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ABSTRACT OF THE DISSERTATION

Writing Gems: Ekphrastic Description and Precious Stones

in Hellenistic Epigrams and Later Greek Prose

Emily Michelle Rush
Doctor of Philosophy in Classics
University of California, Los Angeles, 2012
Professor John Papadopoulos, Co-Chair

Professor Mario Telo, Co-Chair

This study investigates how inscribed gems and precious stones serve as a particularly
useful model for discussing a variety of concerns of the Hellenistic world. These widely circulated
objects, typically made from valuable materials and ranging in type from uncarved gems to
decorative cameos and seal stones, were anything but inert objects. Rather, as I argue, precious
stones were not only treasured for their economic value, but were also charged with social,
political, and cultural significance. Such stones functioned as more than ornamentation, frequently
serving as markers of personal authority and social identity, thus possessing significant semiotic
power despite their typically small size. Due to their highly symbolic and multifaceted nature,

gemstones seem to have deeply engraved themselves upon the literary imagination of a number of

il



writers of Greek poetry and prose from the third century B.C.E. to the third century C.E. who wrote
detailed descriptions of such stones. Although the art of gem carving had been well established

by the Hellenistic period, literary treatment of precious stones is rather limited up to that point.

It is only after the eastward expansion of Alexander the Great and an influx of new materials and
gems types, that a select number of Greek epigrammatists began to engage with the themes of the
production of gemstones and their materials in response to an increasingly available category of
luxury goods and perhaps also as a self-conscious nod to the genre’s own lithic origins. Through
their ekphrastic descriptions of gemstones, therefore, Hellenistic epigrammatists initiated a literary
discourse on precious stones, whose influence would extend not only across temporal, spatial, and
generic boundaries, but well beyond the classical world.

In the first half of my dissertation, I probe the metapoetic significance of the relationship
between ekphrastic epigrams and Greco-Roman gemstones by focusing on the production and
materials of gemstones. My second chapter argues that a close link exists between the poems and
the objects described and concludes that the minute attention to detail displayed by the glyptic
artist becomes simultaneously a source of delight and wonder as well as a metapoetic device for
the exacting art of ekphrastic poetry. In the third chapter, I discuss the manner in which later Greek
authors, much like glyptic artists, drew upon technological and intellectual knowledge of precious
stones, their properties and symbolic values in order to explore issues of adaptation, authority and
originality in literary texts. I contend that engraved seal stones and their impressions can be seen
as a metaphor for later prose adaptations of the poetic discourse and conclude that such imitations
ought not to be viewed as imprecise copies of an original, but rather as adaptations whose mimetic
qualities allow for creative originality.

In the second half of my dissertation, I analyze the social and literary implications of

il



the ekphrastic description of gems. The fourth chapter treats one of the most pervasive forms of
magic in antiquity: magic stones and amulets. I show how the literary descriptions of magical
stones are noteworthy, not only for their representations of the magical stones themselves, but
also for the way in which they imitate magical practices through the careful combination of

the written with the visual. The fifth chapter explores the social reception of gems and their
ability to illuminate ancient ideas about gender. Although precious stones were used by both

men and women, their use was largely divided along gender lines. Both sexes utilized precious
stones, however, in their literary treatment during the Hellenistic and Imperial periods gems are
predominately associated with women. By means of a detailed study of the gendered treatment

of gems in ekphrastic texts, I argue that women become assimilated with precious stones and on
account of the gendered conceptualization of stones in literary texts, women become eroticized,
objectified and commodified in a manner similar to gemstones by means of this association. The
final chapter traces Greek authors’ utilization of precious stones as a means of treating identity and
character and suggests that gems become metonymic representations. In these instances, visual
impact becomes not an end goal for ekphrasis, but rather a means for exploring the didactic nature
of stones’ properties and of the images graven upon them. Through the examination of portraits
carved on gemstones, a connection may be forged between an ekphrastic character sketch and the

representation of types found on inscribed gemstones.
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Chapter 1

An Introduction to Gems and Precious Stones
in Greek Culture and Literary Thought



To many persons, doubtless, a treatise upon the
subject of Precious Stones may appear an unworthy,
if not an idle task; but when the immense amount of
capital, which lies dormant in the Imperial and Royal
Treasuries, and in private hands, is considered, and
whenthefactisremembered thatthereisscarcelyahome
where jewels of one sort or another—all representing
a money value—are not to be found, the subject
assumes an importance, which it lacks at first sight.'

Inscribed gemstones serve as a particularly useful model for discussing a variety of issues
of the Hellenistic world. These widely circulated objects, which often traveled great distances
from their original sources, ranged in type from uncarved gemstones to engraved cameos. Gems
and precious stones were desired by many but possessed by few. So great was their value and
desirability that imitations were made in less expensive materials such as paste and colored
glass. Whether material or literary, a gemstone is an economic commodity which carries not
only aesthetic significance, but also cultural and economic value. As such, gems are luxury items
“whose principal use is rhetorical and social, goods that are incarnated signs.”” Such stones,
therefore, functioned as more than ornamentation, frequently serving as markers of personal
authority and social identity, thus possessing significant semiotic power despite their (typically)
small size.

Due to their highly symbolic and multifaceted nature, gemstones seem to have deeply
engraved themselves upon the literary imagination of a number of writers of Greek poetry and
prose from the third century B.C.E. to the third century C.E. who wrote detailed descriptions
of them. These descriptions, or ekphraseis, engaged with their lithic counterparts as models but

also attempted to surpass the material objects by expressing, in literary form, aspects that mute

' Emanuel 1867, xi.

2 Appadurai 1986, 38



objects cannot. Through the use of literary and material evidence, this study will show how
gems function as conveyors of meaning utilized by writers of Hellenistic poetry and Later Greek

literature.

1.1 Greco-Roman Gemstones

Although Pliny states that the practice of wearing precious stones began on the rocks of
the Caucasus where Prometheus was bound, the ancient Greek glyptic arts, in fact originated in
the Bronze Age. As surviving examples of engraved seal stones and precious gems from both
Minoan Crete and from the Late Bronze Age burials at Mycenae indicate, gem carving was
amongst the most prized crafts in antiquity.’> After the collapse of the Bronze Age civilizations,
however, there was a decline in the engraving of hard gemstones. In the 9" to 7" centuries B.C.E.
artisans predominately used softer stone and ivories, with the carving of hard stones resuming
only in the 6™ century.* In the late Archaic period an ever expanding range of images including
individuals, both human and divine, as well as plant motifs came to be depicted on precious
stones. It is from gems carved during this period that individual artists first began to be identified;’
precious stones also began to bear inscriptions indicating the craftsmen who made them and in
some cases their owners. During the Archaic and Classical periods, intaglios, or incised gems,
were primarily set into rings as seal stones.® At this same time, there was also an expansion of

types and shapes of stones which included scarabs or scaraboids, thus reflecting the growth of

3 Pliny NH 37.1; Boardman 1975, 9.
* Boardman and Vollenweider 1978.
5 According to Boardman (2001, 148), two of the best known are Epimenes and the Semon Master.

¢ Plantzos 1999.



personal use as ornamentation rather than the purely bureaucratic use of precious stones.’

By the Hellenistic period, inscribed gemstones and their use had undergone a number of
changes. Gem engravers increasingly adopted novel techniques and enjoyed increasing access to
new, exotic materials from the East.® In particular, “the hyacinth, garnet, beryl, topaz, amethyst
[were] now eagerly sought after and skillfully used to gain the maximum effect of their brilliant
coloring.” Stones, bright red in color, derived from chalcedonies and carnelians continued
in popularity, yet semi-precious stones and glass, sometimes colored to imitate stone, were
increasingly sought after as well.'” A variety of new shapes such as ring-stones, scaraboids, and
cameos were also introduced during this period.! In addition to being mounted on rings, precious
stones also began to be set in necklaces, bracelets, diadems, and cups.'? Gems, in the Hellenistic
period, as earlier, were not solely for personal consumption. Beginning in the late fifth century,

a number of temple inventories from the Athenian Acropolis, Delos, and Eleusis reveal the
frequent dedication of gems as gifts."® Other engraved stones, such as a sard currently in Berlin,

were likely never intended to be worn, but may have been funerary offerings.!'*

7 Platt 2006, 235.

8 Plantzos 1999, 36. Theophrastus notes that stones from Greece were generally considered to be of lower quality
than those from the east.

? Richter 1968, 134.

1 Boardman and Vollenweider 1978.
' Plantzos 1999, 36; Richter 1920, 60.
12 Plantzos 1999, 106.

13 Plantzos 1999, 12-17.

4 Gertrude Platz (privatim) has suggested that the ring, based on the state of the original ring setting whose edges
were still rough, was not intended to be worn.



Just as the royal courts at Pella and Alexandria became flourishing centers for the visual
and literary arts, so too did the glyptic arts thrive under royal patronage. A handful of gem
workers received recognition for their work and were considered alongside prominent sculptors
and painters. For example, according to Pliny, Pyrgoteles was given the sole right to fashion
images of Alexander in emerald.!® The fact that the work of certain gem engravers was held in
high regard perhaps led to greater interest in portraiture on gemstones, not only of Alexander
himself, but also of numerous other royal patrons, especially after the development of the cameo

technique.'®

1.2 Precious Stones in Literature and Ekphrastic Description

Much as the use of precious stones was limited prior to the Hellenistic period, so too were
detailed references to precious and inscribed gemstones and jewelry in Greek literature. Of the
literary references to precious stones that pre-date the Hellenistic period, most focus on the use of
gems as seal stones.!” In drama, for example, much emphasis is made of seal stones, which were
owned by men alone,'® and functioned as symbols of power, tokens of identity,'” or symbols of

legal authority,”® though few of these dramatic descriptions would be called ekphraseis.

15 Pliny NH 37.8.

16 As has been discussed by Boardman and Plantzos, there existed a close relationship between portraiture on
engraved gemstones and that on coins.

17 There is some debate, however, whether engraved stones were actually used as seal stones. Plantzos (1999, 22),
for example, argues that sealings and impressions found in Hellenistic hoards were made from all-metal rings rather
than intaglios. As Platt (2006, 235-37) notes, this early usage may reflect Near Eastern influence.

8 E.g. Aeschylus Agamemnon 606-10, Aristophanes Thesmophoriazusae 414-425, Lysistrata 1198.
19 Sophocles Elektra 1222-4, Trachiniae 614; Aristophanes Knights 951-9; Menander Epitrepontes 388-90.

20 Aristophanes Wasps 583-7; Demosthenes 33.36. Seals could also function as symbols of state authority as in
Aristotle Ath. Pol. 44.1.



The significance of gems, and especially seal stones, was not lost on writers of
philosophical texts either. In Plato and Aristotle, as well as in later Stoic writings, the use of
seal stones and the act of creating an impression or fuposis was drawn upon as a metaphor for
the acquisition of knowledge in order to “explain the ‘impressions’ made by perceived objects
upon the sense organs, and therefore the psyche, or ‘soul’.”?! In his Meteorologica, Aristotle
offers what is perhaps the first scientific treatment of stones in his discussion of their physical
properties.?

Despite references to stones and analogies using them, few literary texts provided
detailed descriptions of precious stones. With the advent of the Hellenistic period, however, we
see an increased treatment of gemstones in Greek prose and poetry. In the late fourth century
B.C.E. technical writers began to take an interest in gemstones and minerals. Theophrastus, for
example, in his Lithika (de Lapidibus) dating to ca. 315-305 B.C.E. wrote on the properties of
both precious and semi-precious stones. Sotacus, one of Pliny’s sources, is also reputed to have
written about gems at this time.?® The third century epigrammatist Posidippus of Pella also seems
to have been influenced by and participated in the same discussion of ancient gemstones and
jewelry as the technical writers. A collection of poems about stones in his small corpus of one
hundred and twelve epigrams, which also treats descriptions of omens, dedications, epitaphs,
statues, horse-racing, shipwrecks, cures, and characters make this evident. It is significant to

note that his poems on stones, or Lithika, a collection of twenty short epigrams and fragments

21 Platt 2006, 245. See Aristotle De Anima 424a19, Plato Theaetetus 191C. On the stoic model of tuposis see
Diogenes Laertius 7.46, 7.177, Sextus Empiricus 7.247, 252, and Athenaeus 354e. See also chapter three of this
study.

22 See Meteorologica 378a 20-25 in which he calls them fossils “orukta” , 380b25, 383b5, 11, 20, 384al8, b2,
385a9, b29, 386a10, a27*, b10, b15, b19, 387al8, bl7, 388al5, b25, 389a8, 18, b22.

2 Sotacus is referenced by Pliny at NH 36.146, 37.135, though little information is given about him.
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containing descriptions of stones, were placed first in the bookroll, and thus as Hunter notes must
have created “a brilliant and programmatic opening to the collection” to his book of poetry.**
More significantly, these poems on stones form the basis for a discussion of ancient gemstones
that was drawn upon by later Greek authors.

Following Posidippus, there are approximately twenty-five epigrams on stones in the
Palatine Anthology dating from the third century B.C.E. to the late antique period. These
poems, like Posidippus’ Lithika, partake in a discussion of ancient gemstones that was eagerly
appropriated by later Greek and Roman writers, up to the fourth century C.E., into both poetic
and prose works. Through detailed epigrammatic descriptions of stones, usually no longer than
twenty lines, Hellenistic poets often emphasized the value of attention to detail, intricacy, rarity,
and brilliance among other prized qualities. In many cases it is evident that the literary form of
the epigram—small and carefully constructed—mirrors its subject matter.

In the Roman Imperial period, descriptions of stones, such as those written by earlier
epigrammatists, begin to figure in the works of several prose authors including Lucian,
Philostratus, Achilles Tatius, and especially Heliodorus. These ekphraseis, much like the
description of Odysseus’ brooch from book nineteen of the Odyssey, provide significant clues for
understanding narrative and characterization. In various dialogues, the second century Lucian
of Samosota makes reference to gemstones for a variety of effects, for example, in his de Domo
(15.5) precious stones and adornment are used as metaphors for excessive embellishment in
speech.” In Philostratus’ Life of Apollonius of Tyana the magical properties of gemstones are

repeatedly described. In Heliodorus’ Aethiopika, the novel’s heroine is frequently described

2*Hunter 2004, 95.

25 See also Lucian Alex. 21.3, Gall. 22.8, Icar. 20.2, Ind. 8.17.



alongside gemstones, and in the course of the novel receives her freedom in exchange for a

precious stone.

1.3 Prior Scholarship

Although some of the earliest scholarship on Hellenistic gemstones has demonstrated an
engagement with the relationship between precious stones and literary sources, this relationship
has primarily been a unidirectional one, in which literary citations are used as evidence for the
use of precious stones. Furtwingler, in his Antike Gemmen, for example, showed an interest
in ancient sources on gemstones.* Plantzos, in his detailed study of Hellenistic engraved
gemstones, frequently cites literary references to Greco-Roman gemstones, yet does not
develop the relationship between the two media.?” Gutzwiller’s treatment of AP 9.752, as well
as Kuttner’s discussion of Posidippus’ Lithika are among the few recent articles which examine
closely ancient precious stones in conjunction with literary texts in order to show the influence of
ancient stones on literary texts.”® Roberts’ The Jeweled Style, which focuses on Latin literature of
the fourth and fifth centuries C.E., discusses literary text in conjunction with material culture and
is the only book-length treatment of gems and jewels as a literary metaphor in antiquity.?’

Scholarship on ekphrastic description of gemstones, with few exceptions, has revealed
the tendency of scholars to focus on the literary aspects of ekphraseis as a separate and privileged

mode that was distinct from their lapidary counterparts, which is perhaps due in part to the

26 Furtwéngler 1900.
27 Plantzos 1999.
28 Gutzwiller 1995; Kuttner 2005.

2 Roberts 1989.



dominant trends in scholarship on ekphrasis in which the role of the object described is often
subordinate to that of the viewer.*® Goldhill, for example, has treated ekphrastic descriptions

as a vehicle for the formation of the elite viewing subject and a locus for the development of
the discipline of art history.?! Critical studies by scholars such as Elsner have, in turn, looked at
ekphraseis in Greco-Roman literature in order to understand better ancient concepts of vision,
optics, and modes of seeing.*

Even in scholarship on ekphrastic epigrams of works of art, the role of the described
object is often uncertain, perhaps because our understanding and categorization of descriptions
of works of art is still under contention. As several scholars admit, even those who focus their
scholarship on such descriptions of art, this type of ekphrasis represents a narrow view of the
field based on a modern definition of the term.** Many have been quick to point out that the
term ekphrasis was not applied to many such descriptions and moreover that the genre was
not clearly defined. There exists a great deal of slippage between this type and those called
epideictic or dedicatory. In discussing ekphrasis of works of art, therefore, some scholars
have used literary ekphraseis as a model for reconstructing now lost works.* Yet still others,
pointing to the animated nature of many ekphraseis of works of art, cite the impossibility of the
object described. The dominant message, as seen in Zanker’s recent treatment of viewing and

Hellenistic art, is that literary and visual materials ought to be seen as independent entities.*”

30 Exceptions include Gutzwiller 1995 and Kuttner 2005.
31 Goldhill 1994, 2001, 2007.

32 Elsner 2007.

3 Gutzwiller 2002, Ménnlein-Robert 2007.

3 Murray 1890; Stansbury-O’Donnell 1989, 1990.

35 Zanker 2004.



Gems provide a useful means for approaching the relationship between verbal and visual
media, a discussion that has been of much interest to art historians and classicists alike for
over a century.’® As Squire has recently discussed, the text-image debate has tended to center
on issues of illustration or ekphrasis.’” The central question regarding illustration has been, of
course, did artists represent stories from literary texts or not? Early scholarship, for example,
has tended to emphasize similarities between text and image in order to argue that artists were
representing texts, while others have stressed differences in order to suggest that craftsmen were
exercising freedom of artistic expression.*® Recent scholarship, however, has considered the
debate not so much in terms of “illustration” as of textual authority.** Studies on ekphrasis have
tended to privilege literary texts, even more so, over their material counterparts. It is my goal
to reconsider the role of material objects in the relationship between text and image in order to
close the "gap between the seeable and the sayable for exploring [the] literary, social and cultural
manifestations.”*

In this dissertation, I focus on the issue of ekphrastic description, one that has garnered
particular interest in the last twenty years. In the field of classics alone, numerous valuable
studies have been put forth regarding ekphrasis and its various uses. One such approach has

been the role of ekphrasis in narrative as exemplified by Fowler’s seminal article discussion

of ekphrasis’ ability to transgress the boundaries of narrative and description in order to bring

3¢ For a brief summary of the history of the text-image debate see especially Squire 2009.
37 Squire 2009, 120.

% One of the earliest comparisons of text and image is Roberts 1881.

% Snodgrass 1998; Small 2003.

40 Squire 2009, 140.
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into focus elements from which we, the readers, ought to derive meaning.*! Two years earlier,
Bartsch’s Decoding the Ancient Novel showed how ekphrastic descriptions in the ancient
novel reveal that the plots were carefully planned and that ekphraseis provided the readers
with narrative clues for ‘decoding’ the novel, both proleptically and in hindsight.** Others,
such as Becker, have argued that descriptions provide clues not only for unraveling narrative
development, but also serve as a model for better understanding poetry itself and, like Bartsch,
a tool for guiding reader response.® In the last decade, a few scholars, such as Morales, have
focused on select aspects of ekphrasis, such as the importance of vision and the description

of aspects of the visual in Achilles Tatius’ Leucippe and Clitophon, particularly as it relates to
gender and subjectivity in the novel as well as the erotics of narrative.*

Outside of the field of narratology, scholars recently have tended to emphasize the role
of ekphrastic description and other such literary exercises in elite education and the manner in
which ekphrasis is perhaps closely related to rhetorical theory and practice. Several scholars,
in particular Goldhill and Webb, have stressed the need to consider ekphrasis in a wider and
more complex set of cultural ideas.* While advocating for a broader examination of ekphrasis,
Goldhill has repeatedly focused on Hellenistic epigrams as a means for discussing ancient

concepts of vision, reading, and the production of meaning.*® Webb, similarly, calls for a broader

4 Fowler 1991.

42 Bartsch 1989.

4 Becker 1995.

4 Morales 2004.

4 Goldhill 1994, 2001, 2007; Webb 2009.

4 See especially Goldhill 1994.
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treatment of the term ekphrasis, recalling that in antiquity it referred not only to the description
of a work of art, but could also be applied to the detailed treatment of a person, space, time,
etc., and that, at least in treatises of the Roman Empire and later, it was used in reference to a
specific style of emotional writing.*’ Elsner also points to the multiplicity of purpose and effect
of ekphraseis. Yet, whereas Webb repeatedly returns to a rhetorical model, Elsner postulates the
theory that there is no single genre or type for this sort of description but rather, that there are
several, having different types of literary force.*® According to Méannlein-Robert “Ekphrasis...
or ekphrastic epigrams take as their subject works of art, such as paintings, portraits, gems, and
statues which yet, as is often the case, fail to describe them in a detailed, objective, and analytical
fashion. So the concern here is not poetic imitations of art imbued with a stirring enargeia
(clarity), but rather the poetic identification of a work of art and the poetic mise en scene of an

important interpretative pronouncement on it.”*

1.4 Medium, Value and Meaning of Precious Stones

In order to understand better any discussion of Greco-Roman precious stones, it is
first necessary to have an idea about how gems were valued. Like Greco-Roman precious
and engraved stones, the gems contained in Posidippus’ Lithika (as well as those of the Greek
Anthology) were esteemed for a number of reasons, both material and ideological. The material
properties of gems, for example how they affect the senses, and the origins of their production
(often coming from “exotic” places), determine, in large part, the semantic value with which

poets like Posidippus endow them. As I hope to show through a brief examination of materials

47 Webb 2009; see also Zanker 2004.

4 Elsner 2002.

4 Minnlein-Robert 2007, 252.
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and production of gemstones, the shared qualities of the stones and ekphrastic poetry make gems
a unique and perhaps privileged subject within Hellenistic ekphrastic discourse.

As today, precious stones and carved gems were prized in antiquity for various aspects
such as their luminosity, color, size and origin. The most exceptional gems, according to Pliny
were “regarded as beyond all price, or at least at a higher price than any other of the world’s
goods.”° The primary factors for determining value were: beauty (which encompassed both
color and luster), rarity, size, craftsmanship, and fashion.’! Many of these characteristics are
shared as well by poems within the Lithika.

Out of the many qualities for which gems were valued and distinguished, color is listed
by Theophrastus as the first and primary characteristic.’? Gems in antiquity, unlike today, were
classified according to color rather than by mineral composition, so that gems that are in actuality
distinct in their make-up were seen as closely related.”® Some colors, however, were seen as
preferable to others. During the Hellenistic period there was a fondness for red stones such

as sards, rubies, and carnelians.’* Transparent stones were seen as more valuable than semi-

0 Pliny NH 37.1. Later in the same book (37.77), Pliny states: “of objects that lie upon the surface of the earth, it

is crystal that is most highly esteemed, of those derived from the interior, diamond, emerald, precious stones and
murrha are the things upon which the highest value is placed” (trans. Ball 1950). By Pliny’s day, at least, there
seems to have been some standardization of the price of gems; a diamond, for example, was seen to be significantly
more valuable than other less precious stones.

51 Ball 1950. Ball does not include craftsmanship as a criterion for which gems were valued, but Boardman 1975
does. See also see Petrain 2005; Plantzos, 1999. On the historical and sociological value of precious stones see:
Kuttner 2005. For the various categories of value, see several papers in Papadopoulos and Urton 2012.

52 Theophrastus de Lap. 6.

53 Pliny, for example, in book thirty-seven of the Natural Histories lists gemstones according color. He did seem,
however, to have had a rudimentary understanding of the beginnings of mineral classification (Ball 1950, 13).

3% Boardman 2001. Theophrastus (18) notes that certain red stones, such as the anthrax, were also high in value and
that even a small one costs forty pieces of gold (UIKPOV Y0P GPOSPO TETTAPAKOVTA XPUOLIV).
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transparent or opaque stones.>® Yet other stones, such as amethyst and emerald, were popular as
well. Some gems were of such beauty and rarity (especially emeralds, rubies, and sapphires) that
it was not seen fit by many to engrave them.*® Equally important to color was luster and clarity.
For both Pliny and Theophrastus, fine stones ought to be radiant and free of blemishes, clouds,

or inclusions. However, if the color of a gemstone was dull or flawed, a skilled craftsman could
embellish its color by a variety of methods: by faceting the stone, by engraving it, or by means of
a metallic foil placed in the back of the setting.”’

Posidippus places great emphasis on the color, clarity and luminosity of the stones
described in the Lithika. Although other sensory elements, such as touch, may be alluded to in
the Lithika, it is above all the sense of sight and properties of vision that are emphasized in the
poems, reminding the reader/viewer of the role of the visual in ekphrastic poetry. In the opening
lines of many of the poems, as exemplified by AB 3, the color of the stone and its radiant

properties are emphasized:*

avBpa€] avyalwv oF', ev ¢ dprafAnv o AiBoupyoc
eyAude]v, apmalel PAepuaTos Uypa dlon

XoAka v’ g1 TptEAIkTa punv: ou 8t Kai[V ayamedoo
eUdpw]v ev SaiTn, TOTVIa, T[OVSE] 8E[)O0U.

The shining [ruby], on which [the engraver carved] a bowl,
seizes the eye’s swimming glance, directing it

towards [the golden flowers] with their triple tendrils. And you, lady, [lover of
novelties], [kindly receive it] in the banquet.

55 Ball 1950, 70.

¢ Pliny NH 37.1, 16. Cf. Theophrastus de Lap. 8. Pliny states that the color of some varieties of smaragdi could be
improved by being washed in wine and oil (37.19), while the carbunculus might be steeped in vinegar.

57 Ball 1950, 42.

8 The numerical references to the poems will follow the edition of C. Austin and G. Bastianini, Posidippi Pellaei
Quae Supersunt Omnia (Milan, 2002), hereafter referred to as AB. All translations are mine, unless otherwise noted.
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Throughout the Lithika, it is the dazzling color of gems that most strikingly emerges. It is
additionally noteworthy that, even though there are multiple red stones (AB 3, 8), a wide
spectrum of colors and stones are described. We find paler shades such as grey (AB 4, 16) and
light colored shells (AB 11-12), stones streaked with white (AB 15), yellow (AB 7), blues (AB
5, 14), and perhaps even a rainbow colored gem (AB 6).% Not only is a full range of colors
described by Posidippus, but great emphasis is placed upon the stones’ luminescent qualities (AB
3...avyalwv, AB 4 avTticeAnvov, AB acTepoevTo, AB 6 nopudipov...cehac, AB 7
OAEYEL...oUNauTEL...dam, etc.) and lack of blemishes and occlusions (AB 8.7-8: 0 kol TEPOG,
gl TAaTuV Oykov/ £vdoBev USPNAN un SiaBel vepeAn; AB 15.6: kaTa TAaTeo: 80Uk av 1801C
TpoRoAouc).

Such an emphasis on color and luminosity in the Lithika is consistent not only with the
technical writers’ descriptions of stones as evidenced by Theophrastus and Pliny, but is also
commensurate with other Hellenistic poetic ekphraseis.®® In Apollonius’ Argonautica, both
people and objects are described in much the same way as are gems. For example, when Jason
picks up the golden fleece, its gleam glows so brightly that it casts radiance upon him as well
(4.163-173):

évBo 8’ O pEV XPUGEIOV arTO SpUOG AHVUTO KOG,
koupnc kekAopevne, 1) &’ ’éurrs&ov écm]\ﬁa
q)O(pUO(Km Eq/nxsv Bnpoc kapn, elcoke Bn MV
aUTOG EMV ETTL VI ‘ITO()\lVTpO‘ITO(O(CSeO(l Inocov
nvwyev: Aelmev 88 ToAuckiov aAcoc “Aproc.

w6 8¢ oeAnvaine Stxounvida mapbevoc aiyAnv
Uobev e€avexouoav UTwpodiou Bahapoto

% Gutzwiller (2003) has argued that Iris in AB 6 refers not to an image of a deity but to a multi-colored rock crystal.

% As Becker 1995 suggests, emphasis on color may, in fact, be a defining characteristic of ekphrasis.

15



AeTTaAEw EaVed UTTOIOXETO, EV 8 Ol iTOP
XOlpel SepkopEVNG karhov GEAGG 3¢ TOT” Inocov
ynBoouVOC HEY X KWOG EXIC GVOEIPETO XEQTLY,
kol ol el Eavbrol mopniot NON HETWTG
HopHopPUYT Anvewv GpAoyt gikelov 1lev Epguoc. !

Then, at the girl’s command, while she stood fast and kept rubbing the head of the
beast with the drug, until Jason himself told her to turn back toward their ship, and
she left the shade-filled grove of Ares. And as a young girl catches on her delicate
gown the beam of the full moon as it shines forth high above her upper room, and
her heart within her rejoices as she beholds the beautiful gleam, so joyfully then
did Jason lift up the great fleece in his hands, and upon his golden cheeks and
forehead there settled a red glow like a flame from the shimmering of the wool.®?
Color and properties of light appear to be crucial elements of Hellenistic ekphraseis of works of
art. In the case of the Lithika, it may be that the “visual evocation of the stone’s color (though
not its precise form) is crucial to the poem, but it is still subordinated to a point, an exploration
between nature and culture, life and art.”® In other words, the heightened emphasis on color may
help bring what is described before the reader’s eyes, which is, after all, the goal of ekphrasis, at
least according to Theon.** This focus on properties of vision, both color and luminosity, perhaps
helped to create a vivid impression without rendering an exact image.
In addition to the color of gems, their size, in part, determined their worth. Although
the monetary value of a stone would be determined by weight, the size of precious stones is

much more frequently commented upon by ancient technical writers. Unlike today, however,

gems that were larger were not necessarily esteemed more highly. Most ancient gems, in fact,

61 See also Apollonius Rhodius’ Argonautica 4.1143-48, 1.774-81. For a recent discussion see Zanker 2004, 62-63.
2 Trans. Race.
6 Livingstone and Nisbet 2010, 66. See also Zanker 2004, 55-66.

6 In Theon’s Progymnasmata ekphrasis is: Exppocic €0TI AOyoc TepiNymUOTIKOG EVOPYWE UTT OYIv Gywv TO
SnAouuevov. “a descriptive speech which vividly brings the subject shown before the eyes.” See Webb 2009.
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were generally quite small,® though some of the royal portraits in stone measured as much as

50 mm.® Exceptionally large stones, such as the remarkable sard from AB 8, whose engraving
alone is said to be the length of a span (appo 8 VT’ auTOV/ YAudev e omBouny urkeoc
EKTETOTON), seem to have been desirable as well, but only if the stone happened to be large and
unblemished.®” Similarly, in epigrams, as in the prologue to Callimachus’ Aetia, the preference
was for vividness, clarity, and overall effect as opposed to length. Nearly all of Posidippus’
epigrams in the Lithika, for example, are shorter than eight lines. In glyptic art as well as in
epigrammatic literature, particular delight was taken not so much in the size of precious stones
themselves as in objects in which the scale of the gem and the image depicted stood in contrast.®®
This can be seen, for example, on a first-century C.E. carnelian from the Hermitage in St.

Petersburg (Figure 1.1) depicting an entire landscape including boats, fishermen, and a seaside

Fig. 1.1

Carnelian depicting a landscape scene. First century C.E.

8 Pliny (NH 37.15) states that, in his day, the largest attested diamond was about the size of a hazelnut (perhaps a
five to ten carat stone).

% Plantzos 1999.

67 Ball 1950, 71. In some types of rocks value increased with size. Cf. also the wondrous stones at the closing of
the Lithika, for example AB 18, 19. Pliny mentions a few rare specimens of large stones, such as a topaz image of
Arsinoe II four cubits in height (VA 37.108).

% On the aesthetic of “contrastive scales” in Hellenistic thought see Porter 2011.
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villa on an object that is approximately 1.8 x 1.4 cm.

As both ancient technical writers and modern scholars have discussed, a stone’s value
was affected, in large part, by its origin. The implications of different gems’ provenance have
been well discussed in scholarship as marking the boundaries of Alexander’s conquests and the
Ptolemaic world.® Yet I suggest that the exotic nature of a number of the gems in the Lithika,
as indicated by specific mention of place names, further contributes to the sense of novelty that
pervades the poems. It may also be seen as an index of the influx of the new types of goods
that were available during the Hellenistic period and perhaps as a reflection of Hellenistic
luxury items. Just as today, stones that were considered to be rare had greater value.”” Both
Theophrastus and Pliny indicate that stones from particular regions, especially the east, were
of greater value than those more readily accessible: a1 8¢ 81 ek Trc 'EAaSoc euTtehéoTepat,
olov To avBpakiov To € Opxopevou The  Apkadioc “(but) those (stones) that come from
Greece are of less value, such as the anthrakion from Orchomenos in Arcadia.”’! Diamonds from
the east, pearls from India and Arabia, and emeralds from Cyprus and Ethiopia were especially
valuable and costly.”” Stones that were more difficult to acquire, such as the draconites, which
was harvested from a snake’s head or the inaccessible turquoise, which was shot down with

slings, were also highly prized.”

% See especially Bing 2009, 253-71; Fuqua 2007.

70 Petrain (2005) offers an insightful discussion of the rarity of stones, commented upon in Posidippus’ AB 16.

In this poem, Posidippus appears to acknowledge the discrepancy between a stone’s source and its beauty; for its
beauty, the rock crystal ought to be held in high esteem, but it is not because it comes from a common source. Cf.
AP 6.329.

"' Theophrastus de Lap. 33.
2 Ball 1950, 74; Theophrastus de Lap. 34.

3 Ball 1950,71.
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In Posidippus’ Lithika, the increased circulation of gems, brought about by Alexander
the Great’s eastern conquests, and the subsequent interest in novelty that they engendered,
provides a material context that emphasizes innovation in poetic craft as well as innovative ways
of conceptualizing it. The majority of the stones described in these poems held exotic, eastern
origins, yet as the poems imply some stones were simply more valuable than others (AB 8):

oUT’ auxNV EHOPNOE TO GAPSIOV OUTE YUVAIKWV
SakTulos, NeTnon &8’ els xPuUoENV GAUGIY

Aapeiov poptcav o kaho[c] AMBos —appa 8 U’ o ToV
YAudBev 1 omBomy UNKEOS EKTETOTON—

[d)]éyyog gvepBev aycv: ka[l] apuveTon avBplalkas lvSous
auyols EF, ouoO\ou q)coTo[s] s)\syxousvog

[Tpto]mibapov Tl‘EpluETpOV O Kol TEPQS, €l TTAGTUV BYKOV
[ EvSobelv uSpNAM] un S1aBet vedeAn.

No woman’s throat or finger ever wore
this carnelian, but it was suspended on a golden chain,
a lovely gem with Darius on it, and under him
his chariot is engraved, stretching out to the length of a span, shinning
as if lit from within. And with rays of uniform radiance
it defeats the rubies of India, when put to the test.
The circumference measures [three] spans. And it is quite a wonder that
no cloudy discoloration dulls the stone from within.

This carnelian, likely also of exotic origins, is shown to surpass even the fine rubies of India.”
Several other stones in the Lithika are indicated as novelties due to their unique origins, many

of which come from various regions of Alexander’s expanded empire. Poems 4, a grey stone
(4.5), and 5, lapis lazuli (5.2), both state that the gems given as gifts are Persian stones (TTeponc/

TTepoikos). The origin of the stone in AB 7, also a gift for a woman, is marked as Arabian (€

"Apacov). Place names are additionally listed in AB 11.1-2, which is again Persian, and 16,

™ According to Pliny (NVH 37.31) sards came from Sardis, Babylonia, Persia, and India.
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which is Arabian.”

The value of less exotic stones, however, could be manipulated or embellished by the
skilled craftsman. The nomenclature of semi-precious stones might be changed to resemble more
closely the names of precious stones. Rock crystal, for example, was often referred to as a form
of as adamas (or diamond) to heighten its worth.”® As Posidippus writes, a semi-precious stone,

or pearl artistically embellished, could have beauty and value of its own, AB 12:

éoT1 Ba]Aacaioc, E0Tl, kol o[ Tpakov, o]AN’ UTO TEXVNG
xpuoiTlaic opryxBeic kpiv[eTon nuiAi]oc

....... ]..8em.[.]..0[.].A[.......].e ouapaySou
...... JoTta koAAfooG €lc [.......]e KUToUG

odevSo]lvn ev Xpuceln kaT[evrpuo]oev odpa dpopoln
...Je MtV yAUuuo v[eov PAe]meTa.

[It comes] from the sea, yes, and it is a shell, but artistically

gilded with [gold] pieces it is judged to be a semi-precious stone
[coooon.ts ] of emerald

[...]joined to - [...] — from the hollow
he [set it] in a golden [bezel] to wear

[where a new] engraving [is visible].

Such shells (as in AB 11 as well), when embellished by craftsmen, would become prized luxury
objects, often used as containers for luxury goods such as perfumes and unguents.”
As Pliny discusses, although some criteria for evaluating gemstones remained fixed, such

as clarity and luminosity, other elements such as color varied according to what was fashionable

at the time.”® By the first century C.E. yellow stones, such as that mentioned in Posidippus AB 7,

5 The origin of AB 8 is not given, yet it is noted that it “defeats the rubies of India when put to the test.” The origin
of AB 12 is also given as the sea (Bahaooioc). Only in AB 16 does the stone’s origin appear not to contribute to its
value, due to the fact that the stone itself is commonplace.

6 Ball 1950, 247; Pliny NH 37.15.
77 Kuttner 2005, 151.

78 Theophrastus (44-45), for example, states that a Babylonian sent a opopaySoc (emerald) four cubits long and
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had essentially gone out of use in jewelry.”” Additionally, a stone’s value might be increased if it
was worn by an individual of note.* This aesthetic, and desire for novelty, is reflected not only
in the subject matter of the Lithika, but also in the vocabulary of a select number of poems. In
AB 3, which I have discussed above, the speaker of the poem offers a carved bowl to a female

recipient:

[XoAka]vb elc TpiEAkTa dunv: ou 8¢ kal[v ayaTadoo
[eUppaa]v ev SaiTn, TOTVIa, T[Ovde] 8E[x0U.]

towards [the golden flowers] with their triple tendrils. And you, lady, [lover of
novelties], [kindly receive it] in the banquet.
Much like Ta8’ épya in poem AB 62 from the Andriantopoiika, perhaps kova, if we are to
accept the editors’ supplementation, may be read not only as a reference to the gems as seen in
the Lithika, but also generically in terms of the poems, which are remarkable in themselves.
Emphasis on novelty as a desirable quality for a stone (and thus poem) is seen again in
AB 6, in which another female recipient is presented with an engraved gem:
T8t AMBoo Taotv S[okipw ueyaAuv]etot  Hpowc,
eAkel 8¢ ypamrtnv” lpv [uTo Kpoviou
TouTO TO papuaipov B[neuAAiov: eu] § emednbn
Nikovone o kuPoc xpuoe[ov eic kabe]uc,

kol ScopnToc UTMAB[E, XapIc Katv]r, KATO HOGTOV
kAlveoBot otnBecov mapBevou nJdu cENac.

Heros [delights] in this gem [admired] by all;
it has on it a representation of Iris engraved [by Cronius]

three wide to an Egyptian king.
" Pliny NH 37.19.

