding a hippocamp and a
dolphin, and an ark-like ship sails on the horizon.
Although it is not known where no. 325 was made
or by whom, snuffboxes incorporating semi-precious
hardstones within gold mounts are usually associated
with German makers, in particular the lapidaries and
goldsmiths of Dresden. This box incorporates an
earlier North Italian cameo depicting a subject popular
during the Renaissance. Eighteenth-century snuffboxes
often incorporated earlier ‘precious’ elements such as
cameos, intaglios, enamels and ivories.
King George V and Queen Mary formed an
important collection of gold boxes. They were a
popular choice of gift to the King (see Royal
Treasures 2002, pp. 312–14).
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326 SNUFFBOX WITH
CAMEO OF FREDERICK,
DUKE OF YORK (?)
Cameo: Tommaso Saulini, c.1825
Snuffbox: Swiss (?), c.1830
Helmet shell
Gold snuffbox of rectangular form
with rounded and gadrooned ends.
With floral and foliate panels of
black and white taille d’epargne
enamel alternating with foliate
panels of chased gold.
The rim of the lid stamped 18·K.
2.9 × 2.3 cm; box: 1.7 × 7.9 × 4.5 cm.
1 3⁄16 × 7⁄8 in; box: 5⁄8 × 3 1⁄8 × 1 3⁄4 in
RCIN

4022

PROVENANCE :

From the collection
of Queen Victoria
INVENTORY REFERENCE: gv Boxes 1, no. 120
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Cameo with bust of a man in profile to the right. He wears a
classical cloak fastened over his right shoulder with a circular
brooch. Signed to the left of the head: Saulini.
In the inventory of snuffboxes compiled for King George V, this
box was said to have come from the collection of Queen Victoria
and the sitter is identified as Frederick, Duke of York (1763–1827).
The cameo is however quite unlike the cameos of
the Duke produced after his death and the identification must
remain speculative.
Both Tommaso Saulini (1793–1864) and his son Luigi
(1819–83) carved portrait cameos of contemporaries and were
known for their commissions for the royal family. The date of
no. 326, however, would suggest that it was cut by Tommaso
Saulini.
The distinctive decoration of the box is characteristic of
Swiss enamels of the 1820s and 1830s. The mark on the rim of
the lid is perhaps an unofficial Swiss standard mark (cf. Truman
1991, p. 357).
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327 HERCULES AND THE CRETAN BULL
Intaglio: probably English, early nineteenth century
Box: possibly French, early nineteenth century
Sardonyx: brown and white
Red gold engine-turned box
5 × 3.2 cm (box 5.4 × 3.6 × 2.6 cm);
1 15⁄16 × 1 1⁄4 in (2 1⁄8 × 1 7⁄16 × 1 in)
RCIN

4029

PROVENANCE :
LITERATURE :

Presented to King Edward VII by Earl Cadogan
gv Boxes, no. 204

Oval intaglio carved with one of the Labours of Hercules. Hercules is
shown kneeling in three-quarter profile to the left, with curly hair and
naked torso, the pelt of the Nemean lion visible beneath his left arm and
falling to the ground behind him. His club rests at his foot. With his left
hand he hauls a rope attached to the horns of the bull, which is lowering
its head and pawing the ground. Behind the bull, to the left, is a term.
An almost identical intaglio, attributed by Dalton to the sixteenth
century, is found in the British Museum, London (Dalton 1915, no. 674).
It is set into a similar gold box, which has been identified as French.
The subject appears on a sixteenth-century plaquette in the Bode
Museum, Berlin (cf. Bange 1922, no. 130), and was copied by Giovanni
Cerbara. Tassie casts in glass paste of this subject are also found (Raspe
1791, no. 5751).
George Henry Cadogan, 5th Earl Cadogan (1840–1915), was a
Conservative politician, serving as Lord Privy Seal, Lord Lieutenant of
Ireland and Mayor of Chelsea. His eldest son, Albert Edward, Viscount
Chelsea, was the godson of the Prince of Wales (later King Edward VII).
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328 TANKARD
Rundell, Bridge & Rundell, London, 1823
Silver-gilt, agate, onyx, sardonyx, jasper, amethyst,
Siberian amethyst, chrysoprase, emeralds, ruby,
Russian aquamarine, Russian green beryl,
sapphires from Sri Lanka, pink sapphire, turquoises
27.7 × 27.5 × 16.0 cm; 10 7⁄8 × 10 13⁄16 × 6 5⁄8 in
Fully struck with maker’s mark for John Bridge and London
hallmarks for 1823–4; inscribed around the bottom rim:
Rundell Bridge et Rundell, Aurifices Regis Londini
RCIN

50608

PROVENANCE :

Purchased by George IV
from Rundell, Bridge & Rundell, 1823
INVENTORY REFERENCES : Rundells 1832, p. 39;
Garrard 1914, no. 587
LITERATURE : Jones 1911, pl. xc111, no. 2;
Carlton House 1991, no. 164; Royal Goldsmiths 2005, no. 49

Large silver-gilt lidded tankard embossed with rocaille work. The
pine-cone-shaped finial is set with small cabochon amethysts, emeralds,
hessonite garnets, rubies and turquoise. On the lid are five cameos
alternating with Sri Lankan sapphire, chrysoprase, emerald, ruby and
turquoise; on the handle are four cameos with a pink sapphire, emerald,
sapphire and turquoise. The main body of the tankard has three rows
of cameos with four in each row alternating with green beryl, Siberian
amethyst, turquoises, Sri Lankan sapphire (seventeenth-century cut),
emerald and chrysoprase; the central cameos are large.
The cameos on the lid in anti-clockwise sequence starting from
the handle are as follows: (1) female head in profile to the right, onyx
(from Saxony): white on grey with red speckles; (2) head of Hercules
with beard in profile to the right, banded agate: brown and white (this
image is similar to no. 38); (3) Sabina or Julia Titi (?) in profile to the
left, sardonyx (from Saxony), pink on brown speckled red; (4) female
head in profile to the left, onyx: white on grey; (5) female bust, one
breast bare, in profile to the left, onyx: pinkish-white on grey.
On the handle from top to bottom: (1) Medusa head in frontal
view, onyx: white on translucent white (on the bridge above the handle);
(2) Hercules fighting the wild boar, sardonyx: white on dark brown with
white spots; (3) bust of the Virgin in front view, banded agate: black and
white; (4) veiled female in profile to the left, sardonyx: orange-brown
and white.
On the main body of the tankard, anti-clockwise, starting from
the handle, top row: (1) head of Minerva in profile to the right,
sardonyx: red on light brown; (2) head of Socrates, or Diogenes, in
profile to the right, onyx (from Saxony): white on dark brown with
red specks; (3) bust of Cleopatra in profile to the left, onyx: white
on grey; (4) female head with a cap in profile to the left, sardonyx:
reddish-brown white on reddish-brown.
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On the main body of the tankard, anti-clockwise, starting from
the handle, central row: (1) bust of a bacchante in profile to the
right, agate: light brown and white on quartz background; (2) bust
of Meleager with a vine-wreath, wearing the hide of the boar, in
three-quarter profile to the left, layered jasper and agate; (3) bust
of a bacchante facing left, banded agate: grey-white and brown;
(4) Judith with the head of Holofernes, accompanied by a servant
brandishing the sword, sardonyx: orange-brown and white.
On the main body of the tankard, anti-clockwise, starting
from the handle, bottom row: (1) head of Paris in profile to the
right, wearing a phrygian cap, sardonyx: light brown, grey and
brown; (2) bust of Hylos (?) in profile to the right, sardonyx:
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light brown on grey; (3) female bust in profile to the left with
one arm along the lower edge, onyx: white on grey; (4)
Socrates (?) in profile to the left, bald and bearded, sardonyx:
light brown on brown.
This tankard was described as ‘a superb silver Tankard, richly
set with Gems, Cameos and Intaglios and coloured stones gilt all
over dead red’ when it was purchased by George IV for £504 from
Rundell, Bridge & Rundell on 31 December 1823 (ra geo/26304).
The piece is a late example of the fashion for cameo-studded cups
and covers. These were frequently produced in the seventeenth
century in France and Flanders, and in Dresden in the early
eighteenth century. Johann Melchior Dinglinger, the Dresden
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court jeweller, had the gem collection of Augustus the Strong at
his disposal. It is possible that Rundell, Bridge & Rundell similarly
employed stones already in the Royal Collection and pieces that
they had previously sold to George IV. It is tempting to suggest
that the cameo heads of Diogenes and Socrates are from the Smith
collection (Gori 1767, pls. xlv and xlv1; also ‘Hippocrates’, pl.
xl111). However, it is difficult to be certain as the subjects were
popular and the general likeness of the images can be misleading.
The cameos set on the tankard are mainly sixteenth century
or later replicas. Notable exceptions include the unusual Judith
and Holofernes, of the first half of the sixteenth century, and
three early nineteenth-century gems. It is interesting to note that

the goldsmith placed the cameos of his own period in prominent
positions – in the central row of the vessel. Of the three large
cameos, that of Meleager recalls an Antinous by Giuseppe
Girometti (1780–1854), who was in London after 1814; the large
bacchante, in profile to the right, is in the manner of Niccolò
Morelli (1771–1838), whereas the other bacchante is closer to
Nicolò Amastini (1780–1851).
A year after no. 328 was made, Rundells supplied the National
Cup to George IV (rcin 50558). After a design by John Flaxman
(1755–1826), that cup similarly features multi-coloured gemstones
as decorative elements. However, Gothic tendrils have replaced the
rocailles, and there are no cameos: their moment had passed.
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Bibliography
Concordance
INDE X

MOUNT TYPES

CAT. NOs.

Type I
White enamelled mount
Late sixteenth / early
seventeenth century

7, 48, 56

Type II
Plain silver-gilt mount
Seventeenth century

5, 15, 24, 27, 28, 43, 51,
52, 60, 65, 101, 106, 107,
109, 110, 115, 122, 123,
124, 130, 133, 136, 138,
145, 149, 152, 153, 159,
162, 163, 166, 167, 168,
170, 171, 184, 190, 191,
197, 215, 216, 218, 219,
234, 249, 250, 251, 252
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MOUNTS
A number of gems included in the present catalogue share similar types
of mount. As indicated in the chart below, ten groups have been identified, ranging from the simple silver-gilt or white enamel mounts of the
seventeenth century to the elaborate scrollwork jewel-set frames of the
early nineteenth century. There are also two types of ring, categorised
by the style of the hoop ends at the shoulder. For both gems and rings,
three or more mounted in the same style are considered to constitute a
group.
The distinct groups perhaps offer some insight into the history of
the collection, as discussed in the introductory essay (pp. 16–17). The
mounts are not always contemporary with the stones, and can show a
desire for consistency on the part of the collector. The gems that were
acquired by George III from the Consul Smith collection, for example,
tend to fall into the groups with a bifoil or quatrefoil mount (Types VII
and VIII). Fashion and function must also have played a role – George
IV, for example, remounted several stones in rings.
Several of the close similarities within these groups suggest that
in some cases a single workshop may have been responsible for the
mounting. Type X, for example, includes two variants of the scrollwork
frame, each of which may have come from one manufacturer. In one
instance (Type III) it has been possible to identify with certainty the
workshop responsible for the manufacture of the mounts – in this
instance that of Jean Vangrol (see history of the collection, pp. 16–17).
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Type III
Enamelled mount attributed
to Jean Vangrol, c.1640
Type IIIa
‘petals’

11, 49, 205, 206

Type IIIb
‘flames’

44, 54, 89, 108, 129,
172, 211

Type IIIc
‘leaves and pearls’

58, 87, 160 (variant)
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MOUNT TYPES

CAT. NOs.

MOUNT TYPES

CAT. NOs.

Type IIId
‘leaves’

9, 11 (reverse), 83,
120, 165

Type VIII
Quatrefoil mount
Late eighteenth century

2, 3, 64, 66, 68, 88, 94,
121, 131, 132, 239, 241,
254, 255, 260, 263, 264

Type IV
Gilt-brass collet mount
Eighteenth century

36, 53, 57, 72, 76, 77,
85, 135, 146, 151, 158,
177, 180, 193, 198,
201, 240, 243

Type IX
Mount with hook-like
suspension loop
Late eighteenth century

10, 18, 29, 41, 42, 62,
79, 81 (variant), 84,
103, 111, 114, 143,
144, 156, 173 (variant),
179, 181, 189, 199,
200, 203 (variant),
220 (variant), 242, 244

Type X
Open scrollwork
frame studded
with gemstones
Early nineteenth
century

45, 70 (almost
identical), 82, 104, 161,
174, 183 (variant and
possibly from one
workshop)

Ring type I
Rounded hoop ends
Late eighteenth century

4, 8, 12, 20, 25, 26, 30,
34, 38, 55, 98, 176, 178,
185, 186, 187, 188, 195,
207, 222, 225 (later
variant), 271

Ring type II
Fluted column-style
shoulders
Late eighteenth century

39, 105, 223, 224, 253,
266, 267, 270 (variant),
277

Type V
Mount with claw
settings
Early eighteenth
century

175, 231, 232, 238, 245

Type VI
Mount with radiate
reverse
Second half of
eighteenth century

37, 63, 102, 192

Type VII
Bifoil mount
Late eighteenth
century

61, 86, 93, 95, 147,
154, 157, 164

RINGS
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GEMS FROM THE COLLECTION OF
HENRY, PRINCE OF WALES, AND CHARLES I
Martin Henig
FIG . 1
Oxford Ms.Ashmole 1138.
By permission of the Bodleian Library,
University of Oxford

1

2

3

4

5

Ms.Ashmole. 1136, f. 35; cf. C.H. Josten, Elias
Ashmole (1617–1692), His Autobiographical and
Historical Notes, his Correspondence, and other
Contemporary Sources relating to his Life and
Work. II Texts 1617–1660, Oxford, 1966, pp.
780–1. The coin catalogue is Ms.Ashmole 1140.
M. Maaskant-Kleibrink, ‘Engraved Gems and
Northern European Humanists’, in C.M. Brown
(ed.), Engraved Gems. Survivals and Revivals,
Studies in the History of Art 54, Symposium
Papers XXXII, National Gallery of Art,
Washington dc; Washington and Hanover, 1997,
pp. 228–47.
Roy Strong, Henry Prince of Wales and England’s
Lost Renaissance, London, 1986 (2nd edition
2000), pp. 152–3. A docket was issued for ‘the
custom and subsidy of a cabinet of antiquities
brought into the realm by Hans van Dirbige and
sold to the Prince’.
ibid.; and especially Diana Scarisbrick, ‘The Earl
of Arundel’s Gem Cabinet’, Thomas Howard Earl
of Arundel, (exh. cat.), Ashmolean Museum,
Oxford; Oxford, 1985, pp. 72–7.
Oliver Millar, ‘Abraham van der Doort’s Catalogue
of the Collections of Charles I’, Walpole Society,
XXXVII, London, 1960, p. 154.

