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Baron Philipp von Stosch (1691–1757), active in Italy 
in the first half of the eighteenth-century1, was a widely 
influential collector of many things, and an expert 
specifically on engraved gems, coins and medals. Born 
in Küstrin, Brandenburg, in 1691, the young Stosch 
studied theology at Frankfurt an der Oder for a year 
before embarking, at the age of sixteen, on extensive 
travels in northern Europe and Italy. Thus, he initiated an 
extraordinary trajectory through social space which paved 
the path towards his future successes. Of fundamental 
importance was his encounter, at the age of eighteen, with 
the Greffier of the Dutch States General in The Hague, 
François Fagel (1659–1746), a notable collector of coins 
and medals.2 The two were introduced by Stosch’s cousin, 
Wolfgang Baron von Schmettau, who was Prussian envoy 
to The Hague. The very generous Fagel took the young 
Stosch under his wing and presented him with the gift of 
his own substantial collection of ancient coins. With the 
understanding that he should become a serious collector 
himself, and at the same time act as Fagel’s agent in 
the acquisition of modern medals, Stosch was sent on 
various minor diplomatic missions abroad. In London, he 
negotiated acquisitions of works by seventeenth- and early 
eighteenth-century medallists Jan Roettiers, Abraham and 
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Thomas Simon, and John Coker on behalf of Fagel, and he 
was introduced to Sir Hans Sloan, Sir Andrew Fountaine, 
William Cavendish, 2nd Duke of Devonshire, Thomas 
Herbert, 8th Earl of Pembroke, and Daniel Finch, 2nd Earl 
of Nottinghamn, all of them noted for their sizable coin 
collections.3 In Paris, he moved in the antiquarian circles 
of the Duke of Orléans, which included illustrious figures 
such as Bernard de Montfaucon, Paul Bignon, Charles-
César Baudelot de Dairval and Pierre Crozat. In these 
circles, Stosch gained extensive first-hand experience of 
coins and medals, and of ancient engraved gems, which 
became his second passion. He also seems to have started 
dealing in them on a modest level. Fagel was not the only 
wealthy collector to whom the young Stosch offered his 
services. This group soon included one or two English 
collectors, among them the master of Christ’s College, 
Cambridge, John Covel,4 the wealthy Crozat brothers, 
and later notably Prince Eugene of Savoy (whom Stosch 
had met on his way to England), Emperor Charles VI and 
August II, Elector of Saxony and King of Poland. 

Stosch became seriously interested in engraved gems and 
cameos after having admired the Gonzaga cameos and 
gems which Thomas Howard, 14th Earl of Arundel, had 
acquired in Italy, but especially after he came into contact 
with connoisseurs in the circles of Pierre Crozat and the 
Duke of Orléans. It was in Paris that Stosch decided 
to start collecting material for a book on the engraved 
gems of the ancient Greeks and Romans, more precisely 
on gems signed by their engraver. The suggestion that 
Stosch should position himself within the Republic of 
Letters with a learned treatise of some sort came from 
Fagel, who assumed that the topic would be coins and 
medals. The book, which was subsequently published by 
Bernard Picart in Amsterdam in 1724, established Stosch 
as a leading authority in a growing field of study and 
appreciation.5 Stosch in fact became instrumental in the 
veritable ‘glyptomania’ that exploded in the second half 
of the century. With its focus on artists and authenticity, 
and its detailed and accurate illustrations, his well-
received and widely admired book provided the already 
burgeoning forgery industry with names of ancient 

Fig 1. Congresso de’ migliori antiquarj di Roma, 1725
Pier Leone Ghezzi

Pen drawing on paper, 27 x 39.5 cm
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engravers to inscribe on ancient or modern works to make 
these more marketable, and examples of their original 
works to imitate. Stosch not only collected originals and 
glass pastes, but also sulphur impressions of ‘all the stones 
in the world’, i.e. of gems in all the major collections, 
which he kept in wooden boxes for reference purposes.6 
In the 1730s, his valet Christian Dehn opened the first 
commercial workshop in Rome for serially produced cast 
collections. After Stosch’s death, his collection of 3,444 
originals was published by Johann Joachim Winckelmann 
and then purchased by Frederick II of Prussia. Most of 
Stosch’s 28,000 sulphurs were acquired by the Scotsman 
James Tassie, who used them to make his celebrated cast 
collections. The hypercritical Stosch also commissioned 
thousands of drawings of gems from a small group of 
artists whom he trusted.7 