80 Pliny NH 37.85. This was the case of Scipio Africanus who increased the popularity of sardonyx. The term sarda
includes both carnelian (clear, red chalcedony) and sard (reddish brown, brown and yellow chalcedony). Sardonyx is
strictly a banded chalcedony containing at least one layer of carnelian. (Eicholz 1962, 232).
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this sparkling little [beryl]. The cubic stone was [beautifully] set
into Nikonoe’s golden [necklace],

and came as a gift, [a new delight] to lie on the maiden’s
breast as a pleasant brightness.

Here, the engraved gem is called a new delight (ydp1g xov]n), a novelty in the form of an
offering as an erotic gift given to Nikonoe.®! Charis here can be seen as a simultaneous reference
to the beauty and appearance of the recipient as well as the visible grace of the engraved gem.
The uniqueness of the engraved stone is also reflected in the innovative poem, which integrates
ekphrastic as well as dedicatory traditions, and is novel as well in subject matter. Further, the
term might be used to describe the nature of the poetry describing the gem. In Dionysus of
Halicarnassus’ Isoc. 3 we see an association between charis and leptotes,™ the latter being a term
often used in connection with Hellensitic poetics meaning a delicateness or fineness of style. As
subject matter, precious stones inspire a new type of poetic treatment and aesthetic. The fact that
gems are novelties (that is, rare and stimulating to the senses in new ways) therefore could be

understood as stimulating the poetic fixation on novelty.

1.5 Scope and Plan of the Study

In the first half of my dissertation, I examine the relationship between ekphrastic
epigrams and Greco-Roman gemstones by focusing on the production and materials of
gemstones. In chapter two, I argue that a close link exists between the poems and the objects

described, which will help to elucidate our understanding of the poems. As Becker (1995) has

81 Here I follow AB in their use of y&pig kotv]# as opposed to Austin’s suggestion of dYic TepTn.

82 In a passage by Dionysus of Halicarnassus, the author uses the terms /eptotes and charis to describe the orator
Lysias’ style in relation the sculpture of Callimachus and Calamis: Tnv Téxvnv 8¢ Auciou 0 Kohauidoc kai
KoAAtpaxou The AemTOTnTOC EVeKa kol THG XapiToe [one might liken] the art of Lysias to that of Calamis and
Callimachus for its lightness and grace.
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posited, ekphrasis serves as a metaphor for writing poetry. As such, the objects described within
ekphrastic literature must be read as significant, not only in terms of their visual and aesthetic
elements but may also be mined as a source of information regarding poetic construction
and authorial self-positioning. I show how both the language and imagery of gemstones
and particularly gem-working is drawn upon at length, as demonstrated by an emphasis on
craftsmanship and the labor of production (both artistic and literary). The link between writing
and engraving, already implicit in the Greek verb ypodc, which meant both to write and to
engrave, becomes further evident through the repeated terms for “making” and “toil”, applied
to both crafts. In addition to a lexical connection between writing and gem carving, poets show
specific concern with the techniques involved in gem carving and even with the engravers who
inscribed the stones. The minute attention to detail displayed by the glyptic artist becomes
simultaneously a source of delight and wonder as well as a metapoetic device for the exacting
art of ekphrastic poetry. Furthermore, the frequent mention by ekphrastic poets of the names
of glyptic artists (some of whom were actual artists attested in technical manuals) appears to
imitate artists’ signatures on engraved gems and seal stones. I argue that the inclusion of the
names of craftsmen may have served to authenticate the objects described and also to create
a parallel with actual engraved gemstones, which were frequently inscribed with the artisan’s
name. Through the use of such descriptive strategies, I explore how poets drew attention to the
materiality of their poems and cast themselves in the role of visual artists not only by means of
vivid description but also with reference to known artists and their works.

I will discuss, in chapter three, the manner in which later Greek authors, much like
glyptic artists, drew upon technological and intellectual knowledge of precious stones, their

properties, and symbolic values in order to explore issues of adaptation, and authority in the
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literary discourse on precious stones. Much like works of art in relation to texts, precious stones
and their descriptions, as well as engraved gems and their impressions, provide a meaningful
corpus with which to discuss issues of replication, imitation, and adaptation. But, like an
impression from a seal, the likeness drawn from the original is not an exact duplicate. I will
argue that the literary text may consciously seek to imitate a work of art, but does not directly
replicate it. A discussion of gems and their copies (whether plaster or literary) may be read as a
potentially limitless replaying of the artistic process and of the artist himself, who, unlike other
artisans, did not need to be trained in the glyptic arts to make an impression from an original.
In addition to being replicated in wax, impression seals and other precious stones could also

be copied in less expensive media, such as glass or paste, causing anxiety in antiquity, as now,
concerning fakes and forgeries.

As I argue in chapter four, gems and precious stones were highly valued in antiquity
not only for their aesthetic and decorative uses, but also for a variety of magical and mystical
purposes. Stones and amulets were among the most pervasive forms of magic in antiquity, and
as such, an examination of this function may help to shed light on different aspects of the use
of precious stones. Following a brief discussion of magical gems and amulets in Greco-Roman
antiquity, I show how the literary descriptions of magical stones may be seen as a reflection of
human agency. Additionally, I discuss the manner in which ekphrastic descriptions of magical
stones are noteworthy, not only for their representations of magical stones themselves, but also
for the way in which they imitate magical practices through the careful combination of the
written with the visual.

In chapter five I analyze the ways in which Greek authors utilized precious stones as

a means for treating issues such as gender, identity, and character by means of descriptions
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of the gems’ materials, origins, and properties. Many of the poetic and prose descriptions of
gemstones linger over details that are not only aesthetically pleasing but are also instructive
in the depiction of character and ethics. In these instances, visual impact becomes not an end
goal for ekphrasis, but rather a means for better rendering identity. The examination of portraits
carved on gemstones helps to posit a connection between an ekphrastic character sketch and the
representation of types on inscribed gemstones.

The significance of the proposed study is twofold. First, it will provide new insight
into the relationship between ancient gemstones in visual and literary media by systematically
analyzing Greco-Roman precious stones and their treatment in ancient mineralogical treatises
alongside descriptions of stones from literary texts in order to understand the ancient use of
engraved gems and precious stones, their powers, and symbolic value. Second, it will bring
to light an understudied aspect of the appropriation of the discourse on precious stones by
Hellenistic epigrammatists, which was then drawn upon by later Greek prose authors. In this
way, | will trace the nexus of imagery surrounding certain aspects of the production and use of
gems in the Hellenistic period, incomplete through the study of material culture alone. In so

doing, I will outline a cultural biography of Greco-Roman precious stones.
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Chapter 2

Artistic Strategies in Posidippus’ Lithika
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It has been commonly acknowledged that Posidippus of Pella’s Lithika utilizes gems to
explore a variety of concerns of the Hellenistic world. By means of vivid description, the poems
offer the reader a dazzling glimpse of a multitude of decorative objects from the farthest reaches
of the Ptolemaic Empire. In their subject matter, style, and textual arrangement, the Lithika
provides a hitherto unparalleled collection of poems describing precious and semi-precious
stones.! Widely circulated objects, depicting subjects that ranged from the figural to the symbolic,
these stones served as more than personal ornamentation, frequently functioning as political
propaganda.? The richness of the poems, and the multivalency of precious stones as objects of
tremendous value and semiotic weight, lend to the objects described multiple interpretations.
Although several critics have viewed Posidippus’ use of precious stones as symbols of the poet’s
Ptolemaic association,’ I argue that the poems may also be read as commentary on his literary
concerns. This chapter will illustrate and analyze the importance of Posidippus’ self-reflexive
strategies within the Lithika.*

The poems, as ekphrastic descriptions, provide clues which help us to understand them.
In many cases we see that the literary form of the texts, which are short, well-wrought poems,
mirrors their content. For, as Becker has posited, ekphrasis serves as a metaphor for writing

poetry.’ As such, the objects described within ekphrastic literature must be read as significant, not

! There is only one other poem (A.P. 9.752) describing a gem that may date to the third century B.C.E., which is
attributed to Asclepiades or Antipater of Thessalonica. The discovery of the Lithika has permitted us to reconsider
the dating of such books on stones. Boardman (1970, 373), writing nearly forty years ago stated: “books about
gemstones probably only became popular with the new Roman patronage in the first century B.C.E.”

2 On the circulation of gems in the Hellenistic period see Plantzos 1999; Kuttner 2005.
* Bing 2005, Kuttner 2005, Fuqua 2007.
4 The title of the opening section of the papyrus is a conjecture as only the first three letters are extant.

> Becker 1995, 6 ff 6.

27



only in terms of their visual and aesthetic elements but also as a source of information regarding
poetic construction and authorial self-positioning. I will explore how the epigrams play upon
both the language and imagery of gemstones and gem-working at length. By utilizing elements
of both inscribed and literary epigrammatic traditions, Posidippus emphasizes the materiality of
his works and casts himself in the role of visual artist. Further, he manipulates the boundaries
of the genre of epigram through his use of ekphrasis. In the Lithika, Posidippus also plays with
the distinction between literary description and the images it evokes through vivid descriptive
strategies which linger over details of material, technique, and artistry.

This chapter comprises three parts. In the first section, I will outline the connections
between ekphrastic literature and the genre of epigram and sketch out the ways in which
Posidippus manipulates the unique qualities of the media with which he engages. I focus
on Posidippus’ poems on works of art outside of the Lithika that have been described as
“programmatic” in order to frame my reading of the Lithika. In the second section I will discuss
the manner in which the content of Posidippus’ poems on stones, and in particular AB 15, serve
as a reflection of his poetic program. Finally, in the third section, I will analyze the manner in
which Posidippus makes particular reference to artists and craftsmen in order to locate himself

within the sphere of Alexandrian artistic production.

2.1 Faceting a Connection Between Ekphrasis and Epigram

Posidippus’ poems on stones represent a convergence of multiple unique and distinctive
artistic traditions through which the poet is able to engage playfully with issues of genre and

ekphrastic description. Although epigrams inscribed on stones can be said to date to the late

¢ The trope of the poet as visual artist is, by no means, new; typically, however, epigrammatists praise older artists.
On this trope see: Méannlein-Robert 2007, 153; Goldhill 1994; 197-223; Zanker 2004, 72-102; Sens 2005, 209-16.
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Geometric period it is not until the late fourth century B.C.E. that a distinctly literary form

of epigram fully emerges.” This development, however, was by no means linear, and as some
scholars have argued, may have evolved from two distinct epigraphic traditions, on the one
hand, graffiti on objects such as cups and vases and, on the other, engraved texts on monuments,
usually of a dedicatory or epitaphic nature.® The link between writing and engraving, which |
will develop further in this chapter, is implicit already in the Greek verb ypadeiv, which meant,
of course, both to write and to engrave and was used in reference to writing, painting, and
actual engraving. Numerous poets of the Hellenistic period, but especially writers of ekphrastic
epigram, were well aware of the dual significance of both ypadw and ypappa and happily
exploited these multiple meanings in their works. In a poem by Erinna (4.P. 6.352), likely one
of the earliest examples of ekphrastic epigram, the artist’s representation, To ypOUUOTO are
praised as the work of delicate hands:®

e€ aAGV Xelpcdv Tade ypoupaTo: AcdoTe TTpouabey,
EVTI Kol avBpcaTol Tiv ool copiav.

TaUTOV YOUV ETUMWG Tav TTapBevov 0oTIC Eypoey,
ol koudow moTebnk’, Ne k* AyoaBopxic oho.

This picture is the work of delicate hands; my good Prometheus,
there are even humans whose skill is equal to yours.

At least, if whoever painted this girl so truly
had added speech, Agatharchis would be complete.

The ambiguous forms of Ta ypauuoTa, as well as the verb ypaev, could be used in reference
either to work of the artist or the poet. Further, the use of T8¢ in conjunction with ypoppoTo

in the opening line imitates the convention of many epigrams that attempt to capture the attention

7 Livingstone and Nisbet 2010, 22; Bing and Bruss 2007b, 5; Fantuzzi and Hunter 2004, 283.
8 Fantuzzi and Hunter 2004, 283.

? Goldhill 2007, 11.
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of the passerby/reader.” Writing and image making become linked further through the direct
address to Prometheus, who, of course, was associated with the invention of human beings and
the creation of writing." Given the fact that many works of art of the period were accompanied
by an inscription, we also link writing and painting, by imagining the epigram inscribed below
or adjacent to the image. Ekphrastic epigrams, therefore, like that above, may be seen as
containing elements of both epigraphic traditions; they are figuratively poems on objects yet
they frequently imitate inscriptional epigrams.™

Within this framework, the poet is also able to comment upon the object described and
by extension his or her own work. In the above poem, for example, by praising the delicate
hands which rendered the object, the poet praises the artist and by transference the production
of her own hands as well. As such, art and poetry are shown to be analogous processes.'* The
cleverness and skill (codiav) of the artist is highlighted, serving as a self-reflexive commentary
on the poet’s craft, which is reinforced further by the emphasis on accuracy (¢ TUpcC) and life-
likeness; the image is so veristic that it need only have a voice to be truly alive. Like many other
ekphrastic descriptions in this study, the painting is described only vaguely—mno real details are
given. Rather, we are presented with the narrator’s evaluation and learned interpretation
of the object.

I argue that by turning his trained eye to gems, Posidippus similarly adopts the persona

and voice of the interpreter, not only by means of vivid description, but also with reference to

10 Murray and Rowland 2007, 223-26.
"' Murray and Rowland 2007, 223-26.
12 Ménnlein-Robert 2007. Many ekphrastic epigrams, however, contain characteristics of epideictic epigrams as well.

13 Cf. Murray and Rowland 2007, 223-26.
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known artists and their works.'* The expertise of the poetic persona within the Lithika has also
been noted by other critics. Smith, for example, has argued that the language and treatment of
particular stones within the Lithika suggest a knowledge and familiarity with technical manuals
on stones." Kuttner suggestively argues that we ought to consider Posidippus as a collector
of curiosities.'* What these arguments as well as my own have in common is the emphasis on
the role of the individual whom Goldhill calls the “professional viewer.”"” I maintain however,
that, in their instructive interpretations, Smith and Kuttner have neglected to consider fully the
numerous specific references to craft, materials, and artistic production in the Lithika.

Before turning to the Lithika, however, we must first study Posidippus’ Andriantopoiika
(or poems on sculptures) to which greater scholarly attention has been given regarding the
relationship between visual, literary and authorial strategies in order to establish general
characteristics of ekphrastic and epigrammatic literature. Through a brief discussion of these
works, we may see the poet’s ekphrastic tendencies and engagement with the visual arts. In AB
63 Posidippus locates himself within the world of Hellenistic artistic production by uniting artistic

and literary output in a poem that offers praise for a sculpted image of the poet Philitas of Cos:

14 The poet as artist is by no means unprecedented, and may be seen as early as Odyssey 17.382-5.
'S Smith 2004.

16 Kuttner 2005. Kuttner’s interpretation of Posidippus as collector, while intriguing, appears to be based on the
reading and retrojection of Roman material into the early Hellenistic period. While it is true that elite displays

or dactyliothecae (ring display spaces) existed in antiquity, there is little secure evidence for such collections

before the first century B.C.E. Pliny states that Sulla’s stepson, Marcus Aurelius Scaurus, was the first Roman to
have a cabinet of gems (Pliny NH 37.5). According to Stewart (2007, 180) however, the first securely dated art
collector was Aratos of Sikyon (271-213 B.C.E.) who was known as a collector of paintings (Plut. Aratos 12-13).
The earliest documentation of sculpture collecting is a letter by Plato to Dionysos II of Syracuse (Plato Epistle
13.361A) recounting purchase of two Apollos by Leochares. Stewart concedes that: “Ptolemy I, II, Pyrros and other
Hellenistic rulers may have anticipated him,” yet there is no secure evidence for this. See also Platt 2006, 253 n. 17.

7 Goldhill 2007, 2.
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Tovde P1Aitan x[oA]kov [1]oov kaTa mavd’ Ex[a]Tolos
[a]k[p]iBns dkpous [EmA]acev els Ovuxas,
[kol pelyeBel ka1 oa]pkl Tov avBpwomioTi Sicdas
[ yvaouolv’, ad’ npwwv 8 oudev euelf’ 18ens,
oMo TOV akpopeptuvov OA[n k]aTepaEaTo TeXV
[mpleoPuv, aAnbeins opbov [Excwv] kavovar:
[audno]ovTt & Eolkev, 00w TolkiAAeTa TiBet,
[Euux]os, KalTep XAAKEOS ECOV O YEPGIV®
[ex TTTohe]uariou 8” St Beou 6 apa kal PactAnos
[ &ykerT]on Mouctcv elveka Kadtos avnp.
Hecataeus accurately sculpted this bronze, similar to Philitas
in every way, with precision,
following a human standard in height and body
and without blending anything from the image of heroes,
but he portrayed the old perfectionist with all his skill
by holding fast to the canon of truth.
He seems about to speak, embellished with such character,
[alive], although the old man is made of bronze.

And here [by order of Ptole]Jmy, god and king at the same time,
for the sake of the Muses the man from Cos [has been set up].

Through his praise of the sculpture’s realism and liveliness, so lifelike in fact that it seems to
be at the point of speech (audNcJovT! & Eolkev... EuPux]os, KalTEP XAAKEOS ECIV O YEPCIV)
the poet’s image is rendered, not according to a heroic model, but realistically. By the explicit
mention of embellishment (ToikiAAeTat), and emphasis on precision both on the part of the
artist (aJk[p]tPns) and the poet (akpouepiuvov), Posidippus outlines some of the defining
qualities of ekphrastic poetry, such as precision and attention to detail, while also recalling one
of the characteristics for which his poetic forerunner was known. Posidippus imitates and praises
his artistic predecessors while he also creatively displaces the original by means of innovative
embellishment. We are presented not with an exact description of the original, but rather
Posidippus’ interpretive manipulation of it.

Another poem from the Andriantopoiika, AB 62, echoes some of the same sentiments as

AB 63, yet is worth considering briefly. Out of the collection of poems on sculptures, AB 62,
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may be especially important for considering Posidippus’ presentation of the relationship between
art and poetry: “perhaps more than any other section of the papyrus, the epigrams grouped under
the generic label Andriantopoiika invite a programmatic reading, since the opening of the first
poem (AB 62) is explicitly cast as a set of instructions for artists.”* The poem’s instructions to
artists are indeed significant, but I would add further that the crucial aspect of the poem is not
just its emphasis on elegant refinement but its recognition of the importance of innovation:

mp[n]oaacbe Tad’ Epya, ToAuxpovious S& koAooowV,
o {[w]omAaoTal, v [al,] TapabeiTe vOOUs

el ye UEV apxoiot [..] .o xépes, I Ayehoidns
o mpo TToAukAeiTo[u Ta]yxu ToAXIOTEXVS,

1 ot TA1dumiSout okAnp[ol Tu]mol eis mESov HABov,
Aucitrmrou veap’ v oud[e]uia Tpodaols

SeUpo TapekTEIVal Bacavou xaptv: eifTa] 8 gav xpn
Kol T BAOS KXIVOTEXVEGWY TEPOS V.

Imitate these works, O creators of living shapes,
and, yes, run past old fashioned rules for statues.
If the ancient works of (?) or Hagelaides
the craftsman of the very old style before Polyclitus
or the severe sculptures of Didymides (?) had come into the field,
there would be no reason to exhibit here the novelties of Lysippus
as our touchstone. Then if it were necessary
and a contest of craftsmen of the new style took place, he would be best.

If read as a programmatic poem, the work can be taken as an injunction to put aside the tenents
of former artistic production, as seen in the opening lines, urging the listener to go beyond

the style of the archaic ancients.” In this way, the display of novelty or new things (veapo),

as mentioned by the speaker, takes on particular importance. This is further supported by the

weight placed upon the contest of new artists (katvoTexvecov). Although the poem appears to

18 Sens 2005, 207. See also Stewart 2005.

19 On the use of pip[n]oacte and Aristotelian theories of aesthetics in AB 62, see Williams 2005.
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be discussing a new set of Hellenistic visual aesthetics, the mention of these works (Tad’ pyc)
in the opening lines most certainly can be read not only as a reference to plastic arts, but also to
literary production.?

So far we have seen how the Andriantopoiika underscores the poet’s attention to aspects
of precision, detail, and novelty in ekphrastic epigrams. In poem AB 67 we see an explicit link
between the aesthetics and poetics of the Andriantopoiika and the Lithika through Posidippus’
reference to the well-known sculptor and miniaturist Theodorus:

+14 ]...[avTuyos £yyuBev abpel
NG OeoSwPEING XEIPOC OCOC KOUOTOG
yop Cuyodeopo Kol VI Kol TPOXOV I TGV
aova 6’ [NVIo]xou T> OUUO Kol GKPO XEPLIV
oel €0 [puUpoV Tpixo unkleos, oAN’ el TeISE

eCopgv[ny av lonv apuaTi] pulav 18o1c.

...of the chariot, observe up close
how great is the labor of Theodorus’ hand.
For you will see the yoke-band and the reins and the bridle ring
and the axle, as well as the [driver’s] eye and the tips of his fingers.
And you will see full well [the pole, as thin as hair], and sitting on it
you might see a fly [the size of a chariot].

Here Posidippus praises the miniaturist qualities of Theodorus’ handiwork while describing the
artist’s self-portrait and thus, indirectly, the ekphrastic poet’s craft.’ Theodorus, was a well-
known sculptor, like Lysippus, and also an engraver; he was active during the Archaic period and
his works ranged from the monumental to small-scale objects.?? It is for the latter that he appears

to have been praised in later antiquity. Pliny, for example, marvels when recounting his self-

% Sens 2005, 209.

2l This self-portrait at the Samian Heraion in which Theodorus held a miniature quadriga and a file is mentioned by
Pliny (NH 34). The portrait was gone by Pausanias’ time (10.38.6-7). See further Kuttner 2005, 156 n. 58.

22 Herodotus 1.51, 3.40-43; Pliny NH 37.1.
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portrait for its minute workmanship (magna subtilitate), portions of which were removed from
their original context and taken to Palestrina as a marvel of smallness (parvitatis miraculum).”
The image created by the poem emerges as a wonder of craftsmanship, precision, miniaturism,
and perhaps, following Porter’s persuasive suggestion, contrastive scales.? In addition to the
visual elements that might be indicative of a particular style or aesthetic, Posidippus’ use of an
adjectival form, “Theodorean” rather than the genitive “of Theodorus” is noteworthy, also, as

a comment on a particular “Theodorean” style rather than a specific evaluation of the artist’s
work.” The repetition of this same adjectival form in six of the Tabulae Iliacae suggests that
Theodorean style seems to have been recognized as a style which later artists strove to attain.> In
light of this fact, it is perhaps unremarkable that Theodorus is the only artist to whom Posidippus
alludes in both the Andriantopoiika and the Lithika. According to Herodotus, not only was
Theodorus a sculptor, but also the earliest gem engraver and the craftsman who made Polycrates’
most prized possession, his ring.”” In the lamentably fragmentary AB 9, Posidippus turns again to

the work of Theodorus:

2 Pliny NH 34.83.
24 Porter 2011.
2 Porter 2011, 292-3, 300 n. 60, 303 n. 96.

26 The Tabulae Iliacae are twenty-two small-scale marble tablets dating from the late first century B.C.E. to the early
first century C.E. primarily depicting scenes from Homer and the epic cycle. In several of the tablets, Theodorean
artistry is noted, for example as in 2NY: [TAt]ag "‘Ounipov @codmpnog 1 {1} téyvn and 5O: [domic] “Axiiierog
Ozodmpnog N t[€xvn]. On the Tabulae Iliacae see especially Petrain’s unpublished dissertation: Petrain 2006; also
Squire 2010; Squire 2012; Horsfall 1979; Horsfall 1990; Sadurska 1964; Valenzuela-Montenegro 2004; Porter 2011,
300 n. 60.

27 Herodotus 3.41: fjv ol adpparylc TNV ehopee XpuoodeToc, ouapaySou pev Aibou éoloa, épyov 8t fv Oeode
pou Tou TnhekAéoc Zapiou. See also Ball 1950, 41; Kuttner 2005.
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nipnolw odpny[18a], TToAUkpaTes, avdpoc coldou
Tou do]puil[ovToc oolc] Tapa Tooo]t Aupnv

dwToc ulev kp[aTEEl Xpuloauy[éoc: Eo]xe Ot on XElp
Tovd]e kp[uaTaANov, KAe]IV[OTATO]V KTEQVOV.

[You chose] as seal, Polycrates, the lyre of the man
who used to sing at [your feet].

[It has a light with gold] rays; and yours was the hand that held
[this gemstone, a most famous] possession.

Here the poet directly addresses Polycrates, mentioning not the well-known artist of Polycrates’
famous gem, but the bard who used to sing for the king.?® In addition to the reference to the
Theodorean aesthetic which may have served as a model for Posidippus, and certainly pervades
the poems, the address to Polycrates in AB 9 may also serve to create a connection between
literary and artistic production on multiple levels. Polycrates not only had at least one valuable
gem in his possession, but he was also one of the first individuals to possess a book collection,
a fact that presents a noteworthy parallel to the Ptolemies as collectors of books.” Yet, it was
Polycrates’ ring that was his most prized possession. Furthermore, Posidippus use of the bard’s
lyre as the device upon Polycrates’ seal creates an unmistakable connection between glyptic art
and poetry, a relationship that is not so tenuous as it might first seem, for, as Krevans states of
the poems in the Lithika: “most of the gemstones are incised, an activity which is the pictorial

equivalent of inscription.”

Aside from similar technologies used for engraving, particularly for epigrams on stones,

2 As Bing (2005, 121) notes, this bard may well be Anacreon, who was said by Herodotus (3.41) to perform in
Polycrates’ dining hall.

2 Tt is perhaps unusual that the Ptolemies might be compared to Polycrates, though, perhaps this (somewhat
unfavorable) comparison was meant as a warning to the Ptolemies.

3% Krevans 2005, 143. Cf Kuttner (2005, 155) who argues that the ring was, as were most emeralds in antiquity,
likely blank, yet still served as a “badge in its own right.” Gutzwiller (2005¢, 314) similarly notes the seeming
impossibility of the image, particularly within the confines of small-scale engraving.
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as well as an inherent concern with issues of marking and permanence, epigrammatic stones and
engraved gemstones might be seen as two parallel strands of a lithic tradition. Although epigrams
inscribed on stones can be dated to the Late Geometric period, it is not until the late fourth
century B.C.E. that a distinctly literary form of epigram, emancipated from its lithic progenitor,
fully emerges.’' At this same time, the art of gem carving undergoes a period of significant
revival. It was only after the eastward expansion of Alexander the Great and an influx of new
materials, however, that a select number of Greek writers truly began to take an interest in
gemstones and minerals in both prose works and poetry. Since the (re)emergence of gem cutting
techniques in the late Archaic period, inscriptions have frequently figured on gems. From this
period onward, we find a number of examples of gems with inscriptions on them, ranging from
artists’ signatures and the owner’s name, to brief messages, such as an invitation to the wearer or
reader to “remember me” (Figure 2.1). In a few instances, representations of the act of writing

are present on gems, as seen, for example, in the image of a woman sitting on a rock writing on a

Fig. 2.1 Fig. 2.2

Onyx bearing the Greek inscription Woman seated on a rock while
“remember.” Third century C.E. writing. Classical.

tablet, from the Classical period (Figure 2.2). A few examples date to the Hellenistic period as

well, as found in an image of Mnemosyne, or Memory, writing (Figure 2.3) and a first century

3! Livingstone and Nisbet 2010, 22; Bing and Bruss 2007a; Fantuzzi and Hunter 2004, 283.
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B.C.E sard depicting the Spartan hero Othyrades writing VICI—*I conquered” —on his shield in

blood (Figure 2.4).

Fig. 2.3 Fig. 2.4

Mnemosyne writing on a tablet. Sard depicting Othryades writing
Hellenistic. “VICI” on his shield. 1st century B.C.E.

Around the same time that Hellenistic glyptic arts began to flourish, a handful of
epigrammatists started to engage with the themes of the production of gemstones and their
materials in response to an increasingly available category of luxury goods.* Posidippus’ poems
“on stones” move beyond playful references, however, to present thorough engagement with the
innate and symbolic value of stones.

As critics have discussed, it is clear that Posidippus was familiar with epigrammatic
conventions,” chief among them the first-person voice of the object, frequently found in both

earlier inscribed epigrams and later ekphrastic poems, as in 4.P. 9.752:

32 As Porter (2011) and Krevans (2005) have discussed, even though scientific texts on precious stones existed,
these poems on gems, and in particular Posidippus’ Lithika, are an anomaly. Posidippus’ treatment of the topics is
especially unusual, as he discusses topics that would typically go under the heading of epideictic or amatory and
shifts the emphasis from ‘girl to jewel” while creating unparalleled section headings (Krevans 2005, 84).

3 Bing 2009, 185-186, 189.
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gl Mefn, o yAUuua codne xepoc, v 8’ auebuoTte
yéyAuppat Texvne 8 i Aifoc aAhoTpin.

aAa KAeomatpne 1epov kTeap, EV yap avacons
xetpt Beov vndetv kol ueBuoucav el

I am Drunkenness, the engraving of a skilled hand, but I’ve been
engraved in amethyst. The stone is in opposition to its emblem.

Yet the holy object belongs to Cleopatra, for on the queen’s hand,
even a drunken goddess should be sober.*

Here, the poet, likely Asclepiades of Samos, writes about an engraved gem, described in the
first-person voice from the perspective of the figure of Methe, or drunkenness. The image stands
in contrast to the amethyst on which it has been engraved since, in antiquity, amethyst was
believed to have been a remedy for intoxication. I will say more about the content of the poem in
a later chapter, but what I would like to highlight here is the poet’s use of first person narration
which imitates the conventions of epigrams inscribed on stone, especially dedicatory poems.
Frequently, epigrammatic poems, both literary but especially inscribed, were written in the first
person voice. As Svenbro and others have argued, epigrams or inscriptions written in the first
person lend themselves to reading and thus performance by the passerby. The object and the
individual for whom the inscription or epigram is carved do not have a voice, therefore the reader
of the inscription gives his voice to the object.’ First person narration was by no means the only
way of enacting this dramatization; in engraved epigrams as well as their literary counterparts,
we find also that the dialogue form, as seen in Posidippus’ kairos epigram (AB 142=19 GP=4PI

275), was an alternative venue for this interpretative performance. In Posidippus’ Lithika,

3% This poem, attributed to Asclepiades or Antipater of Thessalonica, is the only other poetic description of a gem
that might be contemporaneous with Posidippus’ Lithika. See Gutzwiller 1995; Petrain 2005; Sens 2011, 300-308.
For poems from the Palatine Anthology, I use Paton 1939 and Beckby 1965.

35 Svenbro 1993; Livingstone and Nisbet 2010, 24-27.
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however, this first person convention is lost. The performative aspect and interpretive lens that
was formerly ventriloquized by an object or inscription (described in the first person), whether
real or fictitious, is shifted to Posidippus’ third person narration and description. In his poems,
therefore, Posidippus uses ekphrasis to assert himself within a material context (one that is
characterized, as critics have shown, by vast socio-political transformation) by emphasizing his
role as sculptor or, as I argue, engraver.

Furthermore, if we are to accept Bing’s suggestive argument that Posidippus was
a writer of epigrammatic poetry (epigrammatopoios), both on the page and on stone, this
interplay between media and Posidippus’ engagement with this relationship in the poems
takes on heightened significance.** Bing, following Weinreich, argues that the use of the term
epigrammatopoios (TToo[c]e181 T T EMypappaToToled TTeAAaic), in association
with Posidippus in a proxeny decree from Thermon dating to 263/2 B.C.E. [/G IX I*i], implies
that “he was being honored specifically in his capacity as epigrammatopoios, that is, as a
poet of epigrams to be inscribed on monuments.”’ If this is the case, then Posidippus was a
poet, who “worked in two different tracks, that is in two different media, though in a single
genre—the first such poet that we know of with certainty.”* He was by no means the only
epigrammatist whose works appeared in stone; Plutarch’s Moralia makes mention of an epigram
by Posidippus’ contemporary, Asclepiades, which had been included on a base for a sculpture

by Lysippus.* However, as Bing argues, at this time in the early third century B.C.E., the term

3¢ Bing 2009, 180-83; Bing and Bruss 2007b, 14-15.

37 Bing and Bruss 2007b, 15. Posidippus was mentioned in another proxeny decree at Delphi dating to ca. 276/5 or
273/2 along with Asclepiades of Samos, however no title such as epigrammatopoios was used in this instance. On
the Delphi decree see: Bing and Bruss 2007a, 6 n. 24, 139; Bing 2005, 139.

3% Bing 2009, 183.

3 Plutarch Moralia 331a, 335 b.
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epigrammatopoios, would have been used specifically in reference to an engraver of stone
rather than generically for a writer of epigrams. According to several critics, the designation

of epigramma had specific inscriptional connotations.® That Posidippus was honored in

this capacity may be all the more remarkable since poets of inscribed epigram were usually
anonymous.* It is certainly possible that Posidippus did not actually engrave epigrams on stone,
but like Asclepiades, wrote epigrams both to be inscribed in stone and those entirely confined
to the page.

If Posidippus was indeed, as Bing argues, a poet of the marble and the scroll,* then
Lithika might hold particular significance within the poet’s oeuvre and like other poems, such
as those from the Andriantopoiika, may be seen as programmatic. If the beginning of the Milan
papyrus was the actual beginning of the collection, then it seems necessary to accord significance
to the position of the Lithika, since typically the beginning and the end of a collection are
especially important. The length of the Lithika is also suggestive of its importance. At 126 lines,
this section is nearly the same length as four of the shortest sections taken together.* Just as
the sculptures of the Andriantopoiika are valued for their innovative and mimetic qualities and

viewed as programmatic works, so too, I argue, should the Lithika.

2.2 Precious Stones and Artistic Production

Throughout the Lithika, Posidippus places particular emphasis on gemstones’ materials

40 Puelma (1996, 125) argues that no poet referred to his work as epigram before imperial times. Cf. Bing and Bruss
2007b, 1. Petrovic (2007, 55) has added that epigramma is used for inscribed works, while elegeion is used in
reference to epigrams separated from physical context.

4! Bing and Buss 2007, 4.
42 Bing 20009.

4 Krevans 2007, 142.
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and craftsmanship, both in terms of the artistry and the individual completing the work. Although
not all of the gems are inscribed, in poems AB 3-15 aspects of their workmanship and artistry
are highlighted. For some scholars this serves as a marker of Posidippus’ “refined aesthetic” and
an indication of the “delicacy of the engraver’s art...of [the sort that] is a result of Texvn and
noxBoc . Indeed, as I will suggest in this chapter, Posidippus’ poems on stones are the result
of craft and toil.* As I will show through my examination, however, delicacy is only a small
part of what constitutes Posidippan aesthetics. While Posidippus may display elements that
appear commensurate with the notion of stylistic refinement and /eptotes, to reduce his stylistic
program to that of delicacy is to ignore the complexity and nuances displayed within the poems.
In order to understand better some of these elements within Posidippus’ work, I will analyze
the enigmatic poem AB 15 which describes a stone harvested from a snake’s head, rather than
offering an overview of various aspects of poems 3-15.% I suggest that this poem, in which the
poet touches upon a number of issues central to the collection as a whole, could be described
as programmatic and I conclude that the figure of the serpent, as multi-formed and “slippery
signifier,”" provides an instructive parallel for precious stones.

The stone, engraved with a small-scale image of a chariot, has garnered various

interpretations.* The snake’s significance, however, remains to be fully developed. I suggest that

4 Bing 2005, 120-1. Cf. Sens (2005, 207): “critics have pointed out that the poems on stones, in as much as
they emphasize the refinement of the small, highly wrought objects in a ‘minor’ artistic genre, may be read as
programmatic statements on the author’s own small and elegant poetry.”

4 According to Bing (2005, 121 n. 6) the emphasis on craft in AB 137.3 is most fitting of a poet who describes his
soul as having labored in books (Juxn ... ev PUPAoic Temovnuevn).

46 This epigram (GP 20) along with AB 65 (GP 18) was one of only two poems found in the Milan papyrus to be
preserved outside of it as well (Gutzwiller 2005b, 2).

47 Hardie 1998, 35.

* See especially Gutzwiller 1995; Bing 2005, 120-1; Kuttner 2005, 144, 157; Porter 2011.
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the serpent in AB 15 not only enhances our understanding of the poem, but more importantly
Posidippus’ strategies within the collection. In the ancient Greek world serpents appear
frequently in literary description, recurring often in similes and ekphraseis, so often, in fact, that
the narrative representation of snakes, particularly those on armor and body ornamentation, is
parodied by Lucian.” The Iliad alone contains three epic similes bearing snake imagery.® At least
two well-known ekphraseis from the Archaic period, Agamemnon’s arms from the //iad (11.16-
46) and the Hesiodic Shield of Herakles (1. 161-67), involve the depiction of serpents as well.
Snakes, in fact, appear twice in the account of Agamemnon’s arms (19-20, 24-28, 38-40):

SeuTepov o Bcdpnka Tepl oTNBecCIV EVSUVE,

Tov ToTé ol Kivipns Scdke Ectvrjiov elvat. ..

TOU &’ TjTOl SEKX OOl ECOV HEAGVOS KUQVOLO,
Scd8ekar 8 XPUOOI0 KAl EIKOG! KAGGITEPOLO®

KUGveo!l 8e SPAKOVTES OPWPEXTTO TPOTI SElPTV
Tpels ekaTePd’ 1p1ociv eolkoTes, as Te Kpovicv

gv vedel” otnpie, TEPOS HEPOTTCOV avBPITTCOV

... TNs & €€ apyUpeos TeEAapwY fv* aUTOpP ETT oUTOU
Kuaveos EAEAIKTO Spakwv, kedpaAal 8¢ ol foav

TPELS AUDIOTPEPEES EVOS OIUXEVOS EKTTEQUUTCLL.

Next he put a cuirass around his chest, which Cinyras

had given him once as a gift of friendship...

It had on it ten bands of dark blue enamel, and twelve of gold, and
twenty of tin: and enamel serpents reached up to the neck,

three on each side, like rainbows which the son of Cronos

has fixed in the clouds as a portent for humankind.

... The shield-strap was made of silver, and on it

coiled an enamel snake, with three heads growing out of

a single neck and twisting in different directions.

4 Lucian How to Write History 19.
50 71.2.308, 3.33-37, and 22.93. Cf. also Heracles’ baldric in Book eleven of the Odyssey.