Elias Ashmole was asked to catalogue the royal coin collection in June
1660 and, perhaps to aid his work, he made wax impressions of some of
the coins.1 He also took impressions of some gems, in all but one instance
intaglios (see below). Many of these gems had originally been in the cabinet
of the celebrated collector Abraham van Goorle (Gorlaeus, 1549–1608).
Van Goorle was evidently a Protestant who migrated from his natal
Antwerp in the Southern Netherlands to Utrecht around 1585. Here he
obtained considerable political influence as a counsellor and treasurer of
Adolf, Count of Nieuwenaer and Meurs, and Stadholder of Utrecht and
Gelderland. At the end of the century he moved to Delft and set up as a
gentleman collector and connoisseur. He published his collection of gems
in 1601 with the grandiose extended title of Abrahami Gorlaei Antverpiani
Dactyliotheca seu Annulorum sigillarium quorum apud Priscos tam
Graecos quam Romanos usus. E Ferro Aere Argento & Auro Promptuarium. Accesserunt variarum Gemmarum quibus antiquitas in Sigillando
uti Solita Scalpturae. The frontispiece (fig. 2, p. 12) depicts the author as a
noble collector seated in his study with his coins and gems. An enlarged
edition was published in 1609, after van Goorle’s death.2
A few years later the celebrated collection was brought to England by
Hans von Dirbige and acquired in its entirety by Henry, Prince of Wales
(April 1612).3 As far as we know, this is the first substantial collection of
classical gems to have reached Britain, anticipating that of the 1st Duke of
Buckingham (1626), who acquired Rubens’s much more sumptuous collection, and that of the 2nd Earl of Arundel (1637), though the latter was at
least acquiring statues on his Italian tour in 1613–15.4
The gems, together with coins and medals and the rest of the
Prince’s collection, were inherited by his brother Charles after Henry’s
untimely death in November of that year. Charles does not seem to have
been as interested in classical antiquities as his brother was and the gem
collection is not mentioned as such.5 Abraham van der Doort, who was
employed to catalogue the King’s collection c.1640, does list the important Claudius cameo still extant in the collection (no. 1), although it is
clear that it was kept quite separately in a leather case:
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Inpri[mi]s A larg Ovall Crackt and mended Agatt stoane of . 4 .
Cullors one on the Topp of an other first browne and then
white, and browne againe and then white wherein is Cutt an
[…] Emperors head in a lawrell side faced kept in a leathorne
Case wch Aggatts Yor Maty had when you were Prince.6
Ashmole gives a little additional information: ‘This was Crackt and
broken in former tyme by the Lady Som’sett when her husband was
Lo. Chamblain.’7
The traditional story of the fate of the cabinet is to be found on the
flyleaf of Francis Douce’s copy of the 1695 edition of Gorlaeus,8 kept in
the Bodleian: ‘The entire collection of Gorlaeus’s Dactyliotheca was purchased by Prince Henry and Charles the first, and sold and dispersed at
Cromwell’s accession.’9
Although there may have been losses, a large proportion of the collection evidently survived the Civil War (1642–8), as the following listing
shows. Indeed there is fascinating evidence that a coin and ring cabinet
was in St James’s Palace, where it was preserved by a Mr Hugh Peters in
1648 ‘against the violence and rapine of the Soldiers’. In his deposition
made on 12 September 1660 before Mr Ross and Mr Ashmole, Peters confessed that ‘he saw divers Medalls of Gold Silver & Brass, & other peeces
of Antiquity, as Iron Rings & the like, but that he tooke nothing thence, &
then delivered up the Key & Custody of them to Major Generall Ireton’.10
During the period of the Commonwealth, a few special gems formerly
owned by Charles I were sold, amongst them ‘an oynix engrave’d with a
Caesars head’, ‘a Syrian garnet, Engravd wth a generals head, Greek’ and
‘Vulcan with his pincers, on a large Topas, set in silver’. Most, however –
including, it would appear, the Gorlaeus / Prince Henry cabinet – were kept
safely (in St James’s Palace) and eventually restored to the monarchy at
the Restoration.11
Many of the gems in the Gorlaeus collection were highly distinctive,
even unusual, and there cannot be a shadow of doubt that in at least sixty
instances the gems which were seen and impressed by Ashmole were those
bought by Prince Henry. There were probably more, in that the prints of
portraits are not detailed enough to allow for confident matching with the
impressions. It is possible that some of the intaglios in Gorlaeus’s catalogue were simply not recorded by Ashmole because he was too rushed to
make impressions of everything or he did so on other sheets of paper no
longer extant. The papers as kept in the Bodleian, although now neatly
bound, were clearly originally loose sheets. A clue that points to there having been more gems in the royal possession at the time than in the evidence
provided by Ms.Ashmole 1138 is provided by the extant ring from the
Gorlaeus collection which now resides in the Wiltshire Heritage Museum
at Devizes (p. 281, fig. 4). It was given to the museum in 1872 by Mrs Ann
Jane Kenrick, granddaughter of John Chamberlaine (1745–1812), onetime Keeper of Coins and Medals to George III.12 The ring was recorded
as a royal possession in the reigns of Charles I and Charles II by Ashmole,
in another Bodleian manuscript (see p. 281, fig. 5).13 There is a substantial
number of impressions (mainly of modern gems but with some ancient
pieces) that were not in Gorlaeus, which suggests that Charles I, like contemporary princes, built on his collection as well as possibly dispersing
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6
7
8

9
10
11

12

13
14
15

ibid., p. 128, no. 1; cf. no. 1 in this catalogue.
ibid., Ms.Ashmole 1514, f. 125.
This had been re-edited by Jacobus Gronovius
(1645–1716).
Bodleian Library 40T52, 53Art.
Ms.Rawl.D.864, f. 2; cf. Josten, op. cit., pp. 295–6.
A. MacGregor, ‘ “The King’s Disport” Sports,
Games and Pastimes of the Early Stuarts’, in
A. MacGregor (ed.), The Late King’s Goods.
Collections, Possessions and Patronage of Charles I
in the Light of the Commonwealth Sale
Inventories, London and Oxford, 1989, pp. 412–13.
Gorlaeus no. 19. An. Fer. Gem Achat incisa Corvvs
Apoll., cf. M. Henig, ‘The Melksham Ring.
A Jacobean Relic in Devizes Museum’, Wiltshire
Archaeological Magazine, 76, 1981, pp. 169–70.
Ms.Ashmole 826, f. 60.
List below no. 12*, no. 217 in this catalogue.
Ms.Ashmole 826, f. 75; cf. Josten, op. cit.,
pp. 795–6.
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FIG . 2
Folio from the original (1601) edition of Abraham Gorlaeus’s Dactyliotheca.
National Art Library, Victoria & Albert Museum, London

FIG . 3
Medal commemorating the marriage in 1589 of James VI of Scotland and
Anne of Denmark, 1590. Silver. Diameter 5.7 cm (21⁄4 in). Glasgow University,
Hunter Bequest. See also no. 217, and no. 12* in the Summary Catalogue
(p. 272).

items. These include one certain and another possible Stuart portrait gem,
the seal of Charles as Prince of Wales and St George and the dragon – all,
presumably, near-contemporary English work. At least one of these is still
extant in the Royal Collection.14
What happened to the gems after this? A few items may have been
given away. Ashmole himself provides one piece of evidence suggesting that
dispersals began in Stuart times. Ashmole took impressions from seals and
gems owned by his contemporaries, and on another leaf of Ms Ashmole
1138 (f. 55r), he includes a ‘page of stones and rings showed me by Mr. Talbot 2nd Dec 1672’. One of these is described as an ‘onix in gold ring. old’. It
depicts a capricorn upon a globe above a galley, and it is identical to Gorlaeus no. 88, described in the 1601 catalogue as AN ARG INAUR GEM
ONYX INC. If it is indeed the self-same intaglio, its ultimate source must

have been the Stuart Royal Collection. On the other hand, there was always
the potential for additions to the collection. In October 1660 Ashmole
recorded: ‘This day about 11 a’Clock, I brought Dr Warner to the King,
who kist his Majesties hand, & presented him with an antique gold ring,
wherein was a Saphir, & in it a Head cut of one of the younger Constantines; His Majestie gave him thanks for this peece of antiquity’.15
However, it is very probable that many, if not most, of the gems were
lost in the Whitehall fire of 1698 which tragically destroyed the royal coin
collection. Even so, this does not account for everything, for not only did
the ‘James I’ cameo remain in the Royal Collection (no. 217), but the
assumption must be that the Devizes ring mentioned above was given to
John Chamberlaine by George III. There is thus at least a possibility that
more of the first royal gem collection still remains to be discovered.
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gem is still in the Royal Collection; cf. C.D.E. Fortnum, Archaeologia,
XLV, 1880, p. 16, no. 251. No. 217 in this catalogue.

In the list which follows, reference is given to Gorlaeus in every instance
where the gem can be identified as originating in that collection. The
descriptions of the gems are kept to a minimum. Dimensions taken from
impressions can only be approximate. Those pieces thought to be modern
are distinguished by an asterisk. ‘Modern’ Gorlaeus gems were presumably cut in the sixteenth century; other gems, not in Gorlaeus, date in
some instances to the first half of the seventeenth century. Together, however, they give a fairly good idea of the quality of intaglios available for
collection within the circle of the Stuart court.

13 Draped bust of Plotina to right. 1.3 × 1.1 cm; 1⁄ 2 × 7⁄ 16 in. Probably
Gorlaeus no. 167: AN AUR GEM ONYX INC.

Bodleian Library, Oxford. Ms. Ashmole 1138

17 Three corvines, the birds of Apollo and of prophecy, the central one
perched upon a cantharus and those on each side upon cornucopiae.
Beside each cornucopia is a globe and a poppy seed-head. 1.2 × 1.0 cm;
1
⁄ 2 × 3⁄ 8 in. Gorlaeus no. 71: AN ARG INAUR GEM ONYX INC.

f. 1
The Impressions of severall pieces of gold belonging to his Majesty’s Cabinet
King Charles the 2 nd
f. 35r
The Kings Cabinet
The 2 nd drawer on the right hand.

15 Quarter-length figure of Attis to right, wearing a Phrygian cap and
holding a cornucopia in his right hand. 1.4 × 1.1 cm; 9⁄ 16 × 7⁄ 16 in.
Gorlaeus no. 165: AN AUR GEM ONYX INC.
16 Eagle standing to right, with its head turned to left, holding a wreath
in its beak. 1.2 × 1.0 cm; 1⁄ 2 × 3⁄ 8 in

18 Pothos (Desire) with great eagle wings, leaning on sceptre to right.
1.0 × 0.9 cm; 3⁄ 8 × 3⁄ 8 in
19 Athlete (?). This is probably an apoxyomenos, a man scraping himself
with a strigil. Behind is a vessel on a stand, perhaps for his ablutions.
0.9 × 0.7 cm; 3⁄ 8 × 1⁄ 4 in

Onix-stones.
Set in gold Rings
1* A clean-shaven male portrait head to right, deeply cut, Roman
Republican type. 2.2 × 1.7 cm; 7⁄ 8 × 5⁄ 8 in
2 Jupiter seated to left, holding a sceptre upright in his left hand; a
thunderbolt in his right hand. 1.0 × 0.8 cm; 3⁄ 8 × 5⁄ 16 in
3 Apollo seated to left, before a tripod and laurel. 1.0 × 0.8 cm; 3⁄ 8 × 5⁄ 16 in.
Gorlaeus no. 131: AN AUR QUEM PERCURRUNT 2. LINEAE ARG
GEM ONYX INC.
4 Cupid seated on a rock to left, fishing. 1.0 × 0.8 cm; ⁄ 8 × ⁄ 16 in
3

5

5* Cupid seated on the ground to left, playing with a butterfly which he
holds above his head. 1.2 × 1.0 cm; 1⁄ 2 × 3⁄ 8 in
6 Dea Roma seated to left, holding a palladium in her right hand, a
cuirass beside her. 1.1 × 0.9 cm; 7⁄ 16 × 3⁄ 8 in. Possibly Gorlaeus no. 81:
AN ARG INAUR ONYX INC (if so, there is a discrepancy in the
material of the ring between Gorlaeus and Ashmole).
7 Dea Roma seated to left, holding a palladium in her right hand, a
cuirass beside her. 1.2 × 1.0 cm; 1⁄ 2 × 3⁄ 8 in. Gorlaeus no. 163: AN AUR
GEM ONYX INC.
8* A clean-shaven male head to right, a ribbon in his hair. 1.0 × 0.8 cm;
3
⁄ 8 × 5⁄ 16 in
9* A draped bust of Charles I, laureate, to left. 1.0 × 0.8 cm; 3⁄ 8 × 5⁄ 16 in
10* The head of Julius Caesar to right, laureate. 1.1 × 0.9 cm; 7⁄ 16 × 3⁄ 8 in
11* Apollo seated with a lyre, a pair of auloi on the ground
in front of him (presumably an allusion to Apollo’s punishment of
Marsyas). 1.7 × 1.3 cm; 5⁄ 8 × 1⁄ 2 in
12* Cameo. Three-quarter face, quarter-length figure of a man with a
high, conical hat, perhaps James I and VI. 1.2 × 1.0 cm; 1⁄ 2 × 3⁄ 8 in. This
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14 Draped facing bust of Mercury with caduceus on right. 1.2 × 1.0 cm;
1
⁄ 2 × 3⁄ 8 in. Gorlaeus no. 168: AN AUR GEM ONYX INC.