Stosch first visited Rome in 1715, and in 1722 he returned 
to settle there permanently. A decade later he transferred 
to Florence, where he stayed until his death in 1757. If 
he is at all known today, it is mostly as an eccentric gem 
collector, who for his living spied on the exiled Stuart 
court and British Jacobites in Rome on behalf of the 
Hanoverian government in London.8 In his own lifetime, 
however, Stosch was in fact a well-known figure in the 
transnational Republic of Letters, a man of many parts 
whose home and library, the celebrated Museo Stoschiano, 
was a key site for antiquarian culture and the Radical 
Enlightenment.9 On his early diplomatic travels, and as 
an art agent of Fagel and later August the Strong, Stosch 
was admitted to numerous courts and art collections, 
and managed to build an astonishing personal network 
that included popes and cardinals, regents, statesmen, 
collectors and scholars, learned societies, and artists.10 The 
outline of his interesting life published in Strodtmann’s 
Das neue gelehrte Europa reads almost like a who’s who 
in the worlds of learning and politics at the time.11 The 
two famous caricature drawings by the artist Pier Leone 
Ghezzi (fig. 1) of an imagined auction of coins, medals 
and gems taking place in the Museo Stoschiano in Rome 
in the mid 1720s depict members of the local community 
of scholars, collectors and dealers standing in front of their 
young seated host, who, we understand from contemporary 
sources, enjoyed a wide reputation as an oracle who freely 
offered his expert advice.12 This advice, we are told, was 
often sought and seldom ignored.13 Among the characters 
present in Ghezzi’s drawings are well-known figures such 
as Marcantonio Sabatini, Francesco Bianchini, Francesco 
de’ Ficoroni and Francesco Palazzi. Displayed on the 
table behind Stosch are some gems in a box and a few 
medals, and perched on his chair we see one of his two pet 
owls, which he kept flying freely in his house. 

Much respected for his expertise, but also notorious for 
his unconventional lifestyle, Stosch was widely consulted 
on all aspects of antiquarian culture, especially for his 
extensive first-hand knowledge of gems, coins and 
medals, and for his very useful ability to distinguish 
ancient originals from even the cleverest modern copies 
and fakes, which at the time were flooding the market. 
His competitors on the art market looked upon this last 

skill with suspicion, and rumors were circulating that 
Stosch was himself involved in the forgery industry.14 
Soon, however, his work as a political agent, and his 
radical and libertine interests and involvement in the 
circulation of problematic or forbidden books, came to 
taint his reputation and irritate the Inquisition, making 
his life in the papal states increasingly difficult.15 With 
the election of the Corsini pope Clement XII in 1730, 
Stosch’s situation deteriorated to the point of becoming 
dangerous. After his carriage was attacked one night by a 
group of masked men, Stosch packed his belongings and 
went into voluntary exile in Florence, where he stayed 
until his death in 1757. Receiving a warm welcome from 
the anticlerical Gian Gastone de’ Medici, he rapidly 
established himself at the heart of the Tuscan antiquarian 
community, engaging with learned societies and founding 
Italy’s first masonic lodge.16 These aspects of Stosch’s 
life are central to our understanding of his extraordinary 
successes as a scholar, collector and patron of the arts. 
But my focus here will henceforth be on Stosch’s interest 
in medals.