51 On Agamemnon’s arms see Becker 1995, 67-77.
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The serpents, jewel-like in their appearance, as well as the other metals with which they are
described, direct the reader’s attention to aspects of color and visuality.” Despite the vividness
with which the snakes are rendered and their similetic comparison to rainbows, they, above all,
appear to be images intended to evoke fear. The manner in which the serpents writhe over the
surfaces of the breast plate and baldric is surely intended to inspire terror and wonder in the
viewer. The snakes on the cuirass are compared to a portent. Those on the shield strap are many
headed, twisting and turning this way and that. The inclusion of the head of the Gorgon as the
centerpiece of the shield only further highlights the dread with which the viewer ought to behold
the image. The manner in which serpents are described on the Hesiodic shield is remarkably
similar, they too move across the surface bringing terror to those who see them (Tol doReeokov
gl xBovi $UN avBpcdTeav, / ol Tivec avTiRinv moAepov Atog ult depole). Similarly, in
Euripides’ lon, two recognition tokens adorned with snakes, a piece of cloth with serpents on it
and a necklace of snakes serve as apotropaic devices, due to their frightful nature.*

While at the hands of some authors, such as Apollonius Rhodius, the serpent continued
to be a figure that was both terrifying and awe-inspiring, as in the Argonautica, in the Hellenistic
period, serpents began to appear in a variety of other contexts as well. Although many of the
snakes described in Nicander’s Theriaca are malicious and frightening, others are described
as wondrous and even harmless creatures, such as the drakon whose bite was likened to the

nibble of a field mouse despite his numerous fangs.* In the visual arts as well, especially in

52 The blue enamel or paste on the cuirass and shield strap was perhaps meant to imitate lapis lazuli. A serpent of a
similar hue is described in Nicander’s Theriaca 438-39 and Theocritus Idyll 24.14-15. On Nicander, see Gow and
Scholfield 1953.

33 Hesiod Shield of Heracles 162-3.
% Euripides fon 1417-36; Hilton 1998, 120.

SNicander Theriaca 441-47: iTol 0y’ &yAoupos Hev E1SETal, v 8¢ yevely/ TploTolXol EKaTEPDE
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Greco-Roman glyptic, serpents appeared frequently on gemstones, carved alone, or in the

form of hybrid and solar deities, or in conjunction with the healing god Asclepius. Moreover,
in Ptolemaic Egypt, the serpent also held social and political significance as it recalled
Alexandria’s guardian spirit, the Agathos Daimon. > To say that snakes and serpentine creatures
figured prominently in the literary and cultural fabric of the Hellenistic period would be an
understatement.

With this context in mind, I will illustrate the manner in which the snake in AB 15 serves
to highlight important themes and features of literary production within the Lithika, as well as
aspects characteristic of ekphrastic literature, such as the evocation of visual detail by means
of vivid color and intricacy. In this section I offer a brief examination of the representation
of snakes and serpentine figures in select literary texts in order to draw attention to ophidian
characteristics and their functions implicit in Posidippus’ poem. I propose that this epigram, in
which the poet touches upon a number of issues central to the collection as a whole, could be
described as programmatic and conclude that the figure of the serpent, as a “slippery signifier,”*
provides an instructive parallel for the poet’s use of precious stones.

The dracontias described in poem AB 15 was a gem believed to come from the head of
a snake, the harvesting of which is detailed in Book 37 of Pliny’s Natural History, as well as in

Book 3 of The Life of Apollonius of Tyana.** Characteristic of both accounts is the fact that the

ﬂEplOTlxémclv ’066\11'55 / Tiova &’ gv cKuviOlclv {Jrr oBuaTa, vepbe 8¢ Oy wV/ odév Ut &v@spsofwl xohol
Bo«bog OU UEV Oy aUTS/ syxplu\pag r])\yuvs Ko M EK]TO(Y}\O( XOoAedBT/ PAnxpov yop puos ola puAnBopou
£V XPOI VUXHO/EISETON alUaXBEVTOS UTIO KPOVTTPOS GPOiou.

¢ Thompson 2005, 281.

57 Hardie 1998, 35. Here Hardie is discussing the serpents depicted on Charikleia’s breast band in Heliodorus’
Aithiopika. 1 will say more on this below.

8 Pliny NH 37.158: Draconitis sive dracontias e cerebro fit draconum, sed nisi viventibus absciso capite non
gemmescit invidia animalis mori se sentientis. igitur dormientibus amputant. Sotacus, qui visam eam gemmam
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stone must come from the head of a live serpent, usually captured while the snake is sleeping, or
by means of magic, as in Philostratus’ account. Posidippus’ poem places little emphasis on the
acquisition of the stone but more so on the serpent and especially the stone itself. The gem was

not only remarkable in its appearance but was also believed to possess magical properties:*

oU ToTau)oc keAadcv £l XelAeatv, aAAa SpakovTos
EIXE TOT’ EUTTAY WV Towde AlBov kedaAn

TUKVO AN P1OwVTa: TO 88 YAUPEV OpHa KOT’ aut[o]l
Toub’ uto /\uyKeiou BAeupartos éy)x()(bero

\|JEU58| XEIPOS ouonov amomAacbev yop opaTal
apua KOTO TAGTEOS &’ OUK Qv 1801§ mpoPolous

1 kol BoUpa mEAel poxBou peya, Tds o Aiboupyos
TG ] GTEWVOUCOE OUK ELOYTIOE KOPOG .

~

It wasn’t a river resounding on its banks but the head
of a well-bearded serpent that once kept this stone,
thickly streaked in white. And the chariot engraved on it
was carved by the eye of a Lynceus,
like the mark on a fingernail: the chariot is seen
impressed but you would not see any protrusions on
the surface. And this is the great marvel of the work:
how its engraver did not strain his eyes as he stared so intently.

Let us consider the opening couplet in which the snake is clearly mentioned before proceeding
with my analysis of the serpentine implications of the remainder of the poem. The explicit denial
of the river as a source for the gem, and thus poem, marks a transition from the river and sea

topoi seen in several poems of the Lithika, including AB 7 and 16, indicating the movement from

sibi apud regem scripsit, bigis vehi quaerentes tradit et viso dracone spargere somni medicamenta atque ita sopitis
praecidere. esse candore tralucido, nec postea poliri aut artem admittere. Cf. Phil. Viz. Ap. 111.7.2. Nicander’s
Theriaca 438-457 describes a serpent resembling that in AB 15.

% This poem (AB 15, 20 HE), one of Posidippus’ works known before the discovery of the Milan papyrus, is
especially well published. See: Gutzwiller 1995; Kuttner 2005; Thompsen 2005; Petrain 2005; Porter 2011.

A description of a stone harvested from a snake’s head can be found in the Life of Apollonius of Tyana 111.7.2.
Nicander’s Theriaca 438-457 describes a serpent resembling that in AB 15. Pliny (N.H.37.158) and also describes
the harvesting of the draconitis, also called dracontias.
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“actual” gems to those in the realm of the fantastical.* The emphasis on the source of the stone,
the snake’s head, also recalls the violence and force with which many of the gems found in the

Lithika are attained. A yellow stone in AB 7 is carried quickly downstream, grey rock crystal

in AB 16 is repeatedly torn from the mountains, and, in AB 19, Poseidon violently breaks off a

piece of large rock and hurls it out to sea.’!

Further, the figure of the serpent in Posidippus’ poem is noteworthy for the resemblances
that it bears to the drakon, a constellation detailed in the Phaenomena, a didactic poem by Aratus
of Soli, a contemporary of Posidippus. Aratus writes (45-47, 54-57):

Tas 8 81" audpoTEPOS Ol TOTAUOIO ATOPPIE
eINEI T, pEYQ BoUpo, Apa KV, Tepl T AUl T EXYEIS
HuplOsS ...
...OU pev exelvey
0100gv, ou8’ olos KepoAT) EMAGUTETAI GOTNP,

aAAa SUo kpoTadols, Suo 8 ouuacty: els & umevepBev
EOXOTITV ETTEXEL YEVUOS SEIVOIO TTEACIPOU.

Between them (the two poles), just as the branch of a
river, circles the Drakon, a great marvel
winding infinite around and about...

....Not one
star shines on his head, but on his brows are
two stars, and two in his eyes, and one is set beneath
upon the tip of the terrible monster’s chin.

I will return to a discussion of the dragon’s eyes shortly. Here I would like to focus on the
opening of Aratus’ passage with its emphasis on the river and the serpent, described as mega

thauma, which is highly evocative of Posidippus’ snakestone.® In light of the Aratean allusion, it

8 See Petrain 2005, 334 on river topoi in Posidippus. On the negative opening to the poem in relation to other in the
Lithika, see Gutzwiller 2005¢, 302.

! Porter 2011, 283.

2 Cf. Ptolemy’s Tetrabiblos (11.8.84), which recounts the belief that astrological phenomena and in particular cold
weather and snowstorms produced snakes (EpTecdV).
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is tempting to look to Aratus as a source for Posidippus’ epigram. After all, the two authors were
contemporaries, Aratus was even commissioned to write the Phaenomena for King Antigonus
of Pella, Posidippus’ home town. ®* Following Sider, however, it may be safer to say that we
ought not to imagine Aratus as Posidippus’ source, but rather as “a source to be supplemented.”
More generally, the possible connection between the two passages lends further support to

the argument that Posidippus was familiar with a wide variety of technical manuals, such as
Theophrastus’ Lithika (de Lapidibus), as well as texts on constellations and weather signs.*

If we turn to the remaining six lines of Posidippus’ poem, we note that the epigram draws
attention to artistic skill while simultaneously highlighting the materiality and artistry of the
object described, as well as the text. In accordance with these strategies, the poem places great
weight on the nature of artistic production (lines 7-8), described as toil (HoxBoc) and as poyEc
in the final line, echoing a similar sentiment to AB 67.2: £yyubev abpel The
Oe08wpEING XEIPOc 000c kapaTos, which could indicate both poetic craftsmanship and
the ‘product of toil.” Although Posidippus’ emphasis on labor used in reference to literary
production in Hellenistic epigrams is by no means remarkable, I suggest that the manner in
which he expresses it is. Several Hellenistic poets referred to their literary endeavors in terms
of toil, or were celebrated for the fruits of their labor.* One of Posidippus’ contemporaries in
particular, Aratus, was praised twice by other poets for the learnedness and labor of his book, the
Phaenomena, a poetic reworking of a prose treatise on astronomy. Callimachus (Epig. 27), for

3

example, praises Aratus for his “wakefulness” (aypuvin), which could either refer to the poet’s

8 See Sider 2004, 170 on the possible relationship between Posidippus and Aratus.
¢ Smith 2004, 108.

5 See for example Asclepiades 7.11.1; Callimachus Epig. 6.1; Theocritus 7.51, 7.139; Philetas fr. 10.3.
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assumed role as stargazer or the sleeplessness that attends nightime literary pursuits and ‘burning
the midnight oil’.¢ Leonidas of Tarentum lauds more explicitly the toil involved in Aratus’ poetic

production (4.P. 9.25):

[pappa Tode ' ApriTolo Samuovos, 0c ToTe AeTrTH
dpovTISI Snvaious aoTEPOC EGPACATO,

ATAQVENC T Gudw Kol GARUOVOC, o101 T’ EVaPYTIC
1Mopgvoc kukholc oupavoc evdESeTal.

alveloBeo 88 KV Epywav HEYQ, kol A1oc glval
SeuTepoc, O0TIC EBNK’ AOTPO PAEIVOTEQT.

This is the work of learned Aratus, who once
pondered the eternal stars with his subtle mind,

both the stars unmoving and the planets with which
the bright revolving heaven is fixed.

Let the man who toiled greatly be praised
second to Zeus in that he made the stars brighter.

Several critics have taken this poem in conjunction with Aratus’ AETTTH acrostic (Ph. 783-87)
as a indication of the AeTTOTNG of Aratus’ poem (AeTTR GpovTISI... EdpaoaTo).”” Yet as the
poem emphasizes, Aratus’ literary endeavor is a pycv ueyo not only in the effort entailed in
adapting a prose piece into poetic form, but also, as Porter reminds us, the poem in length (at
1150 lines), but especially in content, as a work on the subject of the heavens, a vast topic, is
“remarkable for its general grandeur.”*

A comparison with a later poem may help to elucidate further another facet of the literary
significance of the serpent in AB 15. In a poem by Meleager, AP 12.257, the act of writing

poetry is described similarly as toil by means of the personification of the Kopwvic.

% Henkel 2009, 12.

7 Henkel 2009, 12 n. 9; Bing 2005, 120. Cf. Porter (2011, 303 n. 90) who points out that the occurrences of meg-
words in the Phaenomena by far surpass the frequency with which lept- words appear.

% Porter 2011, 291.
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The poem states:

A TUHOTOV KOUTNPO KaTayYEAAOUGO KOpwVIc,
EPKOUPOS YPOTITAIS TIOTOTATO GEAIGIV,

Mol TOV €K TAVTwVY NBPOIGHEVOV Els Evar HOXBov
upvoBeTav PUPAw Tad’ evehifauevov

ekTeAéoat Mehéarypov, aeipvnoTov 88 AtokAet
avBeol oupmAeEan HoucoTTOAOV GTEGTVOV.

oUAa & £y kaudpBeioa SpakovTElols 160 VaITOLS,
ouvBpovos 18pupatl TEpuaoy eupabias.

I, the coronis, announcing the final lap, the most
trustworthy guardian of the enclosure of written sheets,
proclaim that Meleager has brought his labor to an end,
having gathered all the works from all lyric poets into
one collection and having wrapped them into this roll.
And from flowers he has twined together one poetic wreath worthy of
remembrance for Diocles.
And, curled in coils like the back of a snake, I am sitting
here enthroned beside the conclusion of his learned work.

The kopaovic, which could mean a crown, was a curved or S-shaped flourish that frequently
served as a diacritical mark, notating, for example, the conclusion of a book, chapter, or scene

of a play or the end of a section of papyrus in prose works.® Just as the snake is a liminal

figure, straddling the world above and that below, as Barchiesi has discussed, its appearance in
literature may serve as a marker of boundaries.” Since 4.P. 12.257 originally denoted the end of
Meleager’s Garland, the poem on the kopwvig provides a fitting end to a collection of poems.” In
Posidippus’ Lithika, the use of the serpent may serve not as an indication that a section has come
to an end, but as a thematic boundary. Within the Lithika, AB 15 straddles poems primarily about

engraved gems, precious stones, and valuable objects, often used as gifts (AB 2-14), and the final

% McNamee 2007, 157.

70 Barchiesi 1997, 190. See also Butler (2011, 45-54) for a discussion of the literary implications of snakes in Latin
literature.

" Gow and Page 1965, 678.

50



four poems, which seem to be less thematically connected to the collection, are all about stones
that are uncarved (AB 16-20). The snake, as a liminal figure, perhaps could also be emblematic
of Posidippus’ poems, which mediate the boundaries of inscriptional and ekphrastic epigram.
Further, the S-shaped kopwvig also recalls both the twisting and turning of the serpent’s body
(as seen in line seven: obla &’ £yo kapedsico dpakovieiolg ioa vadTolc), as well as the turning
motion of rolling or unrolling a papyrus, Posidippus AB 118.117-18:7

...eotut 8¢ BiPAov eAloowv
advd Aaodpopw KelHEVOS E1V ayopT).

...May I find myself unrolling a book,
standing all at once in the crowded market-place

Later still, the figure of the serpent has been used to draw attention to the complexities of the
organization of literary works, as in Michael Psellus’ discussion of Heliodorus’ Aethiopika.
Psellus, describes the plot of the Aethiopika, which begins in medias res like a serpent:

Kol aUTT) 88 T) GPXT) TOU GUYYPOAHUOTOS EOIKE TOIS EAIKTOIS OPEDL” OUTOL
Te yop THv kepoAnv €16 TNS OTEIPOS KATAKAAUPAVTES, TO AOITTOV G
mpoBePAnvTal, kot To BiAlov Ty Ths uTobecews eloPOANY €V HECEK)
SioMioBncacav WIoTEP KANPGOGUEVOY GPXTV TETOINTAL TNV HECOTT TA.

The beginning of the work itself resembles coiled snakes: the snakes conceal their
heads inside the coils and project the rest of their bodies forward; so the book
makes a beginning in medias res, and the start of the story, which it has inherited,
slips through (to end up) in the middle.

According to Psellus, the Aethiopikas complicated plot is like a twisted snake whose beginning,
middle and end are difficult to discern. The figure of the snake, therefore, is shown to imitate
complexly rendered subject matter.”

The serpent in AB 15, however, may also highlight aspects particular to ekphrastic

2 On the twisting of serpents’ bodies see also /1. 11.39; Theocritus /d. 24, 29-30.

7 See further Dyck 1986; Agapitos 1998.
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literature such as the evocation of visual detail by means of vivid color and intricacy. Like
Posidippus’ gemstones, the snake described in AB 15, according to Nicander was radiant and
multicolored, being green and dark blue with a yellow beard.™ An artist’s rendering of a snake
in book three of Heliodorus’ Aethiopika also shows the intricacy of the two serpents’ bodies

entwined and the play of light and color over their shifting scales:

"HyeTo uév yop £’ apuoapaEne amo ouvoopiSOC )\EUKﬁC Bocdv nvioxoupE

v, XITova 8¢ a)\oupyov Tro&]pn Xpuoouc OKTIC! KATOTTOOTOV nucblsoTo
(;covnv Se ETTEBEB)\T]TO TOIC GTEPVOIC” Kol O Tsxvnocxusvoc €1C EKELVTV TO
TGV TAC EXUTOU TEXVNGC KOTEKAEICEY, OUTE TPOTEPOV TI TOIOUTOV XOXAKEUOX
Hevoc ouTe abic Suvnoopevos. Suotly yap SpOKOVTOLY TO HEV OUPOIO KOTK
TV HETADPEVGIV ESECUEVE TOUC 8 OUXEVOC UTTO TOUG Hafous Topaueioc
kol el¢ Ppoxov okoAiov SiamAe€ac kol Tac kepahac Siohicbnoat Tou Bpo
XOU CUYXWPTO0G, GG TEPITTWHX ToU SECUOU KOTo TTAEUPOY EKOITEPOY
OTITGIPNOEV. EITIEC GV TOUG OPEIC OU SOKEIV EPTIEIV AN’ EPTTEIV, OUX UTIO
BAooupad kal ammvel Ted PAeppaTt doepouc oA’ Uyped KWHOT! S1opPEOUE
VOUC (IOTIEP OTTO TOU KOG TG GTEPVO TNHG KOPTG IHEPOU KO TEUVaLOpEVOUC.
ol 8¢ foav TNV VANV Xpuool Tnv xpotav 8¢ Kuavol, O yap XPUCOG UTTO THG TE
XVNG EpeAaiveTo Tva TO TPoXU Kol peTaRaAov The doAidoc Ted Eavbed To
pehowBec kpabev emSelEnTon. ToloTn pev 1 {wdvn ThE KopnG.

She [Charikleia] rode in a carriage drawn by a pair of yoked white oxen was
dressed in a long purple gown embroidered with golden rays. Under her bosom
she wore a cincture of gold; the man who had crafted it had bestowed all of his
skill into it—never before had he wrought anything so fine, and he would never
would he be able to do it again. He entwined the tales of two serpents behind

her back, while he crossed their necks under her breasts forming a convoluted
knot and then letting their heads slip through, he let the remainder drape down
along both sides of her body. You would not have said that the serpents seemed
to be moving, but that they actually were moving. Nor did they have a rigid or
frightening appearance, but rather they floated in a sensuous languor as if subdued
by the loveliness of Charikleia’s bosom. Their material was gold but they were
dark in color, for the craftsman had darkened them so that he might represent the
roughness and the alternating colors of their scales. Such was the maiden’s girdle.

* Nicander, Theriaca 438-44. Cf. for example, the serpent in book two of the /liad (2.308), which is vividly
described as blood-red (Sapoivoc). Here, of course, the color is likely intended to foreshadow the serpent’s
murderous act to follow.
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The breast band worn by the heroine, Charikleia, is shown to be elaborately wrought, with its
flashing scales rendered in varying colors so that the artist was able to express both texture and
movement.” Such attention to description recall the intricacy and delicacy of ekphrastic epigrams
with their great attention to minutely rendered details. Charikleia’s breast band clearly stands in
relation to, and simultaneously in opposition against, the earlier descriptions of arms found in
Homer and Hesiod. While the Archaic authors stress the frightful nature of the images, Heliodorus
takes great pains to relate that serpents on Charikleia’s breast band are anything but. Above all, it
is a sense of the erotic that is manifested in the ekphrasis of the snakes “lulled by the delights that
dwelt in the maiden’s bosom”.” The erotic, as I will discuss in chapter four, permeates numerous
poems in the Lithika. The description also highlights the ability of ekphrasis to animate inanimate
objects and by doing so create a level of mimesis that visual representation is unable to achieve.”

Like the one in AB 15 and those on Charikleia’s breast band in Heliodorus’ Aethiopika,
serpents are wild creatures of the earth that must be subdued or overcome by subterfuge. Pliny,
for example, writes that the stone harvested from the dragon’s head is best gathered while the
creature is sleeping, otherwise, out of spite, the beast will not permit the substance to transform
into a gem.” In Philostratus’ Life of Apollonius of Tyana, the snake is lured from hiding by

means of a crimson cloth and spells which lull the creature into a trance.” Although the bulk of

> T will return to the details of this passage in a later chapter. For a thorough analysis of the passage, as well as a
discussion of earlier models of this type of artistry, see Hardie 1998; Hilton 1998.

6 According to Hilton (1998, 12), Eros is frequently associated with serpentine imagery. See, for example, Sappho
(fr. 130), in which Eros is described as ‘creeping’ (0pmeTov) and Apuleius (4.33.1), in which the deity is vipereum.

7 As Hardie (1998) has shown, it also has metaliterary implications.
8 Pliny NH 37.158.
7 Philostratus Life of Apollonius of Tyana 111.8.2. KokkoPodel TETAW XPUOK EVEIPAVTEC YPOUUaTo TiBevTort

PO TNHE XEIGCUTIVOV £y YONTEUCOVTES TOIC YPOUUOGIY, U’ oU vikaTal Toue odpBakuouc O Spakwv aTpe
TouC GVTacC, kal TTOMA THE GTTOPPETTOU CoPlac ET aUTOV GSOUCIY, O1C GYETOL TE KOl TOV OUXEVK
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the stones described in the Lithika are gathered in less dramatic ways, the snakestone in AB 15,
like many others in the Lithika, offers a contrast between the “wild” stone and the precious gem
that has been worked and refined by the expert, thus setting up an opposition between art and
nature.* In other poems in the Lithika, such as AB 7, the process of transformation is described,
moving from the streams of the Arabian mountains to an inlaid necklace on the throat of a
beautiful woman. In poem AB 15, it should be noted that Posidippus as ekphrastic poet is able to
accomplish what the gem engraver could not, the transformation of an unworkable substance; for
according to Pliny, “the stone is colorless and transparent, and cannot subsequently be polished
or submitted to any other skillful process.”

As intimated above in the passages by Pliny and Philostratus, the themes of deception and
seduction are deeply entwined with the figure of the serpent, two themes central to Posidippus’
Lithika. In addition to the stories recounted above, one might recall a story of some importance
to the early Hellenistic period involving the parentage of Alexander the Great. According to
Lucian, Olympias, Alexander’s mother, was beguiled and seduced by a serpent, who, according

to some stories, was Alexander’s father.? The gems in Posidippus’ Lithika, like the snakes in

UTekPohcdv T Xelde emikabeUdel TOIC yPOUUOOL. TPOCTIEGOVTEC OUV Ol [v8ol KelEVE) TTEAEKEIC EVOPO
TTOUCL, ka1 TNV keboAYv amoTepovTee Anlovtan Tac v auth Alfouc. amokelabot 8¢ doov v Tale TV Opel
wv Spakovtwv kepoahaic Alfouc To pev eidoc avBnpac kol mavTa amauyaloucac XpWHOTO, TV 88 1XOXUY
APPTTOUC Kol KarTa Tov SakTUALov, ov yevéaBot oot Ted Miyn. I will return to this passage in greater detail in
chapter four.

80" As critics have noted, however, some stones in the Lithika mediate these boundaries. A stone in AB 7, for
example, is described as honey-like in appearance. Livingstone and Nisbet (2010, 66) have noted the importance of
this description, as honey is a liminal substance located in between nature and culture.

81 Pliny NH 37.158: esse candore tralucido, nec postea poliri aut artem admittere.

8 Lucian Alexander 8. Cf Plut. Life of Alex. 2.4. The use of the snake as a figure of deception is seen again in
this same text in which the false prophet Alexander allegedly deceived his followers in to believing that he was
consulting a snake god named Lykon. Cf. The Old Testament account of Eve’s seduction and deception by the
serpent.
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the stories above, are seductive. Many of them sparkle and glisten. Often placed against the fair
skin of a woman to whom they were given, they entice the viewer to look closer. These mythical
serpents, however, are not only seductive, but also deceptive. In this same way Posidippus’
works deceive. Rock crystal, in AB 16 for example, has the gleam of a precious stone, but is
common, and therefore less valuable. Similarly, in AB 13, the stone is said to be deceptive when
it is dipped in oil:

k[epSa]Aen Aifos nde: Mimafivopevn]s Ye HeV aUThs,

dEyyols ohous Oykous, B[y’ amaTn]s, mep1Bel:
O[ykev] § ackeheéwv, wku y[AumTtos Alis o TTépons

Te]IVGOV GOTPATTEL TTPOS KOAOV NEAIOV.

This stone is [deceptive]: when it is anointed,
a light] spreads over the whole surface, [a beguiling] marvel.
But when [the surface] is dry, all at once an [engraved] Persian [lion]
flashes as it reaches for the beautiful sun.

This stone is shown to be a wonder due to the nature of its material and luminosity—the most
prized characteristics of a gem—as well as the optical illusion created when the wet stone
becomes dry.** Poems themselves are therefore gems offering the sparkling lure of tangible
objects, but in the end they are objects that are not “there;” it is rather the reader who is left with
the poem which assumes the object’s vacant position.*

Finally, in Posidippus’ poem on the snakestone, there emerges a heightened emphasis on

the eye and thus privileging of the sense of sight fitting for an ekphrastic poem. In descriptions

8 Few scholars have ventured to speculate on the use of oil in gem engraving other than as a means of highlighting
the stone’s radiant properties. The poet’s mention of oil, however, may not only be a reference to the mutable
optical qualities of this particular stone, but may also refer to the process by which some stones are engraved. Gems
and precious stones were typically engraved with sharp tools, but engravers frequently made use of a slurry, or a
combination of oil and an abrasive substance, in finishing gems. While engraving a stone the craftsman would, in

a sense, have to engrave blindly, only getting a glimpse of the image on the stone through the slurry or through the
occasional impression.

8 Kutter 2005 suggests that the poems are a form of “gem magic”—an intriguing idea to which I will return in a
later chapter.
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of the snake by Philostratus and Nicander, great stress is placed on the serpent’s eyes which are
described much like jewels. In Philostratus’ Life of Apollonius of Tyana, the serpent’s eyes are, in
fact, described as stones (3.8.2):

¢ \ ~ 9 ~ ’ 4 b \ 4 b \ ) 9 ~ 9 4
al 0e Tav odpaApcwv kopat ABoc eoTl dtamupoc, 1oXUY & UTWY CUNX VOV
elval doctv ec ToAAa Tdv armobeTeov.

Their eyeballs are flashing stones that are said to have an irresistible power to do
many mysterious things. ¥

Like the eyes of Aratus’ celestial drakon, those of Philostratus’ serpent become a special focus of
the ekphrastic gaze.

Through the detail of the poem itself, vision is further developed as a locus of ekphrastic
poetry. The minute attention to detail displayed by the glyptic artist provides simultaneously a
source of delight and wonder. The chariot carved on the snake stone is so tiny that it is barely
perceptible to the human eye (ye0dei yepog dpotov)* and displays such great attention to detail,
s0 as to be potentially damaging to the craftsman’s eyesight. The emphasis on sharp-sightedness
is developed further by the reference to Lyncaeus, one of the Argonauts, who was noted for his
keen eyesight. Here Posidippus may have been referring to lore indicating that gem makers were
frequently myopic,” as well as the widespread belief that stones held healing properties.* The

keen attention to vision, thus, serves as a metapoetic device for the exacting art of ekphrastic

poetry.

85 Cf. Nicander Theriaca 443.

8 Pliny (NVH 37.158) mentions that the dracontias was hunted from a chariot, which the carving on this gem might
reflect.

87 Plantzos 1999, 40-41.

88 Other stones, such as emeralds, also had soothing properties for the eye (Theophrastus de Lap. 24). This also
serves as a reminder that the particular type of serpent described in AB 15, the drakon, was, according to Nicander,
fostered by Asclepius, the god of healing, and despite its menacing countenance, was benign to humans.
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While the focus of Posidippus AB 15 is, ostensibly, on the gem itself, I have argued here
that the serpent in the opening couplet merits consideration alongside the stone described in the
remainder of the poem. Seeing as there were a variety of animals in antiquity from which stones
were thought to originate,* it can hardly be an accident that Posidippus’ stone derives from the
head of a Spakcov whose homophone, Spakwv, comes from the aorist participle of S¢pkopot.®
The serpent, therefore, like the gems of the Lithika, becomes a locus for visual description and,
when read against the above examples, functions as a complex signifier for Posidippus’ literary

and visual strategies.

2.3 Glyptics and the Lithika

In addition to an expressed interest in the labors of gem production in the Lithika, there is
also a specific concern with the engravers who inscribe the stones. Workers of stone, according
to several ancient sources, were highly esteemed as artisans, and by the late Hellenistic period
intaglios, or engraved stones, were sold at a price considerably greater than that of the stone
alone.! Particular gem workers received recognition for their work and were esteemed alongside
prominent sculptors and painters. As we have seen, Pyrgoteles, according to Pliny, was given the
sole right to fashion Alexander the Great’s image in emerald, just as Lysippus alone was

permitted to sculpt the young ruler.” Like craftsmen in other fields, various gem workers, especially

8 Pliny (NH) tells of numerous other types of stones that were thought to originate from animals, such as the
chelonia, which was a tortoise’s eye (37.155), or cinaediae which form in the brain of fish (37.153).

% Macrobius (Saz. 1.20.1) notes the association between serpents and sharp sightedness.

I Plantzos 1999. Pliny, however, seems to contradict this and apparently held a rather low opinion of gem
engravers.

°2 Discounting modern forgeries, no gems bearing Pyrgoteles’ signature survive today.
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those active in the Hellenistic royal courts and later under Roman imperial patronage, included their
signatures on their works in various forms. For example, an oval garnet bearing a portrait image of
Berenike II is inscribed NIKANAPOZ ETTOIEI (Figure 2.5). A glyptic artist to the Ptolemies signed
his image of Isis, likely intended for Kleopatra I, with only his name, Lykomedes, in the
nominative.” Later still, the signature of the Greek craftsman, Solon, who worked under the

patronage of Mithradates and later Augustus is found in the genitive (Figure 2.6).*

Fig. 2.5 Fig. 2.6

Portrait of Berenike II signed by Medusa signed by Solon. Hellenistic
Nikandros. Hellenistic. or Imperial.

As a poet who was active both in Pella and Alexandria, and thus an individual who was
familiar with royal patronage, it is perhaps noteworthy that in several of his epigrams, Posidippus
takes great pains to mention the artist who fashioned the images he describes, sometimes placing
greater weight on the artist than the imagery inscribed on the object. We have seen this, for

example, in poem AB 7:

3 Plantzos 1999, 63.

4 The signature’s authenticity has been called into question (Plantzos 1999, 129).
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e€ " ApaPwv Ta Eav’ o[poev kKaTeEp]uTa KUAIGOV
€1C O XEILOPPOUC WOK’ [EDOPEL TOTO|HOG

Tov peMiTt xpoinv AiBov eikelov, ov Kpovio[u] xelp
EyAue: Xpuow odlykToc o8t yAukepn

Nikovon kaBepa Tpn[Tov dAEyel, Alc ET HOOT
OUANGTIEL AEUKED XPGITI MEALXPC dom.

Rolling the yellow [rubble] from the Arabian
[mountains] to the sea, the winter-flowing [river]

swiftly [carried] the honey-colored gem which the hand of Cronius
engraved. Now set in gold [it makes sweet]

Nikonoe’s inlaid necklace shine, as the honey-colored light
glows on her white skin.

Cronius, mentioned again in poem two (AB 2.2 xe1poc u]mo Kpoviou), and whose name is
conjectured in AB 6 also in the genitive (Uro Kpoviou), was the name of a craftsman, who, Pliny
tells us, was a famous gem engraver after Pyrgoteles.” In other poems as well, craftsmen, such as
Darius and Timanthes (AB 4 Aapeiou SakTulo[.., AB 5 Tipavlne eyAuge) of whom we have
no knowledge today, are mentioned. As we have already seen, Posidippus mentions by name
works by the noted Hellenistic sculptor, Lysippus and the miniaturist Theodorus in other parts

of the papyrus in which the Lithika are contained. By so doing, Posidippus, insinuates his own
work into the works of other noted artists and as such invites the reader to make comparisons
between the artistic creations of master sculptors and gem carvers and his own. Whether or

not the artisans named were actual gem workers, the inclusion of craftsmen’s names creates a
parallel with actual signed intaglios and may have served to authenticate the objects described.
Moreover, even though some of the glyptic artists mentioned by Posidippus may be unknown

to us or even fictitious, their very mention is significant and their reference continues to serve a

literary or rhetorical function. For, as Méannlein-Robert argues, “if our eye is directed toward the

% Pliny NH 37.4.
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abilities of the artist (even anonymous) we are dealing with masters who have become the object

of poetic imitation and aemulatio.” *

2.4 Conclusion

In offering a sketch of Posidippan aesthetics and self-reflexiveness, I have focused on
three aspects of the poems: the author’s ekphrastic strategies within the genre of epigram, the
materiality of precious stones as subject on which the poems were written, and the discussion
of artistry and production within the poems. I have argued that in Posidippus’ Lithika, gems,
like poems, are valued for a number of qualities, including the labor involved in craftsmanship,
attention to detail, as well as the fame of the artist/poet. I have attempted to show how
Posidippus draws not upon the subject of a constructed poetic world, but rather on a topic that
has a material and sensory context which determines the possibilities for symbolic function.
Through their treatment of the technical aspects of gem preparation, the poems inspire reflection
by the poet about his own craft and genre. Posidippus, by means of his subject matter, frames
our reading of the poems as well as his poetic persona as artist or craftsman, thus asserting his

mastery as a writer of poems on stones.

% Mainnlein-Robert 2007, 254.
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Chapter 3

Fictive Spaces: Ekphrastic Landscapes in Hellenistic
Epigram and the Novel
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In the previous chapter I developed a connection between precious stones and
ekphrastic epigram by discussing the manner in which Greek authors drew upon technological
and intellectual knowledge of precious stones, their innate properties and especially aspects
of their manufacture. By examining epigrams and precious stones in relation to one another, I
illustrated the manner in which the verbal and visual arts are analogous processes. As such, the
materials and practices involved in gem production functioned as a guide for understanding
the literary and metapoetic significance of precious stones in ekphrastic poetry. Further, I
postulated that poets, such as Posidippus were placed in the role of the knowledgeable critic
and talented craftsman through their mineralogical expertise and skill in carving stones.
Building upon the analogical relationship between literature and the visual arts established
earlier, this chapter will continue to examine the use and dissemination of engraved gems
and intaglios as a metaphor for the development of a literary discourse on precious stones.'
Although such items often had numerous functions, some of which I will discuss in a later
chapter, here I will concentrate primarily on the aesthetic and literary implications of seal
stones. As objects that were both inscribed with pictorial representations and also easily
reproduced in the form of impressions in plaster (or other malleable materials), I will show
how seal stones, signet rings, and intaglios serve as a useful paradigm for exploring issues
associated with representation, but also, for analyzing the development and diffusion of
a collection of closely related images. While a series of patterns and similarities emerge
throughout this discussion, I propose that the mutable, and, what Platt refers to as, the

“unstable nature” of the relationship between a seal and its impression may serve as a

! Petrain (2005) has already traced the development of a discourse on precious stones originating in Posidippus’
Lithika and continuing into Latin poetry of the Augustan era. Borrowing Petrain’s terminology on a “discourse
of precious stones,” I trace a similar development through ekphraseis found in assorted poems in the Palatine
Anthology as well as later Greek prose works.
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metaphor for the literary appropriations and distortions that take place throughout this

discourse.?

3.1 The Representational and Replicative Functions of Engraved Seal Stones

Two linked episodes from Chariton’s Chaireas and Callirhoe involving an intaglio
portrait ring bearing the likeness of Chaireas exemplify several of the complex issues
surrounding seal stones and the images produced from them. The intaglio first figures
prominently in book one when Chaireas, suspecting that his beloved Callirhoe has been
engaging in an extramarital affair, kicks her so violently that the unfortunate heroine falls into
a coma. Falsely believed to be dead, Callirhoe is lavishly buried, rescued by a grave robber and
eventually sold to Dionysos, the wealthiest man in Miletus. Upon being freed from the tomb
and subsequently handed over to Dionysos, Callirhoe laments her ill treatment at the hands of
her mistrusting husband Chaireas, yet upon seeing his portrait on her seal ring, she kisses it and
proceeds to address the image in the absence of her beloved. In this instance the portrait ring’s
value resides largely in its pictorial function. The image stands as a visual reminder of her absent
beloved. Through Callirhoe’s address and physical contact with the ring, therefore, it also serves
as a proxy, of sorts, for the absent Chaireas, recalling the seal stone’s ability, as well as that of the
impression, to represent an individual.’

Later in the course of the novel, Callirhoe, mistakenly believing Chaireas to be dead,
uses this same portrait ring as the model for an image to be included in his funerary procession

(4.1.10-12):

2 Platt 2006, 234.

* On “image-love” compare, for example, Bettini 1999; Steiner 2001, 185-207; Platt 2002.
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£mOpTEVE 8 E18wAOV Xoupéou ﬂpbs Thv €V T SakTuMw odppary1Sa
StaTuTrbev: KO(MlcTnv 8¢ ouoav Tnv EIKOVOX npoosB)\s\psv oudels
KoAAipons napouong, AN’ EKEI\)T] HOVT] TOUS OTTOVTCOV sSnuaycoyncsv
odBaApous ..ot pev kopilovTes TNV kKAlvny ebnkav, avoaPaca 8 €T auTnv 1
KoaAAipon Xoipea mepiexubn kot katadtAouoa Ty E1kova “ou uev doos
EUE TTPATOS EV JUPOKOUGALS, £y 88 v MIANTw TAAIV CE. un yop HeyoAo
povov, aAha kal Topadofa SuaTuxouuey: aAAnhous eBonpapiev. ouk Exel 8’
MUV oUSETEPOS oUSE Tov Vekpov. Tuxm Paokave, kal aTobavouctv Nulv
edpBovnoas kowvn ynv emecachon kol puyadas MUV ETOINCAS Kol TOUS
VEKPOUS .

Leading the procession was an image of Chaireas, formed from the seal of
Callirhoe’s ring, but becoming as it was no one looked at it because Callirhoe
was present, she alone drew all eyes to her...When they reached the tomb, those
who were carrying the bier set it down. Callirhoe climbing up to it, held

Chaireas close, kissing his image. ‘First you buried me in Syracuse, and now [ am
burying you in Miletus. Our misfortunes are not only great, but they are also
difficult to believe- we have buried one another! Yet neither of us even has the
other’s dead body! Wretched fortune! You refuse even to let us share a tomb in
death! You have made our dead bodies exiles!