20 A countryman standing to right. He wears a short tunic, and holds
two corn-ears in his left hand and in his right hand a vine stem from
which hangs bunches of grapes. 1.2 × 1.0 cm; 1⁄ 2 × 3⁄ 8 in. Gorlaeus nos.
187 and 195: AN AUR GEM ONYX INC.
21 Hercules to front, facing to right. He holds his club in his right hand,
and a lion’s pelt over his right arm. In his left hand he holds a cup
(skyphos). 1.3 × 1.1 cm; 1⁄ 2 × 7⁄ 16 in. Probably Gorlaeus no. 159: AN
AURGEM ONYX INC (Hercules is depicted holding a branch rather
than a cup in Gorlaeus.)
22 A herdsman, standing to right, watches a goat browsing from a tree.
1.0 × 0.8 cm; 7⁄ 16 × 5⁄ 16 in. Gorlaeus no. 166: AN AUR GEM ONYX INC.
23 A youthful warrior wearing a plumed helmet standing to front and
facing to left. He holds a sword. A shield at his feet below. Henig
identifies the type (M. Henig, ‘The Veneration of Heroes in the
Roman Army. The Evidence of Engraved Gemstones’, Britannia, I,
1970, pp. 249–65) with Alexander the Great. 1.2 × 1.0 cm; 1⁄ 2 × 3⁄ 8 in.
The gem may probably be identified with Gorlaeus no. 133: AN AUR
GEM ONYX INC (Gorlaeus shows the figure holding a spear as well).
24 A countryman standing to right, with a staff over his left shoulder,
from which is suspended a bundle of game or a bunch of grapes. A
bunch of grapes in his right hand. 1.0 × 0.8 cm; 3⁄ 8 × 5⁄ 16 in
25 Cupid standing to front. On the left side is a cockerel and above it the
Greek letter Λ. On the right the letters Y and K. Possibly the initials of
the three Latin names (tria nomina) of the owner transliterated into
Greek. 1.1 × 0.9 cm; 7⁄ 16 × 3⁄ 8 in. Gorlaeus no. 128: AN AUR GEM
ONYX INC.
26 Venus Victrix holding a helmet and sceptre in profile to the right.
0.9 × 0.8 cm; 3⁄ 8 × 5⁄ 16 in
27 Venus Victrix. The goddess leans upon a column. In front of her upon
the ground is a shield. 1.0 × 0.9 cm; 3⁄ 8 × 3⁄ 8 in
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28 Two cockerels. The one on the left has its head lowered; that on the
right has its head raised. Between them is a palm. 1.1 × 0.8 cm;
7
⁄ 16 × 5⁄ 16 in. Gorlaeus no. 172: AN AUR GEM ONYX INC.

45 Bonus Eventus in profile to right. He holds a wreath in his right hand
and two ears of corn in his left hand. 0.9 × 0.7 cm; 3⁄ 8 × 1⁄ 4 in. Gorlaeus
no. 49: AN ARG GEN [sic] ONYX INC.

29 A lion prowls to right. 1.0 × 0.8 cm; 3⁄ 8 × 5⁄ 16 in.
Gorlaeus no. 62: AN ARG GEM ONYX INC.

46 A satyr seated on a rock to right, holding a thyrsus. In front of him to
right is a column upon which is a leafy branch. 1.1 × 0.9 cm; 7⁄ 16 × 3⁄ 8 in.
Gorlaeus no. 72: AN ARG GEM ONYX INC.

30 A winged griffin standing to right, upon the quadruped (deer or
gazelle) it has brought down. 1.2 × 1.0 cm; 1⁄ 2 × 3⁄ 8 in. Gorlaeus no. 127:
AN AUR GEM ONYX INC.
31 Cupid to right; he holds a butterfly in his left hand and burns it with
the torch which he holds in his right hand. 1.0 × 0.8 cm; 3⁄ 8 × 5⁄ 16 in
32 A rudder with a steering oar (emblematic of Fortuna) between two
ears of corn. The device perhaps alludes to the Annona, the corn
supply of Rome. 0.8 × 0.6 cm; 5⁄ 16 × 1⁄ 4 in. Above is written: Ring with
a key. Gorlaeus no. 42: AN AER GEM ONYX INC. The illustration
shows it was indeed set in a key-ring.

47 Combination. Silenus with head to left, to the right an elephant’s head
with a trident clasped in its trunk. On the underside of the elephant’s
head is another mask. 1.3 × 1.0 cm; 1⁄ 2 × 3⁄ 8 in. Gorlaeus no. 46: AN
ARG GEM ACHAT INC.
48 Nude male figure holding a spray of leaves in his left hand, perhaps
Apollo. On the left a laurel tree and on the right a statue on a column.
Drapery behind. 1.2 × 1.0 cm; 1⁄ 2 × 3⁄ 8 in. Gorlaeus no. 40: AN AER
GEM PRASINOS INC.
49* Venus (?) standing on a sea horse, perhaps with a unicorn horn, riding
the waves to left. She is accompanied by Cupid. 1.2 × 1.0 cm;
1
⁄ 2 × 3⁄ 8 in. Gorlaeus no. 34: AN AER GEM ACHAT INCISA.

33 A two-handled fluted cup. On its left is the letter L with a star above,
and to the right the letter I with a star above. Over the cup is the
letter P. The letters presumably stand for the tria nomina of the
owner. 1.2 × 1.0 cm; 1⁄ 2 × 3⁄ 8 in. Gorlaeus no. 115: AN AUR GEM
ONYX INC.

50 A bust of Apollo (?) in profile to right, a serpent in front. 1.2 × 0.8 cm;
1
⁄ 2 × 5⁄ 16 in. Gorlaeus no. 151: AN AUR GEM SARDA INC (Ashmole
implies the ring is silver).

34 Sol stands in a quadriga which races to right. 1.8 × 1.4 cm; 11⁄ 16 × 9⁄ 16 in.
Gorlaeus no. 77: AN ARG INAUR GEM ONYX INC.

51 A warrior seated upon a horse, which gallops to right. 1.1 × 0.8 cm;
7
⁄ 16 × 5⁄ 16 in. Gorlaeus no. 64: AN ARG GEM ONYX INCI.

35 A hound in profile to right devouring a hare. 1.3 × 1.1 cm; 1⁄ 2 × 7⁄ 16 in.
Gorlaeus no. 120: AN AUR GEM ONYX INC.

52 Venus raising her left leg to put on a sandal after her bath. In front is
Cupid. 1.1 × 0.9 cm; 7⁄ 16 × 3⁄ 8 in. Gorlaeus no. 100: AN ARG GEM
ONYX INC.

36 A recumbent lion in profile to right. 1.2 × 0.9 cm; 1⁄ 2 × 3⁄ 8 in
37* A warrior armed and wearing a cuirass kneels on the ground above a
half-nude female figure, who holds a torch in her left hand. The scene
may show Achilles and Penthesileia. The former fell in love with the
dying amazon at the time he slew her in battle. 1.2 × 1.0 cm; 1⁄ 2 × 3⁄ 8 in
38* A bearded male head, his hair bound with a fillet, in profile right.
1.2 × 1.0 cm; 1⁄ 2 × 3⁄ 8 in

Set in Silver
39 Two satyrs support a drunken Silenus. 1.2 × 1.0 cm; 1⁄ 2 × 3⁄ 8 in.
Gorlaeus no. 51: AN ARG GEM ONYX INC.
40 Capricorn and cornucopia, a spear below. 1.1 × 0.9 cm; 7⁄ 16 × 3⁄ 8 in.
Gorlaeus no. 85: AN ARG INAUR GEM ONYX INC.

53 Clasped hands, a symbol of concord, holding two ears of corn.
1.0 × 0.8 cm; 3⁄ 8 × 5⁄ 16 in. Gorlaeus no. 43: AN ARGENTEUS GEM
ONYX INC CONCORD PAC ET ABUNDANT TYP.
Set in Iron
54 Sleeping hound in profile right. Lyre above. 1.1 × 1. 0 cm; 7⁄ 16 × 3⁄ 8 in.
Gorlaeus no. 18: AN FER GEM ONYX INCISA. (Gorlaeus
misunderstood this image and portrayed it upside down as a flower.)
55 Methe (a personification of intoxication) to right, about to drink from
a cup. In front of her a vase containing a palm. 1.2 × 1.0 cm;
1
⁄ 2 × 3⁄ 8 in. Gorlaeus no. 15: AN FERR GEM ACHAT INCISA.
56 A standing male figure right, holding some object out in front of him
(diminutive). 0.7 × 0.5 cm; 1⁄ 4 × 3⁄ 16 in
57* The draped bust of Socrates to right. 1.1 × 0.5 cm; 7⁄ 16 × 3⁄ 16 in

41 A rigged galley sailing to left. 1.0 × 0.9 cm; 7⁄ 16 × 3⁄ 8 in. Gorlaeus no. 47:
AN ARG GEM ONYX INCSA.

58* A female bust to right. She has a prominent diadem and her hair is
arranged in a bun at the back. 1.2 × 0.8 cm; 1⁄ 2 × 5⁄ 16 in

42 Mercury stands to the front and faces to left. He holds his caduceus in
his left hand and his money-bag in his right hand. 1.3 × 1.1 cm;
1
⁄ 2 × 7⁄ 16 in. Gorlaeus no. 70: AN ARGE GEM ONYX INC.

59 Laureate head of Hercules to right. 1.0 × 0.8 cm; 3⁄ 8 × 5⁄ 16 in. Probably
Gorlaeus plate section II, no. 82: AN ARG GEM SARDA INC
(Ashmole implies that the ring is of iron).

43 Ganymede stands in profile to right. He holds his pedum in his left
hand, and holds out his right hand (presumably it held the cup which
he will proffer to the eagle). 1.1 × 0.8 cm; 7⁄ 16 × 5⁄ 16 in. Gorlaeus no. 74:
AN ARG GEM ONYX INC.

60 Horse galloping to right, its tail streaming out behind it. There is a
diminutive rider. 1.0 × 0.8 cm; 3⁄ 8 × 5⁄ 16 in

44 An ant and a thunderbolt, symbolic of Ceres and Jupiter. 1.3 × 1.1 cm;
1
⁄ 2 × 7⁄ 16 in. Gorlaeus no. 73: AN ARG GEM ONYX INC.

61* Seal of Charles as Prince of Wales. In centre letters C and P (for
Carolus Princeps) with the Prince of Wales feathers between.
Encircling this is the Garter with HONI SOIT QVI MAL Y PENSE
around. 1.0 × 0.8 cm; 3⁄ 8 × 5⁄ 16 in
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Lockitts
62* Laureate, bearded draped imperial bust to right. 1.1 × 1.0 cm; 7⁄ 16 × 3⁄ 8 in
63 Lightly bearded draped bust to right. Behind is the letter M and below
it an A. In front I above G. Perhaps a tria nomina (Ma[rcus] I. G.).
1.1 × 0.9 cm; 7⁄ 16 × 3⁄ 8 in

85* A female head with fruit in her hair (Pomona?) to right.
1.7 × 1.2 cm; 5⁄ 8 × 1⁄ 2 in

64 A muse, Melpomene or Thalia, to left, holding a mask in her left
hand. At her feet a circular box containing, no doubt, dramatic texts.
1.1 × 0.9 cm; 7⁄ 16 × 3⁄ 8 in

86 Bacchus to front, facing to left. In his left hand he holds his thyrsus.
In his right hand he holds a cup from which he pours wine to his
panther (same as no. 112?). (Written above: Steele R.) 1.4 × 1.0 cm;
9
⁄ 16 × 3⁄ 8 in. Perhaps Gorlaeus no. 58: AN ARG GEM SARDA INC
(note that if the same, the material of the ring is incorrectly given
by either Gorlaeus or Ashmole).

65* Laureate head of the Emperor Augustus to right
(below is written: Emeralde). 1.3 × 1.0 cm; 1⁄ 2 × 3⁄ 8 in

87* St George on horseback to right, spearing the dragon (same as no. 89).
1.6 × 1.4 cm; 5⁄ 8 × 9⁄ 16 in
88 A bearded head to right. 1.2 × 1.0 cm; 1⁄ 2 × 3⁄ 8 in

A Seale cut on a sea colour stone
66* A laureate, clean-shaven, draped bust. 2.0 × 1.6 cm; 13⁄ 16 × 5⁄ 8 in

89 St George, as no. 87.

f. 39r
First drawer on the right hande
67* Marsyas, half-kneeling on the ground, holding auloi.
1.8 × 1.6 cm; 11⁄ 16 × 5⁄ 8 in

91* A man, half-kneeling, holds a vessel. He is shown beside a square
structure. Behind is a horse in profile to right. The gem may portray
a man watering his steed. 1.4 × 1.0 cm; 9⁄ 16 × 3⁄ 8 in

68–70* Three sealings from the same gem showing a clean-shaven head
wearing a wreath perhaps of oak leaves to left. 2.0 × 1.5 cm; 13⁄ 16 × 9⁄ 16 in

92 A head of Apollo, bound with a fillet, corkscrew locks, to right.
1.1 × 0.8 cm; 7⁄ 16 × 5⁄ 16 in

71?*The head of Hercules (?) to right. 1.5 × 1.3 cm; 9⁄ 16 × 1⁄ 2 in

93 The head of Julius Caesar, as no. 84.

72* Head of Mercury in profile to left. He is wearing a petasos and his
caduceus is shown behind his shoulder. 1.5 × 1.2 cm; 9⁄ 16 × 1⁄ 2 in

94 The head of Jupiter Serapis to right above an eagle. On either side
is a standard surmounted by a Victory. 1.5 × 1.3 cm; 9⁄ 16 × 1⁄ 2 in.
Gorlaeus no. 122: AN AUR GEM SARD INC.

73* A nude, bearded man (Hercules?) approaches Venus, beside whom is a
cupid. Venus holds one of the cupid’s arrows. 1.9 × 1.8 cm; 3⁄ 4 × 11⁄ 16 in.
See no. 113 below for a sealing from the same gem.
74* A draped female bust, with short hair and wearing a taenia (diadem),
possibly the goddess Diana. 1.6 × 1.3 cm; 5⁄ 8 × 1⁄ 2 in
75 A laureate male head to right. 1.7 × 2.3 cm; 5⁄ 8 × 7⁄ 8 in
76* An elderly man holds a serpent above an altar. Behind is a vase upon
a column from which is suspended (?) a sword. Crescent above.
(Written above: Seale.) 2.0 × 1.8 cm; 13⁄ 16 × 11⁄ 16 in
77* A bust of Apollo or Diana. The hair is tightly bound above
and is long behind. 2.0 × 1.8 cm; 13⁄ 16 × 11⁄ 16 in
78 Minerva walking to right, shouldering a circular shield and holding a
spear over her left shoulder. A serpent in front. 1.3 × 1.0 cm; 1⁄ 2 × 3⁄ 8 in.
Gorlaeus no. 87: AN ARG INAUR GEM SARD IN.
79–81 (79 and 81 are partial, imperfect impressions) ?* A warrior in a short
tunic on the left, holding a spear, shakes hands with a togate figure
on the right. The scene may represent Aufidius greeting Coriolanus.
(Written above: Steele Ring.) 1.8 × 1.4 cm; 11⁄ 16 × 9⁄ 16 in. Gorlaeus no. 69:
AN ARG GEM SARDA INC. Interpreted as a man and a woman.
82 Bull, with head lowered in profile to right.
(The gem is possibly Greek.) 2.0 × 1.4 cm; 13⁄ 16 × 9⁄ 16 in
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90 A warrior to front, facing to left, holding a trophy. Below is a shield.
1.6 × 1.4 cm; 5⁄ 8 × 9⁄ 16 in

95* A Victory standing to left upon a serpent or dragon, pointing a
winged caduceus down towards its head. (Written above: Steele R.)
1.5 × 1.8 cm; 9⁄ 16 × 11⁄ 16 in. Gorlaeus no. 12: AN FERR GEM SARD
INCISA VICTORIA PACIFERA.
96* The Lupa Romana right, facing to left. Below are the diminutive twins
Romulus and Remus. (Written above: Steele R.) 1.8 × 1.3 cm; 11⁄ 16 × 1⁄ 2 in.
See also no. 133 below, where the ring is described as iron. Gorlaeus
no. 1: AN FERR GEM SARDA INCISA LUPA ROMUL ET REM
LACTANS.
97 A bovine stands to right. Behind it is a tree. (Written above: Steele R.)
1.3 × 1.3 cm; 1⁄ 2 × 1⁄ 2 in. See no. 135, where the ring is described as
being of iron. Gorlaeus no. 11: AN FERR GEM SARD INCISA.
98 Minerva stands to the front, facing to left. She holds a Victory
in her right hand and supports a shield with her left hand.
(Written above: Steele R.) 1.0 × 0.7 cm; 3⁄ 8 × 1⁄ 4 in
99 Cupid bends over to face a swan or goose to right.
(Written above: Silver R.) 0.9 × 0.8 cm; 3⁄ 8 × 5⁄ 16 in.
Gorlaeus no. 48: AN ARG GEM SARDA INC.
100 The head of Socrates (?) to right. 1.1 × 0.8 cm; 7⁄ 16 × 5⁄ 16 in

83 Pan to right, playing a single pipe. (Written above: Steele R.)
1.2 × 1.0 cm; 1⁄ 2 × 3⁄ 8 in. Gorlaeus no. 55: AN ARG GEM SARDA INC.