Stosch’s manic collecting was frequently commented 
on, even ridiculed, by contemporaries such as Charles de 
Brosses, Alexander Pope, and the two Horaces, Walpole 
and Mann.17 The numismatist Jean-Jacques Barthélemy, 
who visited the Museo Stoschiano in Florence in 1755, 
reported to Count de Caylus in Paris that Stosch had 
stripped Italy of all its treasures and in his old age still 
held the country in chains through his many associates, 
adding disappointedly that he had been shown everything, 
but given nothing – ‘je me suis abaissé jusqu’aux 
prières!’18 Quite a lot is known today about Stosch’s 
gem collection, but, strangely enough, almost nothing 
is known about his legendary collection of coins and 
medals. From the summary description published in Das 
neue gelehrte Europa, Andrew Burnett has estimated that 
the coins alone, mostly silver coins, must have counted 
at least 7,000.19 In the estate inventory, their value was 
given as 10,000 scudi, a low estimate for tax purposes, 
yet still a considerable sum at the time. Still, Stosch’s sole 
heir, his adopted nephew Wilhelm Muzell, was unable 
to find a single buyer prepared to pay such a sum. The 
modern medals numbered several hundred, mostly in 
complete series. Stosch had also acquired numerous 
stamping-dies for portrait medals of popes from the heirs 
of the seventeenth-century papal medallist Gaspare Mola 
and his nephew Gaspare Morone.20 These dies, and the 
series of Medici rulers, were purchased by George, Prince 
of Wales, for 500 pounds, the rest of the collection was 
probably auctioned off piecemeal. The prince’s agent, 
Richard Dalton, who was in Italy at the time and examined 
the collection in Florence on his behalf, described it as 
‘one of the finest in the world’.21

Stosch’s interest in the visual arts was twofold. His chief 
interest concerned the accurate visual documentation of 
monuments for his two life-long projects. The first of 
these was the engraved gems of the Ancients, a project for 
which he commissioned several thousand careful to-scale 
drawings of gems in various collections from a small 
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number of draughtsmen and engravers whom he trusted 
and even had trained himself. These artists included the 
Ghezzi and Girolamo Odam, who had trained with Carlo 
Maratta, and the Germans Johann Justin Preißler, Marcus 
Tuscher and Johann Adam Schweickart.22 The same artists 
were employed in Stosch’s second lifelong project, a fully 
illustrated topographical atlas, which at the time of his 
death contained some 31,500 old and newly commissioned 
maps, drawings and prints of cities, fortifications, 
buildings and monuments from around the known world, 
bound in 334 large folio volumes, of which 63 concerned 
the city of Rome.23 In a letter to his friend and employer in 
London, Lord Carteret, Stosch said that he enjoyed quite 
a reputation in Rome for training artists in the difficult 
art of careful visual documentation, meaning free from 
artistic convention or style.24 Stosch had developed very 
precise ideas about visual documentation in his search for 
suitable artists for his book on engraved gems carrying 
artists’ signatures,25 and, as his focus in this milestone 
publication was on authenticity, or distinguishing ancient 
originals from modern copies or fakes, accurate drawing 
was of the outmost importance to him. Stosch’s interest in 
engraved gems led him to the art of engraving in general, 
whether in hard stones or in metal, and he became 
instrumental in reintroducing gem-engraving as a popular 
artform, encouraging master engravers such as Flavio 
Sirleti, Antonio Pichler, Carlo Costanzi and Lorenz Natter 
in their work. Even draughtsmen such as his house artists 
Ghezzi and Tuscher tried their hand at engraving under 
the influence and close supervision of their demanding 
patron.

Stosch was also fully aware of the self-promoting potential 
of visual arts, and he commissioned several portraits 
of himself and his associates in various media from 
artists whom he trusted: in sculpture, painting, drawing, 
engraved gems, and notably medals.26 Best known today 
are Ghezzi’s caricature drawings from the 1720s, which 
show Stosch as a fashion-conscious connoisseur, well-
dressed with a big wig and a monocle clasped around his 
right eye, ever ready to inspect a curious coin or gem. 
Horace Walpole and Horace Mann called him ‘Cyclops 
the Antiquarian’ because of his monocle.27 In other 
portraits, Stosch comes across as quite a different sort 
of patron, portrayed without a wig, short-haired and in 
a rigorous classicizing style which became his hallmark 
that he imposed on his carefully selected artists.