What appears in this passage is a striking series of images replicating and seeking to stand in for

an original model (Chaireas). The notion of replacement, evident in the earlier episode described

above, becomes more apparent still in the event of Chaireas’ funeral procession. Callirhoe’s

signet ring, like most intaglios from the Greco-Roman world, reflects the seal stone’s ability

to represent an individual in absentia. In this brief passage we have a succession of images,

originating with Chaireas as the referent, whose likeness is first copied in a portrait ring, and

then in the form of a death portrait. When we recall that death images and funerary busts were

occasionally created from pliant materials such as clay, the connection between Callirhoe’s

portrait ring and the funerary eidolon becomes more evocative of the relationship between an

intaglio and its impression.* In both instances, by kissing the image (the ring itself and then the

4 Steiner 2001, 6; see also Kurtz and Boardman 1971, 259.
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eidolon), Callirhoe imitates the act of sealing, which would often be done by placing a signet
ring to one’s mouth.> Moreover, Chariton’s use of the aorist passive participle of SiaTuTOw

in reference to the death image or €18wAov is noteworthy. While the verb SiaTumow can,

of course, be used in reference to image making, it has particular associations with the act of
making coins, gems, or their impressions.® The initial use of the term £18coAov in reference to the
image based upon the portrait ring, perhaps is also evocative of the relationship between a seal
and its impression. For according to Steiner: “to the realm of eidola, imperfect, even deceptive
versions of the truth, belong figures that depend on a purely visible resemblance, that limit
themselves to external contours.”” It is only through Callirhoe’s proximity to and interaction
with the image that it takes on a more “eiconic” function, thus providing access to a latent or
inaccessible version of Chaireas.® It is especially noteworthy that the author does not mention
explicitly the realistic nature of the images, either that of the portrait ring or the death image
produced from it. Whether or not the image was exact or could be confused for Chaireas was
not, in fact, an issue. The crucial point is that the image could call to mind an impression of
Chaireas’ physical appearance. Yet, even though the images did not resemble Chaireas exactly,
Callirhoe uses the objects in such a way that they function as a stand-in for the absent Chaireas.

It is perhaps also important that an imperfect or imprecise image such as that from a signet

5 Platt 2006, 250. This was usually done, however, by licking the seal. Cf Ovid Amores 2.15.

¢ LSJ sv 1, see: The verb is used both in the creation of seals, as in Aristotle De audibilibus 801b5 and Soranus
Gynaeciorum 4.1.59, and in the representation of images, as Plutarch Quomodo quis suos in virtute sentiat profectus
2.83a. In addition to its definition used in connection with artistic (re)production, in works as early as Aristotle’s
Rhetoric (1411b24-5), diatuposis took on a rhetorical significance and often was understood as being synonymous
with ekphrasis and other terms for description including enargeia and diagraphé. See further Webb 2009 on
diatuposis. See also footnote 9 below.

7 Steiner 2001, 5.

8 Here I refer to Steiner’s (2001, 5) definition of eikon as: “a stepping stone pointing to the original that gives the
viewer access to a hidden or absent reality.” Yet, as Steiner states, the sculptural images created by craftsmen and
described in literary texts tended to vacillate between the ‘eiconic’ and ‘eidolic’ spheres.
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ring would serve as a model for Chaireas’ funerary image rather than a description based on
Callirhoe’s memory of his appearance. The image is also problematic, however, because as the
reader discovers in the next section (4.2) the signet ring image, and especially its sculptural copy,
serve as false signifiers because Chaireas is not, in fact, dead but rather in servitude in Caria. In
the above passages, Callirhoe’s portrait ring is valuable for the following reasons: first, due to the
fact that it bears the likeness of Chaireas engraved upon it, but also because the images on the
ring may serve as a model for the production of additional representations of a similar nature.

It is for some of the characteristics discussed above and exemplified by the passage
in Chariton’s Chaireas and Callirhoe that I suggest that the model of the seal stone and its
impression(s) is useful to the discussion of representation, imitation, and replication that lies
at the heart of this chapter.” Since I will return to the social functions of seal stones in a later
chapter, I will focus here on the representational nature of engraved stones and then their
replicative possibilities. Though the types of images represented upon engraved seal stones might
vary according to different factors including personal preference and one’s social status, common
images on engraved seal stones included mythological scenes, genre types, and occasionally
portraits, both of rulers and generic images. During the Hellenistic period, as well as earlier,
standing figures, especially deities were quite popular.'® A large number of intaglios were also

based on animal imagery or single objects.!' Devices frequently seem to have been chosen from

? The model of the seal stone and the language of fuposis was in fact so widely recognized for its utility that it was
repeatedly used in philosophical discourse to explain a variety of phenomena ranging from sense perception and
memory, the acquisition of knowledge, and theories of judgment. See, for example: Platt 2006, 245-51; Webb 2009,
52,112, 206.

10 Plantzos 1999, 66.

I Plantzos 1999, 98.

66



decorative themes or inspired by sister arts such as sculpture.'? As a whole, the iconography

of Hellenistic gemstones, though broader than that of the Archaic and Classical periods,

appears to be easily grouped into types. Plantzos, for example, in his monograph, divides his
discussion of Hellenistic glyptic into three primary categories: “Royal Portraits,” “Gods and
Humans,” and “Objects and Animals.”'® Through his system of organization, Plantzos, as other
scholars of ancient glyptic, has tended to privilege portrait images, especially a small number

of remarkable gems bearing images of Ptolemaic rulers, the signatures of master craftsman or
other recognizable portraits. Yet, the types of images on intaglios that fascinate art historians and
classicists today stand in marked contrast to the types of imagery in which writers of ekphraseis
appeared to take pleasure.

In many ways, therefore, Chariton’s treatment of Chaireas’ glyptic portrait image appears
to be much more in line with our own art historical interests today than those of other ancient
authors. While the above passage by Chariton demonstrates many of the issues that I will address
in this chapter including representation, replication, and the concept of originality, in its subject
matter it can be said to be an anomaly as far as literary descriptions of engraved gems are
concerned. Unlike the royal iconography and portrait images that fascinate us today, the most
popular types of images in ancient literary descriptions were not scenes indicative of power and
prestige, but rather representations that were reminiscent of daily life, frequently depicting
animals and nature. In the poems of many ekphrastic poets, some of whom remain anonymous,

and later in the work of at least one writer of prose, authors more often than not chose as their

12 Boardman 2001, 236.

13 Plantzos 1999. Other more general works on the material culture and visual aesthetics of the Hellenistic period
such as Onians (1979), Pollitt (1986), and Fowler (1999), similarly tend to prioritize royal iconography on gems to
the exclusion of other types of glyptic imagery.
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subject matter images imbued with a sense of naturalism and realism, which were frequently
described in a playful manner. In the early Hellenistic period, at least, this can perhaps be
attributed to a more general trend reflected in the arts of sculpture and especially painting. In
Hellenistic literature it is mirrored in the development of new literary genres, such as bucolic
poetry, which, like epigram, chose as its subject matter a wider array of topics not just those
belonging to the worlds of epic and tragedy. Popular subjects began to include individuals of
lower social status such as fisherman, shepherds, goatherds, as well as the animals they tend.
These images appeared as engravings on precious stones, but also in the ekphrastic descriptions
that sought to imitate them. Through their treatment of themes that resonated in Hellenistic
poetry and the arts, such as the depiction of the fisherman known to us from the poems of
Callimachus and Theocritus, echoed in a gem currently in the Metropolitan Museum of Art
(Figure 3.1), or a portrait of a shepherd and a goat out to pasture (Figure 3.2). Poets and artists
alike interacted with themes from everyday life seeking to portray scenes drawn from the natural

world.

Fig. 3.1 Fig. 3.2
Agate depicting a fisherman. Carnelian depicting goat and
3rd-2nd century B.C.E. or 1st goatherd.
century C.E.
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Though the reason for the popularity of such imagery is unclear, the frequency with
which such scenes are represented is undeniable. Onians, for example, has suggested that their
popularity can perhaps be attributed to the belief that when represented visually, the images with
which we are familiar are the most striking.'* In addition to the aesthetic interests in nature and
its representation, a fascination with the outdoors and animals may also be reflective of social
and cultural currents; according to Fowler “there was probably in the time of the Ptolemies a zoo
in Alexandria, and Ptolemy II Philadelphus himself was responsible for the Grand Procession,
which included a great variety of exotic animals.”'* According to Kuttner, Ptolemy II not
only used a variety of exotic animals for processions and display but he also collected them
hunting.'® Whether evocative of public spectacle or artistic tastes, these literary and inscribed
representations are significant in that they are among the earliest surviving images containing
landscape, predating many of the large scale images found in paintings and mosaics.!” Through
their descriptive style and subject matter, many poems, like their elaborately carved glyptic
counterparts, opened up a vista into a remarkable poetic landscape. Indeed, Platt’s assessment
of a gem bearing a representation of a landscape with a seaside villa and boats (discussed in a

previous chapter) could just as easily apply to the ekphrastic description of a precious stone:

14 Onians 1979, 40.

15 Fowler 1989, 121. There were not just “exotic” animals included in this procession, however, as Fowler
continues: “the text of Athenaeus’ Deipnosophists, Book V, quoting from a longer work, About Alexandria by
Callixeinos of Rhodes, lists elephants, saiga antelopes, oryxes, hartebeest, ostriches, onelaphoi, onagers, camels, and
Indian, Hyrcanian, and Molossian hounds, as well as one hundred and thirty Ethiopian, three hundred Arabian, and
20 Euboean sheep, 26 all-white Indian cows plus 20 Ethiopian ones, one large white bear, 14 leopards, 16 cheetahs,
four carcels, three cheetah cubs, one giraffe, and one Ethiopian rhinoceros.” See also Thompson 2000; Huss 2001,
292; Kuttner 2005, 157.

16 Kuttner 2005, 157, n. 67. See also Diodorus Siculus 3.36.2-4.

17 Cf. Fowler’s (1989, 114) statement “the pastoral mode does not, however, appear in the visual arts until late in the
Hellenistic period, and then in Roman painting.” See also Kuttner 2005, 157 n. 65, 65.
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Like miniature landscapes within domestic decorative schemes, the image defies
nature by reducing it to the tiny vignette depicted on the gem and framing it
within the cultivated domestic realm of the seal’s owner (and privileged viewers);
the seal is a virtuoso performance of the elaborate game between nature and
culture which characterizes much Hellenized Roman art, delightfully testing the
limits of representation.!'®

The game played between nature and culture, which Platt observes in the carved gem, also
figures prominently in Hellenistic epigram and later ekphraeseis. Verbal depictions of scenes
drawn from the natural world present opportunities to play up the rivalry between image and
text, especially the opposing themes of art and nature that frequently recur within this discourse.
As a passage from Longus’ Daphnis and Chloe illustrates, the relationship between artistic and
literary production can be not only complementary, but also competitive. In Longus’ prologue,
for example, the narrator tells of being inspired to write a response (avTiypawa) to the painting
that he has just seen in the Nymph’s grove on which a visual summary of the novel’s plot is
depicted:
TToAa Ao Kol TTOVTO EPWTIKG 180V T e kol BoupaoovTta moboc Eoxev
avTiypaal T ypadn® kol avalntnodpevos eENynTny TNe elkOVos Té
TTapoc BiPAovc eEemovnoauny, avadnuo pev "Epwtt kol Nupdoic kol
TTovl, KTNUo 8€ TEPTVOV TEGIY GVBPITTOIC, O Kol VOGOUVTS 10CETAI, KO

AuTroupEVOV TapouuBnoeETat, TOV EPOGBEVTO QVOVNOEL, TOV OUK EPOGBEV T
TPOTOISEUTEL.

Seeing and wondering over many other things and all of it romantic, a desire
seized me to respond to the painting in writing. And having found someone to
interpret the picture, I labored hard to create four books, an offering to Eros, the
Nymphs and Pan, a possession to delight all humankind, which will heal the sick
and comfort the distressed, stir the memory of those who have loved, and educate
those who have not.

'8 Platt 2006, 237.
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The passage from Longus illustrates a number of the issues important to ekphrastic literature.
First of all, it addresses the sense of emulation and rivalry embedded in ekphrastic literature. The
writer, on the one hand, strives to imitate and capture the sense of the visual within his work, but
on the other hand also endeavors to surpass visual representation by means of literary depiction.
Through the use of ktfjpa the author implies that the literary work itself has a monumentality and
sense of permanence akin or even superior to that of the painting. The ekphrasis is a permanent
KThua because it entirely displaces an actual image, which is never actually seen by the viewer/
reader. Ekphrasis operates under the illusion that it gives the reader access to an image, while,

in fact, it masks the absence of the original work and prompts the reader not to look beyond the
word description to its prototype. In a sense, ekphrasis is always the superior rival, for in the
same way that a painting displaces the object represented, ekphrasis displaces the painting. In the
end logos replaces (or even becomes) ergon.

Closely related to the ekphrastic notion of rivalry is that of desire (m1600¢). In the passage
above, for example, simply viewing the image brings about longing in the viewer to rival the
image through words, although the viewer could do so only after receiving the assistance of an
interpreter to aid in understanding the image. The original image, however, not only engenders
desire but also suspends it."” For, according to Elsner, central to the psychodynamics of ekphrasis
is the fact that “it deals with the deliberate manipulation of both the speaker’s and the listener’s
imagination and desire.”?® Therefore, inasmuch as the image promises access to the original,
in actuality it separates the reader from it since the ekphrasis stands in for the original image.

Through its attempt to rival the original image, ekphrasis causes the desired “original” to be lost

19 See Elsner (2004, 176-77) on the trope of the viewer who is unable to interpret the image before him without the
aid of an exegete.

20 Elsner 2004, 158.
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to the reader.

A similar interplay between “original,” replication, and imitation can be seen in the
development of a discourse on precious stones, particularly as it progresses. Before continuing
with this line of argumentation, however, it may be of some benefit to pause briefly to consider
the nature of seal stones and their impressions. Seal stones, signet rings, and intaglios were
reproduced in many forms in the ancient world. While the images carved upon them might be
ornamental, it was their ability to produce like images that differentiated them from merely
decorative items such as cameos.?' The stones themselves, especially those carved from
expensive materials, could, and often were imitated in less expensive materials including glass

and paste, such as a gem imitating a banded agate in paste (Figure 3.3).2* In this way, according

Fig. 3.3

Glass paste imitating a banded agate depicting a
lioness attacking a boar. Hellenistic.

to Plantzos, signet rings were more readily available to the “masses” who could not afford to
purchase engraved precious stones. Of the numerous surviving examples of ‘imitation’ seal

stones, Plantzos criticizes them as mass produced items, often indistinguishable from one

21 Platt 2006, 238.

22 Plantzos 1999, 73.
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another, stating: “their main feature is their repetitive subject-matter, devoid of any individuality
or innovative spirit, but obviously reproduced from mould to mould and, it would seem, through
whole generations of craftsmen.”” Though such items were perhaps not as opulent in terms of
artistry and material as the stones worked by well-known craftsmen and owned by the Ptolemies,
I suggest that they are not without worth and perhaps have been unduly criticized by scholars
such as Plantzos. While in one sense the value of such an imitation, or less expensive version,
might reside primarily in its ability to replicate successfully the original object constructed out of
more expensive materials, the very existence of such a class of goods gives us a glimpse into the
realm of mass produced items and perhaps the aesthetic values of those who consumed such
commodities.**

Engraved intaglios were, of course, not only reproduced in the form of other rings,
or what Platt calls a “secondary” form of replication, but also especially through the use of
impressions, or “primary’’ replication, which “constitutes the seal’s actual function and gives it
semiological authority.”” The hard stone would therefore be pressed into a soft material such
as wax, clay, plaster or even dirt.® This is, of course, the primary characteristic endowing seal

stones with their great social, cultural, and semiotic value. Unlike other works of art, seal stones

2 Plantzos 1999, 73. According to Plantzos a large number of this category of goods bore the generic motif of a
standing figure leaning on a pillar.

¢ Plantzos (1999, 73) suggests that these “gems for the masses” primarily served a decorative function and were
likely not used as seal stones. His argument appears somewhat biased and the supporting evidence questionable as
he relies primarily on the iconography found in hordes of seal impressions, which accounts for only a small portion
of the actual seal stones used in antiquity and, therefore, is unlikely to be representative of the broader types of seals
used for official purposes.

25 Platt 2006, 238.

26 Bonner 1908, 399 n. 1; Boardman 2001, 447. The fact that the stone must not be so hard that it could not be
engraved was of an importance, and an issue to which Theophrastus devotes considerable attention in his treatise
Lithika (de Lapidibus).
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are both unusual and remarkable in that they have limitless potential for replication and could
be created by anyone with access to a signet ring. Thus, as Platt eloquently states: “because

of its potential to make multiple and repeated impressions, a force field of potential dunamis
thus radiates from each seal.”?” While an impression lacks the economic value of the seal stone
from which it originated, the impression’s value is primarily symbolic. Though lacking in
monetary value, due to their symbolic importance, some impressions, especially those attached
to a document, may have been secured by a protective covering to preserve the integrity of the
impression.?® The significance with which impressions were endowed, combined with a fear
regarding this ease with which they might be replicated, led to the passage of a law by Solon
which prohibited gem makers from keeping the impressions made from original seals.”

Due to the facility with which stones could be replicated in malleable materials, seals
hold the potential to produce a sequence of copied images which were intrinsically related to the
original intaglio through their “isomorphic properties.”** Although the relationship between a
seal and its impression may be “isomorphic,” as Platt states, it is not identical. Most obviously
the two images, the stone and its impression, become mirror images of one another. This
becomes even more noticeable in the instances in which inscriptions have been carved on the
original gem. Additionally, the image which would appear in negative on the stone, having been

carved out in a reductive technique, appears in positive on the soft impression. The difference in

27 Platt 2006, 239.
28 Boardman 2001, 447. See also: Aristophanes Wasps 585, 589.

2 Bonner 1908, 400. In an amusing anecdote in Lucian’s Life of Alexander, the eponymous holy man, prophet, and
charlatan devises a clever means of opening sealed letters without disturbing the seal by using a heated needle to
separate impression from the material to which it adhered.

30 Platt 2006, 238.
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medium, as well, creates a noteworthy contrast between the engraved stone and its impression.
Further, as many experts in glyptic know well, it is frequently much easier to discern in the
impression (or an enlarged photograph) details that are not visible to the naked eye. Though
subtle, one could argue, in fact, that by means of the small degrees of difference between the two,
the impression is no longer an exact imitation or replica, but rather becomes an adaptation. An
impression may retain the essential properties of its seal, but through its creation and circulation

it takes on an aura of its own.

3.2 “Making an Impression™!: The Shield of Achilles and Myron’s Cow
3.2A The Shield of Achilles

In this section I will examine briefly two important exempla of ekphraseis, Homer’s
description of the Shield of Achilles, and the famous Myron’s cow poems, suggesting that they
operate within a literary framework much like a seal in relation to its impression. Although the
two may seem like an unusual pairing due to differences in genre, tone, and style, they are linked
in the sense that they have been understood as key models in the development of a discourse
of seeing and interpreting.’> When speaking of ekphrasis and the development of a literary and
visual discourse, it is difficult to deny the presence of the Homeric Shield of Achilles. As Becker
states of the Shield: “this description is at the head of a long tradition of ekphraseis.”** Unlike

the ekphrastic epigrams to which I turn shortly, that of the Shield, by comparison, is massive

31 Here I quote the title of Platt’s (2006) article “Making an Impression: Replication and the Ontology of the Greco-
Roman Seal Stone.”

32 The vast bibliography is too great to cite in full here. I will mention three that have been formative in this
analysis, namely Becker 1995; Goldhill 2007; Squire 2009, 141 n. 196. On the importance of Homer within the
Progymnasmata see Webb 2009, 19, 29, 40 n. 4.

33 Becker 1995, 2.
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in scope and scale. In one hundred and forty lines of detailed description, the narrator creates a
vivid account of the shield made by Hephaestus for Achilles at Thetis’ request. Included on the
Shield are: a variety of heavenly bodies, a city at peace juxtaposed with a city at war, followed
by agricultural scenes, and finally an image of young dancers, all encircled by the river Ocean.
While a discussion of the entire Shield and its imagery is well beyond the scope of the present
chapter, I would like to turn instead to one of the agricultural scenes represented upon it

(Iliad 18.573-89):

"Ev 8’ ayeAnv moinoe Bowdv opbokpaipacv:

ol 8& BOES XPUCOIO TETEUXOTO KAGGITEPOU TE,
HUKTOUG & aTTO KOTTPOU ETTECCEUOVTO VOOV OE
Tap ToTauov kehadovTa, Tapa podavov SovokTa.
XPUGELOl 8 VOUTES G’ EGTIXOWVTO POEGTI
TEGCOpES, EVVEX OE Ol KUVES TTOSOS XPYO!l ETTOVTO.
ouepSoéw 8 AéovTe SU° v TP TNOL BoEoot
TAUPOV EPUYLNAOY EXETNV" O 88 HOKPO HEHUKGS
EAkeTO" ToV 8t KUves peTekiaBov NS’ ailnot.

Tw Hev avappnEavte Boos ueyahoto Poeinv
EyKaTa Kol HEAQY oo AadpUOCETOV" Ol 8¢ VOuT|ES
U TS EVSIEGOV TAXEQS KUVOS OTPUVOVTES.

0Ol 8’ | TOl SOKEEIV HEV ATTETPGITGVTO AEOVTWV,
10TaUEvVOl 88 PG’ £YYUS UAGKTEOV K T’ GAEOVTO.
"Ev 8¢ vopov moinoe mepIkAUTOS audpIyunels

€V KaAT) Brioon HEY OV 01V GPYEVVA WV,

otoBuous Te kKAiolas Te kaTnpedeas 18e onKoUs.

And he made on it a herd of straight-horned cattle. The cows
were fashioned from gold and tin, and were mooing as they
hurried from the farmyard to their pasture by a roaring river,
beside swaying reeds. Four herdsmen in gold

walked along with the cattle, and and nine quick-

footed dogs followed along. But at the front of the herd

two terrifying lions had caught a bellowing bull, and he was
dragged away roaring loud. The dogs and the young men
went after him. The lions had ripped open the great ox’s hide
and were gulping its innards and black blood. The herdsmen
could only set their quick dogs at them and urge them on.
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But the dogs were fearful of biting the lions, and

standing close they barked at them, while keeping clear.

And on it the famous lame god made a great pasture

for the white-woolled sheep in a beautiful valley, with stables

and covered huts and sheepfolds.
The above scene is reflective in many ways of the Shield as a whole. Above all, there emerges
an emphasis on artistry and materials, made explicit by the reference to the Shield itself in the
opening line of this section through the use of the preposition £v.** The materiality of the Shield
is referenced still further in the scene through the explicit mention of the metals from which the
Shield and the figures upon it have been made (cows fashioned from gold and tin, herdsmen from
silver, etc.). The use of verbs of manufacture Toingoe (twice repeated) and TeTeUXaTO in the first
lines of the passage similarly bring to mind elements of the Shield’s fabrication. The explicit
and unusual reference to Hephaestus at the end of the selection, one of the few in the Shield,
serves only to intensify further the stress placed upon artistry.>> At the same time, there exists a
jarring contrast between the fictive, metal images and their capacity for movement as the passage
continues. The figures, therefore, both lifelike and animated, but simultaneously unfamiliar on
account of the fact their bodies are constructed from metal, which suggests immobility. As both
Becker and Squire have remarked upon, this sense of liveliness is reinforced by the fact that
the animals not only move, but have the ability of speech, or at least, in the case of the cows, to

low.*® The combination of elements of sight and sound that appear, at first glance, to represent

a peaceful pastoral scene and thus a respite from the tense action of the primary narrative, shift

3 Becker 1995, 138.
35 Becker 1995, 141.

¢ Becker 1995; Squire 2010, 610-11.
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however, into a scene that is largely one of violence, of lions attacking a bull, being dragged
away, violent imagery and the cacophony of dogs barking, thus reflecting the martial nature of
the narrative. Like other poems that I will examine shortly, the images elicit wonder through their
“vivification,” yet unlike works of the Hellenistic poetry, they do so without forgetting that they

are works of art.’

3.2B Myron’s Cow

Significantly later than Homer, the earliest by at least four centuries, though no less
important in the development of ekphrastic discourse, is one of the most famous series of poems
on a single work of art in the Greek Anthology—the Myron’s cow poems. This sequence of
thirty-six poems found in book nine of the Palatine Anthology all take as their subject a bronze
sculpture of a cow fashioned by the fifth-century sculptor Myron. The image itself was well
known in antiquity due to the fact that it was originally on view on the Athenian Acropolis and
later moved to Rome.* As Pliny remarks, somewhat snidely, Myron’s fame as well as that of
the image itself were further embellished through the dissemination of several epigrams on the
sculpture.* Thus, the sculpture became well known even to those who had not actually seen it;
the image became more famous simply because it was already renowned. In the modern era,
however, the Myron’s cow poems have not fared so well, having been criticized by numerous

modern critics for their tedious and repetitive characteristics.* Many a scholar has been quick

37 Becker 1995, 139.
3 Gutzwiller 1998, 246.

% Pliny HN 34.57. Myronem Eleutheris natum, Hageladae et ipsum discipulum, bucula maxime nobilitavit
celebratis versibus laudata, quando alieno plerique ingenio magis quam suo commendantur.

40 Squire 2010, 589-91.
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to point out that while the epigrams propagated the image’s fame, they do very little to describe
accurately the “original” sculpted image, which no longer survives.*!

Despite their seemingly monotonous nature (a characteristic for which imitation gems
were criticized as well!), a small number of scholars have begun to reconsider the poems,
not in light of their artistic or aesthetic merits, but in order to understand better the function
of such a multitude of epigrams of similar style on the same topic.** What has emerged in
the reconsideration of these epigrams is perhaps a revaluation of the poems as a remarkable
‘replica series’ written by numerous poets spanning nearly six centuries, whose works were not
anthologized for at least another four centuries after the latest epigrams in the series in the form
in which we have them today in the Palatine Anthology.*® Individually, it has been argued that
the epigrams engage with the language of art history and visual criticism and that as a collection
they serve as a manual of sorts for instructing the reader or viewer to respond to the poem/object
in a learned fashion.* Squire not only sees the poems as a useful tool for discussing ancient art
historical discourse and the process of articulating vision, but as a pointed metaphor “for the
ekphrastic project of replicating images in words.”* While both readings of the poems are highly
informative and persuasive, in my examination I intend to focus on the replicative possibilities
and implications of the individual epigrams and the collection as a whole.

Though it is not possible in the present chapter to examine all 36 poems, I propose a brief

4" As Goldhill (2007, 15) points out it would be impossible to “make a reconstruction of the sculpture from the
poems,” or, as [ would add further, to even get a full sense of the sculpture’s appearance at all.

42 See especially Gutzwiller 1998; Goldhill 2007; Squire 2010.
4 Squire 2010, 595.
4 Goldhill 2007, 15-18.

4 Squire 2010, 593.
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examination of a selection of epigrams from the Myron’s cow corpus. While the dating of the
poems and their chronological sequencing is somewhat problematic, recent scholarship suggests
that Posidippus’ poem (AB 66) is likely the earliest on the topic.* The poem states:
£80]knoe To Boidiov aElov OAKNS
] kol TploETOPYUPIOV
1 Xelpar, codov xpeos €18 em’ aSoEou

aA]JAa MUpcov €TOEL.
The little cow [seemed] worthy to drag the plough
[. . .] and thrice-covered in silver.
...his hand, he unexpectedly saw a clever thing
[..... ] but Myron made it.
Here, as above in the description of the Homeric shield, both material and artistry are
emphasized. Like Homer’s cow, that of Myron, is constructed out of metal, though instead of
being fabricated in relief, this image presumably stands as a three-dimensional sculpture. The
artist’s name and a verb of manufacture are also provided, although at the end of the passage
rather than the beginning as we saw in the Homeric Shield. The scope and scale of the passage
itself has changed, rather than confronting a large herd of cattle involved in a violent scene, we
instead have a brief description of a small cow (Bol&i10v) so that the content of the poem mirrors
its form. The apparent liveliness of the image 1s not described in detail, but merely implied
though the narrator’s insistence that the cow is “fit for the plow.”
Unlike Homer’s detailed description of the cows in a herd, the shepherds, and the animals
that attack them, we learn very little about the appearance of the sculpture, as we will see upon

further examination of a selection of the Myron’s cow poems. Although elements of their visual

appearance are implied, their primary purpose, according to Goldhill is to interrogate “tropes

46 Squire 2010, 598. Although as Squire suggests, it is likely futile to attempt to uncover the “original” poem within
the series.

80



of verisimilitude.” In a poem likely postdating that of Posidippus, attributed to Leonidas (4P
9.719), we see the continuation of themes outlined in Posidippus’ epigram:

Ouk emAacev pe Mupwv: éPevoaTo Bookopevay St
b J 4 b ’ ~ / 4
ef ayehoc ehacac, dnoe Booet Aibiva.

Myron did not sculpt me; he lied; but driving
me from the herd where [ was grazing, he set me on a stone base.

Even more so than Homer’s description of the Shield, the Myron’s cow poems play with notions
of realism. In a mere two lines, 4.P. 9.719, the cow, in its own voice, states that, while it was
grazing with the rest of the herd, it was driven away from its pasture, and instead fixed upon a
pedestal. What we see here, therefore, is a reversal of the trends seen in Homer and Posidippus,
and rather than an assertion of Myron’s artistry, we find the poet/narrator not only denying the
artist this, but stating further that he lied (¢eucato). The implication as such, is that nature has
been turned into art, rather than the usual trope of fabricating art that is imitative of nature.

The remaining poems in the series, though by no means unworthy of full consideration
(which is beyond the scope of the present study), display more similarities than differences.
Although the language varies somewhat, as Goldhill has remarked, the essential meaning
of each poem is, “this cow is so real that...”* In several epigrams, like that of Leonidas, the
cow is endowed with speech, and in some cases directly addresses the reader.® In others, an
unsuspecting herdsman, bull, or fly approaches the calf, thinking it to be real. As a series, the

epigrams serve as a game of one-upmanship, with each successive poem attempting to interact

47 Goldhill 2007, 16.
* Goldhill 2007, 19.

4 Squire 2010, 610.
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with and surpass the earlier epigram, although the degree to which they were in dialog with one
another is uncertain. At the heart of the poems, however, as Squire observes, is replication, in

which the epigrams may be read as “copies of copies ad infinitum.”*
3.3 Art and Illusion in Glyptic Landscapes

Following the first section of the Myron’s cow poems in the Palatine Anthology, though
not necessarily later in date, is a shorter series of epigrams, reminiscent of those in the Myron’s
cow section, but describing scenes on precious stones. In one epigram by Archias (4.P. 9.750),

for example, the poet depicts before our eyes a bucolic setting, populated by grazing cattle:

Tac Bolc kal Tov 1TV 18wV Tepl XeIPl SOKTOEIC
TOC HPEV GVOTIVEIELY, TOV 88 XAOTIKOLEELV.

Looking at the cows and the jasper on my hand you will think that
the cows are breathing and stone puts forth grass.

Offering only a brief sketch in single couplet, the poet is able to render a vivid image within
an image. Using the second person singular form, the poet creates a sense of intimacy with the
reader/viewer and invites her to envision her role in the scene as the spectator of a detailed work
of artistry in close proximity to the speaker. The poet simultaneously plays with the viewer’s idea
of space, distance, and proximity by opening up the contrast between a small object seen close
up and the expansive panorama depicted within the gem’s small confines. Further, through the
explicit mention of the color of the stone, the poet is able to invoke playfully the vividness and
polychromy of many of the gems of the era while alluding to the artistic convention of aligning

subject matter and stone when possible.’! Moreover, the poet’s reference to the stone’s green

5 Squire 2010, 617, 619.

31 On image/color matching see further Kuttner 2005, 157 n. 64.
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color also suggests the appearance of grass, and thus the placement of his subjects, the cows,

in a “realistic” landscape or at least an approximation thereof.’? The poet’s attempt to vie with
nature in depicting a vibrant and verdant setting for his cattle is further aided by the stone’s
natural banded appearance or stripes of color common to many types of jasper, of which green
was the most common, and would have added further to the sense of tonal variation, shading,
and depth within the poet’s fictive landscape. The poet’s failure to describe the setting and
length could be immediately attributed to the poem’s brevity, but is also consistent with many
artistic conventions of the day. Artistic representations involving setting and landscape prior to
the Hellenistic period were largely impressionistic. Numerous vase paintings of the Archaic and
Classical periods, for example, use a simple ground line, and the occasional tree or schematic
architectural element to indicate place or space. Since the collapse of the Mycenaean palatial
society, it was not until the mid fifth century BCE that painters like Polygnotos and the Niobid
Painter first began to experiment with different methods of representing landscape in ways
other than by simply painting a solid ground line. In the Hellenistic period, however, interest in
landscape often combined with continuous narrative, such as the Telephus frieze from the Great
Alter of Pergamon, which represented a new perspective on the visible world and its depiction.
This interest, perhaps developed from contemporary trends in painting, was well exemplified by
the famous Odyssey frescoes from the Esquiline hill in Rome, which were likely based on earlier
Greek originals. In the Odyssey frescoes, depicting scenes from Books X and XI of Homer’s
text, the artist captures not only crucial narrative elements but also attempted to render space
through the use of a naturalistic scale in which the figures were depicted in a scale appropriate to

their surroundings. Moreover, the artist also attempted to create a sense of depth through the use

32 According to Theophrastus de Lap. 27 and Pliny NH 37.118, the most common color for jasper was green.

83



of atmospheric perspective, using cooler colors that would appear to recede into the background
and contrast with a warmer foreground.

Not only does Archias play with the artistic conventions of background and color, but
he makes clear reference to the concept of realism in terms of subject matter. His assertion that
the cattle are so realistic that they appear to be breathing (Toc pgv avamvelelv) is evocative
of a discourse on naturalism in art dating back at least as far as the fifth century. As Steiner has
noted, it was not uncommon for critics of art, particularly of sculpture, to contend that works
appeared to be so realistic that they seemed to breathe.*® In the Archaic and Classical periods,
for example, in addition to having detailed musculature and veins, numerous statues of the time
were portrayed as if they were drawing breath, indicated by an “open mouth, blood veins visible
on the surface of the body, a swelling abdomen, or iliac-inguinal line.”>* In so doing, the artist
or poet thus suggests the presence of a soul, or at the very least animation, thus testifying to the
craftsman’s superior technical skills.

In other poems similar to that of Archias, the poet grants not only life or animation to the
cows depicted, but in many cases also the capacity for movement. In a poem allegedly by Plato

A.P. 9.747 and thus predating Archias, we see several similarities to the above poem:

" Eikova mevTe Bocdv pikpa Aiboc eixev loomic,
WG N8N TAOAG EUTTVOX BOOKOUEVOC.
Kol Toxo KA amepeuye Ta Poldia viv 8t kpaTel Tal
TN Xpuon HovSpa To Bpoxu BoukoAiov.

This little jasper stone bears the image of five cows
all looking alive as they graze.

33 Steiner 2001, 30-31.

3 Steiner 2001, 28.

33 Cf. A.P. 16.54.
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Perhaps they would run away, but now
the little herd is confined by the golden fence.
The same type of stone, jasper, which we might imagine to be green, is used here as well, as the
background for a bucolic scene. Once again the cattle’s liveliness is indicated by the fact that
they appear to be breathing. More so than the cows of Archias’ poem, those of Plato are so active
that they might even run away, were they not restrained by the stone’s collet which serves as a
“golden pen.” In contrast to earlier ekphraseis, the boundary of Plato’s poem displays a sense of
self-consciousness. Rather than the natural boundaries found in earlier Greek ekphraseis, such as
the Ocean which serves to circumscribe the Shield of Achilles, what we find in Plato’s epigram is
a man-made border. Through the invocation of the pen or border as well as the explicit mention
that the cattle are merely an image (g1kova), the poet makes a distinction between the work
of art and the “real” scene that it strives to represent. Not only do the poems utilize a mode of
description that privileges the visual, but they also engage with a discussion on the nature of
realism in art and the limits of visual and verbal media. One such example of an ekphrastic poem
seen in AP 9.746 by King Polemo:
“Emta Bodv odppayida Ppaxuc Alboc eixev laomic,
WG Pla, WG TOOOG EUTTVOX SEPKOHEVOG.
kol Toxo kav amepee Ta PoiSia viv 8t kekAetTal
TN Xpuon Hovdpa To Bpoaxu BoukoAiov.

This little jasper has a seal of seven cows
Looking like one, and all looking as if they were alive.
Perhaps the cows would have run away, but now the
Little herd is confined in the golden enclosure.

This poem bears striking affinities to the above poems by Archias and Plato, once again we

have the poet painting an image of cattle in pasture, again represented on the same type of
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stone, again appearing to be alive (TTacoc eumvoa Sepkopevoc). What is remarkable about this
particular poem and perhaps distinctive from the others is the poet’s assertion that the seal holds
seven cows looking like one (¢3¢ ptav). On the one hand this may be a reference to the artistic
conventions of the day and the manner in which artists attempted to portray three dimensional
space on a two dimensional surface such as a painting or relief sculpture. Through his description
the poet is portraying the same kind of overlaying of figures that were depicted by numerous
visual artists in the ancient world. The same type of overlapping figures appear in the Parthenon
frieze, on numerous Attic vases of the Archaic and Classical periods, and even in the Pella

mosaic.
3.4 Additional Ekphrastic Epigrams

The description of art in concert with nature on precious stones appears in a variety
of other epigrammatic landscapes as well. In the Lithika, poem AB 14, the engraver creates a
remarkable image according to his skill and intelligence (XE1pat Te kol kaTa vouv) through the
correlation of the stone’s color and subject matter:>®

g0 Tov TTryooov 1TTTov €T TEPOECOOV 10OTTIV
XEIPO TE KO KOTO VOUV EYAUD’ O XEIPOTEXVNG®

BeAAe[plodovtne pev yop AAniov eic Kiikeov ynv
nptd’, 0 8 €1 kuavn NEpar TKOAoe €PN,

[0]UVEK® AMVIOXTTOV ETI TPOHEOVTC XCAIVOIC
[1]mm[ov ev] aiBeplow Teade ETUTTOE Aifco.

The craftsman using all his skill and intelligence
engraved well the horse Pegasus on the dark iaspis.”’

¢ See Mannlein-Robert 2007, 270 on the topos of the artist’s hand.

57 Austin and Bastianini translate iaspis as jasper, but iaspis does not correspond to our modern day jasper. As Caley
and Richards (1956, 234) state “iaspis is a generic name applied to various transparent or translucent stones.” Our
jasper today is frequently green whereas the iaspis mentioned by Posidippus was likely blue and may have been of
the variety cited by Pliny which was acquired from the Persians (VH 37.37), which was specifically called aeriuza.
Cf Theophrastus de Lap. 23, 27. See Caley and Richards 1956, 50-52, 107-8; Smith2004.
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Bellerophon has fallen to the Aleian plain of the Cilicians
while his colt climbed up to the deep-blue sky.
And so he carved [the horse on] this airy stone,
free from the reigns, trembling, still, at the bit.
Here, the artist is revealed to be clever in his depiction of Pegasus, the winged horse in flight,
on iaspis, a blue stone,* thus playing with the material of the object and the realm in which we
would imagine the horse to be flying. Similarly, in a poem by Plato the Younger (4.P. 9.751) the
poet cleverly entwines the stone upon which his image is engraved with the mythological story
of Apollo’s lovers:
‘A odpayis vakivBos:  AToAwv & EGTIV EV oUTT
ka1 Aadvn. ToTEpou uaAiov o Antoidas;
The stone is Hyacinthus, and on it are Apollo and
Daphne. Of which was Apollo the lover?
The very material of the gem and the imagery inscribed upon it offer up a riddle of sorts that
mirrors the question posed in the poem. The answer is of course both. Thus through the choice

of gem type and subject matter the god Apollo, is therefore associated with his two well known

lovers.” Further, the two ill-fated lovers are linked by comparison.