101* Hercules to right, fighting Cerberus whose three heads are depicted
between his legs. His club is shown behind. (Written above: Seale.)
1.6 × 1.3 cm; 5⁄ 8 × 1⁄ 2 in

84* A head of Julius Caesar in profile to right. Lituus behind, and a star
at forehead (same as no. 93). (Written below: Steele R.) 1.4 × 1.2 cm;
9
⁄ 16 × 1⁄ 2 in. Gorlaeus no. 3: AN FER GEM SARD INCISA IUL CAESAR.

102 A female figure (Fides Exercitus) stands between legionary standards.
(Written above: Steele R.) 1.3 × 1.1 cm; 1⁄ 2 × 7⁄ 16 in. Gorlaeus no. 99:
AN ARG GEM IASPIS INC.
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103 Minerva to the front, face to left, supporting a spear and shield in her
left hand. 1.2 × 0.9 cm; 1⁄ 2 × 3⁄ 8 in. Gorlaeus no. 106: AN ARG GEM
SARDA INC.
104 An eagle with wings displayed, standing upon a pedestal or altar.
1.1 × 0.8 cm; 7⁄ 16 × 5⁄ 16 in. Gorlaeus no. 91: AN ARG INAUR GEM
SARDA INC.
105 Pantheistic Fortuna to left. She is helmeted and winged, and is
portrayed standing upon a rudder and holding a corn-ear and a
poppy seed-head. 1.1 × 1.1 cm; 7⁄ 16 × 7⁄ 16 in

A large chip at lower right has removed any possible trace of a wine
cup or panther. 1.2 × 1.0 cm; 1⁄ 2 × 3⁄ 8 in
121* Hercules (on the right) fights the Nemean Lion.
(Written above: Seale.) 1.4 × 1.1 cm; 9⁄ 16 × 7⁄ 16 in
122 A seated, draped female figure to left with a second female figure
standing behind her (?). Possibly Penelope and a servant.
1.2 × 1.0 cm; 1⁄ 2 × 3⁄ 8 in

106 The youthful bust of Helioserapis to right. 1.8 × 1.3 cm; 11⁄ 16 × 1⁄ 2 in.
Gorlaeus no. 29: AN AER INAUR GEM SARDA INCISA.

123 Mercury standing to the front, resting his left arm on a column.
He holds a money-bag in his right hand and his caduceus in his left
hand. 1.1 × 0.9 cm; 7⁄ 16 × 3⁄ 8 in (convex). Gorlaeus no. 75:
AN ARG INAUR GEM SARDA INC.

107* Bearded head of Hercules wearing a lionskin headdress to left.
(Written above: Iron R.) 1.2 × 1.1 cm; 1⁄ 2 × 7⁄ 16 in. Gorlaeus no. 4:
AN FER GEM SARD INCISA HERCUL ROMANUS.

124* A nude warrior, standing to left, his shield on his left arm and
an upright spear in his right hand. An altar in front of him.
1.8 × 1.0 cm; 11⁄ 16 × 3⁄ 8 in

108* A clean-shaven laureate bust to right. 1.2 × 1.1 cm; 1⁄ 2 × 7⁄ 16 in
109* A draped female bust to right. (Written above: Cornelian R.)
1.5 × 1.1 cm; 9⁄ 16 × 7⁄ 16 in

125 Mercury standing to front, facing to right. A scorpion in his
right hand, and a ram below. He holds a staff in his left hand.
1.2 × 1.0 cm; 1⁄ 2 × 3⁄ 8 in

110 Ceres to front, facing to left; she holds corn-ears in her right hand and
a dish in her left hand. (Written above: Silver R.) 1.5 × 1.2 cm; 9⁄ 16 × 1⁄ 2 in.
Gorlaeus no. 5: AN FER GEM SARD INCISA FIDES PUBLICA.

126* Mars stands to the front and looks to the left; he wears a cuirass
and holds a spear in his left hand, and supports a shield on the
ground with his right hand. 1.0 × 1.4 cm; 3⁄ 8 × 9⁄ 16 in

111 Cupid standing to right, before a trophy. (Written above: Silver R.)
1.3 × 1.2 cm; 1⁄ 2 × 1⁄ 2 in. Gorlaeus no. 57: AN ARG GEM SARDA
INCISA.

127 An eagle with its wings displayed to the front. (Written above: Silver R.)
1.1 × 1.1 cm; 7⁄ 16 × 7⁄ 16 in. (?) Gorlaeus no. 36: AN AER GEM SARDA
INC (Ashmole implies that the ring is of silver, not bronze.)

112 Bacchus to left nourishing a panther (same as no. 86?).
(Written above: Silver R.)

128 Two cornucopiae flank three ears of corn; two smaller corn-ears
are also shown, one on each side of the cornucopiae. (Written above:
Iron R.) 1.3 × 1.1 cm; 1⁄ 2 × 7⁄ 16 in (convex). Gorlaeus no. 6: AN FER
GEM SARD INCISA ABUNDANTIAE TYP.

f. 40r
First drawer on the right hand
Cornelians
113* Bearded man with Venus and Cupid.
This appears to be the same gem as no. 73.
114* A male figure and Victory. 2.0 × 1.6 cm; 13⁄ 16 × 5⁄ 8 in
115 Two figures. In front is Pan, who turns his head back towards a satyr
behind. The satyr holds a bunch of grapes. 0.9 × 0.9 cm; 3⁄ 8 × 3⁄ 8 in.
Gorlaeus no. 31: AN AER INAUR GEM SARD INC.
116 A Pantheistic Fortuna stands to left. She holds a corn-ear and
a poppy seed-head. (Written above: Steele R.) 1.2 × 1.0 cm; 1⁄ 2 × 3⁄ 8 in.
Gorlaeus no. 7: AN FER GEM IASPIS INCISA VICTORIA TERRA
MARIQ PARTA.
117 Cupid standing on a hippocamp which swims to right.
(Written above: Steele R.) 1.2 × 0.9 cm; 1⁄ 2 × 3⁄ 8 in. Gorlaeus no. 16:
AN FERR GEM IASPIS INCISA. In the drawing the figure of
Cupid is identified as Victory.
118 A sow in profile to right. (Written above: Silver R.) 1.2 × 0.9 cm;
1
⁄ 2 × 3⁄ 8 in. Gorlaeus no. 67: AN ARG GEM SARDA INC.
119* A horse stands in profile to right. It lowers its head to browse.
Cable border surrounding. Rectangular gem with rounded corners.
1.3 × 1.2 cm; 1⁄ 2 × 1⁄ 2 in
120 Bacchus stands to the front, the upper part of his body is nude but
a mantle covers his loins. He holds an upright thyrsus in left hand.

129 A cockerel stands to right. In front of the bird is a palm branch,
emblematic of his victory in a cock-fight. (Written above: Silver R.)
1.2 × 1.1 cm; 1⁄ 2 × 7⁄ 16 in. Gorlaeus no. 52: AN ARG GEM SARDA INC.
130 Chnoubis, a serpent with a leonine head, nimbed and with solar rays.
1.3 × 1.0 cm; 1⁄ 2 × 3⁄ 8 in (convex). Gorlaeus no. 32: AN AER INAUR
GEM ACHA INC.
131 An adolescent cupid with long eagle-like wings, seated on a horse
which rushes at speed to right. A very fine intaglio. (Written above
this and no. 132: Seals.) 1.3 × 0.8 cm; 1⁄ 2 × 5⁄ 16 in
132 Combination. On the left a bearded (Silenus) mask. Below is a
youthful clean-shaven mask, with another mask above. An elephant
head on the right. (Written above this and no. 131: Seals.)
1.5 × 1.3 cm; 9⁄ 16 × 1⁄ 2 in
133?* Lupa Romana. Another impression from same gem as no. 96.
(Written above: Iron R, described as Steele under no. 96.)
134 Leda and the swan. Leda lies on the ground and the swan approaches
from the right. (Written above: Iron R.) Diminutive. 0.8 × 0.7 cm;
5
⁄ 16 × 1⁄ 4 in (convex). Gorlaeus no. 26: AN FERR GEM SARDA INCISA.
135 A bovine and a tree. Another impression from same gem as no. 97.
(Written above: Iron R, described as Steele under no. 97.)
136 A satyr half-kneeling to right being nuzzled by a goat which
approaches him from left. (Written above: Silver R.) 1.2 × 1.1 cm;
1
⁄ 2 × 7⁄ 16 in. Gorlaeus no. 80: AN ARG GEM ACHATES INC.
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Ms.Ashmole 826 f. 60r
In a second Bodleian manuscript, a ring is described at some length by
Ashmole, and illustrated with a drawing above his text (figs. 4 and 5).
A roughly circular tear above that again may mark where there was
once an impression, later removed.

FIG . 4
Iron ring with an oval banded onyx.
Wiltshire Heritage Museum, Devizes

Ashmole’s text reads:
This is the figure of an old Brass Ring much esteemed by King Charles
the first, and now in his Majestie’s Cabinet. It had an [space in
manuscript] set in it, whereon are engraved the Symbols of Divin
accord. That is to say
1. A Tripode: was a three footed Stoole placed in the Temple of Apollo
at Delphos, whereon the prieste sitting, delivered oraculous Risponses
and therefore it became sacred to Apollo.
2. A crow. This Bird was also sacred to Apollo, and from its flight the
Augures often took their Auguries. By Statius the Crow is called Comes
Tripodum, and therefore upon the Riverse of some Coynes this Bird is
made sitting in the middle of the Tripod, and is here placed by it.
3. A Branch of Lawrelle, wch tree was consecrated to Apollo, and for
that cause we often finde (on the Riverse of Coynes also) Tripodes to
be adorned therewith.
In the margin of the text: ‘Aprille 1665’.

FIG . 5
Folio in Elias Ashmole’s hand describing a surviving ring from
Charles I’s collection, now in the Wiltshire Heritage Museum,
Devizes. Bodleian Library, University of Oxford. Ms. Ashmole
826, fol. 60r

This item was published by Henig, ‘Roman Signet Rings in Devizes Museum’,
Wiltshire Archaeological Magazine, 1977–8, pp. 178–9, fig. 1, and then when
he realised its full significance as ‘The Melksham Ring. A Jacobean Relic in
Devizes Museum’, Wiltshire Archaeological Magazine, 76, 1981, pp. 169–70.
The ring is of iron, and would seem to be the one in which Gorlaeus had it set
(it was previously in the Gorlaeus collection, no. 10: AN FER GEM ACHAT
INCISA CORVUS APOLL). It contains an oval banded onyx intaglio
measuring 1.3 × 0.9 cm (1⁄ 2 × 3⁄ 8 in), the device indeed depicting a crow
(or raven), a tripod and a laurel. The ring was given to the Devizes Museum
by Mrs Ann Jane Kenrick, the granddaughter of John Chamberlaine
(1745–1812), Keeper of Coins and Medals to George III, thus providing
a royal connection.
MARTIN HENIG
Wolfson College, Oxford
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a rovescio technique 27, 171
Achilles, tentative identification 273, 277
Adam and Eve cameo 131
Adams, George Gammon 143
Adelheid of Prussia, Princess 232
Adelphus, Johannes 181
Admon (gem engraver) 161
Adolf, Count of Nieuwenaer and Meurs 269
Adolphus Frederick, Prince, 1st Duke of
Cambridge 143, 232–3
Adonis, Venus and 126
Adoration of the Magi, cameos representing 48,
133, 207
aegis depictions 30, 32, 33, 34
Africa, personification of 118
agate
Charles I collection 13n.
double-eye agate pendant 197
flame representation 127
Hercules bust 16, 17, 46, 53
insignia 216, 217, 230, 232, 235
modern gems
cameos 48, 50, 54, 56, 60, 61, 63–4, 68–70,
76, 79, 83, 88, 90, 96, 98–9, 106, 113–14,
119–20, 127, 134, 141, 154, 158
intaglios 162
negro cameos 120
pendants 193
Philip II of Spain cameos 13
snuffbox cameos 257
tankard 260, 261–3
terminology 27
Agathopos (gem-engraver) 33
Agostini, Leonardo 48
Agostini collection 162
agricultural scenes 130
see also farm labour scenes
Air, representations of 121
Albany, Louisa, Countess of see Louise,
Princess of Stolberg-Gedern
Albert, Prince Consort 24
Adams’ medal 143
badges representing 245–51
cameo representing 144
Garter insignia 228
mermaid pendant 210
Royal Order of Victoria and Albert 215, 242–53
Aldini, G.A. 19, 49, 51, 68
Alessandro, Duke 53
Alexander VII, Pope 48
Alexander the Great 31, 41
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cameo representing 69
as Minerva 63–4
tentative identification 116
Alexandra of Denmark, Princess see Alexandra,
Queen
Alexandra, Queen 44, 157, 245, 248
Badge of Royal Order of Victoria and Albert
242, 243, 248
Princess Victoria and 251
Alice, Princess (daughter of Queen Victoria) 242
almandine garnets 43, 59, 81, 84, 109, 131–2
Alsdorf collection 82
Amastini, Angelo Antonio 141, 256
Amastini, Nicolò 256, 263
Amazon cameo 99
amethyst
cameos 45, 81, 109, 114, 119, 132
intaglios 162, 174
parure 204
pendant 182
tankard 260, 261
Amman, Jost, Der Steinschneider 16
Ammon
Alexander the Great cameo 69
tentative identification 57
Ampelus, tentative identification 38
Amphitrite cameo 123
André, Alfred 210
Andromache, tentative identification 124
Anima Dannata (Michelangelo) 111
animals
cameos
ancient 33, 40
jewels 206, 208
modern 108, 128, 130–1, 158–9
intaglios 44, 259, 272–3, 275, 276, 279–80
jewels 189, 206, 208
Anna Selbdritt grouping 96
Anne of Austria (wife of Louis XIII) 99
Anne of Denmark see Anne, Queen (consort of
James I and VI)
Anne, Princess Royal (daughter of George II) 148
Anne, Queen
cameo representing 148
Order of the Thistle 236
Prince George of Denmark and 15, 49
Anne, Queen (Anne of Denmark, consort of
James I and VI) 138
commemoration of marriage 138
locket 198
medal 271