Leaving Ghezzi’s caricatures aside, the portrait medals 
are close either to a very early drawing of Stosch’s 
head in profile executed by Ghezzi in 1717, now in the 
Biblioteca Apostolica Vaticana, or to Edme Bouchardon’s 
well-known portrait bust of him dated 1727, now in 
the Staatliche Museen zu Berlin (fig. 2).28 In both these 

Fig 3. Philipp von Stosch, c. 1727-30
Johann Justin Preißler; engraved by Georg Martin Preißler

Engraving on paper, 33 x 18.2 cm
London, British Museum, Bb 7.246

Photo: ©The Trustees of the British Museum 

Fig 2. Philipp von Stosch, 1727
Edme Bouchardon

Marble, 85 x 65 x 34 cm
Berlin, Staatliche Museen, M. 204
Photo: ©Staatliche Museen, Berlin 
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portraits, Stosch sports a short wavy haircut reminiscent 
of Julius Caesar or the young Octavian and later Julio-
Claudians. Both portraits are probably made from 
life, but Bouchardon’s bust is strongly influenced by 
the decennalia portrait type of the emperor Trajan, 
created in AD 108, more specifically an example in the 
possession of Stosch’s close friend and ally Cardinal 
Alessandro Albani.29 Ghezzi, who moved freely in local 
antiquarian and collector circles, was also quite familiar 
with this Trajan portrait, which he had drawn in 1724.30 
Bouchardon was a young pensionnaire of the French 
Academy in Rome at the time, and this was his first major 
portrait commission. It stands out for its novel classicizing 
approach.31 Stosch, however, did not want to adopt Trajan’s 
characteristic hairstyle, but retained his preferred classical 
Julio-Claudian cut, which, we may presume, was close to 
his own, combed forward over a receding hairline. The 
balteus which Trajan wore across the chest is omitted in 
Bouchardon’s portrait, while Stosch’s mantle is fastened 
with a fibula carrying the image of an owl, his own pet 
civetta we may assume, the symbol of Minerva and of 
learning.32 Pleased with the result, Stosch commissioned 
a medal with Bouchardon’s own portrait, the engraver of 
which remains unknown.33 Stosch also had his house artist 
Preißler produce a drawing of the bust, later engraved by 
his brother Georg Martin Preißler (fig.  3), and he gave 
Bouchardon’s original bust in clay to Ghezzi as a farewell 
present before he left for Florence.34

Stosch used his likeness in various other artworks, the 
content and style of which he seems to have controlled 
in detail. He appears as Achilles in a classical sculpture 

group restored as Achilles hiding among the daughters of 
King Lycomedes of Scyrus in the collection of another of 
his associates, Cardinal Melchior de Polignac (fig.  4).35 
In a painting of the same subject by J. J. Preißler, dated 
1730, Stosch instead appears as Odysseus discovering his 
friend Achilles disguised as a woman (fig.  5), and in a 
painting by Ghezzi from 1726-28 depicting the encounter 
of Alexander with the cynic Diogenes, Stosch has himself 
included in the scene as a philosopher bystander.36 We 
will return to this last subject-matter below.