58 Smith (2004, 105) points to the use of the adjective neposccav as evidence for the complimentarity of stone and
subject and as proof of Posidippus’ knowledge of technical manuals.

% On the literary and visual representation of Hyacinth as Apollo’s lover see: Homer /1. 2.595-600; Palaephatus, On
Unbelievable Tales 46; Apollodorus, Library 1.3.3; Ovid, Metamorphoses 10. 162-219; Pausanias, Description of
Greece 3.1.3, 3.19.4; Philostratus the Elder, Images 1.24; Philostratus the Younger, /mages 14; Lucian, Dialogues
of the Gods 14, as well as representations in Greek vase painting. See also A.P. 9.753 and Achilles Tatius 2.3 as
examples of the interplay between art and nature in ekphrastic description.
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3.5 Heliodorus’ Amethyst

Though separated by temporal, spatial, and generic boundaries, a description of a
remarkable stone in Heliodorus’ Aethiopika shows striking affinities with the epigrammatic
works discussed above. In a central passage midway through the novel, an amethyst, one of
the heroine Chariklea’s birth tokens, is given in exchange for her freedom. Within the novel
the amethyst serves several roles, as a mover of plot and a symbol of Charikleia’s character, in
addition to its decorative function.®® I will return to other aspects of the stone later, here I will
focus on the imagery inscribed upon the stone, which consists of a representation of a pastoral

scene including a young shepherd tending his flock (5.14):

Tolautn pev kot maoo €€ vy Te kot AlBiomwv augbucos ™ Ny 8 TOTE TG
NouoikAel mpooekouilev 0 KaAdoipis pokpod Kol ToUTaSs ETAEOVEKTEL,
ypadn yop eEeoTo kal els pipnuo Ly ekekolhavto. Kol v n ypadn,
TouSaplokos emolpoive TPORoTo XauaiCNAe HEV TETPQ TPOS TEPICITITY
£bECTS TNV 8¢ voumv T &yEAT TAayiols aUANUOG! SIATATTWV, TO 88
Me10eTO S E8OKEL Karl TVEIXETO TTPOS T EVOOCIUG TNS OUPLYYOS
nouumvéusva Eimev Qv Tis ouTO Kol xpuong BeBptBévm Tols paAhols, ou
TT]S‘ Tsxvng TouTo Xopilouevns GAN olkelov spuenua ™ms aueeuoou

TOlS VITOlS enavﬁouong FsypomTo Ko apvncov amao OKlpTT]UO(TO( ko ol
HEV aryeAnSOV ETTI TNV TETPOV AVATPEXOVTES Ol € TEPL TOV VOUEX KUKAOUS
ayepaIXous EEAITTOVTES TOIUEVIKOV BECTPOV EMESEIKVUGOY TOV KPTUVOV,
oMot 8¢ wyotep NAle 1T Aoyl Ths cuebicou yavipevol aAHaGIV
akpwvuxls Ty TeTpav emeEeov. " Oool 88 aUTAV TPWTOYoVol Te KAl
BpacuTepot, kol utepaAAecban Boulopgvols Tov kKUKAOV EGIKEGOV
E1PYONEVOLS OE UTTO TT)S TEXVNS WOTEP £l HOAVSPAV XPUCTIV TNV GPevSovny
auTols Te kol TNTETPa mepiPaAAovons: 1 8¢ Hiv TETPa TG OUTI Kol OUXl
HIMuC, TAV yap akpwv Ths Alou uepos els TouTo meplypaas

o TexviTns e8eiev ek TS aAnBelas O eBoUAETO, TEPIEPYOV NYNOGKUEVOS
ABov v Aibe codilecBat: TolouTos pev o SokTuAlos. O 8 NawoikAns
EKTAYElS TE GO TPOS To TapadoEov kal TAEov Nabels TPOs To
TOAUTIHOV, oualas OANs TNV Alfov 1006 TAGI0V KPIVGV.

Such is every amethyst from India or Ethiopia, but the stone that Calasiris gave
now to Nausicles was superior to all others by far, for it had been deeply carved

% Bartsch 1989, 149-50.
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and incised into a representation of living creatures. The scene was as follows: a
young shepherd was pasturing his sheep, standing on a slightly elevated rock,
directing his flock with a transverse flute while they grazed. The sheep seemed to
obey and pasture in time to the pipe’s tune. One might have said that their heavy
fleeces were made of gold, this was not art’s devising, but rather the native
ruddiness of the amethyst that tinted their backs. The light gamboling of lambs
was also represented on it, some clamored up the rock in a troop, while others
frolicked in a rings around the shepherd giving the rock the appearance of a
bucolic theater; others delighting in the amethyst’s brilliance, as in the light of the
sun, barely touching the rock’s surface. The oldest and boldest appeared to want
to leap out through the stone’s setting but of being hindered from doing so by the
craftsman’s art, which had made the ring’s setting into a golden enclosure both for
them and the rock. The rock was no imitation, but real; for the craftsman had left
a portion of the stone unworked, using reality to display the effect he desired,
thinking it superfluous to represent a stone in stone. Such was the ring. Nausicles’
astonishment at the wonder was only surpassed by his delight at the gem’s value,
which he reckoned to be equal to all that he possessed.

When read within and against the epigrammatic descriptions discussed above, I suggest that
the discourse of precious stones resonates in Heliodorus’ description. Heliodorus both plays
up and inverts elements of this discourse. While on the surface, Heliodorus’ description shows
some strong similarities to the images described by Plato and Archias, for example, as well as
the description of a pastoral scene from Homer, closer examination reveals important departures
from this type. A notable difference from Homer is, of course, Heliodorus’ focus upon an
accessory or item of apparel as the basis for the ekphrasis. Achilles’ shield is above all an item
to be used in combat, while the amethyst has a primarily decorative function, though it could
theoretically be used as a seal stone and also for apotropaic purposes since the stone was seen
as a remedy against drunkenness.®' For both Homer and Heliodorus the inclusion of pastoral
imagery serves as a stark juxtaposition to the primary action of their respective texts, likely

serving, as many have argued, as a respite from the narrative tension of battle or, as in the case

' Pliny NH 37.121, 124.
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of Heliodorus, Charikleia’s ransom.®> An additional contrast arises in the relationship between
the pastoral imagery on the shield and stone, both showing noteworthy similarities to bucolic
poetry, while simultaneously drawing attention to the differences in materials, metal and stone, as
opposed to the everyday rustic materials popular in bucolic poems.®* Homer’s miniature pastoral
scene is only one small part of a more panoramic image, bordered only by the natural boundaries
of the ocean, while Heliodorus’ representation is self-contained and is constrained by the fictive
borders of the golden fence/collet, as well as the demonstrative pronouns that open and close the
gem’s description (TolaTn pev kol Taoo €€ ' lv8&dv Te kal Aot auebucos. ..

TOIOUTOS HEV O SAKTUALOS).

One of the most apparent differences between Heliodorus and the epigrammatists
discussed above is the use of a different type of stone, for Heliodorus this is an amethyst rather
than the jasper described by the earlier poets.®* Instead of describing a stone whose color was
commensurate with the scene depicted, Heliodorus chooses a gem whose symbolic meaning adds
to the novel’s plot. The stone is perhaps more fitting in a Heliodoran context, as amethyst was
in fact native to Ethiopia. The characteristics associated with amethyst, particularly moderation,
are especially appropriate to the heroine, Charikleia, with whom the amethyst is associated, as
well as with the tone of the novel itself. A second important difference is the size of the stone
itself, said to be the size of a maiden’s eye and length and scope of the description. Less confined
by space and generic constraints, Heliodorus is free to describe his engraved stone at greater

length and in greater detail. Heliodorus, therefore, expands upon the pastoral scenes found in the

2 Bowie 1995, 279.
6 Dubel 1990, 107.

6 Caley and Richards 1956, 234.
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epigrams above, including in his description not only sheep (instead of cattle) and landscape but
also a flute-playing shepherd.

Heliodorus is not only influenced by the epic and epigrammatic traditions, but as Bowie
suggests, the description of the amethyst is in fact a reference to his own novelistic tradition,
specifically Longus’ Daphnis and Chloe.®® The pastoral imagery on the stone, according to
Bowie, may be construed as representative of the bucolic elements contained within Longus’
pastoral novel. The size of the gem and the scale of Heliodorus’ work invite comparison with

Longus’ composition, for as Bowie states:

We are invited to contrast the huge Aida-like set across which Heliodorus has his
characters process with the miniature and enclosed world of Longus. Such a
comparison may cause us to reflect that, despite the virtuosity displayed by
Longus in his mimesis of his confined pastoral universe, only the grand operatic
stage created by Heliodorus really deserves comparison with the theater. The
narrative setting allows us to see the gem as standing for a literary work.

The amethyst can be both contained within the confines of Heliodorus’ massive novel and

exchanged for the heroine’s life by Calasiris, an authorial figure, suggesting the superiority of

Heliodorus’ work over that of Longus.®’

In Heliodorus’ description of the stone, numerous themes emerge, but perhaps none so
clearly as that of the competition between the verbal and visual arts. The opening and closing

of the passage, thus underscore the contest that underlies that between the verbal and visual,

namely the rivalry between art and nature. As we have seen in many of the above epigrams,

% Bowie 1995, 279.

5 Bowie 1995, 280.

7 Bowie 1995, 280.
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as well in the Homeric shield, the two concepts are frequently at odds. Occasionally, as in the
Myron’s cow poems, the work of one is compared to or confused with the other. The light and
color of the amethyst, for example is compared to the radiance of the sun, a trope found in
several of Posidippus’ epigrams.®® The competitive element described above, in reference to

the dialog between the verbal and visual as well as between art and nature can be seen in the
passage in terms of possible intertexts and textual rivalry. Not only does the amethyst surpass
(epleonektai) other gems produced elsewhere, but while replicating aspects of other texts, it
simultaneously attempts to surpass them. Similarities between the Homeric Shield as well as
some of the ekphrastic epigrams are evident, yet it is clear that Helidorus’ description is no mere
imitation of these earlier ekphraseis.® Although it is tempting to draw a connection between
earlier ekphrastic descriptions of gems and that of Heliodorus, in order to posit an unbroken
chain within a discourse of precious stones, to say that it would be difficult to do so would be an
understatement.

Like the earlier poets, Heliodorus describes the imagery and artistry of the stone in great
detail, and freed from the constraints of the epigrammatic genre, he is able to create a verbal
representation of the amethyst at length. The emphasis on artistry is apparent throughout the
description through the repetition of the words graphe and techne. The remarkable qualities of
this stone and its workmanship are made particularly evident through the terms used to indicate
the fact that the stone was deeply engraved and perhaps even hollowed out. This could serve

as a reflection on the quality of the stone, which one might imagine to be of superior quality

6 Posidippus AB 16, AB 4 and 5 compare the radiance of a gem to other celestial bodies.

% Additionally, it would be particularly difficult to posit any clear relationship between the epigrams of Posidippus
or the Palatine Anthology. The fact that Heliodorus drew upon and perhaps was even influenced by Homer, however,
is much easier to demonstrate as Elmer (2008), among others, has argued.
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to permit such intricate artistry within its small confines, but it could also serve as an indicator
of the artist’s skill. Bartsch goes so far as to suggest that although the stone is clearly shown
to be valuable in its own right, “the very intricacy of design gives the ring its value.”” Indeed
when reading the passage one cannot but notice the complexity with which the precious stone
is described. The intricacy is reinforced not only by the level of detail with which the object is
described but also through various terms indicating detailed artistry. The fact that the stone is
deeply engraved (¢€coTo) and nearly hollowed out (gkekoiAavTo) throws the image inscribed
upon it into even greater relief and makes the impression left from the stone even deeper. One of
the particular terms in use for carving, emEEw, however, not only implies a stone that is deeply
engraved and smoothed down, but also suggests a literary effort that is well worked and highly
polished.” The lambs circling around the shepherd playing his pipe not only add to the liveliness
of the scene, but the term eEgeAicow also reminds the reader of the imagery discussed in the
previous chapter, involving the notion of twisting, turning, and interweaving as an indicator of
literary complexity and refinement. At the same time, however, we see explicit denial of fechne
at times, as in the case of the golden color of the sheep’s fleece, which was not due to craft but
natural hue of the stone. Such an authorial assertion creates a stark juxtaposition with Homer’s
description of the cattle on the shield, which derive the color entirely from the metals out of
which they were constructed.

The degree to which the verbal and visual are both intertwined and simultaneously at
odds is further evoked in the manner in which the description evokes the notion of spectacle.

The very context of the passage summons up a sense of the theatrical.” Although the amethyst is

0 Bartsch 1989, 149-50.
! Vit. Apollon. Rhod.

2 This, too, is evocative of Homer, for as Webb (2009, 54) states of the shield: “theatrical imagery is frequently
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purportedly one of Charikleia’s birth tokens, it does not appear in great detail until it is offered to
Nausikles, in ransom for Charikleia’s freedom.” The exchange, however, is no mere commercial
transaction, but occurs under the auspices of a feigned magical rite performed by Calasiris who
pretends to pull the ring from a fire.” The aesthetics of theatricality resonate in the ekphrasis as
well, most explicitly in Heliodorus’ reference to the fictive space of the amethyst as a “bucolic
theater.”” The association of amethyst with Dionysos and thus theater further supports the
performative nature of the description. As do other ekphraseis in the text, this description mirrors
the concern with vision seen throughout the novel through the repeated description of elements
of color and light. The spectacular nature of the scene, however, is brought to life by means of
the emphasis of motion, in the gamboling and the whirling of the lambs especially. The implied
element of sound, supplied by the young boy playing his transverse flute, contributes to the
sense of verisimilitude. Although the sense of sound is not described explicitly in the text as it

is the Homeric shield or some of the Myron’s cow poems, its very mention contributes to the
theatrical nature of the scene, particularly when we recall the role of music in ancient theatrical

productions.”® By means of their dancing about in time to the music and obedience to the syrinx

used elsewhere in vivid language, as in the scholia to the shield episode in //iad 18 where Homer is said to ‘roll out
(ekkukleo) the maker [Hephaistos] as if onto a stage and show us his workshop in the open.”

3 As Dubel (1990, 109) points out, the amethyst is just one of many gems that were found among Charikleia’s birth
tokens, yet unlike the others, especially the pantarbe, which recurs frequently, but is never described, the amethyst
appears in detail only once in the novel and then is never seen again.

™ The theatrical nature of the amethyst is anticipated in another ekphrasis in Book three, Charikleia’s breast band,
which is described in the context of a religious procession, in which Calasiris also plays a significant role; see Dubel
1990, 102.

5 See especially Walden (1894) and Telo forthcoming. As Telo notes, the passage recalls the opening of the novel as
well in which the band of brigands are placed in the role of spectators to the aftermath of a scene of slaughter that is
incomprehensible to the internal viewer, as well as the external reader.

76 Walden 1894.
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player, the lambs take on the role of a chorus, but perhaps also that of audience. The shepherd
who is placed in the center of the bucolic spectacle, is not only likened to a choral master, but
given the close connection between literary production and music in pastoral, he may also be
emblematic of the author himself. It is largely through Nausikles and his programmatic response
that we are reminded that the scene is merely a description: ('O 8¢ NavoikAns exTAayels Te
apo Tpos To mapadofov kal TAeov Nobels TPos TO TOAUTIHOY, ouslas OAns Tnv Albov
1000TaG10V Kplvewv). Nausikles’ reaction to the gem shows that it does just what it ought to do,
it has the power to astonish (ekpléssein).”’

In short, through the combination of elements of artistry, material, color, sound, and
light, Heliodorus creates the illusion of life. Throughout the passage the stark contrast between
appearance and reality emerges through the repetition of phrases such as “it seems” (cds £80ke!)
and “someone might say” (1ev v Tis), particularly when juxtaposed with additional
statements testifying to the true nature of the stone, such as the affirmation that a portion of the
stone was shown unworked, as it was (ex Trnc oAeBeiac), and that the rock really (Tcd OvTi) was
a rock.” The notion of imitation as opposed to reality is further referenced in the passage through
the repeated use of the term mimema. In the opening lines of the description the ring is said to be
a mimema of living creatures. This, of course, contrasts with the rock described at the end of the
passage which is no mimema, but an actual rock left unworked. It is this element especially, that
differentiates Heliodorus from Homer and marks an aesthetic similar to that of the Myron’s cow
poems; rather than an assertion of artistry, its repeated denial (in the statement that the hue of the

animals’ coats was due not to techne but rather the natural ruddiness of the stone). Heliodorus’

77 Cf. Goldhill (2007, 5) on the power of ekphrasis to astonish.

78 The statement ¢k Trjc aAnBeioc recalls Posidippus’ poems on sculpture and his claim that his portraiture adheres
to the “canon of truth.” See, for example, AB 63 line 5.
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reference to the rock takes this concept one step further through the recognition that it would
be unnecessary and perhaps even foolish to subject nature to artistry only to make it appear

naturalistic. Like the stone that he describes, therefore, Heliodorus exercises moderation.

3.6 Conclusion

In this chapter I endeavored to chart the development of a discourse of precious stones
by outlining similarities in approach and thematic choices in their ekphrastic description. Using
the model of the engraved seal stone and its impression, which possesses both decorative and
functional characteristics in its replicative possibilities, I attempted to illustrate the use and
diffusion of literary descriptions of engraved gems and intaglios. In doing so, I analyzed a series
of ekphraseis, beginning with an excerpt from Homer’s description of the Shield of Achilles and
a selection of Myron’s cow poems and their treatment of scenes drawn from the natural world
in order to illustrate the manner in which these earlier descriptions influenced later ekphraseis of
gems and precious stones in their use of similar subject matter. While these earlier examples may
have been influential in the formation of the later poems and subsequent discourse, I contend that
the earlier works of Homer and the Myron’s cow corpus ought not to be compared to the later
poems in the manner of originals and copies, but rather like an impression to a seal, to which the
former possesses only an aura of similarity. Most importantly, however, I strove to emphasize
the fact that these later works are in no way inferior to or simply derivative of their earlier
exemplars, but rather in their flexibility, and the ease with which they were created, adapted, and

appropriated, they served to continue the development of the discourse on precious stones.
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Chapter 4

Magical Gems
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Much like the secret decoder rings one used to be able to procure from the bottom of
an obliging cereal box, magic rings and amulets of ancient Greece may or may not have been
able to help their bearers in any real way. That does not, however, mean they were not magical
or that their manufacture and use were an extended form of self-delusion. The question, when
dealing with ancient magic, is not a simple “did it work” or even the slightly more nuanced “did
practitioners and buyers believe it worked,” but rather what did practitioners and believers expect
magic to accomplish? ! Magic provided the believer with what amounts to an insurance policy
and a form of communication with the larger natural world—the seen and the unseen. That is,
an amulet, especially if worn by one who understood the natural forces from which it drew its
power, could manipulate those forces in his or her favor. Via a magical stone or other artifact,
one could exert a modicum of perceived control over the whims and vicissitudes of life.

Whereas this perceived control could let an individual interact with the natural world, it
also dictated a vocabulary for describing that world. The more marvelous elements in the natural
world, even when discussed in technical manuals, such as Theophrastus’ Lithika (de Lapidibus),
Book 37 of Pliny’s Natural History, or early forms of lapidaries such as the Orphic Lithika and
the first century BC Cyranides, frequently employ a vocabulary of magic. The scientific and
the magical are therefore not opposite, but rather contiguous points on a spectrum. The use of
magical terminology to discuss commonplace stones—magnets to give but one example—means
that for communication purposes, not only beyond the human scale, but also within that scale,
magical terminology was the most understandable to the widest audience. That means, of course,
that there were practitioners and users of magic at all levels of society.

Thus, the discussion of magic, which can mean in this context an incantation or a

! Collins 2008, 1-8.
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talisman, or simply a marvelous naturally occurring substance, such as hematite, was couched
in a vocabulary which reflected social concerns of the time.? The scientific descriptions of the
marvelous, how one explained the inexplicable or the magical, gives us an insight into how one
interacted with the supernatural or wondrous. And finally, it yields, because of the number of
detailed descriptions, or ekphraseis, of these stones, a further insight into these latter discussions
and their social implications.

This chapter will revolve around magical gems and their descriptions, phenomena and
their explanations, or incantations and their images. As such, it makes sense to begin with an
overview of what actually makes a gemstone or amulet magical, including who used them and
when. We will see how a stone can be endowed with certain magical properties, as well as which
stones are naturally “magical” (in the way herbs, for example, are). I will follow this with a more
detailed investigation into one kind of marvelous stone in particular, the magnet. In this second
section, we will see the way in which marvelous stones are anthropomorphized, and how this
agency given over to inanimate objects fills in the gap between cause and effect. Finally, we will
look closely at the relationship of the word and image in another context, that of fictional, rather
than scientific, literature. In Heliodorus’ Aethiopika, the heroine, Charikleia, is naturally imbued
with magic, though she does not recognize it or know how to exploit it. The novel exemplifies
the appearance and use of magic and particularly magical gems in a remarkable way. The manner
in which Charikleia discovers her amulets and their powers is not only magical in itself—being
brought to her in a dream—but also evocative of the hierarchy in which image, word, and
incantation stand. The relationship of those three elements within the discussion of magical gems

is one which recurs. Images, words (or nonsense characters), and incantations are all intrinsically

2 As a starting point on the social implications of ancient magic, see, for example, Skouteri-Didaskalou 2008.
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tied to the function of magic—to its believability. Charikleia, who embodies all three aspects of

magic, gives us an insight into the role of magic and magical gems in society and in social belief.

4.1 Magic Gemstones and Amulets

A general discussion of ancient magic is beyond the scope of this chapter, but it will
be of some avail to contextualize briefly the use of magical stones, amulets, and rings, and
their powers, as such objects were among the most pervasive forms of magic in Greco-Roman
antiquity.’ The numerous types of gems found in the archaeological and literary records attest
to their widespread and varied use, though they were called upon most especially for medicinal
and curative purposes. In Pindar’s Pythian 3, one of the earliest literary references to amulets
(TepamTaov), they are synonymous with healing drugs (doppoka).* Indeed, the line between
medicinal and magical stones is, at times, difficult to discern. Gems and amulets, however, were
also used for their lucky, protective, or apotropaic powers, and/or for their erotic potency as love
charms.

The ubiquity of this particular form of magic is undoubtedly due to a number of reasons,
not least of which, is that magical stones and amulets were simply more accessible than other
forms of ancient magic. Moreover, unlike other types of ancient magic and ritual, one needed
little or no training to utilize such objects. Instructional manuals survive from antiquity detailing
how to make a magical stone or what incantation to use in conjunction with a particular gem.’

One could even purchase ready-made amulets from specialists who might instruct the buyer on

* Ogden 2009, 261.

4 Pindar Pyth. 3.51-54: Touc pev pohokoic emaiolSaic audETwV, / TOUG 8¢ TPOCOVED TVOVTAC, T Yulolc
TePATTTwV TovTobeV/ parppoka, Toue 8¢ Toualc EaTacev opbouc.

5 PGM (i.e. V.213-313, V.447-58) and the first book of the first to second century CE Cyranides.
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how properly to use such goods.®

Although readily available, the use of magical gems and amulets, it seems, was widely
criticized by the ancient Greeks. Aristophanes’ Wealth, for example, makes light of the use of
magical stones with a reference to a ring that protects against the bite of a sycophant.” Lucian of
Samosata further satirizes their use in The Ship by means of a character, Timolaus, who, when

asked what he desires, states, that he wishes for not one, but several magical rings (42-3):

£y 8¢ Boulopat Tov Epunv evtuxovta pot Souvatl SakTulious Tivas
TOIO\/JTOUS Thv SOvaulv £V uév WOTE GEl épp(f)oeou Kol {Jylodvslv TO CQU
Kol O(TpooTov glval Kol omaen, ETEpO\) S¢ cog un opaoeou TOV Treplesusvov
ouog v o Tou I'uyou ToV 8€ TIVar S 10XUELY unsp av6pag uuploug Ko O Tl
av axBos apa puplol KIvnoal HOALS SUVAIVTO, TOUTO EUE PaSIS HOVOV
avaTifeabat, £T1 8¢ kol mETeoBo TOAU aTro NS YMs apbevTa, Kol TPOS
TOUTO Elval pot SOKTUAIOV TIVaL. KAl PNV KAl €S UTTVOV KA TAGTTOV OTTOCOUS
av e06Aw ka1 aTacav BUpav TPOGIOVT! Lol &vofysoem Xa)\oouévou TOU
kAelBpou kol Tou uox)\ou acbmpouusvou TOUTO aud)onpa els SaKTU)\log
Suvacbew. To 8¢ usyloTov a}\)\og TIS E0TW ET TACIV O n&oTog, To 8¢
HEY10TOV AAOS TIS EOTE ETTI TOCIV O NSIOTOS, WS EPAOUIOV EIVAl LE
Tep1Bepevov ool Tols wpalols kol yuvai€l kal dnuols oAols kol undeva
ElVO(l QVEPOGTOV KOl OTG U TOBEIVOTATOS £y KA1 OVG GTOMO, GIGTE
TOAAOS YUVOIKOS OU GEPOUCHS TOV EPLITA Kol GVOPTAV EXUTAS KO TOX
HEIPOKIO ETTIUEUTVEVOL HOL KOl EUSOIOV €lvat SOKETY, €1 TIVG KO IOVOV
TPOGRAEYO UL UTAVY, &l 8’ UTEPOPWNY, KOKEIVG UTTO AUTIMS aTmoAAUGH.

I wish that Hermes would meet me and give me some rings with the following
sorts of powers: one so that I will always be robust and healthy in body,
unconquerable and free of suffering; a second to make me invisible when I wear
it, such as the ring of Gyges, and another to give me strength greater than that of
10,000 men and give me the power to move with ease a weight that 10,000 men
all together could scarcely budge. And furthermore as to flying, aloft far above

the earth, I desire a ring for that too. And I want a ring for putting all the people I
want to sleep, and for opening every door that I come near, unlatching the bolt and
removing the bar—Ilet one ring have the power to do both these of things. Most
importantly, let me have another one, the sweetest of all, to make me desirable
when I put it on, to youths in their prime and women and entire peoples. No one
will be able to resist me and everyone talk of me in my desirability, with the result

¢ Brashear 2008, 28-30.

7 Aristophanes PI., 883-5.
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that many women, unable to bear their longing for me, will hang themselves and
the young men will fall madly in love with me and think themselves blessed, if [
look at one of them even fleetingly, but if | ignore them, let them waste away with
grief....

Timolaus’ companion, Lycinus, perhaps reflecting an authorial persona, censures him for his
silliness and replies that if blessed with such an array of rings the only thing that Timolaus would
require further is another ring to put an end to his foolishness.® While the tone of the text is
mocking and the passage itself is likely intended to be humorous, the passage is useful, because it
touches upon the myriad powers ascribed to ancient rings, gems, and amulets in antiquity while
simultaneously highlighting the contempt in which they were held by many. There are myriad
reasons for criticizing the use of magical gems and amulets. Some found fault with the practice
because it was seen to be in opposition to science and medicine.” Others thought it represented

a base form of ritual which too closely resembled black magic. Additionally, according to some
scholars, magic and especially amulets belonged to the domain of women and the lower classes. '
These theories point to the notion that magic is a practice both marginal and marginalizing in
terms of those who use it.!" While this is certainly true to some extent, as many anecdotes from
antiquity suggest, the use of magical amulets and stones may also be seen as a last resort. As
Plutarch relates in the Life of Pericles, at his death, the statesman turned to magical stones in

order to seek relief from the plague, though he, too, was criticized for this.'> Whether largely

8 Lucian The Ship 45.

? Pliny NH 37.54.

19 Graf 2002, 10.

' On magic as a marginal practice see especially Skouteri-Didaskalou 2008, 150-60.

12Plutarch Life of Pericles 38; Theophrastus Frag. L21.
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sanctioned or censured, however, there is little doubt that magical amulets were in fact used.'
Reference is made to magical gemstones and amulets as early as the Homeric texts,
however, their earliest archaeological attestation is uncertain. '* In its most basic definition, an
amulet (Teploupo or TeplarTToV) was simply an “object tied around,” though such objects
could be either worn or carried by an individual.'® The first of such objects were probably
made from perishable materials, such as papyrus, leather, or even string.'® Later, magical
accoutrements were made out of thin sheets of metal, or lamellae, precious and semi-precious
stones which were not only used in rings, but also bound or tied to the body as amulets or
attached to a garment.!” In addition to metal amulets, which were typically bronze, semi-precious
stones and glass were formed in molds to imitate more precious stones. Although they likely
represent only a small number of amulets used in antiquity, a fair number of precious stones or
so-called “Gnostic” gems survive from antiquity, estimated by some to number near 5,000." In
terms of materials, however, it is important to stress that even though certain types of objects
were, of course, more valuable than others, in the strictest sense, the material of an amulet was,
in some ways, irrelevant. Papyrus with writing on it or even a mere string could serve as the

basis for a powerful amulet."

13 Dickie 2001, 25. In the Republic (426b1-2), for example, little distinction is made between the use of amulets,
incantations, surgery, and drugs.

4 Odysseus’ wound is staunched by an amulet in Odyssey 19.457-59.
15 Ogden 2009, 261.

16 Kotansky 1991, 110.

17 Nagy 2008, 35; Ogden 2009, 261.

18 Nagy 2008, 35

19 Kotansky 1991.
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Magical gems in settings can be dated earlier than other amulets, perhaps as early as
the Archaic period. Early magical gems were primarily set in rings, which, likely resembled
intaglios that were used as seal stones. Such rings might be differentiated by the stone type, but
more likely (though not always) would be discernible through their iconography or inscription.
Whereas the inscriptions on most seal stones are written in reverse so as to make their
impressions legible, magic inscriptions are not reversed suggesting that they were not intended
to be use as signet rings.”® These rings, though in settings to be worn on the finger, could also be
bound to the body like any other amulet.

Much like other examples of glyptic examined thus far, magical gemstones and amulets,
which had their antecedents in the earlier periods, grew in interest and popularity during the
Hellenistic period.?! In Egypt especially, interest in the occult combined with a heightened
fascination with the laws of nature and the physical world perhaps contributed to the proliferation
of the practice of magic and the use of magical paraphernalia. The ancient understanding of
stones and minerals represented a rudimentary understanding of the scientific properties of stones
combined with a belief in a cosmos “suffused with divine forces.”” For the ancients, among the
primary sources of power were cosmological forces, namely, the sun and the stars, which could
bring about both life and death.” These forces, therefore, permeated nature in a variety of ways.
Amulets and magical stones, in particular, functioned in accord with these forces through their

harmony with other species which symbolized the four elements of nature: air, earth, water, and

2 Nagy 2008, 34.
2 Waegeman 1987, 7.
22 Nagy 2008, 36

# Nagy 2008, 36.
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fire.?* This practice may be seen in the first Book of the Cyranides (1st-2nd century C.E.), which
provides instructions on how to create a magical stone combining the different forces of nature
using a gem, plant, bird, and fish all beginning with the same letter, as for example, in the entry
for gamma:

"Eav 8¢ Ti¢ elc yvabiov AiBov yAuym yAaUka To Opveov Kol UTTO TOUG
modac auTou yAaukov Tov 1XBUv, TouTou 8¢ Tous opBaAapous
UTTOKOTOKAELOOG HOPEDT] ATTEXOUEVOS XOIPEICOU KPEXTOG KO TTAONG
pUTTaPlaC, OKOTIOG OE YEVOUEVTC GOVNOETOI Yevaloc TolG avBpwdTolc.
SoEouat yap ol OpcdVTE: EVBEOV OF Elval. elc S TNV UEPOV O GV ELTM)
moTeubnoETaL. €1C KOITNV 88 PopuuEVOV OppaTa oAnbn Selkvuctv.

If one engraves an owl and under its feet the fish glaucus onto a gnathios stone,
enclose the latter’s eyes and wear it abstaining from pork and any kind of filth, s/
he will seem noble to the people when darkness has come. For those who see you
will think that you are inspired by the god. When daylight comes they will trust
everything you say. If it is worn in bed it will show unerring dreams.*

Many stones were also associated with the planets or particular deities or heroes.?® Such forces
might be used to promote health, wealth and prosperity.”” The individual who understood the
machinations of such forces, such as the magician, therefore, could change them.?

Because of their innate connection to the cosmos and the forces with which they were
endowed, precious stones and minerals were not only thought to possess significant power in
tandem with other elements, but were also seen as potent on their own. Theophrastus in his

Lithika (de Lapidibus) does not focus on the magical aspects of stones in terms of their benefit

24 Waegeman 1987, 8.

2 Trans. Waegeman.

26 Brashear 2008, 33; coral, for example, is associated with the hero Perseus, in the Orphic Lithika, 11. 510-609.
27 Waegeman 1987, 7.

% Nagy 2008, 37.
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to their users, but instead writes at length, in a manner akin to later alchemical treatises, about
their mysterious and mutable properties. Pliny, though frequently separating himself from

those who believed in magical uses of stones, such as the Magi whom he repudiates (Magorum
invandem vanitatem), does not fail to acknowledge some of the healing and medicinal properties
of particular gems.” Much later, in the so-called Orphic Lithika, dating between the second and
fourth centuries CE, though derived from the Alexandrine tradition, the narrator, in recounting
the power of several gems, relates the significance of several types of unadorned gemstones.

In the Orphic Lithika, Theodamus says that of all the remedies that the earth provides, stones
outstrip even herbs in their potency and utility (11. 405-18):

AUTT Yoo ueAaiva ToAukAauTolol BpoTolaot

TIKTEL KO KOKOTNTO KO GAYEOG GAKGP EKXOTOU
yo(lo JEV EPTIETA TIKTE, TEKEV 8’ ETT TOIOIV GPWYNV"
€K yaine 8¢ AMBcov TavTwv YEvos, €V 8’ apa TOIGIV
KOPTOGC GTEIPEGIOV KOl TTOIKIAOV: 000 SUVOVTOL
pilat, Toooo Aiboi ey pev abevoe emheTo pilne,
oMo ABou oAU peilov: erel pevos adiTov arlel
YEWOUEVE UNTNP Kol aryTpoov eyyuohiEev:

1 8¢ katobvnokel Te, pivuvbadiov Bahébouoa,

Ka1 TOOOV aUTNG KOPTOG, £’ OTTOOOV EUTIVOOG ECTIV"
gl 8¢ K’ GTTOTVEVOT), TIC ET’ EATTCOPT] TOPO VEKPNC;
"Ev pev 8n PoTavaic ayuptv Auypcdv Te Kol €66AcOV
Sneic, ev 8¢ Aifoic ot ou PeEla Kev EUPOIC.

"Hrto oo Botavat, Toooot Alfor.

For much lamenting mortals the black earth herself

provides both evils and a remedy for every pain,

While the earth bore serpents, in addition she offers a cure,
Every type of stone is from the earth, and among them

is a boundless and diverse force. As great is the power of herbs,
so much is that of stones. The herb’s strength is great,

but the stone’s is greater, since mother earth implanted

¥ Pliny NH 37.54: Nunc gemmarum confessa genera dicemus ab laudatissmimus orsi, nec vero id solum agemus,
sed etiam maiore utilitate vitae obiter coarguemus Magorum invandem vanitatem, quando vel plurima illi prodidere
de gemmis ab medicinae blandissima specie ad prodigia transgressi.
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ever eternal and unfading force in it at its birth.

But the herb dies, flourishing a short time,

And it bears fruit only as long as it lives.

But if it should die, what succor from death is there? Indeed in plants

you will find a source of misery and health, but not easily could you
find mischief in stones.

As numerous are herbs, so many are gems.

According, to the author of the Orphic Lithika, therefore, gems are valuable, among other
reasons, because they are more enduring than other natural remedies.

In addition to their connection with various cosmological forces, many precious stones
were thought to derive their power from their color which might reflect the stone’s role within
the cosmos or bear a close relationship with its magical powers.*® One such stone that seemed to
derive strength from its color was the emerald (smaragdus). In fact, as Pliny’s entry on the stone

suggests, the singular source of the stone’s power appears to be its color (NH 37.63-64):

nam herbas quoque silentes frondesque avide spectamus, smaragdos vero tanto
libentius, quoniam nihil omnino viridius comparatum illis viret. praeterea soli
gemmarum contuitu inplent oculos nec satiant. quin et ab intentione alia aspect
smaragdi recreatur acies, scalpentibusque gemmas non alia gratior oculorum
refectio est: ita viridi lenitate lassitudinem mulcent...quam ob rem decreto
hominum iis parcitur scalpi vetitis.

For although we eagerly look upon young plants and leaves, we gaze at
smaragdi with still more pleasure since, compared with them, there is nothing
that is so intensely green. Moreover, they alone of gems, when we behold them
intently, please the eye without overwhelming it. Indeed, even after straining
our eyesight by staring at another object, our eyes are refreshed by looking at a
smaragdus; and engravers of gemstones find that this is the best way of soothing
their eyes: the mellow green stone is so calming to their feeling of fatigue... for
which reason, humankind has decreed that smaragdi must be preserved in their
natural state and has forbidden them to be engraved.

3% The primary evidence for this is found in Book 37 of Pliny’s Natural History, the Orphic Lithika, and the
Cyranides. Modern scholarship on color theory in antiquity, namely Irwin (1974) and Bradley (2009), has largely
neglected the issue of color and supernatural powers and associations. Bradley (2009, 101-6), however, does discuss
Pliny’s approach and the problematic issues that result in the categorization of gems by color in the Natural History.
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Due to the implicit connection with and comparison to plants, the stone’s description recalls the
above passage from the Orphic Lithika. Here Pliny, like Theodamus, suggests that stones are
more useful but also more beautiful than plants and herbs. A number of other stones also had
powers and functions closely associated with their colors. For example, galactite, a white stone,
was believed to aid lactating women and animals, whereas red stones such as jasper, haematite,
and carnelian, might be used to prevent menstrual bleeding.*!

Not all stones, however, held powers that show a direct correlation to the type of stone
or color and for a good number, the source of their efficacy is unclear. Several stones, as

exemplified by Pliny’s lengthy entry on amber, had a variety of uses (NVH 37.50-51):

Usus tamen aliquis sucinorum invenitur in medicina, sed non ob hoc feminis
placent. infantibus adaligiari amulet ratione prodest. Calistratus prodesse

etiam cuique aetati contra lymphationes tradit et urinae difficultatibus potum
adalligatum...hoc collo adalligatum mederi febribus et morbis, tritum vero cum
melle ac rosaceo aurium vitiis et, si cum melle Attico teratur, oculorum quoque
obscurati, stomachi etiam vitiis vel per se farina eius sumpta vel cum mastiche
pota ex aqua.

However, amber is found to have some use in medicine, although it is not for

that reason that women like it. It is of assistance to infants when it is bound to
them as an amulet. Callistratus says that it is good also for people of any age as

a treatment for fits of madness and for strangury, both ingested in liquid form

and when worn as an amulet... According to Callistratus this kind of amber cures
fevers and diseases when worn as an amulet on a necklace, when powdered and
mixed with honey and rose oil, afflictions of the ears, as well as poor eyesight if it
is ground and blended with Attic honey, and even stomach ailments if it is either
taken as a fine powder by itself or by drinking it in water with mastic.