Annona, tentative identification 273, 277
Ansbach, Caroline of see Caroline, Queen
(consort of George II)
Antaeus, Hercules wrestling 204, 205
Antinous
bas-relief representing 169
intaglios representing 167–9
maenad depictions 163
‘antique’ gems, definition 11
Antonia Augusta, tentative identification 104
Antoninus Pius
cameo representing 117
Faustina II and 93, 117
rejected identification 83
Anubis, tentative identification 115
Aphrodite, tentative identification 41
Apollo
cameos representing 50, 130, 256
intaglio representing 160, 163, 272, 276
pendant jewel 179, 186, 187
symbolism 281
tentative identification 273–4, 277–8
Apollo Belvedere intaglio 163
Apotheosis of Hercules cameo 204, 205
appliqué technique 27, 75–6, 137
aquamarine 260, 261
Archaeological jewellery style 204, 209
Ariadne
cameos representing 35, 208
intaglio representing 165
rejected identification 39, 42
tentative identification 124, 206
Ariosto, Lodovico, tentative identification 134
Arland, Benjamin 202
Armada Jewel 145
Artemis/Diana
intaglio representing 43
sardonyx head 92
see also Diana/Artemis
Artemisia, Queen 113
Arundel, Thomas Howard, 2nd Earl of 31, 48, 269
Asclepius, Hygieia and 204
Ashmole, Elias 15, 138, 218, 269–71, 281
Asklepios
tentative identification 35
see also Asclepius
Astill (Atsyll/Attsell/Atzill), Richard 12, 48, 145,
154
Atlas cameo 204, 205
Atsyll, Richard see Astill, Richard
Attila medal 58

INDEX

Aufidius, tentative identification 274, 278
Augusta, Duchess of Brunswick 198–9
Augusta, Princess, Duchess of Cambridge 143, 174
Augusta, Princess, Grand Duchess of
Mecklenburg-Strelitz 233
Augustus, Emperor
intaglios representing 162, 274, 278
Livia and 36, 91
tentative identification 72–6
Augustus the Strong 150, 196, 263
bacchantes
bas-relief representing 42
cameos representing 39, 59, 60, 61, 90, 262–3
tentative identification 102
see also maenad depictions
Bacchus
cameos representing 51, 120
head representation 169
intaglios representing 163, 274–5, 279
backplate design
emerald cross 192
onyx insignia 231
badges
Order of the Bath 25, 240–1
Order of the Garter 181, 216, 217, 218, 219–35,
237–8
Great Georges 216, 218, 219–21
Lesser Georges 11, 214, 216, 217, 222–35
Order of Malta 252–3
Order of the Thistle 237–8
Royal Order of Victoria and Albert 242, 243,
245–51
St George and the Dragon 180–1
William III 179, 201, 202
Baglioni, Giovanni, tentative identification 151
banded agate 27, 56, 63, 76, 79, 106, 113–14, 120,
134, 158, 232, 260, 261–2
see also agate
Barbarossa, Frederick 181
Barbor Jewel 145
Baroque style 237
bas-reliefs, terminology 27
Bath, Order of the 25, 215, 239–41
see also Orders
Battenberg, Princess Henry of (Beatrice,
daughter of Queen Victoria) 245
Beatrice, Princess (daughter of Queen Victoria) 245
‘Beaufort George’ Thistle insignia 237
Beauties, medals of 91, 98–9, 102–3
Belli, Valerio 47, 113
rejected attribution 133, 145–6, 155
Bellori, Giovanni Pietro 48
Bentinck, William, Earl of Portland 225
Berini, Antonio 234
Bernardi, Giovanni 47
tentative attribution 151–2
Tortorino and 196
Bernini, Gianlorenzo 122
beryl
intaglios 21, 160
tankard 260
biblical themes 94–6, 131–3, 193, 194–5, 196
see also Christ; Virgin Mary
bifoil mounts 266, 267
Birth of Venus cameos 204, 205, 254, 257

Bissinger, M. 146
Blanchet, Louis-Gabriel 236, 237
bloodstone 23, 44, 45
Bodleian Library manuscripts 268, 269–70
Boit, Charles 202
Bonaparte, Napoleon 141
Bonus Eventus intaglio 273, 277
bouton pearls 143
box collection 255, 256–9
see also snuffboxes
bracelets 143, 206, 231
Brett, Reginald Baliol, 2nd Viscount Esher 175, 222
Bridge, John 23, 24
see also Rundell, Bridge & Rundell
brooches
Archaeological style 209
cameos worn as 142, 147, 149
four Georges 156
George IV intaglio 174
parures 190, 204, 207–8
Queen Charlotte 20
Brown, Charles 49
Brown, William 49, 122
Brunswick, Augusta, Duchess of 198–9
Brunswick, Caroline of see Caroline, Queen
(consort of George IV)
Brunswick, Sophie Amalie, Princess of 15
Brustolon, G.B. 19n.
Buccleuch, Charlotte Anne, Duchess of 249
Buckingham, George Villiers, 1st Duke of 48, 269
bulsum-flooding technique 42
Burch, Edward 21, 49–50, 141, 163
carnelian cameos 186
Duke of York intaglio 177
Garter cameos 215, 226, 228–9
lion cameo 159
Marchant and 170
Burgundian enamelling 180–1
burlesque scenes 100
Burmese rubies 131, 148, 182–3, 188, 198, 203,
204, 209–10, 213
Byzantine period 45, 47
Cabinet Room, Whitehall 13–14, 15
Cades, Thomas 51, 159
Cadogan, George Henry, 5th Earl 156, 259
caduceus depictions 162
Caligula, Emperor
cameo representing 77
tentative identification 76
Cambridge, Prince Adolphus Frederick,
1st Duke of 143, 232–3
Cambridge, Prince George, 2nd Duke of
143, 232–3, 235
Cambridge, Princess Augusta, Duchess of 143, 174
Cambridge collection 232–3, 235
camels see dromedaries
cameos
development of 31
end of usage 263
terminology 27
workshop production 145–6
cannetille technique 149
Canova, Antonio 159
Cappello, Bianca, tentative identification 152
Capricorn intaglio 273, 277

Caputi, Giuseppe 226, 231–3
Caracalla, Emperor, tentative identification 86–7
Cardross, Henry Erskine, 3rd Lord 189
carnelians
bas-reliefs 60, 139
cameos 50, 52, 67, 125, 138, 186
Garter insignia 234
George IV collection 21
intaglios 19, 24, 43, 49, 55, 160–9, 167, 172–3,
177, 275
Mary II collection 15
mounting 234
pendants 182, 186, 187
see also ‘cornelians’
Caroline of Ansbach see Caroline, Queen
(consort of George II)
Caroline of Brunswick see Caroline, Queen
(consort of George IV)
Caroline, Queen (Caroline of Ansbach,
consort of George II) 12
cameo representing 157
gem collection 15–18, 24n.
jewels 196
tentative provenance 53, 128–30, 133–4,
136–7, 144–5, 153–5, 179, 182, 193
portrait 15
Caroline, Queen (Caroline of Brunswick,
consort of George IV) 149
Caroni workshop 47
Castellani jewellers 204, 209
Castlereagh, Lord 221
Catherine II (the Great) of Russia 49, 60, 131, 140,
196
Cavendish, William, 2nd Duke of Devonshire 49, 150
see also Devonshire collection
Cavendish, William, 6th Duke of Devonshire
142, 173
Cavino, Giovanni dal 78, 85, 93, 104
Cellini, Benvenuto 23
Centaurs, Lapiths and 204, 205
Cerbara, Giovanni Battista 226–7, 259
Cerberus
Hercules and 204, 205, 274, 279
Orpheus charming 206
Ceres/Demeter 102
cameos representing 37
intaglios representing 273, 275, 277, 279
Cesati, Alessandro 182
chain links 190, 191
chalcedony
bas-relief 42
cameos 57, 62, 111
intaglio copies 164, 166
Chamberlaine, John 270–1, 281
chariots
putto cameo 126
Roman emperor in 123
Triumph scenes 129
two-horse chariot cameo 38
Charity
pelican symbolism 203
pendant representing 213
Charles I 12
bust of 20
engravers 48
Garter insignia 221, 223
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gem collection 269–81
antiquities 31–2
inventory 13
Melksham ring 270–1, 281
modern gems 154
tentative provenance 136–8, 199
Henrietta Maria and 147
intaglios representing 272, 276
locket 24, 179, 198–9, 216, 238
Order of the Bath ceremonies 239
Raphael’s St George and the dragon 225
Charles II
coronation ring 200
engravers 48
Garter insignia 218, 221, 240
gem collection 15, 270, 272
modern gems 138
tentative provenance 199
Order of the Bath badges 239–40
as Prince of Wales 273, 278
Charles V, Holy Roman Emperor 66, 152, 181, 196
Charles XII, rejected identification 135
Charles Edward (Stuart), Prince 25, 222, 236–8
Charles Poniatowski, King of Poland 171
Charlotte Anne, Duchess of Buccleuch 249
Charlotte of Mecklenburg-Strelitz see Charlotte,
Queen
Charlotte, Princess of Wales (daughter of
George IV)
cameos representing 149
ownership of locket 198, 199
parures 204
Charlotte, Queen (Charlotte of
Mecklenburg-Strelitz, consort of George III)
gem collection 20–1, 204
portrait of 20
Cheapside hoard 147, 189
Chelsea, Albert Edward, Viscount 259
Chiffinch, Thomas 14
Chiffinch, William 16
Chiflet, J. 115
Chnoubis intaglio 275, 280
Christ
pelican symbolism 203
tentative identification 94
Virgin and Child cameo 96
Christian IV of Denmark 216, 218
Christian of Schleswig-Holstein,
Prince and Princess 247, 250
Christina of Sweden, Queen 48, 107
chrysoprase 23, 260, 261
citrine 119, 175–6
Civil War period 15, 270
Claudius, Emperor
cameos representing 13, 30, 31–3, 32, 33, 269–70
tentative identification 77
claw-set mounts see mounts
Clement VII, Pope 66
Clement X, Pope 48
Clement XIII, Pope 159
Cleopatra
bust of 104
cameos representing 91, 260
intaglios representing 170
tentative identification 90, 204–5
Cletscher, Thomas 201
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Clinton family 109
Clutton, William 235
Coello, Alonso Sanchez 136
Coke, Thomas, 1st Earl of Leicester 170
collars
Garter insignia 216, 218, 219–21
Henry VIII cameo 154
collet mounts 266–7, 267
Colombian emeralds 182, 186, 187, 209, 212
Colonna, Vittoria 103
‘comessa, pietra’ 15
commessi
female bust pendant 182
Turk commesso 114
Commodus, Emperor
cameos representing 16, 37
tentative identification 84–5
Commonwealth period 14, 270
composite pieces, terminology 27
Compton, William see Northampton, Earl of
Consalvi, Cardinal 221
Constantinople cameos 45
Conway, Francis Charles Seymour, 3rd Marquess
of Hertford 222
Conyngham, Elizabeth, Marchioness 256
Coriolanus, tentative identification 274, 278
‘cornelians’ 21, 23, 164–8
insignia 234
intaglios 160–3, 164–7, 168, 172–3, 234, 275
see also carnelians
coronation rings 179, 199–200
corvine intaglios 272, 276, 281
Cosimo I de’ Medici, Grand Duke 53
rejected identification 133
Cosimo Pater Patriae 47
cost of gemstones 244
Costanzi, Carlo 49, 167
Costanzi, Giovanni 49
court ladies, cameos representing 151, 153
cow cameos 158
cowrie shells 81, 137
Cretan bull, Hercules and 259
crimped bands 180
Crispina Augusta cameo 186
Critz, John de 138
Croker, John 148
Cromwell, Oliver 48
cross, emerald 192
crow symbolism 281
crown depictions 72–3
cup collection 255, 260, 261–3
Cupid
Ariadne with 165
cameos representing 38, 41, 125–6, 129, 204,
205–7
Dionysus and 206
intaglios representing 43, 165, 272–5, 276–7,
279–80
Curtis, Sir William 252, 253
Cybele, tentative identification 124
Cyparissus cameo 130
Cyprian work 171
Czartoriski, Prince 50
Dactyliotheca (Gorlaeus) 12, 13n., 270, 271
Dactyliotheca Smithiana (Gori) 18, 19

Dalton, Richard 20n., 125
dancing figures 121
Daphne
Apollo and 179, 186, 187
cameos representing 130
Darnley Jewel 24, 179, 183–5
Dassier, Jean 18, 134, 155
Dauphin’s Treasure 82
Dea Roma intaglio 272, 276
Delabarre, Pierre 17
Delaune, Etienne 186
Demeter/Ceres 37
see also Ceres/Demeter
Derveni crater 39
Devizes ring 270–1, 281
Devonshire, William Cavendish,
2nd Duke of 49, 150
Devonshire, William Cavendish,
6th Duke of 142, 173
Devonshire collection
George IV image 173
Holbein drawings 154
Louis XII cameo 135
parure 212
diamonds 23, 31, 226, 227
brooch 156
cameo mounts 58, 73, 77, 85, 87, 131, 142–3,
148, 156–7
enamel techniques 223
Garter insignia 216, 218, 219, 222–3, 225, 226,
227–30, 232, 237, 238
George IV collection 24
intaglio mounts 44, 162, 174
jewels 186, 187–9, 198, 199, 203, 208, 210,
211–13
Royal Order of Victoria and Albert 244, 245,
247–51
symbolism 143
Diana/Artemis
cameos representing 204, 205
intaglio representing 43
as a Negress 112
tentative identification 65, 274, 278
see also Artemis/Diana
Didius Julianus, tentative identification 85
Dido, tentative identification 182
Dilettanti, Society of 18, 49, 150, 155
Dinglinger, Johann Melchior 150, 196,
262–3
Diogenes, tentative identification 260, 263
Diomedes cameo 52
Dionysus/Dionysos
Ariadne and 35, 39, 208
cameos representing 121, 129, 206, 208
tentative identification 207
Dioscurus intaglio 44
Dioskourides (gem studio master) 33
Dirbige, Hans von 269
Dobson, William, Abraham van der Doort 14
dog depictions 108, 158, 206
Domitian, Emperor, tentative identification 83
Doort, Abraham van der 13, 14, 32, 269–70
double-eye agate pendant 197
double portraits 115–20, 154, 155
Douce, Francis 270
Douglas, Margaret, Countess of Lennox 183–5