Stosch commissioned the first portrait medal of himself in 
1717, when he was twenty-six and about to leave Rome 
for the North after two years in the city (fig. 6).37 There 
exist three issues, in ivory, silver and bronze, engraved by 
one of Ghezzi’s pupils, Giovanni Pozzo, also known as 
Giovanni Battista Pozzi (1670–1752).38 Pozzo is perhaps 
more known for his ivory works, mostly of Roman 
emperors and other uomini illustri, as well as copies 
of famous gems such as the Strozzi Medusa, signed by 
the Greek engraver Solon. Stosch is rendered in profile 
to the left, with a haircut reminiscent of Julio-Claudian 
emperors, and with bare shoulders draped in a Roman 
mantle. The prototype is obviously Ghezzi’s drawing.39 
Stosch had already by this early date developed a clear 
sense of how he wanted to be portrayed. The inscription 
MORIBVS ANTIQVIS echoes the words of the Roman 
poet Ennius, moribus antiquis res stat romana virisque 
(the Roman state stands upon the morals and men of old, 
296-7), and is suitable for Stosch’s newly fashioned self 
as a virtuoso and connoisseur. Very little is known about 
this commission, except that Pozzo, like Bouchardon, 
belonged to a small group of artists carrying out 
commissions for the same sitters in Stosch’s circle. The 
gem-engraver Francesco Ghinghi, for example, based his 
portrait of Stosch in sardonyx on Pozzo’s portrait medal, 
dated the same year, 1717.40

Pozzo’s portraits of the Englishmen Conyers Middleton 
(1724) and Daniel Wray (1726) are executed in a similar 
all’antico style and may even have been commissioned on 
Stosch’s suggestion. The numismatist and dealer Leonard 
Forrer held Pozzo to be a rather mediocre medallist, 

Fig 5. Achilles among the daughters of Lycomedes, 1730
Johann Justin Preißler

Oil on canvas, 570 x 412 cm 
Lyon, Musée des Beaux-Arts de Lyon

Photo: ©Musée des Beaux-Arts de Lyon

Fig 4. Apollo, previously in the Polignac collection,  
restored as Achilles (after Levezow 1804, pl. 1)
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although admitting that one or two of his portraits did 
show some character, notably that of Stosch which Forrer 
chose to illustrate in his biographical dictionary.41 Stosch 
had at the time already acquired a wide reputation as an 
authority on medals, working as he did for François Fagel, 
whom William Eisler has identified as a leading expert 
of the period.42 And Stosch and Fagel in fact exchanged 
views on medallists. Fagel preferred the classicizing style 
and technical skill of Italian and French engravers to the 
so-called ‘bad German taste’ of Northern ones.43 

Pozzo was still active in Rome when Stosch returned 
five years later, but there is no further evidence of their 
collaboration, unless of course Pozzo’s mentioned 
portraits of Middleton and Wray from the mid-1720 
were negotiated by the baron. Stosch in fact never 
commissioned more than one medal from the same artist, 
with one exception as we shall see.

A decade passed between Stosch’s first and second medal 
commission. He was then residing permanently in Rome, 
handsomely paid as an undercover British political agent, 
for which his antiquarian operations were a convenient 
cover. He had come to enjoy a considerable, albeit 
increasingly tarnished, reputation as an antiquarian, and, 
together with a handful of close associates, he became 
instrumental in the lively proto-archaeological field 
activities in and around Rome in the 1720s. His next 
medal was in fact commissioned to commemorate an 
important archaeological find that he had acquired, and to 
further cement his fame as a discerning antiquarian.

This time the choice of artist fell on another pensionnaire 
of the French academy in Rome, the goldsmith François 
Joseph Marteau (1697–1757), known today especially for 
his portrait medals of Louis XIV and XV. Stosch (fig. 7), 
facing right, is once again portrayed in a classicizing style, 
but his head is more robust, almost square.44 The reverse 
carries an image of a Roman relief fragment dated to the 
first century AD and discovered during excavations near 
the Porta San Paolo in Rome in May 1726.45 The relief 
was immediately acquired by Stosch, who, as mentioned, 
closely followed the archaeological activities in Rome 
and the Campagna in the 1720s. It depicts the encounter 
between Alexander and Diogenes the cynic. When asked 
by Alexander from where he came, Diogenes is said to 
have replied, ‘I am a citizen of the world’, which was also 

true of Stosch, both cynic and cosmopolitan, always ‘The 
Other’, belonging nowhere and everywhere. 