Others, by various accounts, held powers that would seem contradictory, such as rock crystal

which recalled the characteristics of water but was said by others to start fire while remaining

31 Brashear 2008, 33.
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cool to the touch.’> Many minerals and precious stones were used for the same purpose;
according to the Oprhic Lithika, at least seven different stones and minerals could be used for

curing snake bites.*

4.2 The Magnesian Stone as Exemplum of Marvel, Magic, and Anthropomorphic Agency

While some stones had soothing, or healing powers, others were of interest for their
marvelous and scientific properties. Several authors, such as Theophrastus, for example,
prioritized the scientific, pseudo-scientific and wondrous aspects of such gems, precious stones
and minerals in their literary treatises. For the ancients, many of the “scientific” properties for
which gems were valued and analyzed were difficult to distinguish from those of magical stones.
Although the concepts of magic and science have traditionally been seen at odds, particularly
by anthropologists of the twentieth century, who placed “sacred” activities such as magic and
religion on the opposite end of the spectrum as “profane” pursuits like science and technology,**
the ancient Greeks did not appear to differentiate the former from the latter. In fact, as I suggest,
the two areas of magic/religion and science/technology, were, at times, closely related. In many
instances, as I will touch upon, these intersecting concepts were addressed in the same texts.
And frequently, they were contiguous through their emphasis on the concept of the wondrous or
marvelous.

As early as the fifth century B.C.E. creators of magic, or conjurors, were called both

32 Orphic Lithika 11.171-190.

3% According to the Orphic Lithika serpentine, ophite, jet, coral, hematite, nebrite, and chalalzias all had properties
that could heal the pain of snake bites.

3 Collins 2008, 5.
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goetes or thaumatopoioi implying, perhaps, that their deeds be considered thaumata.*® The
same language that permeates discussions of magic also appears in scientific and mineralogical
treatises. One such stone that was well discussed by a number of ancient authors and exemplifies
this line of thought was the magnesian stone or magnet.*® The stone, also called the Loadstone
(or Lodestone), “iron stone” or the “stone of Heracles,” was admired by early observers not
only for its resemblance to silver and its usefulness in testing metals, but especially for its
powers of attraction and repulsion.®” Theophrastus, in his treatment of the stone, not only uses
the term marvel, to refer to its power, but in fact uses the superlative form of the adjective:
BoupooicoTaTn.® Pliny, too, in his treatment of the stone similarly emphasizes its unique and
wondrous qualities, asking at the outset of his inquiry: Quid enim mirabilius (what is more
marvelous (than this stone)? The reference to the concept of the marvelous, and the use of the
comparative form mirabilius, explicitly echoes Theophrastus’ treatment of the stone above. Of
interest in the present study, is the manner in which this discourse exemplified by the texts of
Theophrastus and Pliny also manifests itself in poetic texts. Posidippus’ poem AB 17, in fact,
shows many resemblances to the “scientific” texts discussed above:
okéai 0 Muoios olov aveppilwoev "OAupmos
TovSe ABov S1TAT) Boupaoiov Suvapet
TNOe eV EAKEL PEIO TOV GVTNEVTO GIdNPOV
nayvns ota AMfos, Tn8e 8 ameabev eAg,

TAEUPT) EVOVTIOEPYOS O KO TEPOS EE EVOS CUTOV,
QS SUo HIPEITOL Xepuadas els TPoBolas.

3% Dickie 2001, 15.

3¢ Theophrastus de Lap. 4, 41; Pliny NH 36.126-30, 148; Orphic Lithika 11.306-43; Eicholz 1979, 115. According to
Theophrastus de Lap. (29) and Pliny (NH 37.48, 53) other stones, such as amber and lyngurium (if they are believed
to be stones), as well as hematite, may have also held powers of attraction.

37 Theophrastus de. Lap. 41; Pliny NH 36.126.

3% Theophrastus de Lap. 5.
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Consider the nature of this stone, such a one as Mt. Olympus grew
marvelous for its double power.

On the one hand it attracts with ease the iron set before it,
just like a magnet. On the other hand it drives it far off,

in the opposite direction from itself. And the wondrous thing is how on its own
it can imitate two stones in their movements.

Posidippus draws attention to the marvelous nature of the stone by using the same terminology
as the technical writers, calling it a thauma (or marvel) which possesses a double power (S1TAT)
Suvapet) due to its ability both to attract and repel. The wondrous nature of the stone is further
emphasized through the repetition of a similar concept through the term Tépas.* The context
of the poem further supports its description as a marvel. In the two poems proceeding AB 17,
Posidippus describes the snakestone (AB 15), here also called a marvel (line 7), and a deceptive
rock-crystal (AB 16) which is as beautiful as a diamond, but too common to be considered a
precious stone. Further, both the rock crystal and the magnet are unworked. As I will discuss
below, this scientific oddity as described by Posidippus was also a locus for discussions of magic
for many of the same reasons for which it was understood to be a technological marvel.*
Returning to my original example of Pliny’s magnet, I suggest that the above passage
encapsulates the notion postulated by later academic discussion, namely that the concept of
magic was used as one way to designate misunderstood forms of science and technology.
(Another possible approach was, of course, to relegate such activities to the realm of the
irrational). As Collins has argued, whether or not the ancient Greeks held a faulty understanding

of the relationship of cause and effect is irrelevant. To focus on whether or not ancient magic

3 See Krevans (2005, 92) on the phrase 0 ka1 Tépas as a conventional statement in ancient wonder books.

40 According to Kuttner (2005, 158) the stones described in AB 16 and 17 are also “natural portents on which to
philosophize about art and aesthetics, eros, and authorship.”
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“worked” is to miss the point:

Such a view neglects to observe that magic is “causal” within a social framework
whose effects are very real. The problem is that an incomplete grasp of physical
causes is embedded within a broader social framework for the understanding of

the cause- and the key is that the social framework is the more salient of the two.*!

Unable to comprehend fully and scientifically account for how such activities worked, ancient
authors turned to the vocabulary of the marvelous, one that I suggest is contiguous with magic,
as a means for filling in the gap between cause and effect.

This understanding of causality was not only used to explain what was believed to be
unexplainable, as seen above, but also to extend the powers of agency. In effect, objects, such as
magical stones or figurines, are treated like humans to a small extent in that they possess agency
or “personhood.”* This concept is seen more clearly in anthropomorphic statues, figurines, and
idols that were cleaned, arrayed in clothing, and worshipped. In essence, they were conceived
of as possessing human characteristics.* Such objects are treated, therefore, as if they had the
same or similar abilities as human beings. To say that a cult image of Athena nodded in assent or
turned her head away (i.e. Iliad 6.311) was, for the Greeks, the same as saying that the goddess
herself lent or denied her approval.* Similarly, stories abound of mortals falling in love and
even having sexual relations with sculpted images. In short, for the ancient Greeks and Romans,
the divide between animate and inanimate objects oftentimes did not exist or was broken down.

If we consider Pliny’s treatment of the magnesian stone more fully, we will see that the view

4 Collins 2008, 8.
4 See especially Gell 1998, 137-43.
4 Collins 2008, 8.

4 Steiner 2001, 136.
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existed that some stones—those which seemed to possess magical powers—in part reflect human
agency. Indeed, Pliny observed that the stone seemed so endowed with human characteristics as

to be lifelike (NH 36.126):

Quid enim mirabilius aut qua in parte naturae maior improbitas? dederat vocem
saxis, ut diximus, respondentem homini, immo vero et obloquentem. quid lapidis
rigore pigrius? ecce sensus manusque tribuit illi. quid ferri duritia pugnacious?
pedes el inpertivit et mores.

For what is more marvelous (than this stone)? In what field has Nature displayed
a greater want of principle? She has given to rocks a voice which, as I have
explained, responds to that of humankind, or rather interrupts it as well. What is
more inert than the stiffness of stone? Behold! We see that she has bestowed the
magnet with senses and hands. What is more inflexible than the hardness of iron?
We see that she has granted it feet and instincts.®

In this case, the stone’s magnetic pull, its ability to draw objects toward it, and its ability to
express sympathy or antipathy, suffuses it with human-like traits. For Pliny not only endows

the stone with human qualities including a voice (vocem), as well as touch (manus), movement,
and locomotion (pedes), but also states that the stone has the ability to “echo” or even “reply to
humankind” (respondentem homini) or conversely to disrupt it. Remarkably, through reference
to the stone’s sensus and mores and its seeming verisimilitude to humans, the magnet is granted
further the capacities for intellect, emotion, and character, characteristics typically reserved for
humans. This view was by no means Pliny’s innovation, as Thales of Miletus (seventh-sixth
century B.C.E) argued that stones possessing magnetic properties were believed to have souls.*
The magnet even had gendered and ethnic distinctions, which were said to affect their color and

thus quality.?’

4 Pliny NH 36.126. Cf. Lucretius de Rerum Natura V1.910-916, 1042-47.
4 Collins 2008, 8. See 11A 22 D-K=Arist. de. An. 1.2.405-19-21. Cf. also Plato’s Jon 533d.

47 Pliny NH 36.128-30.
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Moreover, the stone was also closely connected to both the medical and magical
traditions. The stone could be used for curative purposes. As Pliny mentions in his entry on
magnets, the stone could be used as a remedy for certain eye disorders as well as for burns.*® The
Orphic Lithika, however, situates the stone within a magical context as well. The magnet, it is
said, could heighten one’s influence among the gods and soften their minds.* In the same text,
Theodamus also states that Circe brewed her love philtres with magnet so as to increase their
potency.*® Similarly, one of the recipes in the Greek Magical Papyri describes necessary steps
to make an erotic charm for attraction (called the “Sword of Dardanus™) on a magnetic intaglio

(PGM 1V.1716-1870):"

AoBaov Aifov paryvnta Tov mveovTa YAUpov  AdpodiTny ITmoTI KoBnue
vy em Yuxns, 1T aploTepd XEIPL KPATOUOGV, TOUs BOCTPUXOUS &

VO SECUEUOPEVTY, KOl ETTAVE TNS kedaAl)s autns: AXMATE PAPTTEPZEI-
uTokaTe 8¢ s Adpoditns kol Ts Yuxns "EpwTa em mOAoOU EOTDTA,
AOUTTAS0 KPOXTOUVTE KXOUEVT|V, TS KPOTOUVTO KOXOUEVTV, PAEYOVTO TNV
Yuxnv. umokatew 8t Tou "Epcatos Ta ovouata TouTtar AXATTA AAQNAIE
BAZMA XAPAKQO IAKQOB [AQ1 EOAPOAPHI: eug 8¢ TO sTspov uepog

Tou Aifou "I’U)(nv Kol EpOOTO( rrsplmrr)\syusvoug emnmg Kol UTTO TOUS
modas Tou EpwTos TauTar 23333333, umokatw 8¢ s Yuxns:
HHHHHHHH: yAudev— 11 8¢ T Aibep kol TeAeaBevTl xpcd oUTwS* AaPcov
QUTO UTTO TNV YAGGGAV cou GTPEdE, £ls O BeAels, Aéye Tov A\oyov TouTov:

“Take a magnetic stone which is breathing and engrave Aphrodite sitting astride
Psyche and with her left hand holding on her hair bound in curls. And above her
head: ‘ACHMAGE RARPERSETI’ and below Aphrodite and Psyche engrave Eros
standing on the vault of heaven, holding a blazing torch and burning Psyche. And
below Eros these names: ‘ACHAPA ADONAIE BASMA CHARAKO IAKOB
IAO EPHARPHAREI.’ On the other side of the stone engrave Psyche and Eros

* Pliny NH 36.130.
4 Orphic Lithika 325. See further Halleux and Schamp 1985.

50 Orphic Lithika, 308-9. According to the same text, the magnet could also be used to detect the fidelity of one’s
spouse and might prevent strife between brothers if both wore the stone (310-24).

S PGM TV.1716-1870. Cf. also an engraved green jasper intaglio depicting images of a copulating couple on the
obverse and reverse which bears resemblance to the “Sword of Dardanus” spell (Delatte and Derchain 1964, no. 329).
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embracing one another and beneath Eros’ feet these letters: ‘SSSSSSSS’ and
beneath Psyche’s feet: ‘EEEEEEEE.” Use the stone, when it has been engraved
and consecrated, like this: put it under your tongue and turn it to what you wish
and say this spell...”*

Although the spell continues at length, the excerpt included above, as well as the imagery
engraved upon the stone indicate that the magnet was used for amatory magic. On an engraved
gemstone from the Bibliothéque nationale, we find a representation that appears to correspond

closely to the “Sword of Dardanus” spell (Figure 4.1). The stone, a green jasper carved on both

Engraved jasper depicting a man and woman copulating. Imperial.

sides, is highly evocative of the spell shown above. On the obverse is depicted a woman
straddling the man in “riding position,” while on the reverse the man is on top, holding the
woman’s leg behind the knee. Inscribed on each side as well, the text on the obverse translates to

“grace” and “desires,” while that on the reverse states “reciprocated love of my soul.”

32 Trans. Betz.

33 Ogden 2009, 262-3.
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Represented on the gem, as well as in the “Sword of Dardanus” spell, therefore, is the “power of
the individual to act on the soul of his beloved through the power of Eros,” and on the reverse
“the intended outcome.”*
Such erotic associations by no means went unnoticed by later writers such as Achilles

Tatius in Book one of Leucippe and Clitophon. In the context of a discussion of the courtship
rituals of remarkable plants, animals, and geographical features, including the peacock, palm,
and snakes, Clitophon tells Leucippe of the magnesian stone and its properties in an effort to
seduce the young woman (1.17.2):

£pa youv 1) Mayvnoia Atboc Tou c18npou: kav povov 18 kai By, Tpoc

o TNV EIAKUGEV, WIOTTEP EPLITIKOV EVSOV EXOUQ TTUP. KOl Wr) TI TOUTO

0TIV Epwaonc AlBou kol Epcopevou a18mpou GIANUA;

At least the magnesian stone loves iron, and if she may but see it and touch it,
she draws it towards herself, as if possessing an erotic fire within. May this not
be the kiss of loving stone and beloved metal?

The description of the Magnesian stone while alluding to Clitophon’s erotic attraction to
Leucippe may also refer to magical tradition. Leucippe’s characterization as the magnet is
perhaps ironic, as it is Clitophon, not Leucippe who is the clearly the active erotic partner.

The play of opposites, between the magnet and iron is echoed shortly in the tale of two other
opposites (1.18), the viperous land snake and the lamprey, a water snake, serpents that are

drawn to one another and eventually mate despite their (initially fatal) differences. The magnet’s
association with magic and the nature of its kiss with iron also prolepticly allude to Leucippe and
Clitophon’s first embrace (Achilles Tatius 2.7), brought about when Clitophon feigns a bee sting
in order to have Leucippe utter a magical charm over his “stung” lip.

Like Pliny’s description of the magnet, that of Clitophon is endowed with human

34 Platt 2007, 95.
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characteristics; it has the ability to touch and even kiss its desired object as well as the faculties
of perception. Its pull is so great that it is represented through the word eAkelv, a verb commonly
used to describe the action of a magnet, but also one that bears the implication of dragging

an individual or object against its will.>> Although initially such a word choice hardly seems
remarkable, the same verb frequently appears in the context of incantations, and especially erotic
spells. For example, Simaitha’s refrain in Theocritus’ Idyll 2 entreats the moon to bring her
beloved to her, using repeatedly the imperative form of eAketv: Tuy€, EAke TU THVov oV ToTI
Scopar Tov avdpa (Magic wheel, draw my lover home to me).* The same play upon scientific/
technological and magical traditions is expressed in a brief epigram from the Palatine Anthology
(4.P. 12.152): Mayvne ‘HpakAeitoc, guotl moboc, ouTt cidnpov/ TETPe, Tveluo 8’ EUoV
koAAel epeAkopevoc (Heraclitus, my beloved is a Magnet, not attracting iron/ by stone, but

my spirit with his beauty”). The subject of the poem, Herakleitos, may have been a native of
Magnesia and, like Leucippe, he is also a magnet to his lover. Aside from the metaphorical use
of the magnet as a means for exploring erotic desire and agency, the passage also displays verbal
echoes of magical spells.*’

Although not on the same type of stone, one further example from the Greek Anthology
is worth considering for its resemblances to magnetic stones. In an anonymous epigram from
Meleager’s Garland (AP 5.205), we find an unusual poem about a gem that not only belonged to
a woman, but also served as an amulet that was offered to Aphrodite as a gift:

"luy€ i Nikouc, 1 Kol S1aTTOVTIOV EAKELY

55 LST sv. 1, for eAkelv used of magnets see, for example, Euripides frag. 567.
56 Cf. Xenophon Mem. 3.11.18, Plot. 4.4.40, Pindar Nem. 4.35 for a similar use of EAketv.

57 The use of TveUpa instead of Yuxn is perhaps unusual and may also suggest a medical connotation. On the use of
(uxn in magical spells and contexts see also Bonner 1950, 118-119.
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avdpa kol ek Bohaucov TaISaG ETIGTAMEYT,
Xpuod moikiABeloan, Siauyeos €€ aueBuoTou
yAutrTn, ool kéitat, Kumpt, dpilhov kTeavov,
TopdupENe apvol pohokr Tpixl Hecoo Sebeloa,
e Aoplooaine Egtvia pappakiSoc.

Nico’s love charm, that can draw a man
across the sea and boys from their chambers,
embellished with gold and
engraved on transparent amethyst,
hung upon a soft thread of purple wool, a dear possession,
Cypris, she the witch of Larissa presents to you.

Here the amethyst, like the magnet, has a potent erotic force and reflects notions about amulets
and magical agency. Although the stone is said by Pliny to have certain magical properties, it was
not believed to be an erotic charm in particular. Pliny does note however that “many call it the
‘eyelid’ of Venus because of its beauty and the modest loveliness of its color.”® Moreover, the
gem described in the poem is explicitly called a love-charm or iunx. This object was originally

a nymph who acquired Zeus’ affection by means of magic, but due to her transgression, the
nymph was changed by Hera into a bird, or wryneck, which made strange contortions in order to
produce a sound to call to its mate. Initially conjurors of magic would attach the bird to a wheel
that they would whirl around, later, however, it seems that the bird was omitted from such spells
and that the wheel was used alone.*® The similarity to the above passages is apparent through
the use of EAkelv and the stone’s figurative, if not literal powers of attraction. Although it is not
as explicit as the magnet, the junx also held human qualities. Above all it was the sound of the

iunx, produced by the wheel’s whirling motion, which made it a powerful charm.® Like Pliny’s

58 Pliny NH 37.123.
3 Hopkinson 1988, 158.

% Johnston 1995.

118



magnet, therefore, the iunx had a voice, so to speak, which both replicated and extended human

agency so that they might achieve their desires.

4.3 The Verbal and Visual Powers of Magic and its Ekphrastic Treatment

Although some stones and minerals were invested with magical and medicinal powers
in and of themselves, it is important to note that for the ancient Greeks, especially in the
Hellenistic period and later, their power was substantially heightened through the inclusion of
inscribed images and texts. As the above examples indicate, stones were valued for their inherent
properties, however most of the so-called magical stones that survive today were engraved.
After all, written and pictorial evidence indicate to us today that stones may have held uses other
than as ornamentation or seals. These magic stones were engraved using the same techniques,
materials and types of stones found in signet rings, although certain stone types were preferred
above others. According to some magical texts, such as the first Book of the Cyranides and
the Greek Magical Papyri, the actual preparation of magic stones may have been carried out
according to formulae and “recipe books,” which instructed individuals on how to make such
stones. Although magical gems might be inscribed by the same craftsmen who inscribed non-
magical gems, frequently the former required a rite, in which the gems would be consecrated by
means of prayer and ritual practices performed by a magician in order to imbue the stones with
supernatural forces.® Whereas magic intaglios bear some resemblances to their non-magical
counterparts, upon closer examination significant differences emerge. Unlike inscriptions on
seal stones, those on magical gems were written so as to be “read” directly by the viewer rather

than primarily on the seal’s impression. Oftentimes, amulets and magical gems would bear

1 Nagy 2008, 35. Some argue, however, that as early as the Classical period, amulets belonged primarily in the
domain of old women (Dickie 2001, 108-9).
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inscriptions alongside images or occasionally on the obverse.

Similarly, magical gems could be inscribed with pictorial representations. While the
types of depictions found in the later Hellenistic period display a greater sense of Egyptianizing
influence, they are at times not easily distinguished from their non-magical counterparts. In
addition to typical anthropomorphic Greek gods and goddesses such as Aphrodite, and Hekate,
numerous Egyptian deities such as Isis, Osiris, Bes, and Harpokrates figured prominently
on magical stones.?> Solar deities such as the Greek Helios and Egyptian Horus were also
quite common.® Further attesting to the widespread Egyptian influence on magical stones is
the large number of gems depicting hybrid creatures and animal deities. The most popular of
these therianthropomorpic deities was Chnoubis, a lion with a snake head wearing a radiate
crown.* Serpents and serpent hybrid creatures, such as the alectrocephalos (a cock-headed
beast), ouroboros (a serpent with its tail in its mouth), and various anguipedes (snake-footed
creatures), appear to have been particularly common iconographic themes.® Additionally,
images of anthropomorphic deities holding snakes, such as the Aphrodite Anadyomene, were
not uncommon.®® According to Platt, therefore, it is through the combination of alien and more

familiar imagery from which such magical stones derived their potency:

While the magical gems ostentatiously proclaim their supernatural power through
the use of identifiably ‘exotic’ symbols and incantations, like many examples in
the Greek papyri, they draw much of their visual iconography from the common

2 Marino 2009, 119; Nagy 2008; Daniel 2003; Bonner 1951, 1954.
6 Nagy 2008, 35; Bonner 1954.

6 Marino 2009, 131. Chnoubis, sometimes known as the “good spirit” was also thought to have associations with
digestion.

6 Nagy 2008, 35-6; Bonner 1954, 149-150; Bonner 1951, 320.

% Bonner 1954, 147.
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repertoire of images found in Greco-Roman art.®’
After all, for the illiterate viewer of magical stones, a recognizable image of a deity or magical
symbol would have been esteemed as a powerful sign, perhaps even more so than inscribed
text.®
The degree to which such magical images were deeply embedded in Greco-Roman
culture is perhaps most discernible in the figure of Eros, both a prominent deity, personifying the
basic human values of love and desire, and thus also a figure inextricably bound to the magical
tradition. Images of Eros abound in art and literature, and though not all of them have magical
associations, a large number allude to the god’s role in erotic magic as a mighty conqueror of
beasts and humans. A late ekphrastic epigram by Marcus Argentarius captures the dual nature
the figure of Eros in ancient culture, at once a charming, cherub-like figure, yet one bearing an
inescapable and subduing power (4.P. 9.221):
Autyalw Tov dduktov e odpayidoc " Epwota
XEPO! AgovTelov avioxelvTa Blav,
GG T HEV HOGTIY O KOT® oUXEVOC, & 8 XorAvouc
eUBUvel” TOAAG & dudITEBNAe XapIc.
dploow Tov PpoTololyov: o yap kol Bnpa Sapalcv

b J ) M 4 4 < ’
apytov, oud’ oAlyov deloeTal apepPlcov.

I see upon the signet ring inescapable Eros,
driving a chariot drawn by mighty lions,

Wielding the whip on their necks with one hand, and guiding
the reigns with the other. Much grace blossoms about him.

I shudder to behold the bane of humankind, for he who can even tame
wild beasts, will not spare mortals in the least.

67 Platt 2007, 96.

% Marino 2009, 118. Further, as Marino notes, even those who were literate may not have been able to read the
inscriptions in any case, due to the small size and/or epigraphic style of the text.
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Although the poem does not explicitly refer to Eros’ supernatural abilities, it makes clear the
power that he wields over humankind. A sard from the second century C.E. (Figure 4.2),
depicting Eros shooting an arrow at a youth, recalls his ability to make mortals fall in love.® The
god’s power and connection to magic is shown even more vividly on a green jasper depicting
Psyche tied to a tree, with her feet being burnt by Eros (Figure 4.3). The stone not only alludes

to the turbulent relationship between Eros and Psyche, but also eros’ ability to torment one’s

Fig. 4.2 Fig. 4.3

Sard depicting Eros shooting an Engraved green jasper depicting
arrow. 2nd century C.E. Eros burning the feet of Psyche.
Hellenistic or Imperial.

psyche, or soul.” The same focus on torment and burning is evident in a number of extant spells
found in the Greek Greek Magical papyri, PMG 1V.2486-94:

Badicov mpoc v Setva kol BacTafov aiThC TOV UTTVoV kol 806 oUTh
kaUG1v Juxne, koAao1v Gppevadv Kol TapoloTnaty, kal ekSicEaca auTnv
OTTO TAVTOG TOTOU KO TTOOTE OlKIoG GEov auTnv c38E, TPOE ENE, TOV Selva.

Go to her and take away her sleep and put a burning heat in her soul, punishment
and frenzied passion in her thoughts, and banish her from every place and from
every house, and attract her here to me.”!

% The stone is also inscribed “Hierocles, son of Jason” which could be a reference to the craftsman himself or
perhaps the name of the owner or recipient.

70 Platt 2007, 95-96.

7 Trans. Betz. Cf. PGM IV.1496-1595.
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On Figure 4.3 is also an inscription which states: "Epcdc ¢3¢ ou eue kayw ot (Eros, as you
have treated me, so I treat you.” The inscription, though puzzling at first, recalls numerous
representations in which the tables have been turned, so to speak, and Eros is depicted as
being bound, an image not uncommon to Hellenistic poetry as well.”> While such imagery
may well give the viewer the pleasure of momentarily checking the destructive power of Eros,
as Platt suggests, it also recalls further the numerous binding spells with which the deity was
associated.”

The inscription on Figure 4.3 also reminds us that, while the iconography of magical
stones was important, for many scholars of Greco-Roman and Egyptian magical gems and
amulets the gems’ inscriptions appear to be a primary source of their power. As further evidence
on the connection between magical stone and inscribed text, we may consider Pliny’s entry
on the amethyst, for example, a stone powerful in its own right and believed by many to be a
remedy against drunkenness, could be rendered more potent still by means of an inscription

(Pliny NH 37. 124):

Magorum vanitas ebrietati eas resistere promittit et inde appllatas, praeterea, si
lunae nomen ac solis inscribatur in iis atque ita suspendatur e collo cum pilis
cynocephali et plumis hirundinis resistere veneficiis, iam vero quoquo modo
adesse reges adituris, grandinem quoque avertere ac locustas precatione addita
quam demonstrant. nec non in smaragdis quoque similia promisere, si aquilae
scalperentur aut scarabaei...

The Magi foolishly claim that the amethyst serves as a remedy against
drunkenness, and it is from this property that it has taken its name. Moreover,
they say that if they are inscribed with the names of the sun and the moon and are
hung about the neck with baboons’ hairs and swallows feathers, they will serve as

" Compare, for example, 4.P: 16.196: Tis oe TOV oux bciws hypsuuévov w8 rrer]oag/ fnkaTo; Tis n)\éy&]v
cag svanos XEPOIS /KA mvapav 0\|le TEKTI’]VO(TO TI'OU Boa toEa, / vie, TOU prn Tuppopos 1080kN; / fi po
notny emovnoe AtBoEoos, 0s oe, Tov 0l6TPw / kupnvavTa Beols, TS EVESTIoE TTayT.

3 Platt 2007, 92.
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a remedy against magical spells. In addition, however they are used, they claim
that amethysts will be of avail to those who approach kings as suppliants, and
that they ward off hail and locusts if they are used with an incantation, which
they describe. They have made similar claims regarding the emerald, when it is
engraved with an eagle or scarab beetle.

Although Pliny states that inscribed images, such as the scarab or eagle, hold some power, he
suggests that inscribed text, even in the form of names, are more potent still.

Inscription constituted the last stage in the creation of magical stones and it was often
viewed as a crucial ingredient to the potency of stones in Greco-Roman magic.” As Pliny
suggests above, and as we have seen elsewhere, the power of words was greatly valued in
magical practice. Magic and its performance placed tremendous weight on the vocalization
of spells, thus it was the verbal and aural component of magical spells that was emphasized.
Socrates, for example, speaks of an amulet for a headache, but states that without an incantation,
it is ineffective.” The written word was also of particular significance when it came to magical
rituals and rites. Several formularies from the Greek Magical Papyri, for example, include
specific instructions along with the text(s) inscriptions and incantations.

Many of these magical texts on stone imitated typical inscriptions on stone, but in fact
were engraved with cryptographic symbols or characters.”® Several bore corrupt forms of
Greek or even unintelligible forms in Greek script. Others contained magical names, such as
Abrasax, combined with nonsense inscriptions, for example, ABPAZAZ, ZYZ, BAKAZYXYZ,

BAINX Q11 X.” In later periods especially, “incantations featuring prayers for health,

™ Nagy 2008, 35.
75 Plato Charmides 155¢5-8.
76 Collins 2008, 73-78.

77 Nagy 2008, 34. According to Betz (1986, 331), Abrasax or Abraxas was a popular magical deity associated with
many other gods. The god was believed to be a solar deity and was often depicted in magical iconography as an
anguipede.
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luck, long life and good will were carved into the gems in Greek, pseudo-Greek, corruptions
from Egyptian, Hebrew, Aramaic, or plain gibberish.”’® Whether or not the inscriptions were
in decipherable Greek or merely gibberish, however, their words, letters, or even symbols
were thought to be endowed with significant power. Gems and magical stones inscribed with
unintelligible words, phrases, and sometimes nonsense inscriptions were not the work of illiterate
or foreign craftsmen, but rather, were indeed meant to be undecipherable. Many such inscriptions
consisted of repeating vowel sounds and patterns, such as IA(), IA(). Such utterances, have
been considered by many to be a form of magicae voces, a type of supernatural speech drawing
upon special signs, characters, and names with which to commune with the gods.” The scripts
were often composed of cryptographic symbols which held special correspondences to particular
deities and signs of the zodiac.®

There were also a large number of inscriptions on gems that were written in
comprehensible Greek. Some of these magical inscriptions contained text or even incantations
in Greek, such as the amulet bearing the text: “Flee, Podagra (Gout), Perseus is chasing you
away.”® Love charms and medical amulets represent the main categories of objects inscribed
with comprehensible Greek text.*” While some of these inscriptions were surprisingly lengthy

given the area to be inscribed, others were briefer, such as that bearing the text “Digest!”*

78 Brashear 2008, 33.

7 Collins 2008, 75.

8 Nagy, 2008, 34; Collins 2008, 74.
81 Nagy 2008, 35.

82 Bonner 1950, 167.

8 Bonner 1950, no. 264 Rev.: Inscrip.: iaed baphrenemoun othilarikriphiae u eaiphrikiralitho nuomenerphab éeai
phrikira. Digest! Digest! (Chnoubis-sign) Chnoubis. Cf. Bonner 1950, no. 185.
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Names and epithets, often in the vocative, were also common types of short inscriptions.® The
purpose of such inscriptions, as can reasonably be deduced based upon their contents, was

likely to confer comfort, aid, luck, health or other blessings upon the owner of inscribed magical
objects.

A number of Greek authors, especially of later prose works, possibly acquainted with
such practices, emphasized the role of writing, inscription, and the performance of spells and
incantations in connection with magical stones. For example, Philostratus’ biography The Life
of Apollonius of Tyana provides one of several such instances in his account of the eponymous
first century philosopher and magician’s travels amongst the Indian sages. When describing the
harvesting of a magical stone drawn from a serpent’s head as part of a snake hunt on the plain of

Ganges, the narrator makes special emphasis of the power of the written word (3.8.2):

KokkoBodel mETAG XPUOA EVEIPOVTES YPOUUATO TIBEVTOL TPO THE XEIGG
UTTVOV £YYONTEUOQVTEG TOIC YPOHUOGIY, U’ ol VikaTol Toue odBarApous

0 SPOKV GTPETTOUC OVTAC, KOl TOAAG THC GTTOPPTITOU GOMIaG ET’ oUTOV
aSoucty, olc ayeTal Te Kol Tov auxevar UTekBoahadv The Xel6c emikafeudel
TOIC YPOUUOC!. TTPOCTIECOVTEG 0OV Ol |uS0!l KEIHEVE TEAEKEIC EVOPOTTOUCT,
ko TNV kedoAPv aoTepovTes Afnfovtan Tac ev ouTh Albous. atrokeicBon 8¢
DGV £V TOIC TV Opelwav SpakovTwv kepaaic ABouc To uev E1doc
avBnpoc Kol TavTo amauyalouoas XpWuaT, THV 8 IXOXUV GPPTTOUC
Kol kaTo Tov SakTUALov, ov yeveaBal dpact Te Muym.

The Indians, having woven golden letters into a scarlet cloth, place it in front of
the snake’s hole, after casting a sleeping spell on the letters, by which the snake’s
unwavering eyes are entranced, and much mystical lore is sung in overcoming
him. The snake is thus charmed into sticking its head out of the hole and falls
asleep over the letters. The Indians, attacking it where it lies, cut off the head and
steal the stones enclosed within it. They said that in the heads of mountain snakes
are hidden brilliant stones of flowery colors, which give off every kind of hue, and
possess a mysterious power such as that which resided in the ring that they say
Gyges once owned.

8 Bonner 1950, 167.
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The passage is remarkable for a number of reasons. First, it points out the supernatural themes
of the text and the eponymous character, a charismatic teacher, miracle worker and Pythagorean,
and at the same time alludes to the long standing tradition of stones having magical properties.
Second, it indicates how the process of acquiring the stone, as well as the stone itself are both
endowed with magic. In order to “harvest” the stone, the Indians must charm the snake in order
to lull it into emerging from its lair. Through the focus of the passage on the eye of the snake,
the knowing reader is reminded that this particular serpent and the stones harvested from its head
held properties beneficial to eyesight, much like the snakestone described in Posidippus’ AB
15.% This emphasis on the eye, fitting, after all, for an ekphrasis, is heightened by the repeated
mention of color and light, key properties of eyesight. Furthermore, as we saw in Chapter 2,
serpents were also believed to be vividly colorful. In addition to having properties soothing
to eyesight, however, this stone, like Gyges’ ring, also has the ability to frustrate vision, by
rendering its user invisible.®

Although the stone itself is not, and perhaps cannot, be inscribed (at least according
to Pliny), writing and magical letters are central to its capture.®” The golden letters woven
into the crimson cloth, when combined with an incantation, clearly hold power over the
serpent, capturing its attention, and enabling the Indian men to overcome the creature. Such a
combination of the visual and the verbal makes implicit the connection between writing as magic

and stones with supernatural powers.

85 See chapter 2 for a discussion of AB 15.

8% Going back at least as far as Herodotus’ tale of Gyges, invisibility and the desire for it seems to be a common
theme that is well reflected in the ancient magical tradition. See for example: Lucian Nav. supra; PGM 1.232-47,
Cyranides 1.15.33-7.

87 Pliny NH 37.158 tells us that according to Sotacus: “the stone is colorless and transparent, and cannot
subsequently be polished or submitted to any other skillful process.”
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In a still later prose work, one likely indebted to Philostratus’ Life of Apollonius of Tyana,
Heliodorus’ Aethiopika, magic in general, and especially stones, also play an important role.® As
we have already seen, in Heliodorus’ Aethiopika, the heroine, Charikleia, is repeatedly associated
with magical stones. At a point in the narrative of the Aethiopika in which Charikleia has been
taken hostage by Nausikles, Calasiris, using a bit of feigned magic, pretends to pull a magic
stone, an amethyst, out of a fire and then offers it in exchange for Charikleia’s freedom (5.13-15).
This stone, which is set in a ring, however is no ordinary stone. First of all, its size is immense,
it is said to be the size of a maiden’s eye, and thus a rarity for that alone. It is not only large, but
it is also a stone of exceptional beauty, coming from Ethiopia. The stone is of such high quality,
in fact, that it even surpasses those from India, which is where the best amethysts are mined
according to Heliodorus. In addition, the gem was elaborately carved with a pastoral scene
depicting a shepherd and his flock.®

In various ways the stone described in Heliodorus plays with different aspects of
the ancient concept of stones and magic. First, it makes use of the tradition of the amethyst
as a remedy for drunkenness as a means for illustrating the character of the heroine, one
frequently described in terms of restraint and moderation.”” The manner in which the stone is
first introduced to the scene, being drawn out of a fire, has the pretense of magic. Further, the
representation carved on the gem (described in greater detail in chapter three), as an ekphrasis,
could be said to be a form of image magic, a type of detailed animation that can only appear

in literary descriptions of works of art rather than the works of art themselves. Through the

8 See M. Jones 2005 for a discussion of magic in the Aethiopika. On the influence of Vit. Ap. for Heliodorus see
Whitmarsh 2011, 120 ff. 68.

8 For further discussion of the stone see Chapters 2 and 5.

% Cf. A.P. 9.752 discussed in Chapters 2 and 5.
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description of the pastoral scene, the iconography becomes animated and even life-like, a
shepherd watches over his flock that leaps and gambles about trying to break free of the confines
of their pen. It is only the bezel of the ring and the author’s sense of moderation and propriety
that keeps the animals contained.
Not only is Charikleia associated with the amethyst which has magical properties,
but more importantly, throughout the text she is linked to a second stone—the pantarbe. This
gemstone was given to the infant Charikleia when she was exposed by her mother to spare
the child from death and her mother from shame, due to the fact that Charikleia was the white
daughter of a (black) Ethiopian king and Queen. Although Charikleia apparently possessed
the stone for most of her life, it was not until Calasiris translated the script on her fainia and
explained her birth tokens, that she became aware of the stone’s mystical abilities. In Persinna’s
message to her daughter, embroidered on Charikleia’s fainia, the former emphasizes the
pantarbe’s significance by stating that among all her birth tokens Charikleia must be sure to hold
it especially dear (4.8):
HEUVNOT) 8& TPO TAVTWVY TV OUVEKTEBEVTCOV 0ot KetpmAlcov SokTUAIOV Tiva
¢MENTEIV Kol OEQUTT) TEPITIOIELY, OV TTGTTP O 0OS EUOL POt TNV UVNOTEL
av eSwpnoaTto BaciAeie pev cupBoAw Tov kUukAov avaypatrTtov Aife St

TovTapPn Kol amoppnTe Suvauel THY odevdovny kKabiepwpUEvoy.

Above all, be sure to seek among the treasures that I placed beside you a certain
ring and keep it with you always: it was a gift that your father gave me during our
courtship, engraved all around with the royal crest and set with a pantarbe, a jewel
endowed with mysterious powers.

Persinna, in her description of the object, places stress on the pantarbe’s function as amatory gift
and token of familial allegiance as indicated by her emphasis of inscribed royal crest. For the
knowing reader, the explicit mention of the crest, of course, signals, the recognition scene that

will come at the end of the book. As Persinna alludes, however, the stone is not limited merely to
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the status of recognition token, it also possesses magical powers.