INDEX

dragon representations 131, 180–1, 217, 224–8,
230–2, 234–5
Drake Jewel 60, 66
Dresden goldsmiths 257
dromedaries cameo 159
Drury, John 14
Duns Castle 190
Dupréare, Guillaume 137
Dürer, Albrecht 131
Dyck, Sir Anthony Van 147
eagles
cameos 33, 41
intaglios 272, 275, 276, 279
earrings
Amazon cameos 99
negro cameos 112
parures 190, 191, 208
seventeenth-century depiction 147
Edinburgh
Darnley Jewel 185
George IV visit 175
Edward III 216
Edward VI
cameo 12
as Prince Edward 154, 155
Edward VII, King
box collection 259
gem collection 157
cameo 33
insignia 225, 235, 248
intaglio 44
Princess Victoria and 251
Sir John Fortescue and 25
Edward, Prince see Edward VI
Eglinton family 190
Egyptian portraits 35, 42
see also Ptolemaic period
Elagabalus, Emperor, tentative identification 118
Electress Palatine pendant 96
Elisabeth Charlotte of the Palatinate 17, 196
Elizabeth I, Queen 47
cameos representing 17, 48, 60, 144–5, 146, 147
emerald pendant 179, 212
gem collection 13
rejected provenance 154–5
Hilliard miniature 179, 188
portraits of 18, 198
tentative identification 146
Elizabeth II, HM Queen
acquisitions 11, 25, 150, 189, 216, 222, 250
Garter insignia 226, 227
Order of the Garter appointment 226
Elizabeth, Duchess of Wellington 248
Elizabeth, HM Queen, The Queen Mother 165, 173
Elizabeth, Marchioness Conyngham 256
émail en ronde bosse technique 179, 180–1, 193, 203
emeralds
cameos 12, 58, 73, 77, 81, 85, 87, 114, 119, 131
cross jewel 192
cutting techniques 31
Darnley Jewel 183
insignia 148, 245, 247, 250–1
intaglios 24, 162
locket 274
parure 190, 191

pendants 179, 182, 184, 185, 189, 209, 212
tankard 260, 261
Emilian school 91, 98–9
enamels
burial damage 197
cameo mounts 16, 17, 36–8, 41, 52, 58–9, 60,
61–2, 65–7, 72, 78–80, 82, 88, 92–3, 96–7,
99, 109, 111, 113, 128, 129–30, 134–5,
142–4, 150, 157
Charles I collection 13
Garter insignia 215–16, 218, 219–20, 221,
223–5, 231, 235, 237–8
George IV collection 23–4
jewels 146, 179, 180–4, 186, 187–90, 192, 193,
197–8, 201, 203, 209, 210, 211–13
mount types 266
Order of the Bath badges 239, 240–1
Royal Order of Victoria and Albert 245, 247,
248–50, 252
snuffboxes 257–8
techniques 179, 180–1, 213
Zincke’s portraits 15, 148
Endymion, tentative identification 125
enseigne, Lombard group 72
‘Ermine’ portrait 188
Eros representations 43
see also Cupid
Erskine, Henry, 3rd Lord Cardross 189
Erskine, John, 18th Earl of Mar 189
Erskine, William 189
Esher, Reginald Baliol Brett, 2nd Viscount 175,
222
Europe, personification of 118
Eurydice cameo 128, 129
Eve, Adam and 131
Evelyn, John 14–15, 145
falconer intaglio 31, 44
Fannière brothers 210
farm labour scenes 128, 129
see also agricultural scenes
Farnese, Ottavio 152
Farnese collection 90
faun cameo 52
Faustina II
cameo representing 117
tentative identification 93
Faustina the Younger, tentative identification 93
feldspar 111, 112
finger rings see ring types; rings
Flaxman, John 263
Flemish workshops 96, 180–1
flint cameos 52, 54, 84, 97, 105–6, 112
floral wreaths 41
Florence
coloured hardstone use 110
gem carving 48, 53
gem collecting 19–20, 166
Mannerist style 69
rejected gem origination 133
tentative gem supply 124
Uffizi statues 120
Fontana, Annibale 82
Fontenay, Julien de 48, 60, 145, 146
Fortescue, Sir John 25, 33, 44
Fortnum, C. Drury E. 179

Fortuna intaglios 273, 275, 277, 279
Fox, Charles James 21
frames see mounts
France
cameo types 77–9, 85, 97, 113
gem collecting 196
gem engraving 57–8, 60, 65–6, 89, 113
jewel designs 201–2, 210
miniatures’ cases 92
mount types 17, 134
ornamental designs 224
pendant jewels 186
royal collection 17, 48
tentative gem supply 106
Frances Anne Emily, Duchess of Marlborough
249
Francis I, Duke of Szczecin 197
Francis I of France 236
Francis II of France 189
Francis, Duke of Teck 143
Frederician cameos 193
Frederick II of Denmark 216
Frederick, Prince, Duke of York 21
cameos representing 142
gem collection 212
intaglios representing 177
tentative identification 258
‘Frowning Caracalla’ bust 86
Frye, Thomas, Queen Charlotte 20
funerary art 43
Fury, cameo representing 111
Gaffuri workshop 47
Gaius Marius cameo 69
Galba cameo 78
Ganymede intaglio 273, 277
garnets 31, 270
bas-reliefs 59, 109
cameos 51, 73, 81, 84, 87, 119, 131–2, 142
intaglios 43, 171
pendant 182
tankard 260, 261
Garrard (R. & S.) & Co. 32, 212
cost of gemstones 244
insignia cameo 250
Queen Victoria’s badge 245
Garter insignia 11, 48, 215, 216–35
badges 181, 216, 217, 218, 219–35, 237–8
Caroline of Ansbach 157
collars 216, 218, 219–21
workshop production 146
Gemma Augustea cameo 33
gems, definition 11n.
George I
cameos representing 23, 156
Order of the Bath 239, 241
Order of the Thistle 236
George II
cameos representing 140, 156–7
Caroline and 12
portraits of 172
Princess Royal and 148
George III 12
Adolphus Frederick and 143
cameos representing 156, 231
Chamberlaine and 270–1, 281
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Clinton family and 109
Dalton and 20n.
gem collection 17–19, 21, 48
bas-reliefs 82
cameos
ancient 34–5, 38, 42
modern
double portraits 117–18
female heads 68, 89–91, 93, 96, 98,
101–4, 107–8, 111
full-length figures 122–3, 125–6
male heads 51, 55, 57, 59, 68–71, 73,
76–7, 79–80, 83–6, 151–2
scenes 127–8
Hercules bust 53
insignia 228
intaglios 160–1, 164–8
jewels 179, 186
mount types 266
intaglios representing 171–2
Walpole and 134, 136–8, 144, 146, 153, 155
George IV 12
box collection 255–6
cameos representing 142, 156
cup collection 255, 260, 262–3
gem collection 21, 22, 23–4, 159
bas-relief 135
cameos 50
Garter insignia 218, 223, 228
intaglio 163
jewels 181, 186, 188, 198–200
mounts 266
Order of Malta badge 252–3
tankard 260, 262–3
tentative provenance 127, 131, 137, 140, 142,
179, 230–1
intaglios representing 172–6
patronage of jewellers 215
as Prince Regent 172
Princess Charlotte and 149
Royal Family Orders 242
travels 175
George V, King
Alfred de Rothschild and 239–41
box collection 255, 257–8
cameo representing 157
gem collection 157, 174–5
insignia 25, 247, 251
intaglio 44
George V of Hanover 235
George VI, King
acquisitions 232
gem collection 226
Order of the Garter ceremonials 216
George of Denmark, Prince 15, 49
George Henry, 5th Earl Cadogan 156, 259
George John, 2nd Earl Spencer 235
George, Prince, 2nd Duke of Cambridge
143, 232–3, 235
Germanicus
cameo representing 33
tentative identification 71
Germany
bas-reliefs 114
cameo types 81, 94, 132
engravers 48
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snuffboxes 257
staining gems 142
tentative gem supply 119
Geta, tentative identification 86
Gibson, John 143, 245
Gilbert, Michael II 185
Girometti, Giuseppe 263
Giuliano jewellers 204
glass
backing techniques 32, 42, 97, 120
black backing 97, 120
cameo imitations 45
cobalt-blue 183
Roman period 44
Tassie reproductions 141, 259
Gloucester, Princess Mary, Duchess of 174
Gnaios (gem-engraver) 160
goldsmiths 255, 257
see also Clutton, William; Garrard (R. & S.)
& Co.; Rundell, Bridge & Rundell
Goorle, Abraham van see Gorlaeus of Delft,
Abraham
gorgoneion depictions 32, 39, 40
see also Medusa
Gori, Antonio Francesco 48
bacchante cameo 59
Bacchus cameo 51
Dactyliotheca Smithiana 18, 19
Hellenistic cameos 34
Gorlaeus of Delft, Abraham 269, 272–5
Claudius cameo 32
Dactyliotheca 13n., 270, 271
Melksham ring 281
portrait of 12
Gothic style 23, 48, 231, 263
grainti technique 149
Grand Camée de France 33
Grand Tour 18, 31, 49
Granges, David des 147
Gray, James 185
Gray, Thomas 21, 131, 137
Great Exhibition Medal (Wyon) 242, 249
Great Georges 216, 218, 219–21
see also Orders
Greek period 47
see also Hellenistic period
Greek philosophers
Heraclitus 69
tentative identification 97, 260, 263
see also Socrates
Grenville Jewel 189
Guinness, Edward Cecil, 1st Earl of Iveagh 257
Habsburg dynasty 181
Hadrian, Emperor 83, 104
hair, locket containing 198–9
hairstyles
bacchante cameos 90
court ladies 151
Faustina II 117
Julio-Claudian emperors 88
Louis XIV 139
Lucretia cameo 89
maenad depictions 103
North Italian medals 99, 102
Roman period 71

seventeenth-century 101, 107, 147
‘Youthful Emperor’ theme 87
Halford, Sir Henry 199
halo effects 94
Hamilton, Gavin 52
Hamilton, James, 5th Duke of 236
Hamilton, Sir William 196
Hamlet, T. 142
Hancock, C.H. 212
Hanover
George V of 235
visit of George IV 173
Harcourt Smith, Cecil 44
Harlay, Achille de 17
hat badge 180–1
Hatton, Sir Christopher 145
Hay, William 190
Helena, Princess (daughter of Queen Victoria),
badge 247
Helena Victoria, Princess see Schleswig-Holstein,
Prince and Princess Christian
Helioserapis intaglio 275, 279
heliotropes 111
Hellenistic period
cameos 31, 34–6, 39, 42–3, 69
intaglio 43
tentative gem supply 162
helmet shell cameos 246, 258
Heneage Jewel 145
Henrietta Maria, Queen, tentative identification
147
Henry II of France 182
Henry IV of France 16, 17, 48, 137
Henry VIII
cameos representing 17, 134, 154, 155
engravers 48
gem collection 12–13, 23, 181
portrait of 10, 11
Prince Edward and 154, 155
Henry IX see Henry Benedict (Stuart), Prince
Henry of Battenberg, Princess (Beatrice,
daughter of Queen Victoria) 245
Henry Benedict (Stuart), Prince, Cardinal York
199–200, 218, 221–2, 236–8
Henry, Prince of Wales
gem collection 32, 269–81
portrait of 13
Hensius, Anthonie 202
‘Hensius’ jewel 202
Heracles see Hercules
Heraclitus cameo 69
Hercules
bust of 46, 47, 53
cameos representing 54–6, 66, 116, 129–30,
204, 205–6, 260
intaglios representing 67, 160–1, 259, 272–5,
276–7, 279
Omphale and 116
tentative identification 56, 274, 278
Heriot, George 185
Hermanubis, tentative identification 115
Hermitage cameo 196
Herophilos (gem-engraver) 33
Hertford, Francis Charles Seymour Conway,
3rd Marquess of 222
Hesse court workshop 114
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hessonite garnets 51, 81, 109, 160, 161
Hilliard, Nicholas 145, 179, 188
Historicism 135
‘Holbein’ jewellery 181, 212–13
Holbein the Younger, Hans 154, 155
drawings 18
Henry VIII portrait 10, 11
Holofernes, Judith and 95, 132, 262, 263
Horatius Cocles cameo 206
horse depictions
cameos 128, 158
intaglios 44, 273, 275, 277, 280
Howard, Thomas, 2nd Earl of Arundel 31, 48,
269
Hübner, Paul 121
Hungarian opals 189
‘hunting Georges’ 216
Huysmans, Jacob, Portrait of a collector 14
Hydra, Hercules slaying 204, 205–6
Hygieia, tentative identification 204–5
Hyllos (gem-engraver) 40, 52
Hylos, tentative identification 262
Idar staining technique 142
Imams, names of Twelve 44
Indian emeralds 183, 209
Innocent XI, Pope 48
insignia 11, 25, 27, 48
see also Orders
intaglios, terminology 27
Interregnum period 14
iron rings 270, 273, 274–5, 281, 281
Isaac cameo 204, 205
Isabella Clara Eugenia of Spain 136
Isis cameo 36
Italian workshops 47–8, 237
see also Florence; Milanese workshops;
North Italy; Venice
Italic ringstones 39
Iveagh, Edward Cecil Guinness, 1st Earl of 257
James I (of England) and VI (of Scotland)
cameos representing 16, 17, 24, 138
Darnley Jewel 185
Erskine and 189
jewel representing 198
medal 271
Order of the Bath 239
tentative identification 272, 276
James II (of England) and VII (of Scotland)
coronation ceremony 239, 241
coronation ring 199–200
Garter insignia 218, 221
Order of the Thistle 236, 237
Walpole catalogue 16
James III of Scotland 236
James V of Scotland 236
James VI see James I and VI
James VII see James II and VII
James Edward (Stuart), Prince 221, 236–7
jasper 57, 94, 110, 114, 166, 260, 261–2
Jesus Christ
pelican symbolism 203
tentative identification 94
Virgin and Child cameo 96
Jeuffroy, Romain-Vincent 141

Jode I, Pieter de 138
Jones, J.M. 232
Joseph cameos 193, 196
Joséphine, Empress 204
Juda cameos 193, 196
Judith and Holofernes cameos 95, 132, 262, 263
Julia Soaemias, tentative identification 118
Julia Titi
cameos representing 92, 104
tentative identification 260
Julio-Claudian emperors 76, 88
see also individual emperors
Julius Caesar
cameos representing 70
intaglios representing 272, 274, 276, 278
Jupiter
cameos representing 121
intaglios representing 272–4, 276–7
tentative identification 57, 122
Jupiter Serapis intaglio 274, 279
Juste, Jean 69
Juxon, William, Bishop 223
‘Juxon George’ Garter badge 223
Kassel court workshop 56
Kenrick, Ann Jane 270, 281
Keppel family 241
Kirk, John 172
Kneller, Sir Godfrey 148, 202
Labhart, Christoph 114
Laking, Sir Guy 256
Laniere, Jerome 145
Lantern Lobby, Windsor Castle 25
lapis lazuli
Milanese workshops 82
snuffbox 257
three-quarter profile busts 108, 110
Lapiths and Centaurs myth 204, 205
laurel, symbolism 281
laurel wreaths 143, 156
Leclerc, Nicolas 135
Leda and the swan intaglio 275, 280
Leemput, Remigius van 155
Légaré, Gilles 225
Leicester, Thomas Coke, 1st Earl of 170
Lennox, Margaret Douglas, Countess of 183–5
Lennox, Matthew Stewart, Earl of 184–5
Lennox Jewel see Darnley Jewel
Leonardo da Vinci 47, 49n.
Leopold I, King of the Belgians 198–9
Leopold of Saxe-Coburg-Saalfeld 149
Lesser Georges 11, 214, 216, 217, 222–35
‘Juxon George’ 223
Queen Victoria’s sash badge 230
‘Strafford George’ 225, 237
‘Stuart George’ 224
see also Orders
lion depictions
cameos 40, 130, 159
intaglios 273, 276
Liselotte (Elisabeth Charlotte of the Palatinate)
17, 196
L’Isle Adam, Grand Master of the Knights
of St John 253
‘lithophanic’ effect 154

Livia
ancient representations 83
cameos representing 36, 91
heads of 107
tentative identification 91–2, 117
lockets 72, 144, 202
Charles I 179, 198–9, 216, 238
Darnley Jewel 183–5
Louise, Princess of Stolberg-Gedern 237, 238
Lomazzo, Giovanni Paolo 47
Lombard group 72
Lorenzo the Magnificent 47, 54, 116, 126, 196
Louis XII of France
bas-relief representing 135
cameos 24n.
portraits of 23
Louis XIII of France
Anne of Austria and 99
bas-relief representing 60
cameos representing 58
Louis XIV of France
cameos representing 48, 58, 138
gem collection 60, 150, 196
‘Hensius jewel’ 202
mounts 17
portraits of 201, 202
tentative identification 139
Louis XVIII of France 24
Louisa, Countess of Albany
see Louise, Princess of Stolberg-Gedern
Louise, Princess of Stolberg-Gedern (Louisa,
Countess of Albany) 170, 237, 238
Lucius Aelius, tentative identification 84
Lucius Verus, Emperor, tentative identification 118
Lucretia cameos 89–90
Lupa Romana intaglio 274–5, 279–80
Lysippos (sculptor) 43
Lyte Jewel 198
Mackenzie, James Stuart 18
Macrinus, Emperor, tentative identification 87
maenad depictions 39, 42, 103, 163
see also bacchantes
Magi images 48, 133, 180, 207
magical characters 115
Malta, Order of, insignia 252–3
Malvasia, Carlo Cesare 201
Mann, Horace 19–20
Mannerist style 47, 68–9, 111, 118, 186
Mar, John Erskine, 18th Earl of 189
marble 84, 111, 141, 159
Marchant, Nathaniel 49, 52, 60
Antinous bas-relief 169
Cleopatra intaglio 170
Garter cameos 215, 230
Marcus Aurelius, Emperor
Faustina the Younger and 93
tentative identification 84
Margaret of France, tentative identification 152
Margherita of Austria, tentative identification 152
Maria Maddalena, Grand Duchess 154
Marie Louise, Princess (granddaughter of
Queen Victoria) 250
Mariette, P.-J., Traité des pierres gravées 20
Mark Antony, Antonia Augusta and 104
Marlborough, Frances Anne Emily, Duchess of 249
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Marlborough collection
cameos 35, 74, 125
intaglios 162, 169
Mars
cameos representing 115, 125–6, 206
intaglios representing 275, 280
Minerva and 115
tentative identification 57, 162
Venus and 125–6
Marsigli, Carlo 238
Marsyas intaglio 274, 278
Martyn, Thomas 21, 23, 140
Mary I, Queen, tentative identification 146
Mary II, Queen
gem collection 15
Order of the Bath 239, 241
as Princess Mary 139
Mary (biblical) see Virgin Mary
Mary of Modena see Mary, Queen (consort of
James II and VII)
Mary, Princess see Mary II, Queen
Mary, Princess, Duchess of Gloucester 174
Mary, Queen (consort of King George V)
box collection 255–7
cameos representing 157
Garter badge 233
gem collection 24–5
cameos 142–3, 147, 156–7
insignia 245
intaglio 174
jewels 179, 192, 201, 204, 212–13
tentative provenance 141, 149, 174, 209
Mary, Queen (Mary of Modena, consort of
James II and VII) 199–200, 238
Mary, Queen of Scots (Mary Stuart)
cameos representing 16, 17
finger ring 189
gem collection 20–1, 189, 190, 212
tentative identification 152, 153
masks 59
Masnago, Giovanni Antonio 48, 159
Massinessa, King of the Massyli 162
‘matron’ cameo 100
Matthias, Emperor 150
Maximilian I, Holy Roman Emperor 181
Mecklenburg-Strelitz, Charlotte of see Charlotte,
Queen
Mecklenburg-Strelitz, Princess Augusta,
Grand Duchess of 233
medals
George IV 175
Great Exhibition Medal 242, 249
Henry VIII 155
James VI marriage 271
Louis XIV 138–9
North Italy 89, 91, 94, 98–9, 102–3, 109, 153
Queen Victoria and Prince Albert 143
Vaiano depiction 151
Medea, tentative identification 124
Medici, Alessandro de’ 152
Medici, Catherine de’ 48
rejected identification 153
Medici, Ferdinando de’ 138
Medici, Ippolito de’ 138
Medici, Marie de’ 17, 137, 193
Medici collection 19, 47, 53
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Electress Palatine 96
heliotropes 111
Lorenzo the Magnificent 47, 54, 116, 126, 196
medieval cameo 45
Medusa
cameos representing 40, 62, 260
intaglios representing 62, 164
Strozzi intaglio 164
see also gorgoneion depictions
Meleager cameo 262, 263
Melksham ring 270–1, 281
memento mori 142, 184, 189
Mercier, Philip 148
Mercury, intaglios 162, 272–5, 276–8, 280
mermaid pendant 210, 211
Methe intaglio 273, 277
Michelangelo Buonarroti, Anima Dannata 111
Milanese workshops 47–8, 49n., 53–4, 60, 105
animal cameos 158–9
farm labour scenes 130
Judith cameo 95
lapis lazuli 82
Lucretia representations 90
small gem production 125
Milanesi, Gaetano 152
Minerva
cameos representing 63–5, 115, 260
intaglios representing 274–5, 278–9
Mars and 115
tentative identification 65
traditional images 116
miniatures 13, 15, 92, 145, 186, 189, 209
Anne of Denmark 198
Elizabeth I 179, 188, 198
George IV 142
Henrietta Maria 147
James I and VI 138, 198
Louise, Princess, of Stolberg-Gedern 237, 238
miniatures’ cases 92, 188, 198, 202
St George 225
William III badge 201, 202
Minos, King of Crete 124
Miseroni workshop 47–8, 54, 105, 186
Modena, Mary of see Mary, Queen (consort of
James II and James VII)
modern gems
catalogue ordering 27
definition 11, 272
Montfaucon, Bernard de 115
Morelli, Niccolò 141, 263
Morrison, F.J. 225
mother-of-pearl
bas-reliefs 137
mask 210, 211
mounts 16–18, 130, 266–7
carnelians 234
claw-set 96, 115, 143, 145, 150, 154, 155,
189, 199, 204, 205, 226, 227, 267
concave reverse 119, 139
diamonds 226, 227
eighteenth-century 85
French 134
intaglios 162
Neoclassical 21n.
pendant with thirteen cameos 193, 194–5
rocaille work 73

Saracchi workshop 123, 126, 129
silver-gilt 14, 18, 104, 128, 162, 248, 266
sixteenth-century 36, 72, 144, 146, 159, 192
Smith collection 19
Titus bas-relief 82
wax along edge 153
see also Vangrol, Jean
mourning jewellery 149, 189
Mucius Scaevola, tentative identification 207
Napoleon Bonaparte cameo 141
Nassaro, Matteo dal 47, 48, 133, 146
Nassau, William IV of 148
National Cup 263
Natter, Lorenz 49, 51, 140
necklaces 190, 191, 204, 205
negress depictions 112, 113
negro depictions 97, 111–12
bacchante cameo 60, 61
double portraits 118, 120
Drake Jewel 66
Nemean Lion, Hercules and the 130
Neoclassical gems 19, 23
Apollo cameo 50
double portraits 117
dress style 101, 103
elongation of figures 121
Hercules cameo 56
male heads 75–7
mounts 21n.
Neptune cameo 122
nereid depictions 126
Nero, Emperor
cameos representing 78
tentative identification 77–8
Netherlands enamelling 180–1
Nicholls, Sutton 18, 146
nicolo gem 43
Nieuwenaer and Meurs, Adolf, Count of 269
Noah’s Ark gem 193, 196
Nollekens, Joseph 141
North Italy
cameos 106, 120, 133
medals 89, 91, 94, 98–9, 102–3, 109, 153
Northampton, William Compton, Earl of 218
Numa Pompilius, tentative identification 68
Octavia cameo 37
Odescalchi, Livio, Prince 48
‘Old Pretender’ see James Edward (Stuart), Prince
Old Testament scenes 193, 194–5, 196
Oliver, Isaac, Henry, Prince of Wales 13
Oliver, Peter 225
Olympias, tentative identification 116
Omphale
cameos representing 66–7, 116
tentative identification 182
onyx
backing techniques 120–1
cameos
ancient 35, 38, 40
modern 48, 51–2, 55, 57, 59–60, 62, 66, 67–9,
70–8, 80, 83–4, 86–9, 91–5, 98–9, 101–5,
106–8, 111, 112, 114, 116–23, 124–8,
130–1, 133, 137–8, 140–2, 144, 146,
148–9, 150, 151–3, 157, 159

INDEX

parure set 204, 205–7
snuffboxes 256–7
tankard 260, 261–2
Garter insignia 216, 222, 223, 224–5, 228,
230–1, 237
George IV collection 21
intaglios 173, 271, 272–3, 281
Melksham ring 281
pendants 186, 187, 189, 193
Queen Caroline collection 16
Royal Order of Victoria and Albert insignia
242, 244, 246–7, 249–50
Stuart monarchs’ collections 15
terminology 27
opals 189
Orders
Order of the Bath 25, 215, 239–41
badges 25, 240–1
Order of the Garter 11, 48, 146, 157, 215–35,
237–8
badges 181, 216, 217, 218, 219–35, 237–8
Great Georges 216, 218, 219–21
Lesser Georges 11, 214, 216, 217, 222–35
collars 216, 218, 219–21
Order of Malta 252–3
badges 252–3
Order of St Lazare and Notre Dame de Mont
Carmel 137
Order of the Thistle 215, 216, 228, 229, 236–8
badges 237–8
Order of Victoria and Albert, Royal 215, 242–53
badges 242, 243, 245–51
Orford, Sir Robert Walpole, 1st Earl of 239, 240
Orford, Robert Walpole, 2nd Earl of 240
Orléans, Duke of 17, 60, 196
Orléans collection 17, 60, 83, 131, 196
Orpheus cameos 128, 129–30, 204, 205–7
Otho, Emperor
cameos representing 79
tentative identification 79–80
oyster shell cameo 132
Palatinate collections 17, 196
‘Pallas of Velletri’ 65
Pan
intaglios representing 274–5, 278, 280
tentative identification 58
Paris, cameo representing 262
Parisian gems/jewellers 146, 210
parures 190–1
Devonshire collection 212
ruby set 179, 204, 205–8
paste gems 44, 81, 92, 121, 131, 245, 259
pastoral scene 208
Patch, Thomas 20n.
Pater Patriae, Cosimo 47
Paul II, Pope 47
Paulina Augusta cameo 186
pea-pod ornament 198
pearls
antique gems 23
bracelet cameo 143
earrings 60, 89, 99, 103, 112, 147
enamalled mount design 16, 67, 79, 109, 266
George IV collection 24
hat badge 180

insignia 240–1, 244, 248–9
intaglio mounts 162, 173
parure set 190–1
pendants 186, 187, 189, 192, 203, 210, 211,
213
see also mother-of-pearl
peasant depictions 128
Pelican in her Piety pendant 203
pendants 131, 153, 209
Apollo and Daphne 178, 179, 186, 187
cameo pendant 193, 194–5, 196
Charity with putti 213
double-eye agate 197
Elizabeth I miniature 188
emerald pendant 179, 212
female bust commesso 182
locket pendant 202
loops for 129
mermaid pendant 210, 211
Pelican in her Piety 203
serpent pendant 189
Penelope, tentative identification 275, 280
Penthesileia, tentative identification 273, 277
Persian stones 31, 44
Peters, Hugh 14n., 270
Petitot, Jean 201
Pfalz, Kurfürst Johann-Wilhelm von der 94–5
Phaedra, tentative identification 124
Philip II of Spain
cameos representing 13, 17, 48, 133, 136–7
portraits of 16
Philippi, F. 210
Phoenix medal (Elizabeth I) 18, 145–6
Pichler, Anton 49
tentative attribution 167
Pichler, Giovanni 49, 65
Berini and 234
Marchant and 170
St George images 235
tentative attribution 165, 169
Pichler, Luigi 165
Piero the Gouty 47, 196
pietre dure vases 125
pine cone decoration 96
Pistrucci, Benedetto 49, 141, 144
Garter cameos 235
tentative attribution 173
Pius VI, Pope 196
Plotina intaglio 272, 276
ploughing man cameo 128
Polo, Domenico di 53, 152
Pompey the Great 166
Poniatowski collection 171
Portland, William Bentinck, Earl of 225
Poussin, Nicolas 48
Priam, tentative identification 58
Priapus, tentative identification 100
Primavera, Jacopo 153
Prometheus, tentative identification 122
Proserpine, tentative identification 68
Prudence and Temperance intaglio 165
Prussia, Adelheid, Princess of 232
Ptolemaic period
cameos 35, 36, 67
shallow relief technique 42
Punishment of Cupid cameo 204, 205