While Charikleia received the pantarbe along with a handful of other birth tokens at
the time of her exposure, it is not until her seventeenth year (three quarters of the way through
the narrative) that she has need for it. It was only when she is about to be killed by the Persian
queen Arsace that the stone’s magical powers became manifest. The night before her scheduled
execution, Charikleia had a dream in which Calasiris told her that she would be protected only if
she wore the pantarbe, a stone that was among her birth tokens (8.11):

TavTapPny $popeouca Tupos un TapPel Epwnv,
PNISI” WS polpails X& T’ aSOKN T TEAEL

If you wear the pantarbe fear-all, do not fear the power of flame:
Miracles may come to pass: For Fate ‘tis easy game.”!

As Persinna foretold, the stone, whose name means “fearing all things,” does turn out to have
magical properties, specifically talismanic or apotropaic powers that save her.”” As Charikleia
later relates to Theagenes, the stone appears to have protected her from the fires of Arsace’s pyre;

she even calls it her “salvation” (ccotnptav) (8.11):

... OWTNPIOV EUOUTNG ETOYOUEVT] TOTE HEV T)YVOOULGUVIHI 8E TO TTOPOV GG
gotke. T yOp OUVEKTEBEVTO oL YVGIPIOUOTO KOl TTOpOr TOUS EUTPOGHEY o
€l XPOVous ETIdEPECBaI TPOVOOUNEYT], TOTE K& TAEOV, TNS KPIOEWS HOl
YEVNOOUEVTS KOl TS TEAEUTOIOS TTPOGSOKWHEVTS, TEPL TT) Yoo TPl LLoapE
VN Kpuda ETUYXaVOV, €l HEV ololuny euTropiav Blou Kol TGV avaykKal

wV, €l 8¢ TI TAOXOIUI KOAAWTTIOHOTO ECXOT Kol EVTAPIO YEVNGOpEVa. Ev
81 TouTolS, 0 Oeayeves, oGV OpHols ToAUTEAEG! kol Alfots EpiTl

pots lvdikols Te kol AlBloTrikols 0Tt kol SakTUAIOS SGPOV LEV TOPX

TOU TATPOS TOUMOU TT) UNTPI Topa TNy pvnoTelov Sobels, Albey 8¢ T
kaAoupevn TavTapPn TV opevdovny SIS TOs yPaUUaG!t 8t 1Epols TIGIV &
VOYPOTITOS KOl TEAETT]S, @S EOIKE, BEIOTEPOS QVAUESTOS Tap’ fis eIkalw
Suvauiv Tva ke TN Albo Tupos puyadeuTikny, amabelav Tols EXOUcty
€V Talls GAOYwCeEat ScopoupEVNY, T) K&UE Tuxov cupBoulnocet Becdv meple

°! Translation adapted from Reardon 1989.

2 Man. 2.168; Rhetor in Cat. Cod. Astr. 1.145.
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owoe. ToUTa 8 X kal oUPPBAAAelY kol YIVaOKeLy €€ v 0 BeloTaTos pot
KaAaoipis umeTifeto, moAhakis ToUTa kol ppaleobot kol exSedidaxBa
TPOS TV EVEGTIYHEVV TT) OUVEKTEDEIOT) potl Tavia (Vuvl 8E KaTo Yo TEPQ
TNV EUNV eIANUEVT)) SINYOUHEVOS.

I carried my salvation with me, though I was not aware of it at the time; but now
I think I understand. Even in the past, I have made certain to carry on me the
tokens of recognition that were exposed with me, but yesterday I was particularly
careful to do so, since I was about to stand trial, and I thought that [ would surely
die. So I bound them around my waist, out of site: if I survived, they would
assure me the necessities of life; and if anything happened to me, they would
serve as my funerary adornment in death. They consist of precious necklaces and
priceless gems from India and Ethiopia, and among them, Theagenes, is a ring
that my father gave my mother during their courtship. It is set with a stone called
the pantarbe and inscribed with certain sacred characters; it is full, it seems, of
supernatural and mystic power, which I think must have endowed the stone with
fire retardant properties and causes its wearer to be impervious to the flames.
Doubtless it was this stone that saved my life by the gods’ grace. I also understood
and learned these things from what Calasiris, that most blessed of men often
related to me, that this is all described and explained by the writing embroidered
on the band that was placed beside me—and which is now girt around my waist.

Although Charikleia follows the advice of others regarding the need to wear the gem, it seems
evident that she did not fully comprehend the need to do so; it is only after the fact that she is
able to piece together the significance of the dream combined with her deliverance from harm.
After coming to understand the admonitions of Persinna and Calasiris through the benefit of
hindsight, Charikleia tells Theagenes of how, on this day especially, she made certain to wear
the stone. Not only does she merely carry the stone with her or wear it as a ring, but, in fact,
she binds it around her middle. In doing so, Charikleia wears the stone, in essence, as a magical
amulet. Charikleia’s speech and actions in wearing the stone additionally play up the pantarbe’s
magical and supernatural significance. The fact that Charikleia, when approaching the pyre

toward her intended execution, utters a prayer that bears resemblances to ancient magical spells

invoking the sun and earth is hardly insignificant, particularly in a book replete with other
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instances of magic and its performance (Heliodorus 8.9).”

Before continuing with further discussion of the passage in terms of the symbolic and
narratological significance of the stone, let us consider briefly the stone itself, particularly as it
plays such an important and recurring role in the novel. The pantarbe does not actually appear
to have been a type of stone recognized by writers of ancient mineralogical treatises, such
as Theophrastus and Pliny. Apart from Heliodorus, the stone is mentioned in only two other
sources.” Although we have little testimony about this particular type of stone, it has been
surmised that the stone was reddish in color, a judgment likely based upon a description from
Philostratus’ Life of Apollonius of Tyana.”® In his brief description of the stone, Philostratus
highlights the fact that it holds magnetic qualities and emits a fiery glow from within.”® Due to
the fact that the pantarbe does not correspond with categories used by modern mineralologists
the stone has been associated with other minerals that might lend a richer meaning to the text. It
has been suggested that the stone was perhaps a ruby, due to the presumed color of the pantarbe.
Despite the difference in color, Jones has suggestively argued the pantarbe was perhaps adamas,
a mineral whose name meant “unyielding”, which had not only flame resistant properties but also
had royal associations.”” Waegeman proposes that the stone might be associated with hematite,

which would also be red in color, like the pantarbe.”® Indeed, hematite shares many similarities

% Cf. PGM VII1.528-39 a “victory charm” addressed to Helios.
% Ctes. Fr. 57.2; Philostr. V.A. 3.46.
% Philostr. V.A. 3.4.6.

% An intriguing comparison could be developed between the stone and Charikleia’s gaze, repeatedly described as
piercing, see Heliodorus 2.31.1.

7 M. Jones 2005, 93; Pliny NH 37. 57.

% Waegeman 1987, 207.
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with the pantarbe. Hematite, like the pantarbe, has magnetic qualities, and the best specimens of
it come from Ethiopia * As a local stone from a land rich in minerals, the hematite would have
particular significance in an Ethiopian context.'” Furthermore, according to Pliny, hematite,
in addition to having magnetic qualities, is also good for treating burns. In addition to treating
various diseases and ailments, hematite was thought to be beneficial to petitioners to the king as
well as in court.'!

In light of the ancient mineralogical tradition, it is evident that Charikleia’s pantarbe
is not only inherently endowed with magical powers, but further, the descriptions of Persinna
and Charikleia perhaps attribute some of the magical ability of the ring to the image and
text inscribed upon it. It is not clear in what language the stone has been inscribed, though
presumably it is in Ethiopian, or perhaps imitating Egyptian hieroglyphic (of which we have
a great deal of evidence regarding the use of magic in antiquity and even books containing
spells).'” Although the text does not implicitly indicate as much, it is tempting to imagine that
the pantarbe, like other magical stones and amulets in antiquity, may have been inscribed with
a magical spell. The name of the stone itself, the pantarbe, or fear-all, if taken literally, appears
to be somewhat of a misnomer, as the heroine with which it is associated is anything but fearful.

From the outset of the novel Charikleia is shown to be brave and clever in the face of danger,

9 Pliny NH 36.129.

10 Aside from hematite, many stones did originate in Ethiopia, a fact that Heliodorus does not fail to mention.
Indeed precious stones and minerals play an important role in the novel’s plot. In addition to the various gems
specifically associated with Charikleia, it should be noted that: in Book two (2.31), the purpose of Sisimithres’ visit
to Egypt is, in part, to discuss the satrap’s use of the Ethiopian’s emerald mines. Cf. Heliodorus 9.24.

101 Pliny NH 37.169: Zachalias Babylonius in iis libris quos scripsit ad regem Mithridatem gemmis humana fata
adtribuens hanc, non contentus oculorum et iocineris medicina decorasse, a rege etiam aliquid petituris dedit,
eandem litibus iudiciisque interposuit, in proeliis etiam ex ea unqui salutare pronuntiavit.

12 See, for example, Faraone 2007.
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often more so than her beloved Theagenes. The stone’s name, if it is significant, perhaps may
refer to its apotropaic powers and Charikleia’s ability to instill awe and sometimes fear in those
she encounters. The nature of the stone, however, is closer to that of the magnet, in its ability to
draw others toward it, just as Charikleia does repeatedly. In this way, like many of the magnetic
stones seen above, the pantarbe perhaps ought to read as a “metaphor for desire” and thus the
heroine’s desirability.'?

The pantarbe’s inscription and magical significance also create a link to another object
potentially of magical significance—Charikleia’s tainia. Both objects, left as birth tokens
from Persinna to Charikleia are linked through their use of writing. The script, likely Ethiopic,
though incomprehensible to Charikleia was not without power or significance, resembling
magical characters in its function. The band, in fact, could only be translated by Calasiris, a
man learned in numerous areas including magic. Moreover, the band, like the pantarbe, wrapped
around Charikleia’s waist, appears to function as a sort of amulet.!** Both the pantarbe and the
tainia could be said to hold a talismanic or apotropaic function. Whereas the pantarbe literally
saves Charikleia from death on multiple occasions, the tainia perhaps serves as a more general
talisman, or even, as Jones has suggested, a chastity belt.!'” The pantarbe, too, bears connections
with chastity and feminine virtue as a gift from the Hydapses to Persinna, as well as the
circumstances due to which Persinna then left the stone for Charikleia.'*

In terms of the novel’s plot and characterization, the pantarbe holds multiple functions.

Charikleia’s use of the stone, and immunity to the flames in Arsace’s failed attempt to execute

13 Hilton 1998, 255.
104 M. Jones 2005, 78.
105 M. Jones 2005, 93-95.

1% Ormand (forthcoming) goes as far as to say that the pantarbe is a symbol of Charikleia’s virginity.
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her, foreshadows her future trials and tribulations including her virginity test on the gridiron
(Heliodorus 10.9) and her subsequent efforts to prove her identity to her parents (Heliodorus
10.13-14) in order to save herself and her beloved from death.

Magic in general, and in particular magical gems and amulets, have much to add to
the author’s use of characterization in the novel. Throughout the novel, magic and its practice
is used repeatedly as a means for delineating character. As Jones has argued, it is possible to
discern two different types of magic present in the Aethiopika, which she labels as “earthly”
and “heavenly”.!”” “Earthly” magic can be exemplified by the women who pelt Theagenes with
apples while uttering love charms (Heliodorus 3.3.8), whereas “heavenly” magic, according
to this dichotomy, is seen most explicitly through Charikleia’s use and association with
gemstones.'”® The temperament and moral qualities of individuals such as Arsace’s servant,
Cybele, a practitioner of erotic magic, and the necromancer in book six are revealed through their
belief in and use of “base” forms of magic, which ultimately results in their deaths. However,
characters who are more enlightened and, according to Jones, morally superior, also engage
in magic in the Aethiopika. Calasiris, for example, though he appears to eschew magic, uses it
at various points throughout the novel, or at least pretends to do so, as in the example above,
involving Nausikles and the amethyst ring, and earlier (4.5.3), when he stages a feigned exorcism
of the evil eye with which Charikleia has allegedly been afflicted. Yet even Charikleia, whom

many scholars, including Jones, have portrayed as the epitome of moral and chaste heroines,

107 M. Jones 2005.

1% According to Jones’ dichotomy, gems and precious stones, though from the earth, are associated almost
exclusively with astrology and “heavenly” forms of magic. Although I noted the cosmological implications of some
stones, I suggest that her argumentation rests upon a false dichotomy, which Jones takes great pains to support by
developing possible connections between Charikleia’s character and numerology, astrology, and religion. Despite the
possible cosmological associations of gems, as the above passage from the Orphic Lithika indicates, gems, as their
very nature would suggest, are closely connected with the earth and “earthly” magic, such as the use of herbs.
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uses magic in a time of crisis.'”

If Charikleia is distinguished in any way, from other characters
in the Aethiopika in her use of magic, it is arguably not through a display of moral superiority,
as Jones has argued, but rather, as [ contend, in that it serves as a reflection of her wisdom and a
sign that she is divinely (or supernaturally favored). According to Philostratus, not just anyone
could possess the stone; in fact, the Indian sages state that they alone are able to get hold of the
pantarbe through enactment of special rites and the use of certain words.'"* Further, Charikleia’s
connection with and use of stones can be read as an indication of her own innate magic. For
Jones this inherent magic is symbolized by the numerological significance of her name, and

her associations with Artemis, Isis, as well as the sun, and moon.""" As I would add further, the
unique circumstances surrounding Charikleia’s birth and her remarkable physical appearance as
a white, Ethiopian princess suggest, from the moment of her conception, the heroine of the novel
is associated with elements of magic and the supernatural. Yet through her use of objects, and
especially the pantarbe, Charikleia’s own magical agency is heightened. In sum, the gems with

which Charikleia is associated, namely the amethyst and especially the pantarbe, reflect her own

inherent magical and supernatural qualities.

199 Charikleia is also falsely accused of magic by Arsace.

10 Phil. Ap. Vit. 3.46: paoTeloot 8¢ U TNV oudevt EEEOTIV, ATOSISPOOKEL YOp, €l M) HETO AOYOU QVOOTIITO"
aAA’ TUEIC HOVOL TO HEV SPACOVTES, Ta 8 EITTOVTES avaipoupeBa T TaTdpRnv.

M. Jones 2005. When converted numerically, Charikleia’s name totals 777. The number seven as well as the
number ten, both associated with Charikleia, primarily ages seven and seventeen throughout the novel, held religious
implications in antiquity (M. Jones 2005, 88-89).
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4.4 Conclusion

The pantarbe therefore signifies much of what was bound up in the understanding of
ancient magic. The gem is naturally imbued with some kind of fire retardant ability, but it is
more than that. It is marvelous; a naturally occurring stone which, for lack of another way to
talk about it, is described as though it has human characteristics. Since Charikleia is the one to
be able to use the stone, but only after someone has read over it the ‘incantation’ embroidered
into her belt, it tells us something more about the place and nature of magic within society, or
social constructions surrounding the use of magic. Charikleia can almost be seen as a magical
being herself, but kept as she is on the plane or normal humans, her use of magic indicates that
although there may have been some kind of stigma attached to the willful use of magic, there
is nothing inherently wrong with instinctual magic. The magic she practices is a natural magic.
She does seem to invoke the protection of the stone before her execution, it is nothing out of
the ordinary. What her story, as well as descriptions of other stones, reveal is that ekphraseis of
marvelous stones, their wondrous abilities, their anthropomorphosis, and indeed, the discussion
of magic gems and amulets themselves all employ the vocabulary of magic. That is, they strive

to make the fantastic understandable, and not only that, but attainable.
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Chapter 5

Gender, Identity, and Characterization
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In his account of how Charikles came to be the surrogate father of Charikleia, the narrator
of Heliodorus’ Aethiopika describes how the former was approached in the marketplace in Egypt
by an individual by the name of Sisimithres while purchasing various exotic goods to take with

him on his return to Greece (2.30):

Kol os uto padns BahavTidiov Exwv Tpokopioas emedeikvue Albcov
TOAUTIHGV UTIEPPUES TI XPTUO" HOPYOPISES TE YOP EVIOAV E1S KOPUOU
HIKpoU peyeBos els kUkAov Te akpiPds amapTiLopevat Kol AeukoTnTl
mAgloTov aryhailopevat opapaySol Te kol uakivBor ol pev olo Arjiov npivov
xAhoalouoat eEAaicddous TIvos auTas AeloTnTos umauyalouons al 8 o
TEUIMOUVTO Xpolaw T akThs BohatTias F Ut ayxiPabel okomeAe uikpov
UTTOdPITTOUGTS Kol TO UTOKEIEVOV 1alouaTs, KOl GTAS GUUUIYTS TIS Tl
TAVTWV Kol TOIKIAT HoppopuyT Tov odBaApov eudpaivouca.

Drawing out a small pouch that he carried beneath his arm he opened it to reveal

an extraordinary array of precious stones: pearls the size of small nuts, perfectly

round and gleaming with the purist white; emeralds and sapphires, the former as

green as grass in springtime, glowing softly like olive oil, the later imitating

the color of the sea in the shadow of a tall cliff, sparkling on the surface and

exuding a deep violet from within. All of these gems, with their assortment of

colors, were a vision to gladden the eye. But one glance was enough.
After drawing Charikles aside Sisimithres offers him wares that are “unadulterated” and “free of
sharp dealing,” if only Charikles will not quibble over their price. Much to Charikles’ chagrin,
Sisimithres profers an array of the most extraordinary gems varying in size, color and texture.
Even more surprising to Charikles is that the stranger soon offers the gems to him at no cost, as a
payment, in fact, for something far greater, the heroine Charikleia.

This episode, involving one of several ekphrastic descriptions of gems in the Aethiopika,

is significant for several reasons.! The story, though it appears at the boundaries of this study,

due to its imperial date, underscores an association between women and precious stones running

throughout the ekphrastic discourse of gems that is apparent in Hellenistic epigrams nearly six

! On the role of ekphrasis in Heliodorus see especially Bartsch 1989; Whitmarsh 2002; Hardie 1998.
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centuries earlier. By carefully unraveling such descriptions, it becomes apparent that there exists
a gendered distinction in the use of gems in the genres of epigram and the novel.

Within this paradigm three dominant trends emerge. First, by means of their description,
women, such as Charikleia become assimilated with precious stones through the use of similar
descriptive techniques, authorial focus on visual and tactile qualities, and occasionally through
the emphasis of shared characteristics. In the case of Charikleia, as we soon discover, a direct
correlation exists between her and the stones described at 2.30 due to the fact that the objects
are her birth tokens and function as a marker of her identity. As the tale continues, Charikleia’s
assimilation to the gems is heightened by the author’s continued praising of her radiant beauty
and extraordinary purity (2.30, 31), qualities for which precious stones were also valued. In these
descriptions, we also see attention drawn to the color and texture of the stones (i.e. AeukoTnTI,
Ae10TnTOS) in a manner which underscores their optical and tactile qualities. A second trait of
this gendered discourse of gems, is the continued eroticization and objectification of the women
described. The narrator’s treatment of the beauty of the gems as well as Charikleia’s, draws our
gaze to the heroine in a way that both eroticizes her (even in prepubescent state!) and frequently
reduces her to the status of object. Through the author’s overt objectification and reductivist
manner of description, women like Charikleia become passive, “lithified” objects of a desiring
and typically masculine gaze.? Finally, once women have been reduced to the status of objects by
means of description, the tendency emerges to commodify them in the same manner as precious
stones. As we will see, in the epigrammatic tradition, a gem is usually given in exchange for a

glance or a kiss. In other cases, as in the Aethiopika (5.13-14), for example, the heroine, having

2 Here I refer to Steiner’s (2001, 198) discussion of women described as artifacts Of this phenomenon she states:
“within the realm of verbal and visual representations, depicting a body in a manner that emphasizes its ‘to-be-
looked-at-ness,” which codes its appearance for strong visual and erotic impact, turns that body from autonomous
subject into spectacle and signals its position as the passive ‘lithified’ object of the viewer’s gaze.”
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been divested of her autonomy, is actually reduced to an object of exchange.

The use of precious stones in daily life and literary texts may be read as indicative
of myriad social relationships. Some ekphraseis tend to draw attention to hyper-feminine
characteristics of gems and their female owners by focusing on elements of beauty, sensuality,
and eroticism. Such descriptions privilege the use of precious stones in the intimacy of a
sympotic setting and thus provide a voyeuristic glimpse of gem use in a (semi-) private context.
Other descriptions offer an alternate view of women and feminine personifications as models of
modesty, chaste affection, and moderation in a public context. While there are definite contrasts
between the two categories of representations of women and gem usage in literature, both can
be reduced to types. In the former, women are presented as desirable objects for male visual
consumption, akin to precious stones. The latter category, in contrast, projects an image of
women that is simultaneously eroticized and masculine through its emphasis on autonomy, and
virtues such as moderation and restraint.

I divide my discussion into five sections. In the first, [ present an overview of the
gendered use and conception of gems. Next, [ offer a discussion of the treatment of gems
and precious stones in Hellenistic and later Greek literature and show that there is a gendered
distinction in the way in which gems belonging to women are described. In most cases
ekphraseis of gemstones owned by women focus on the qualities of the gemstones and the
manner in which the stone(s) came to be possessed, generally as gifts which held erotic
significance. In contrast, the emphasis for stones belonging to men is on the imagery inscribed
upon the stone and the significance of the iconography in relation to the owner. Finally, I will
discuss how literary authors not only employ descriptions of gems worn by women to treat erotic or

amatory themes, but also of stones bearing their images to offer a discussion of characterization.
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5.1 Precious Stones and Seals as Markers of Identity

In Hellenistic epigrams and the Greek novel, the use and depiction of gemstones is
sharply divided along gender lines. It appears that men and women might use the same types of
precious stones, but for different purposes and often contained in different types of settings. Both
genders, for example, might wear inscribed stones and intaglios, yet men appear to use them as
seal rings for public functions whereas women wear them primarily as ornamentation. Outside of
the literary tradition, however, limited evidence exists for the gendered use of gems and precious
stones in the daily lives of ancient Greeks. The use of “feminine” devices on intaglios, as well as
a few inscriptions that name women as owners, show that at least some women owned precious
stones, though it is generally believed that “if gems and rings were worn by women it would
probably be for their value as jewelry rather than for their use as signets.”

From the period of their earliest use in ancient Greece, engraved gems and seal stones
have served not only a decorative function as I have discussed in Chapter 3, but have also been
used as symbols of identity and markers of authority. * The concept of sealing a space, place,
object, letter or legal document with a seal, or sphragis, in lieu of a handwritten signature
predates the use of writing in ancient Greece.’ Such markers were often used to protect property,

including the contents of one’s pantry as well as financial transactions.® Similarly, seals were

3 Boardman 2001, 236.

4 Boardman 1970, 62-3. There is some debate, however, whether engraved stones were actually used as seal stones.
Plantzos, for example, argues that sealings and impressions found in Hellenistic hoards were made from all-metal
rings rather than intaglios (1999, 22). As Platt (2006) notes, this early usage may reflect Near Eastern influence.

See also Bonner 1908. Others have suggested that the earliest rings were made of out worm-eaten wood (Boardman
1970, 428-30; Plantzos 1999, 18); Theoph. Hist. of Plants 6.1, Aristophanes Thesmophoriazusae 426-8.

5 Plantzos 1999, 18; Bonner 1908, 399. Numerous impressions dating to the Bronze Age have been found in Zakro.
See, for example, Papadopoulos 1994.

¢ Bonner 1908, 399. Xen. Resp. Laced. vi.4, Aristoph. Thesm. 415. It has also been suggested that signet rings could
142



used to prove the authenticity of documents by verifying the identity of their writer in absentia
and the fact that their contents remained confidential.” Such seals could also identify and even

safeguard those who wore them.® Even when used by a proxy, a sphragis retained its sense of

authority.’

Additionally, seals could serve as markers of social relationships and personal
obligations or affiliations. One might adopt the sphragis of his city-state, family, or political
ally in order to signify his loyalty and in some cases shared authority.!” The popularity of divine
figures on engraved gemstones shows the extent to which individuals might use seals to express
their affiliation with a particular deity. The bestowal of engraved stones as gifts or the exchange

of intaglios could “bind people to each other.”!!

Breaking or forging a seal, therefore, not only
carried legal consequences, but also moral implications.'?

Due to their social and political importance, in the Archaic and Classical periods at

be used officially as lots in a ballot (Plut. 7im. 31; Iliad 3.316, 7.175). Theognis’ sphragis serves as a useful literary
example of the seal stone as a marker of property, see Pratt 1995.

7 Letters , wills, contracts, and other official documents were often sealed. Thucydides 1.132; Sophocles Trachinae
614; Eur. Iphigenia in Aulis 321; Lucian Timon 22.

§ Platt 2006, 234. See: Aristophanes Birds 1210-1213; Aristophanes Knights 951-9; Sophocles Electra 1222-4;
Menander Epit. 388-90; Plautus Captivi ii.3.90; Apuleius Metamorphoses 10.24.

° Plutarch Artax. 18; Plautus, Pseudolus i.58.

1% This could indicate the authority of an individual for whom the wearer might serve as a proxy, or in some
instances it appears that the same seal was shared amongst family members as indicated in the elephantine island
papyri, papyrus II, two brothers appeared to share the same seal (Plantzos 1993, 65). Seals could also function as
symbols of state authority as in Aristotle Ath. Pol. 44.1.

I Plantzos 1993, 320; Platt 2006, 234. The Song of Songs 8.6, Pliny (NH 37.1.2), Diodorus Siculus (4.10.6), and
Apollodorus (2.4.11) all tell of how Prometheus, after being freed from the Caucasian rock by Herakles, had to wear
aring as a marker of his punishment. Cf. Shakespeare The Merchant of Venice iv.i, v.i

12 Platt 2006, 234. The concern for this is evident in the fact that Solon decreed that impressions of seals must be
destroyed or incur a steep fine (Diogenes Laertius 1. 57; Diodorus Siculus 1.78; Bonner 1908, 400).
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least, literary evidence suggests that seal stones seem to have been generally owned solely by
men. Clytemnestra, for example, does not have a seal in the Agamemnon'® and Aristophanes’
Thesmophoriazusae (1. 425) suggests that women could only acquire seals by means of imitations
or forgeries." If women did possess intaglios at this time, as some inscriptions on rings suggest,
it is believed that they were used primarily for decorative purposes.' It is unclear, however, if the
ownership and use of signets was common among men. In Book one of Herodotus, the narrator
appears to marvel that every Babylonian possessed a seal, implying perhaps that this was less
common amongst the Greeks (1.195.2). In Aristophanes, jibes are made regarding wearers of seal
rings, which might again suggest that this was an uncommon mark of luxury.'® The exclusivity of
seals, particularly those in expensive materials, may be further indicated by the large number of
imitations in glass and glass paste that survive.

By the Hellenistic period, however, we have more evidence about seal usage and even
indications that a few women possessed seals. In addition to information provided by intaglios
from the Hellenistic world, a small number of hoards containing seal impressions from various
archives throughout the Hellenistic world provide invaluable information.!” One of the smallest

hoards, the Elphantine Island papyri, from which only 35 sealings have been found, is of

13 Aeschylus Agamemnon 606-10, Aristophanes Thesmophoriazusae 414-425, Lysistrata 1198.
14 Phaedra, however, in Euripides’ Hippolytus 864-5, had her own ring with which she sealed her letter to Hippolytus.

'S Boardman 2001, 231, 236. Boardman also suggests that the use of “feminine devices” indicates that gems were at
least worn as jewelry by some women.

16 Aristophanes Clouds 331, Assembly Women 632. Cf. Xenophon’s Anabasis 4.7.27, in which the Greek leader
requests the rings (SakTuAlouc) of his soldiers and receives several.

17 Hoards of clay sealings have been found in Carthage, Selinus, Elephantine Island, Edfu, Cyrene, Nea Paphos,
Doliche, Nikopolis, Palmyra, Alexandria at Issos, Orchoi, Seleucia on the Tigris, Kallipolis, Delos, and Titani. For
an overview of Hellenistic archives see Plantzos 1999, 22-32.
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particular use due to the fact that both seals and their documents have survived.!® Little is known
about the individuals whose signatures and seals are preserved in the Elephantine Island papyri.
It is evident, however, that the names of at least two women appear accompanied by seals in

the papyri. In a will dating ca. 285/4 B.C.E, a Greek woman from Temnos, by the name of
Callista, is indicated as the heir to the property of her husband, Dionysos.!” Her seal is included
in the document along with 11 others, including those of her sons.? It is the other woman

whose signature and seal are found in the Elphantine Island papyri, however, who has garnered
more attention. This woman, by the name of Elaphaion, was likely a Syrian prostitute.?! In two
separate transactions (dating ca. 284/3 B.C.E.) with different kyrioi, the woman is recorded to
have made fropheia or maintenance payments to two different men. Although a kyrios is listed
in each case, it has been argued that the woman is surely not a slave and seemed to be her own
master. While the two above examples provide compelling evidence for the use of seal stones by
women, at least in the Hellenistic period, it is hardly representative. Both women are shown to be
in positions in which their autonomy might be greater than that of other women at that time. In
particular, the Syrian prostitute Elephaion, due to her profession and social standing, may have
held greater freedom than other women of her time and therefore may not be representative of
the use of seals by women in the Hellenistic period.?

The bulk of information regarding ancient Greek glyptic and particular seal usage,

% On the Elephantine Island Papyri see: Rubensohn 1907, Porten 1996, Plantzos 1999, 24-26, Platt 2006 252 ff 12.
19 Plantzos 1999, 24; Porten 1996, 412-13. For Dionysos’ will see Rubensohn 1907, no. 10.

20 Plantzos 1999, 24.

2l Rubensohn 1907, 29; Porten 1996, 414-15.

22 Hetaerae perhaps had greater access to gems and seal stones as suggested by Athenaius’ Deip. 12.585.
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however, comes not from hoardes or even burials but from the iconographical study of surviving
gemstones and signet devices.”® As I have discussed in Chapter 2, seal types, for the most part,
include a limited variety of stock representations. In fact, the lack of variation in the types of
imagery on seal stones has led Plantzos to call them “trivial and repetitive...hardly individual.”*
In his assessment he continues to state that “excluding portraiture, the bulk of Hellenistic glyptic
comes as a barely structured, anonymous, and often disparate mass of material.”* Indeed, there
appears to be a proliferation of stock types and generic images represented on intaglios which
provides little information about their possible owner. This may be seen, for example, in the seal
device of the Syrian prostitute, mentioned above, whose signet ring depicted an “elegant” female
head with a popular “melon” hairstyle, seen frequently in representations of queens, especially
Berenike I, although Plantzos has suggested earlier that the representation perhaps conveyed the
ideal of the elegant woman that Elephaion desired to be.?® Within the same hoarde of sealings,
however, another individual, a man, appears to have had the same signet device suggesting that
the engraving did not have personal significance.?’

The seal devices of individuals of greater wealth, power, and fame, however, seem to
indicate a more discernible relationship between iconography and owner. For example, the signet

devices of some Hellenistic and Roman rulers are known. Seleukos’ seal bore an anchor, while

2 Even in such rich burials such as the royal tombs at Aegae, in which an abundance of jewelry was found, no
intaglios or signet rings were found (Henig 1994, x). Boardman (2001, 236) additionally notes the dearth of
comparative evidence for the examination of ancient Greek glyptic.

24 Plantzos 1999, 22.
25 Plantzos 1999, 66.
26 Plantzos 1993, 119-20.

27 Plantzos 1999, 26.
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Augustus’ at first bore an image of a phoenix, later the head of Alexander, and finally his own
image.”® The implications of Augustus’ use of the figure of Alexander, as well as his own image,
are quite clear, as are the possible connotations of an anchor or phoenix as symbols of stability
and renewal. Hoards of sealings from Hellenistic archives further indicate that rulers and/or those
acting on their behalf used royal portraits as their signet devices.” The correlation between signet
device and the identity of Hellenistic and Roman rulers, however, is certainly the exception
rather than the rule. Certainly more is known about these men and woman than the average
individual.

I contend that, in most cases, for the average individual the possession and use of a seal,
was just as important as the device carved upon it. As Platt discusses, an image on an engraved
gemstone, even if not highly individualized, helps to mark out the relationship between the
private individual and his or her public identity, though the connection to the owner may not be
entirely explicit.*® Thus, there was a certain power in signet rings and if the seal had personal
significance, so much the better. The very names by which seals were called indicate the
semantic value with which intaglios were endowed. In addition to the designation of sphragis,
which could refer to both the seal and its impression,*! seal stones could also be referred to as
sphragidia, sama/sema, semeia, semantra, semantria, symbola and tupia.** The power of such

inscribed stones is seen explicitly in a few images that self-reflexively play upon the ability of

2 Plantzos 1999, 22; Appian Syr. 285, Pliny NH 37.8, Suetonius Oct. 1.
2 Plantzos 1993, 55.

30 Platt 2006, 241.

31 Plantzos 1999, 18.

32 Platt 2006, 241; Kosmetatou 2003, 40.
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the signet ring and its impression to represent the self. A scarab from the Archaic period, for
example, states “I am the seal (sama) of Thersis, do not open me” (Figure 5.1).%* Another stone,
an engraved seal signed by Dexamenos, is shown to be a reflection of its owner. Depicted on it,
is an image of a woman looking into a mirror which is held by a serving girl (Figure 5.2).>* The
gem is also inscribed with the owner’s name, Miké in the genitive.*> This image is by no means a
portrait of the type used by ancient rulers, but it may indeed be said to be a reflection of its

Owner.

Fig. 5.1 Fig. 5.2

Agate Scarab from Aegina. Late Archaic. Chalcedony scaraboid. “The Seal of Mike.”
Mid fifth century B.C.E.

33 Boardman 1968, pl. 176; Plantzos 1999, 18.

3% Platt 2006, 241; Boardman 2001, pl. 467. As critics, such as Bartch 2006, have shown, the mirror, like an
engraved gem, can be a powerful symbol of identity and self-knowledge.

35 Further, if we follow Henig’s argument, the form Miké could be interpreted as the Doric form of micros thus
serving as a pun on the size of the girl, as well as that of the gem (Henig 1994, 33).
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What is clear regarding the usage of seal stones is that they had significant power in the
public sphere and were generally used in an official capacity only by men. Although women
might own intaglios and even be represented on them, as in Figure 5.2 above, they used them for
public purposes only infrequently. As such, seal rings and their devices, which could in essence

stand in for an individual, serve as potent symbols of a complex set of social relationships.*

5.2 The Gendered Use and Conception of Gems in Antiquity

In the ancient Greek world, gems and precious stones appear to have held significant
gendered connotations in the way in which they were used and understood. Given the fact that
the majority of ancient texts are written by men, it is perhaps not surprising that most sources
prior to the Hellenistic period focus on the use of intaglios, pictorial gems, and rings by men.

It should be noted, however, that such discussions represent a disproportionate treatment of

the precious stones used in antiquity.’” A large number of gems from antiquity in fact remained
uncarved. With the wider availability of gems types from the furthest reaches of Alexander’s
empire in the Hellenistic period, precious stones were soon used to adorn a wider array of objects
than before, such as necklaces, bracelets, and anklets. Women as well as men increasingly used
such objects for personal embellishment as well as functionally as seal stones. If we are to
believe ancient sources such as Pliny, it was preferable to have some stones, such as emeralds,

uncarved, so that one could appreciate the stone’s natural beauty.*®

3¢ Platt (2006, 250) has noted the personal and even physical relationship between a seal stone and its owner who
not only wore the ring, but also had to lick the intaglio to make a clear impression. See also Plantzos 1999, 21. Cf.
Ovid Amores 2.15, Lucian Alexander.

37 Kuttner 2005, 142 ff 2.

¥ NH37.1.
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Moreover, in the very manner of their conception, it was believed by writers of ancient
scientific treatises and technical manuals that some stones possessed gender. Thus masculine
stones were thought to be harder, more vibrant and generally superior, whereas the feminine
variety was believed to be softer, less lustrous in color and inferior.** According to some
technical manuals and the works of early natural scientists, especially Theophrastus’ Lithika (de
Lapidibus), the innate splendor of certain gems was due to the gender of the stone.* Building
upon theories from the plant and animal kingdoms, as well as a system that posited that
“maleness” was superior to “femaleness,” it was held that the physical appearance of certain
stones could indicate the gender of a stone. On the red stone called the carbunculus, for example,

Pliny (37.93) states that:

praterea in omni genere masculi appellantur acriores et feminae languidius
refulgentes. in masculis quoque observant liquidiores aut flammae nigrioris
et quosdam ex alto lucidos at magis ceteris in sole flagrantes, optimos vero
amethystizontas, hoc est quorum extremus igniculus in amethysti violam exeat

In each variety those are called “masculine,” which are more brilliant in

color, while those that have a weaker luster are called “feminine.” Among the
“masculine” it has been noted that some are clearer than usual or of a deep red
hue, and some that reflect light from deep within and shine in the sun. The very
best are the ‘amethyst colored stones’ namely those in which fiery red melds into
amethyst-violet.

In the case of other stones, such as the lyngurium or lynx urine stone it was held that the best
stones were made by wild lynxes, preferably male, as the male constitution was heartier, less

moist, and overall preferable to that of the female.* Some stones of the same general type were

3 1t was even believed that some “female” stones might give birth (Walton 2001, 265).

40 Theophrastus de Lap. 28, 30-31; Pliny NH 37.33-34. See further Walton 2001, 264-66. A much later source, the
Cyranides, suggests that this dichotomy can be extended to all stones (Walton 2001, 265).

41 Theophrastus de Lap. 28.
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divided by gender and given different names, such as the “sard,” of which the more transparent
and “ruddier” stone is called a carnelian, while the darker stone is designated as a sard.*> What
the gendered distinction of gems highlights is the fact that they were distinguished largely by
color and textures and thus for the ancient individual it was in large part the sensory experiences

of sight and touch that dictated one’s experience with and understanding of gems.

5.3 Gender and Description of Gems

While women used engraved gems in an official capacity only infrequently, it is hardly
surprising that in the ancient literary texts precious stones are frequently associated with women,
both as gifts and forms of adornment. In literature ranging from Latin poetry to works of the
modern period, gemstones and jewelry have been described almost exclusively as the concern of
women.* In the few instances in which there are descriptions of gemstones belonging to men in
antiquity, it is typically the imagery inscribed on the stone rather than the owner himself who is
described. Additionally, when gemstones are described in connection with men, they often bring
with them the charge of excess or effeminacy.* However, as has been well attested by Plantzos
among others, gems and jewelry were worn by both men and women in ancient daily life. The
frequent association of gems with women in ekphrastic literature is therefore noteworthy as a
departure from reality. As I will discuss, there exists a gendered distinction in the manner in

which gems and semi-precious stones are described in ekphrastic literature.

42 Theophrastus de Lap. 30; Eicholz 1979, 109.

4 Athenaios Deip. 12.585, Juvenal Satire 2.83-4, Satire 6.563-6, Propertius 2.16.15-18, Tibullus 1.6.25-6,
Shakespeare Two Gentlemen from Verona iii.i (Dumb jewels often in their silent kind,/More than quick words do
move a woman’s mind.).

4 On gems as symbols of excess see Aristophanes Clouds 331; Lucian. Gall, Nigr. 1; Lucian Ind. 8-9. On gems and
possible effeminate connotations see a homoerotic epigram by Asclepiades (4.P. 12.163). See further Sens 2011,
155-60.
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This conceit is markedly present in the poems of Posidippus. Within the twenty poems
of the Lithika, many of which are fragmentary, Poems three through seven explicitly refer to
gems as gifts to be given to women. Additionally, several other poems in the corpus describe
precious objects and shells (AB 11-12) that typically belonged to women and were perhaps
used as toiletry items. Although such shells and marine ornaments are not always represented as
adorning women, their descriptions are often evocative of the women who used such objects.*
Although both men and women wore jewelry and inscribed gemstones in antiquity, in the
ekphrastic tradition, when the gender of the wearer is mentioned, in most cases the wearers or
recipients of gemstones were women. The settings used for stones by men and women also show
a contrast. By and large, stones said to be owned by men in the literary tradition are generally
either set in signet rings or cameos, both of which typically contain engravings. Women, on the
other hand, seemed primarily to possess stones set in necklaces and bracelets, objects that were
decorative rather than functional.

In Hellenistic epigram, in particular, women and precious stones become assimilated
by means of description. This is illustrated, for example, in Posidippus’ poem AB 7, which we
have already encountered in an earlier chapter. Here we see that the female recipient of a gem,

Nikonoe, is described in the same value-laden terms as those established for gems in Chapter 1:

€ ApoPwv Ta Eavb’ o[pwoev kaTepJuTar KUAicov
€1C OAO XEIUOPPOUG WK’ [EPOPEL TOTC]UOC

Tov peAITI xpotnv Aifov eikedov, ov Kpovio[u] xelp
eyAue: Xpuow odrykt[oc o8t yAukep]

Nikovon kaBepa Tpn[Tov dAEyel, Ale ET HOOT
OUANGUTIEL AEUKED XPGITI MEAIXPT dom.

Rolling the yellow [rubble] from the Arabian
[mountains] to the sea, the winter-flowing [river]

4 Kuttner 2005, 149-51.
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swiftly [carried] the honey-colored gem which the hand of Cronius
engraved. Now set in gold [it makes sweet]
Nikonoe’s inlaid necklace shine, as the honey-colored light
glows on her white skin.
First of all, this epigram is significant in that it shows how the description of gems in many cases
becomes closely related to, and inseparable from, the description of women. Like the river from
which the gem, which Kuttner suggests is likely chrysoberyl or topaz, originates, there is a fluid
continuation between the description of the gem and the woman who wears it.*¢ Synaesthetic,
haptic, and visual associations are combined through the close association of color and texture.
The stone’s repeated comparison to texture suggests not a hard stone, but rather an object of soft,
malleable texture. By means of their contiguity the boundary between the hard stone and soft
body is diminished. If we accept the supplement in line four of yAukepr, the term may also refer
to the recipient’s sweet nature.*’ Just as the gems that we have encountered so far which have
sensuous and visually stimulating properties, so too do the women who own them. The honey
colored gem which has a radiance of its own also lights up the delicate skin of its wearer and
contrasts with the whiteness of her flesh as the colors meld into one another.

Furthermore, just as many of the gems described in epigrams are shown to have exotic
origins, many of the women to whom gems are given are shown to be exotic as well. In poem
AB 5, for example, a lapis lazuli is given to Nicaia of Cos and in poem AB 4 a grey stone is
given to Mandene, a woman who was likely Persian.*® Women, like gems, are shown to be from

the various regions of Alexander’s empire.

46 Kuttner 2005, 159.
47 Bing 2005, 126.

4 Bastianini and Gallazi 2001, 113.
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The women described in such poems, like the gems themselves, are frequently
objectified, becoming the passive focus of the viewer’s/reader’s voyeuristic gaze. Just as in
ekphrastic descriptions of gems, the description of the woman is often incomplete, we may have
the details of her name, just as we sometimes are presented with the name of a particular type of
gem, and we receive a few details of her appearance. She is reduced from a whole to merely a
selection of her parts. In poem AB 7 the gem as well as its recipient, Nikonoe, is described with a
languorous sensuality which perhaps imitates the manner in which the viewer’s gaze might linger
over the luminous gem resting delicately on its female owner, all of which stands in contrast to
the rushing movement of the river described at the beginning of the poem.

Two other poems from the collection (AB 10-11) do not explicitly represent women
using gems, yet through the description of the semi-precious stones and seashells which were
typically part of women’s cosmetics and bathing accoutrements, the women that used them

cannot help but be recalled. As Kuttner states:

Women would dream of holding these exotic new ‘Indian’ versions of a

now standard possession, male readers of seeing (and smelling) naked women
at toilette—a favored Hellenistic image in the visual arts. Pale curved bodies
begemmed, their nacreous, suggestively exposed interiors

(for moist things, and to moisten), are metonymic for users’ damp jeweled flesh:
spreading (warm, white) impressed wax that develops that sensuality.*

Such descriptions are commensurate with a number of surviving Classical and Hellenistic gems
depicting nude or partially clad women. Scenes of women at the bath, (dis)robing (Figure 5.3),

and reclining while partially nude (Figure 5.4) seem to have been extremely popular.>

4 Kutter 2005, 150-1.

3 At least 22 such representations dating to the fifth and fourth centuries are documented in Boardman 2001: pl.
482,483, 547, 549-551, 584-5, 592-95, 609, 634, 684, 689, 706, 710-12, 725, and 1043. A smaller number of gems
more boldly depict amorous pursuits by showing men and women coupling, as on Boardman 2001, pl. 552, 1065. As
Henig (1994) states it is unclear whether or not such representations would have also functioned as signet rings.
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The context of several of the poems supplies an element of eroticism. Aside from
descriptions that recall women’s toilettes, many of the poems describing gems that belong to

women have a sympotic setting (AB 4-7), a frequent locus of amatory exchange.”' This sense of

Fig. 5.3

Scaraboid. Woman (un)dressing.
Classical

Fig. 5.4

Scaraboid. Woman reclining.
Classical

! The sympotic context becomes more apparent when poems AB 4-7 are compared to descriptions of cups in AB 2
and 3.
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intimacy, is evoked further when we recall that many of these precious stones were quite small
and thus their viewing would require some degree of intimacy.*? In this way, the circle of viewers
who have access to a gem is frequently limited to the owner and those privileged enough to be
his or her intimates. This sense of familiarity and eroticism may be seen more explicitly in

Posidippus’ AB 5:

Tavong Eylvye tOv dotepdevTo GlmepoV
16vde ypuoimy Iepokov nuitbov

ANpOA®- avO’ amadod & GIANUATOC 1) KVAVOOPLE
ddpov N[1]kain Ko €d[ext’ €patdv.]

Timanthes engraved this sparkling lapis lazuli,
this Persian semi-precious stone flecked with gold,
for Demylus, and for a tender kiss the dark-haired
Nicaea of Cos [accepted it as a desirable] gift.
Whereas erotic elements are implied in many descriptions of gems in AB 3-7 through the
attention to women’s appearance, here the amatory element is explicit through the reference
that the object, a lapis lazuli, given to Nicaia is in exchange for a kiss.*® The implication is
twofold. Either the object was given as a lover’s gift, suggested by the fact that the kiss is tender
(amaAoD), or there is a possibility, supported by the sympotic context of many such epigrams

as AB 5, that the woman to whom the gem is given is a hetaera. Kisses or “erotic possession

of a slave or hetaera” were frequent prizes for the sympotic game of kottabos.>* Moreover, in

52 Platt 2006, 237.

53 This is perhaps not surprising. As Plantzos (1999, 109) has noted, even in antiquity rings and gems were common
gifts “for lovers.” Platt (2006, 2007) has noted this association and its visual manifestation as evidenced by the
popularity of images of Eros depicted on engraved gemstones.

3 Csapo and Miller 1991, 379. As Rosen (1989, 357) notes, cakes, too, were frequent prizes in the sympotic game
as well. The assimilation between gems and kisses is intriguing, especially given the ephemeral nature of kisses in
contrast to permanent, durable nature of stones.

156



later literature, both Greek and Latin, gems are favorite gifts for courtesans.>® Yet in parts of the
Hellenistic world, such as Macedon, there was not such a social distinction between courtesans,
concubines, and wives.*® In Alexandria, too, noble women frequently held amatory associations;
“in art, cult, and poetry, Ptolemaic ideology offered queens to public (eroticized) fantasy.”’
Several Ptolemiac queens, for example, associated themselves with Aphrodite/Isis.?®

Another important point that AB 5 raises, which is central to the study of gems and
gender in epigrams as well as later prose, is their dedicatory nature. In most instances in which
gemstones are described, they are gifts given to women. In poems AB 4, 5, and 6 precious
and semi-precious stones are explicitly gifts (8c3pov, SwpnToc). Several poems mark the
performative act of gift exchange through their imitation of the conventions of dedicatory
epigrams. In poem AB 3 a direct address is given to the recipient to “graciously receive it
[a shining ruby] in the banquet” (gv Saitn, ToTvia, Tovde Sexou). If we accept Séxou in
conjunction with the direct address TOTVIa, we can see aspects of the text that are similar to
countless dedicatory epigrams and inscriptions. Dedicatory elements are marked in other poems
as well, such as in AB 5 in which we find the artist’s name given in the nominative followed by
a form of the verb yAUTTe1v, and the patron given in the dative (AnuuAw). The dedicatory act
is further marked by the verb £8exTe, again imitating dedicatory inscriptions. The poem, much

like a commemorative inscription, gives all the relevant information needed to mark the event:

engraver, patron, and recipient. As we saw in Chapter 1, similar information was frequently

55 See for example Atheneus 13.585; Lucian Dialogues of Courtesans,; Gilhuly 2009; Davidson 1998.
3¢ Kuttner 2005, 162; Ogden 2011, 221.
57 Kuttner 2005, 162.

38 Kuttner 2005, 162.
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carved on gems as well. Such an ideology is reinforced through the use of gems as love gifts,
many of which were inscribed “remember (me).”’

In contrast, instances in which gems are described in poetry as belonging exclusively
to men are exceedingly rare. When they are represented in ekphrastic literature, the elements
that are emphasized show important variations. One example from Hellenistic epigrams is to be
found in Posidippus’ poem AB 8. Although this poem has already been addressed in an earlier
chapter it is worth reconsidering due to its parallels with later prose material.®® In addition to
the other reasons for which this gem and its description have been said to be remarkable, it is
noteworthy due to its opening lines, which state explicitly that the gem never adorned a woman:

oUT’ aUXTV EGOPTOE TO GAPSIOV OUTE YUVOIKGIV
Saktulos, neTnin & els XpucEnv aAuctv
Aapeiov dopecav 0 kaho[s] Abos—appua 8 T’ o TOV
YAudBev €l omBouny unKeos EKTETOTON—
[pleyyos evepbev aywv: ka[i] auiveTal avbp[alkas ' lvSous
auyals €€ opoAou $pTo[s] EAeyXOUEVOS
[Tpio]miBopov TEPIUETPOV" O KOl TEPOS, €l TTAGTUV OykOV
[ €vSobelv uSpnA[M] un S1aBet vedeAn.

No woman’s throat or finger ever wore
this carnelian, but it was suspended on a golden chain,
a lovely gem with Darius on it, and under him
his chariot is engraved, stretching out to the length of a span, shinning
as if lit from within. And with rays of uniform radiance
it defeats the rubies of India, when put to the test.
The circumference measures [three] spans. And it’s quite a wonder that
no cloudy discoloration dulls the stone from within.

Unlike the previous gemstones described by Posidippus, this carnelian stands alone in its

decidedly masculine iconography and use. First of all, its size distances it from other gems used

% Cf. AP 9.221 in which a depiction of Eros on a signet ring is described.

0 See further Kosmetatou 2003; Kuttner 2005.
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by women. It is no small or delicate object, but rather it is enormous—the image on it alone

is said to be the length of a span, the type of which would likely have been attached to a chain
and worn as a pectoral or perhaps suspended from a wall.®! The image depicted on the stone,
Darius III on an engraved chariot, is more closely associated with typical Hellenistic masculine
iconography and brings to mind especially the well known Alexander mosaic found at Pompeii
dating ca. 100 B.C.E. In contrast to the stones described in AB 3-7, the carnelian represented in
AB 8 is described in terms that are more agonistic than amatory. For as the poet makes clear, the
gem “defeats” (1. 5) those of similar types for other regions. The use of apUveTan and
é\eyxOuUevoC is significant as they have the connotation of defense and confrontation, not only
in terms of the superiority of stone that they describe, but also the poem in which these terms are
contained.®* Through the poet’s description of the artistic representation, the image is frozen in
time and serves as a monument to Alexander’s victory.® AB 9, perhaps also a carnelian, further
illustrates this masculine paradigm. Although fragmentary, AB 9 clearly depicts Polycrates’

engraved stone with particular reference to its signet device, a lyre.*

5.4 Gender and Ekphrastic Description in Heliodorus

Later authors also participated in the type of ekphrastic discourse illustrated above.
Well beyond the Hellenistic period, both epigrammatists and a small number of prose writers

incorporated treatment of gemstones into their works, not the least of whom was Heliodorus,

! Kuttner 2005, 153.
02 Kosmetatou 2003, 38.
0 Kosmetatou 2003, 37; Kuttner 2005, 152-6.

6 Kuttner 2005, 155. See further Chapter 2.
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author of the Aethiopika, who picks up on this gendered treatment of gems through his use of
description in his novel. As we have already seen, ekphrasis is a repeated device utilized by

the author throughout the work,* yet it is his descriptions of gems that become particularly
significant to the interpretation of the novel’s heroine, Charikleia, as well as to our understanding
the novel itself. Some of the most important events and ekphraseis throughout the novel involve
the representations of gems and ornamentation, which are described with specific reference to
Charikleia.

Not only was the novel’s heroine offered to Charikles alongside a dazzling array of
precious stones but, as we have seen, as a young woman, the heroine receives her birth tokens
which included a band embroidered in Ethiopian royal script as well as a ring: “engraved all
around with the royal crest and set with a pantarbe.” It is noteworthy that the stone is set in a
ring and bears a signet device. Thus, it would have functioned in the same way as many of the
signet rings discussed above. In 8.11, this same ring, which possesses magical powers, saves
Charikleia’s life by protecting her from being burnt alive at the hands of the Persians. Finally, in
10.14, when the heroine and her companions have finally reached Ethiopia, the same ring, once
again, along with the embroidered band, serve as symbols of her identity.

Perhaps the most elaborate description of a precious stone in the Aethiopika is that of an
amethyst centrally located in Book five. I have discussed earlier the imagery inscribed upon the
stone, but here I would like to elaborate upon other aspects of the stone’s appearance that are

pertinent to the understanding of Charikleia’s character (5.13):

TauTa oot édpn AuTpa Xapikhelac, o3 NauaikAeic, ol Beol 81” UV Tpooa
youat. kol aua evexelpile SokTUA IOV TIva TKdV PactAIKGV UTeppues T
XPNUG Kol BECTIEGIOV, TOV eV KUKAOV NAEKTPw SiadeTov auebuoc 8¢

8 See especially Bartsch 1989, Hardie 1998, and Whitmarsh 2002 on the role of ekphrasis in Heliodorus.
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Alblomikn TNV odevSovn (b)\syéusvov ueyeboc uév 000V Ouua Topbevikov
nsplypac’pn KO(MOC S¢ uaKpm ™e IBnpuSoc; Te KOl BpETTO(w(Soc Urrepcbepou
on' M uev yap adpavel T6) avbel q)ouuooem(l Kol podw Trpooeomev €K KOrAU
K@V GPTL TPoc TETaAa ox1CONEVE) Kol TP TOV NAlaKAlG akTio epeubope
ve. auebuoou 8¢ AiBiomiSoc akpaidne pev kol ek Bobouc eapivn TIC wpo
TUPOUETAN" €l 8E KATEXWV TEPITPETOIG OKTIVG TPOCPAAAEL XPUCTV OUK
QHOUPOUCOV TPaXUTNT! TNV oYty oA GotSpoTNTI TEPIACUTTOUCV OV UV
aAAa Kol SUVOHIC OUTR YVNOLWTEPX TV ek SUCEV ykabBiSpuTal, ou yap
empeudeTan TNV Tpoomyoplav aAX’ aAnbudc auebucos TG GEpovTl yiveTal,
vndaAiov v Tolc oupTooiole SiadulaTTousa.

“Nausikles, this is the price of Charikleia’s ransom,” he said, “which the gods
grant to you through me.” Speaking, he placed in Nauskles’ hands one of the
royal rings. It was extraordinary and awe inspiring, with its hoop inlaid with
amber and its bezel aglow with an Ethiopian amethyst the size of a maiden’s eye,
and surpassing in beauty the amethysts of Spain and Britain, in which the purple
bloom is pale and dilute like buds just beginning to flower and show its color

for the first time in the sunlight, but from the very core of the amethyst a certain
spring-like radiance shines forth. If you hold one, turning it in your hands, it sends
forth a golden ray that does not overwhelm the eye with harshness, but rather
illuminates it with brilliance. Furthermore it possesses a power more genuine than
in the stones of the west: its name does not belie its nature, it is truly amethysus
“proof against intoxication,” warding off drunkenness at drinking parties.

The object that is described is not only traded in exchange for the heroine’s freedom, but in
many ways is emblematic not only of the heroine herself but also of the novel.® This is an
exchange which mimics the deal made between Cnemon and Calasris for the story of Charikleia
and Theagenes.?” As the passage demonstrates, the stone, which is described at length, is

shown to be valuable due to its unique (Ethiopian) origins, and beauty, which surpasses even

the best amethysts, which typically came from Britain or Spain.®® As any reader of the novel

% Hardie (1998, 28) discusses this amongst other examples of “ekphrastic surrogacy,” instances in which the text
fails to differentiate art and reality. Whitmarsh (1998, 2) notes that Charikleia is a figure who is intimately tied up
with works of art, reminding us that from the moment of her conception her identity is related to that of a painting.

7 Winkler 1982, 110 n. 22. The scene is also comparable to 2.30.2 in which Sisimithres offers a range of precious
stones and eventually Charikleia to Calasiris.

% Heliodorus may also be attempting to assert the superiority of his Ethiopian novel.
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can recognize, Charikleia is repeatedly praised throughout the novel for many of these same
qualities. Like Charikleia, the gem is a victor in “a beauty contest.”® The gem is also noted

for its remarkable scale: it is said to be the size of a maiden’s eye, thus making the gem an
appropriate counterpart to the novel, which is also grand in scale, consisting of ten books. The
intricacy of the ring similarly imitates the novel’s plot with its beginning in medias res and
complex movements through time and space.” As has already been discussed in a previous
chapter, the gem is also elaborately engraved, a fact which would appear to stand in juxtaposition
to other precious stones owned by women. The iconography of the amethyst in Aethiopika 5.13-
14, however, is of a different nature than inscribed gems used by men, such as AB 8.

By means of this complex description I suggest that Heliodorus is drawing upon a
discourse of ekphrastic descriptions of gems and playing with conventions of gender. The
ekphrasis is meant to reflect Charikleia’s character and physical appearance. She, like the ring,
is exceedingly beautiful, and of Ethiopian origins. Yet, the ring itself is similar to those typically
described as belonging to men (cf. Posidippus AB 8). Its description is unusual in that it refers
directly only to the object, rather than the woman who owns/ed it, yet the relationship between
the gem and owner is implicit. Unlike Posidippus’ Poems 3 through 7, Charikleia, rather than

receiving a gemstone as a gift, is offered in exchange for the gem as the price for her freedom.

% Hardie (1993, 28). As Hardie states, Charikleia is judged to be even more beautiful than Theagenes (3.4.1).
Further, as Hardie notes, the same term is used for the beauty of the gem as well as for Charikleia (akpotpvnc /
akpaidves 3.4)

0 Bartsch 1989 says relatively little about the stone, yet argues that it is due to its intricacy that it receives its value
(149); see also Bowie 1995.
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5.5 Portraiture and Characterization on Engraved Stones

In contrast to the private (or semi-private) representations of women on and in association
with precious stones as seen above, in this section I offer a discussion of images of women on
gemstones intended for public consumption which were found primarily on portrait intaglios
and, later, cameos. Unlike the precious stones described in the previous section, portrait
intaglios, especially those of rulers, were often meant for wide distribution.”’ In many cases the
emphasis of such glyptic and literary portraits was not always to praise the physical appearance
of individual portrayed, but rather her character. Although initially this might seem at odds with
certain ideals of portraiture and much the ekphrastic literature discussed so far, artists and writers
appeared to use such strategies to particular advantage in creating public imagery.

In the Hellenistic period, as Zanker has discussed, ekphraseis of character were
perhaps just as popular as those of works of art.” In some cases the two types were difficult
to distinguish. Although writers of rhetorical handbooks from the first century C.E. onward
placed ekphrasis and description of character (ethopoiia) in different categories within the
Progymnasmata, critics have recognized the fact that these distinctions were often blurred.”
Zanker suggests that an interest in characterization as defined by a consideration of character
(ethos) and intellect (dianoia) is apparent in epigrammatic poetry from the high Hellenistic

period.” The two elements were not only blurred, but often combined to great effect. Ekphrasis,

7! Plantzos 1999, 62.
72 Zanker 2007.

* Hermogenes, a 2nd century C.E. writer of rhetorical handbooks, places ethopoiia in a separate category from
ekphrasis. See further Webb 2009.

7 Zanker 2007. Zanker notes that the majority of epigrammatic poems that display an interest in character come
from Meleager’s Garland. See also Webb 2009.

163



according to Theon, is a descriptive speech that brings the thing shown vividly before the eyes
(EkdpOOIC EGTI AOYOL TEQINYTHOTIKOG EVOPYWE UT Oy aywv To Snhoupevov).” What
is brought before the eyes can be anything: time, space, objects, people, and I would argue,
also character. In these instances, I suggest that visual impact is not so much an end itself, but
rather serves to heighten the representation of character. In the post-Classical era there were
collections such as Theophrastus’ Characters and Posidippus’ Tropoi, which provided detailed
character sketches of types of individuals. Prior to Theophrastus, declaimers of the fifth and
fourth centuries B.C.E. in Athens frequently choose women from epic and tragedy as their topics.
This occurs in Gorgias’ Encomium of Helen as well.”® This practice continued well into the fifth
century C.E. with texts by Hermogenes treating similar topics. As I will show, descriptions of
works of art, and in particular precious stones, presented authors with a similar opportunity to
describe aspects of women’s character and perhaps could have been instructive.

Ancient Greek portraiture did not appear in the glyptic arts prior to the Hellenistic
period.” Fortunately, ancient Greek portraits, primarily in the form of royal likenesses, have
survived in large numbers, especially those bearing representations of Ptolemaic kings and
queens.” Second only to depictions on coins, images engraved on seal stones provide some of
the best examples of royal imagery intended for widespread circulation.” Unlike other art forms,

surviving intaglios bear more images of Ptolemaic queens than kings and thus provide a rare

> Theon Progymnasmata.

76 On female characterization in Greek declamation see Hawley 1995.

77 Plantzos 1999, 42.

8 As Smith (1988, 14) notes there are some images from this period of high-ranking Macedonian officials.

7 Smith 1988, 14.
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opportunity to examine public images of women at this time.** Royal portraits of this period
frequently demonstrated a combination of realistic and idealized modes of representation.®! The
goal, in such instances, was not necessarily verisimilitude but rather to present recognizable
images of power and continuity.*> For example, several images of Berenike II from the mid-third
century B.C.E. depict the queen in a life-like manner (Figure 5.5). In these portraits, the queen is
shown in profile wearing a characteristic “melon” hairstyle and with a strong nose and fleshy

chin in order to promote ideas of dynastic continuity by focusing on family traits.®* Other images,

Fig. 5.5

Portrait of Berenike II signed by Nikandros. Hellenistic.

however, might be more idealized in order to remind the viewer that Hellenistic monarchs were
often worshipped as a part of ruler cult, some of whom were even deified during their lifetimes.

Arsinoe 11, for example, was associated with Hera and Aphrodite during her life. Whether

80 Plantzos 1999, 42.
81 Plantzos 1999, 42.
82 Plantzos 1999, 49.

8 It may have also been imitating the official imagery of Berenike I and Arsinoe II.
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unflattering or idealized, both schema tended to reduce female portraits to types which focused
on the representation of particular attributes.

Ekphraseis of women or female personifications on engraved gemstones appear to focus
on characteristics such as moderation and restraint.3* One of the earliest such descriptions of
character may be seen in an epigram by Asclepiades, a contemporary of Posidippus.® In this
epigram describing an amethyst, which nicely dovetails with Heliodorus’ choice of the amethyst
as a chaste, and sober stone as seen above, the material of the stone itself is meaningful and

reflects positively upon its patron (AP 9.752):

el Mefn, To yAUuua codnc xepoc, v 8’ auebuoTe
yéyAuppat Texvne 8 i Aifoc aAhoTpin.

aAa KAeomaTpne 1epov kTeap, EV yap avaconc
xetpl Beov vnoetv kal pebuoucav ESel.

I am Drunkeness, the engraving of a skilled hand, but I’ve been
engraved in amethyst. The stone is contradictory to its ornamentation.
But the sacred object belongs to Cleopatra, for on the queen’s hand,
even a drunken goddess must be sober.
This poem describes an amethyst ring that belonged to Queen Cleopatra, sister of Alexander

the Great (if the poem was written by Asclepiades),®® engraved with a personification of the

figure Methe, or drunkenness.®” As Gutzwiller notes, the object described is of interest due to

8 T have found few images of a female figure on a gem that treat women lacking control or restraint. The closest
example may be the figure of a women wearing excessive jeweled ornamentation in Lucian’s de Domo. In this case
over abundant personal adornment is equated with excessive verbal embellishment in speech.

8 Tt is debated whether this epigram was written by Asclepiades of Samos or Antipater of Thessalonica. Gutzwiller
1995 and Sens 2011 favor the former.

8 Tf, however, the poem was written by Antipater of Thessalonica, the woman described in the epigram is likely
Cleopatra Selene, the daughter of Cleopatra VII and Antony.

87 As both Gutzwiller 1995 and Sens 2001 point out, the figure of Methe may have also had particular significance
for the Alexandrian royal family, which, following Alexander the Great, displayed an interest in Dionysiac cult.
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the seeming conflict between the gemstone itself, whose color resembles wine, and the figure
inscribed on it, which is “resolved in favor of sobriety when the ring is placed upon the hand
of the queen. The epigram thus functions as a compliment to a royal patron.”®® In this way,
the poem sets in stone one of the desirable traits of a noble woman and recalls the use of the
amethyst as a stone representative of Charikleia in the Aethiopica. Unlike the poems above by
Posidippus (AB 3-7), which provide descriptions that focus on the sensual details of the gem and
the woman to whom it has been given, here we have an ekphrasis that lingers over the nature of
the object described and its relation to the owner’s character. Of interest are the contradictions
between the stone itself, amethyst, the artist, and the image inscribed upon it, all of which stand
in contrast to Posidippus’ poems, which focus instead on the similarities between stones and
poetry. As Gutzwiller discusses, only on the hand of the temperate Queen Cleopatra, does Methe
yield to moderate behavior.* In this way, the poem both praises the queen and briefly treats an
aspect of her character. As Sens argues, the combination of medium and subject matter may also
serve as a testament to the craftsman’s skill.”® “Cleopatra’s decision to commission and wear an
image of Drunkeness on a stone that presents inebriation implicitly illustrates her self-control,
and the poem thus subtly equates sobriety with codiar.”!

A similar association between a female figure and the representation of character may be
seen in an epigram by Addaios. In this poem the figure of Galene, a popular image on Hellenistic

engraved gems (Figure 5.6), is described.”” Throughout the course of the poem, the goddess of

8 Gutzwiller 1995.
8 Gutzwiller 1995.
% Sens 2011, 300.
°l' Sens 2011, 301.

2 See Furtwingler 1900, pl. XXXV.13, Plantzos 1999, 89-90. On the figure of Galene in literature see Hesiod
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calm tells how she came to be inscribed on a gem by means of first-person narration similar to

that above by Asclepiades (4.P. 9.544):

Fig. 5.6

Engraved gem depicting Galene (or Selene?). Hellenistic.

"lvdnv BripuAAov pe Tpudwv avemeioe NaAnvny
glval, Kol HorAOKOG XEPOIV GVIKE KOUOG®

Mvide kol XeIAN voTepnv Aslouvta Badaccav,
Kol HooToUG, TOIoV BENyc avnvepinv.

nv 8¢ pot 1 $Bovepn vevon Aifoc, 3G €V ETOIHW
COPUTUOL, YVGIOT] KOl TOXCX VI XOMEVEV.

Tryphon persuaded me, the Indian beryl, to be Galene,
the goddess of Calm, and with his soft hands he

unbound my hair. Look at my lips smoothing the watery
sea, and my breasts with which I charm the calm

waves. If the envious stone would but consent, you would
soon see me swimming, as [ am eager to do.

Like the amethyst in Asclepiades’ poem (4.P. 9.752), Addaeus plays on the nature of the stone’s

material, its iconography as well as artistry.” According to Pliny (NVH 37.20) “berylli...are most

Theogony 244; Euripides Helen 1457-64; Athenaius Deipn. 7.301d; A.P. 5.156; Lucian D. Mar. 5.

% The gem is said to be inscribed by Tryphon. A cameo from the imperial period is ascribed to a Tryphon as artist,
but it is unclear whether the maker of the cameo is the same artist of Addaius’ poem; see Plantzos 1999, 89 n. 182.
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esteemed which are the color of a sea green (likely aquamarine), the color of the sea when it

is calm.” Galene’s description combines elements from epigrams by Posidippus and writers
from the Greek Anthology through its focus on physical characteristics such as hair, breasts,
and lips, all of which lend an aura of sensuality to the description and evoke erotic and amatory
associations similar to those found in Posidippus’ AB 3-7. The tactile and sensory elements of
the artist’s soft hands (uahokolc xepoiv) and Galene’s lips “smoothing” (AetoUvTa) the sea,
emphasize further the sensual nature of the description. The medium for the image helps to
convey the sense of restraint shown by the goddess of calm, for, were it not for the gem’s bezel,
the goddess would swim free of her setting.

This same type of description can be similarly seen in the prose narratives of the
novelists. We find a key example of such a description in Book 3 of the Aethiopika by Heliodorus
(3.4.1-5), in which the heroine’s breast band is described. Here we are presented with a detailed
treatment of Charikleia’s elaborate breast band depicting two snakes intertwining under her
bosom and draping down her side (3.4). In this description, discussed also in Chapter 2, much
like the gems treated by Posidippus, the attention to sensuous detail ought to be noted:

"HyeTo uev yop €9’ apuoapoEne amo ouvwpidoc Aeukne POV NVIOXOULE
v, XIToova 8¢ ahoupyov Todnpn Xpuoais oKTIol KA TATACTOV NUdIETTO,
Ceovn 8t eMeREPANTO TOIC GTEPVOIC™ Kol O TEXVNOXUEVOS EIC EKELVTV TO
AV TAC EXUTOU TEXVNG KOTEKAEIGEY, OUTE TTPOTEPOV Tl TOIOUTOV XOAKEUCK
Hevoc ouTe abic Suvnoopevoc. Suotly yap SPOKOVTOLY TO HEV OUPOIO KOTC
TV PETOPPEVGOV ESECHEVE TOUC 8 aUXEVOC UTTO Toue polous Tapoauelpoc
ka1 elc Bpoxov okohtov StamAeEac kol Tac kepahac Stohicbioan Tou Ppo
XOU CUYXWPNOOG, WG TEPITTWUO TOU SeC0UOU KOTO TTAEUPAV EKOTEPOV
OTIMWPTICEV. EITIEC GV TOUG OPEIC OV SOKEIV EPTIEIV OAN’ 'épnslv oux UTrO
B}\ooupw Kol armven T B}\euuom q)oBepouc IV uypw KGUOTI S10pPEOUE
voug oaonep QTTO TOU KOTOr T cm—:pva ™G Kopng luspou KaTsuvaCousvouc
ol 8¢ foav TNV VANV XPUuool Tnv Xpotav 8¢ KUavol, O yap XPUCOG UTTO THG TE
XVNG EpeAaiVETO Tvar TO TPOXU Kol peTaBaAov e doAidoc Ted Eavbed To

ueAovbec kpabev emSelEnTan. TolaTn pev N Lwdvn THE KOPNG.
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She [Charikleia] rode in a carriage drawn by a pair of yoked white oxen was
dressed in a long purple gown embroidered with golden rays. Under her bosom
she wore a cincture of gold; the man who had crafted it had bestowed all of his
skill into it—never before had he wrought anything so fine, and he would never
would he be able to do it again. He entwined the tales of two serpents behind

her back, while he crossed their necks under her breasts forming a convoluted
knot and then letting their heads slip through, he let the remainder drape down
along both sides of her body. You would not have said that the serpents seemed
to be moving, but that they actually were moving. Nor did they have a rigid or
frightening appearance, but rather they floated in a sensuous languor as if subdued
by the loveliness of Charikleia’s bosom. Their material was gold but they were
dark in color, for the craftsman had darkened them so that he might represent the
roughness and the alternating colors of their scales. Such was the maiden’s girdle.

Like the figure of Galene in the epigram above from the Greek Anthology, much emphasis is
placed on Charikleia’s hair and breasts, again potent symbols of feminine sexuality. Through this
representation, Charikleia is shown to be a type of mistress of the beasts, whose power is so great
that she is able to tame fearsome serpents, described in such animate terms that they appear to

be moving, yet the heroine is able to lure them into a stupor, just as the worker of gems is able

to transform rough nature into something civilized.”* This account along with that which follows
on the subject of the maiden’s hair has been interpreted as a clue to understanding Charikleia’s
character as one who embodies the qualities of controlled chaos or, as Hardie states, an Artemis-
like sense of control that is dazzling in its effect, yet has the ability to be both awe-inspiring and
terrifying.”> As with many of the gems described above, this passage by Heliodorus presents an

image of moderation, yet one that is barely contained.”® At times Charikleia’s character struggles

% See Hardie 1998, on Charikleia as potnia theron.

% Hardie 1998, 34-35. Hardie argues further that “they hint at the dangers that threaten Charikleia’s self-control, and
ultimately her sophrosyne. This further recalls other scenes in which she is likened to Artemis at the beginning of the
novel, 1.2.5-6, just prior to the description of the breast band, in which Charikleia is said to be an acolyte of Artemis
and again at 3.33 (Hilton 1998, 88).

% As Hardie (1998, 36) has discussed, this passage also presents several intertextual references including //iad
18.546-9 and the Hesiodic Aspis 216-37. To these I would add also Odyssey 19.225-31.
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to maintain her autonomy, like many of the women described in ekphrastic epigrams above, and
she too frequently becomes the object of the male gaze. Yet just as the serpents she overcomes
on her breast band, Charikleia resists and returns this gaze with one that is direct, bold, and

emanates light.

5.6 Conclusion

In this chapter I have attempted to show the manner in which ekphrastic descriptions of
gems illustrate the gendered use of precious stones in ancient Greece. As I discussed in the first
section, engraved gems and seal stones were used in antiquity as markers of identity. Yet, as
the evidence suggests, prior to the Hellenistic period most women in the Greek world probably
did not have access to such tokens of power and authority. In certain epigrammatic contexts in
which women are described as owners of gems, I have argued that little emphasis was placed on
stones’ engravings or significatory power; rather, stress is placed upon characteristics shared by
women and gems, oftentimes equating women with the elaborately described objects. A small
number of epigrams, however, as well as key passages from Heliodorus’ Aethiopica, illustrate the
manner in which such descriptions can be instructive not only in terms of visual representation
but also concerning aspects of feminine characterization. What is unique about this last category
of ekphraseis is the fact that these authors (ranging from the third century B.C.E. to the third-
fourth century C.E.) use gemstones as a means for discussing aspects of feminine restraint and

moderation.
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Chapter 6

Conclusion
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Throughout the course of this study, engraved gems and precious stones, and in particular
their conceptualization in the Greek literary imagination, have emerged as extremely complex
objects that were embedded in Hellenistic and early imperial culture on several levels. It is for
their wide range of semantic meanings, therefore, that gemstones are among the most alluring
and elusive items of study for scholars of the Hellenistic period.! On the perhaps overlooked

significance of ancient glyptic, Plantzos states:

Intaglios and finger rings form, or ought to form, an integral part of classical
studies where they contribute significantly to Greek and Roman culture. Engraved
gems in antiquity were more numerous than sculpture, more valuable than vases,
and of a more individual significance than either. Their pragmatic applications, or
at least their inherent functional disposition, made them meaningful particulars of
everyday life. At the same time, the emblematic character of their iconography
resulted in their being conveyors of common or personal persuasion.?

These objects were not only highly valued for their materials, therefore, but also for their ability
to reflect a variety of social, cultural, literary, artistic, and aesthetic concerns. It is precisely

this malleability, or as I have said elsewhere, their multivalency, that makes gems and precious
stones “good to think with.”® By means of the use of literary and material evidence, this study
has attempted to show how gems function as conveyors of social and cultural meaning when
utilized by ancient authors. In order to understand better the ancient use of engraved gems and
precious stones, their powers, and symbolic value, this study probed the relationship between
ancient gemstones in visual and literary media by analyzing Greco-Roman precious stones and

their treatment in ancient mineralogical treatises alongside descriptions of stones from literary

' One need only look at the vast scholarship on Posidippus’ Lithika for evidence of the appeal of such items.

2 Plantzos 1999, 1.

* Steiner (2001, xi) uses this phrase in reference to statues in the Archaic and Classical periods, viewed as “cognitive
and hermeneutic devices.”
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texts. Rather than providing an exhaustive treatment of the subject matter, this dissertation
offered instead a selective discussion of some of the issues that the objects themselves and their
literary treatment engendered. While this dissertation focused largely on the literary evidence for
precious stones, it did so in order to illustrate the manner in which texts may be instrumental in
creating a richer picture of the material evidence. Due to the fact that so little is known about the
archaeological context and provenance of many of these valuable objects, their literary treatment,
thus, provides a unique glimpse into the ways in which gemstones, as daily objects, were used
and valued in the Greco-Roman world.*

By focusing my discussion on ekphraseis of works of art, I have tried, as have others
before me, to interrogate the use and significance of these types of descriptions as literary and
rhetorical devices. As I hope to have shown, however, these ekphraseis, though ostensibly
about works of art, also serve as descriptions of time, space, character and identity, and as such,
demonstrate a blurring of the traditional modern definition of ekphrasis as a “description of
a work of art.””® Further, it is has been my intention, not only to treat questions of the literary
and aesthetic significance of such descriptions, but also to investigate their social and cultural
implications. In addition, this study sought to bring to light an understudied aspect of the
appropriation of the discourse on precious stones by later Greek prose authors, especially writers
of the novel. In tracing the nexus of imagery surrounding certain aspects of the production and
use of gems in the Hellenistic period, incomplete through the study of material culture alone,

I endeavored to provide a sketch of the conceptualization of precious stones in Greco-Roman

4 As Plantzos (1999, 2) notes : “the vast majority of these objects come without any recorded provenance; hundreds
of them are not known or accessible to scholars, since they belong to private or public collections that have never
been published. And those published, in a wide selection of older and more recent catalogues, are usually assigned
a date by author, based on no more than educated speculation.” The fact that it is often quite difficult to distinguish
ancient gems and modern imitations only increases the challenges of studying this particular art form.

3 Cf. Webb 2009.
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thought. Finally, I began to trace the manner in which ancient epigrammatists, through their
ekphrastic descriptions of gemstones, initiated a literary discourse on precious stones, one whose
influence would extend not only across temporal, spatial, and generic boundaries, but well

beyond the Classical world.
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