Purcell, Mrs (royal servant) 15n.
putti
cameos representing 122, 124, 126
Charity pendant 213
Pyrrhus, tentative identification 166
quatrefoil mounts 266, 267
Raphael, St George and the dragon 225
Rawlins, Thomas 48
recens opus description 89
Regency period 23, 142
Reisen, Charles Christian 48, 115, 155
Renaissance period 123–4
cameos 54, 58, 60, 257
court ladies 152
emeralds 192
gem carving 47, 49n.
‘terrible’ heads 111
variegated gemstones 117
Renaissance Revival design 204, 206–7, 209,
213
Restoration period
Garter insignia 218, 221
gem collection 14–15
Rice, Stephen 21, 163
ring types 266, 267
rings 35, 37, 39, 40, 43, 44, 50, 52, 54, 56, 59, 65,
84, 85, 87, 116, 117, 120, 121, 122, 124, 131,
135, 140, 141, 142, 157, 159, 163, 169, 170,
171, 172, 173, 177, 199, 200
Robins, George 183
Robinson, Sir Charles 225
Robinson, J.C. 24, 150
rocaille work 73, 260, 263
rock-crystal
cameos 45, 81, 151–2
commessi 114
Dauphin’s Treasure 82
intaglios 20, 47, 171
jewels 201
Venetian carvers 47
Rockingham, Charles Watson-Wentworth,
2nd Marquess of 21, 141
Roman emperors
cameos representing 89, 123
George IV portrayed as 173
tentative identification 88–9
see also individual emperors;
Julio-Claudian emperors
Roman period
burlesque scenes 100
cameos 31, 36–41, 54
double portraits 116
gem carving 47
hairstyles 71
Hercules images 54
intaglios 43, 160–1, 167–8
Proserpine images 68
Ptolemaic conflicts 42
replica Roman gems 104
Rome, city of 48–9, 167
Ronca, James 49, 242, 244, 249–51
Roth, Johann Ferdinand, Der Steinschneider 21
Rothschild, Alfred de 25, 239–41
Rovere, Vittoria della 107
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Royal Order of Victoria and Albert 215, 242–53,
243, 245–51
see also Orders
rubelite tourmaline 135
Rubens, Sir Peter Paul 269
rubies
bas-reliefs 135
cameo mounts 58, 77, 81, 85, 131, 148
coronation ring 199–200
Darnley Jewel 183
George IV collection 23
insignia 237, 238, 244, 245, 247–9, 250–1
lockets 198
Louis XIV collection 17n.
Mary II collection 15
parures 179, 190–1, 204, 205–8
pendants 182, 186, 187–9, 203, 209, 210, 211, 213
symbolism 188
tankard 260, 261
Rudolph II gem collection 112
ruffs 144–5, 146–7
Rundell, Bridge & Rundell 21, 23, 212
four Georges brooch 156
George IV images 142, 172–4
insignia 228
invoice 22
tankard 260, 262–3
tentative gem supply 176
see also Bridge, John
Ruspagiari, Alfonso 98
Russian gemstones 114, 182, 260, 261
Sabina Augusta, tentative identification 104, 260
sacrificial scenes 127, 129–30, 204, 205–6
St Andrew see Orders, Order of the Thistle
St Anne
badge with representation 252, 253
Virgin and Child with 96
St George
cameos representing 24, 45, 48, 131
and the dragon 131, 180–1, 217, 224–8,
230–2, 234–5
Garter insignia 214, 216–18, 219–21, 224–8,
230–2, 234–5
intaglios representing 274, 279
jewels representing 179, 180–1
seal of 271
St James relief 180
St Joachim, badge with representation 252, 253
St John the Baptist
badge with representation 252, 253
cameos representing 94
St Lazare and Notre Dame de Mont Carmel,
Order of 137
St Theodore 45
St Veronica cameo 94
Saint-Priest, Jean de 135
saltwater pearls 180, 186, 187, 189, 203, 240–1
Sansovino, Jacopo 95
Santarelli, Giovanni Antonio 141
sapphires 13, 31, 45, 81, 114, 260, 261
Saracchi workshop 48, 82, 123, 125–6, 129
sard
bas-reliefs 42, 109
cameos 50, 75, 80, 186, 187, 193
intaglios 62, 160–1, 167, 170, 174–5
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sardonyx
cameos
ancient 32, 34–9, 41, 44–5
insignia 223, 226, 227–9, 231–2, 245,
248–9, 251
modern 48–9, 50, 55–6, 58–9, 60, 63, 65–7,
73–9, 80, 83, 85–6, 88–90, 92–4, 96–7,
99–104, 106–7, 110, 113, 115, 122, 124,
131, 134, 135, 136, 137, 138–9, 144–5,
146, 147–8, 150, 154, 155–7, 159
pendants 186, 187, 193, 194–5, 196, 206
cutting techniques 31
French engravers 58, 66
George III collection 17
George IV collection 23–4, 127
intaglios 71, 115, 163, 173, 259
sources of 150
tankard 260, 261–2
terminology 27
Sasanian style 44
Saturn, tentative identification 57
satyr depictions 39
Saulini, Luigi 242, 244, 249, 258
Saulini, Tommaso 49–50, 249
Royal Order of Victoria and Albert cameos
242, 244, 245–8
snuffbox cameos 258
Sax, Margaret 27
Saxe-Coburg-Saalfield, Leopold of 149
Schatzkammer, Residenz, Munich 131
Schleswig-Holstein, Prince and Princess
Christian of 247, 250
scorpion depictions 128
Scott, Sir Walter 175
screaming Fury cameo 111
Septimius Severus, Emperor, tentative
identification 85–6
Serapis images 35, 274, 279
serpent pendant 189
Seton, Alexander, 6th Earl of Eglinton 190
Seton, Elizabeth 190
Seton, Mary 190
Seton jewels 24, 190
Severi dynasty 87
Sextus Pompeius Magnus cameo 71
shallow relief technique 42
shell
cameos 18, 75–7, 81, 118, 132, 137, 143
insignia 242, 244, 246, 248–9, 250, 258
engraving techniques 48
shellac backing 86, 126, 128, 130
Siberian amethyst 174, 260, 261
Sicily, jewellery 252–3
Silenus
bas-relief representing 59
cameos representing 123, 186
intaglios representing 273, 275, 277,
280
Silvanus cameo 130
Simon, John 148
Simon, Thomas 48
Sirletti, Flavio 49
skull cameos 189
Skylax (gem-engraver) 33
slate backing 77, 81, 132
Sloane collection 91

Smith, Joseph 18–19, 48
bas-relief collected 82
cameos collected
ancient 34–5, 38, 42
modern
double portraits 117–18
female heads 68, 89–91, 93, 96, 98,
101–4, 107–8, 111
full-length figures 122–3, 126
male heads 51, 55, 57, 59, 69–71, 73,
76–7, 79–80, 83–6, 151–2
scenes 127–8
tankard 263
intaglios collected 160–1, 164–8
jewels collected 179, 186
mount types 266
snuffboxes 156, 255, 256–8
Apollo cameo 256
Birth of Venus 254
Frederick, Duke of York 142
Sobieska, Maria Clementina 148
Sobieski Book of Hours 238
Socrates
intaglios representing 273, 277
tentative identification 260, 262–3, 274, 279
Solon (gem-engraver) 164
Somerset, Countess of 31
Somerset, Earl of 32
Sophie Amalie of Brunswick, Princess 15
Sophocles representations 58
Spanish jewels 203
Spencer, George John, 2nd Earl 235
squirt rings 59
staining techniques 142
Stanislas Poniatowski, Prince 171
Staufer emperors 158, 181
Stephenson, Major General 23
Stewart, Matthew, Earl of Lennox 184–5
Stirling, W. 189
Stolberg-Gedern, Louise, Princess of 237, 238
‘Strafford George’ Garter insignia 225, 237
Strafford, Thomas Wentworth, 1st Earl of
225
Stranger-Knights (Order of the Garter) 216
Strozzi collection 19, 164
‘Stuart George’ insignia 224
Stuart monarchs
coronation rings 179, 199–200
gem collections 15, 270–2
Order of the Bath 25, 239–40
Order of the Garter 218, 221–2
Order of the Thistle 236–8
see also named individuals
Stuart Room, Windsor Castle 25, 26
Suetonius (historian) 33
Summer, personification of 68
superimposing images 154
Sussex, Duke of 222
Suttermans, Giusto 107, 154
Switzerland, tentative gem origination 258
Sydney, Sir Philip 24
Szczecin, Francis I, Duke of 197
table-cutting, inventory definition 14n.
Talbot, Sir Gilbert 200
tankard 23, 255, 260, 261–3
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Tassie, James 141, 172, 177, 259
Teck, Prince Francis, Duke of 143
Temperance and Prudence intaglio 165
Terminalia, feast of, tentative identification 127
‘terrible’ heads 111
Thetford treasure 40
Thistle insignia 215, 216, 228, 229, 236–8, 237–8
see also Orders
Tiberius, Emperor
cameos representing 33, 76
tentative identification 117
Titian’s Venus and Cupid 108
Titus, Emperor 82, 92, 104
Tobias and the Angel 122
Tortorino, Francesco 196
Townley, Charles 20
tree depiction 189
Trevisani, Francesco 221
Trezzo, Jacopo da 47, 48, 136, 146
Trinity symbol 40
tripod symbol 281
triton depictions 126
Triumph of
Cupid 129
Dionysus 129, 206
Hercules 129
Tudor period
cameos 12–13, 16, 18, 24, 145, 146
eighteenth-century revival 155
gem engraving 48
Turk depictions 114
Turkey, Sultan of, Abdul Aziz 216
turquoise 16, 21, 36, 65, 80, 88, 92–3, 111, 128,
134, 173, 186, 187, 193, 224, 260, 261
Twelve Caesars series 81–2
Twelve Imams 44
two-horse chariot cameo 38
Uffizi, Florence, statues 120
Underworld depictions 128, 129, 204, 205
unidentified portraits
ancient gems 36, 42
catalogue presentation 27
jewel 182
modern gems 96–111, 119, 130, 150–3
Vaiano, Fabrizio 151
Valadier, Luigi 196
Vangrol, Jean 17, 266
bas-relief mounts 109, 111
cameo mounts 78, 88, 93, 97, 128, 134
Commodus 37
negress 113
Omphale 67
Otho 79–80
pendant cameos 193
vintage scene 38
Vanson, Adrian 138
variegated gemstones 117
Vasari, Giorgio 152

Vasters, Reinhold 210
veined agate 64
Venice
cameo styles 45
gem carving 47
rejected gem origination 167
Smith collection 18–19
Venus
Adonis and 126
cameos representing 37, 41, 125–6, 204, 205,
206, 254, 257
Cupid and 108
intaglios representing 272–5, 276–8, 280
Mars and 125–6
tentative identification 273, 277
Venus Victrix intaglio 272, 276
Vera icon cameo 94
Vertue, George 16, 18, 48–9, 155
Vespasian, Emperor
cameos representing 80–1
tentative identification 81
Vetri, Domenico de’ 53
Vicentino, Valerio 16, 17, 155
Victoria, Princess (daughter of King Edward VII),
badge 251
Victoria, Princess Royal (daughter of Queen
Victoria) 242
Victoria, Queen
Adams’ medal 143
badges 230, 245
Garter sash badge (Lesser George) 230
gem collection 11, 24
insignia 225, 228
jewels 179, 183, 185, 198–9, 210, 212
snuffboxes 258
tentative provenance 144
Order of the Garter ceremonials 216
patronage 215
photograph of 25
Royal Order of Victoria and Albert 215,
242–53, 245–51
Victoria and Albert, Royal Order of see Victoria,
Queen
Victory
cameos representing 38, 125
intaglios representing 274–5, 279–80
Villa Albani bas-relief 169
Villiers, George, 1st Duke of Buckingham 48, 269
vintaging cameos 38, 128, 129, 130, 206
Virgin and Child cameo 96
Virgin Mary
cameos representing 96, 186, 260
intaglios representing 171
Volto Santo cameo 94
Vyner, Robert 200, 218, 240
Waddesdon Bequest 213
Walery, Queen Victoria 25
Walker, Sir Edward 200
Walpole, Sir Edward 240

Walpole, Horace 24n.
catalogue 16–17
Florentine gems 20
George III and 134, 136–8, 144, 146, 153, 155
Hercules bust 53
jewel collection 183, 185
Walpole, Sir Robert, 1st Earl of Orford 239, 240
Walpole, Robert, 2nd Earl of Orford 240
Walsingham, Sir Francis 145
warrior cameo 39
Watson, Sir Frederick 23
Watson-Wentworth, Charles, 2nd Marquess
of Rockingham 21, 141
wax marks, mounts 153
Wellesley, Arthur see Wellington, 1st Duke of
Wellington, Arthur Wellesley, 1st Duke of 109, 143
Wellington, Elizabeth, Duchess of 248
Wentworth, Thomas, 1st Earl of Strafford 225
Wheatley, Sir Henry 23, 24n.
Whitehall Mural (Holbein) 154, 155
widow depictions 153
Wièse, Louis 210
Wilhelm II, German Emperor 232–3
William III
badge 25, 179, 201, 202
cameos representing 140
Garter insignia (Lesser George) 225
Order of the Bath 239, 241
State Portrait 202
tentative identification 139
William IV 23, 200, 221, 235, 238
William IV of Nassau 148
Winckelmann, Johann Joachim 49
Winterhalter, Franz Xaver 230
workshop production 145–6
see also individual places and workshops
Wright, John Michael 218
Wyon, Thomas 173, 235
Wyon, William 143–4, 242, 249
Wyvill, Margaret (Mrs Purcell) 15n.
York, Cardinal (Prince Henry Benedict) 199–200,
218, 221–2, 236–8
York, Prince Frederick, Duke of 21
cameos representing 142
gem collection 212
intaglios representing 177
tentative identification 258
‘Young Apollo’ cameo 50
‘Young Pretender’ see Charles Edward (Stuart),
Prince
‘Youthful Bacchus’ cameo 51
‘Youthful Emperor’ theme 74–5, 83–4, 87, 89
‘Youthful Hercules’ images 55–6, 116, 160
Zanetti, A.M. 19n., 167–8
Zeus cameos 19, 33, 34
Zeus-Ammon, tentative identification 57
Zincke, Christian Friedrich 15, 148
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