The unknown artist-restorer of the badly damaged relief 
has used Stosch’s likeness for the figure of Alexander, 
something Stosch encouraged in other commissions, as 
we saw earlier – perhaps a joke on his part. The restored 
relief, engraved by Giovanni Battista Casanova, was 
included in Winckelmann’s Monumenti antichi from 1767 
(fig. 8).46 The scene echoes Ghezzi’s mentioned painting 
of the same subject, the latter which is also inspired by a 
1662 etching by the artist Salvator Rosa. But in Ghezzi’s 
version of the scene, Stosch is present as a philosopher 
bystander, perhaps a fellow cynic. On Marteau’s medal 
however, the figure conversing with the cynic is neither 
Alexander nor Stosch, but a bearded fellow philosopher, 
the father of ethical hedonism, Aristippus.47 It is not 
difficult to imagine why these two Greek philosophers 
interested Stosch, with his libertine inclinations. Stosch 
later sold the relief to his close friend, the great arbiter of 
taste Alessandro Albani, who bought it for his new villa 
on the via Salaria in Rome, where it remains today.48 The 
motto inscribed below the image on the medal, APIΣTON 
METPON, ‘moderation is the best thing’, ascribed to 
the poet-tyrant Kleoboulos of Lindos, is interesting 

Fig 7. Philipp von Stosch, 1727
François Joseph Marteau
Bronze, struck, 41 mm

Art market
Photo: ©A.H. Baldwin & Sons Ltd, London

Fig 6. Philipp von Stosch, 1717
Giovanni Pozzo

Bronze, cast, 68 mm
Art market

Photo: reproduced by kind permission of Sovereign Rarities Ltd, London

Fig 8. Alexander and Diogenes relief
Albani Torlonia collection

After J. J. Winckelmann, Monumenti antichi, 2nd ed. 1822, vol. 2 , pl. 174 
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and amusing, since Stosch was repeatedly criticized 
and ridiculed for being insatiable and excessive, in his 
collecting as well as in his private life. Satisfied with 
Marteau’s portrait, Stosch had it engraved by Preißler, 
who used it for the frontispiece to the collection of 
Bouchardon’s drawings after Roman sculptures (fig. 9).49

 
Marteau’s work conformed to both Stosch’s and Fagel’s 
classical tastes, and so did the work of the Swiss medallist 
Johann Carl Hedlinger (1691–1771). The skilled 
Hedlinger worked in a sufficiently classicizing tradition 
that appealed to Stosch, and he was in fact one of the few 
central and north Europeans of whom the discerning Fagel 
approved, precisely because he had studied in France and 
spent time in Rome, where, in the summer of 1726, he met 
Stosch and members of his circle, including Bouchardon 
and the medallists Ottone and Ermenegildo Hamerani, 
and possibly Pozzo.50 Hedlinger produced his portrait 
of Stosch (fig. 10) in 1728, when he had left Rome for 
Stockholm, where he was hired to manage the Royal Mint. 
The reverse carries a long inscription informing us that the 
medal was a gift to Stosch from Hedlinger himself and the 
Swedish numismatist Nicolas (Nils) Keder (1679–1735), 
who owned a notable collection of mainly Roman coins. 
Keder had paid for a cast to be made of Bouchardon’s 
bust, which served as model for Hedlinger’s portrait.51 So, 
the medal was a gift from a coin expert in recognition of 
his peer. Hedlinger’s self-portrait, on a rare pewter issue 
from 1730, is inscribed in Greek letters with the Swedish 

word lagom, ΛAΓOM (in moderation), which echoes the 
APIΣTON METPON on Marteau’s portrait of Stosch.52

Again in a classicizing tradition, and modelled on 
Bouchardon’s bust, Hedlinger’s portrait shows Stosch 
facing right with the characteristic haircut and chlamys 
with the owl symbolizing learning, but whom some of 
Stosch’s critics viewed as a sign of his atheism. Stosch’s 
two owls and his pet wild boar were included in the 
travel-writer J. G. Keyßler’s colourful description of the 
baron’s untidy home in Rome.53 Keyßler also pointed out 
that Stosch, the oracle, was consulted on all aspects of 
coins and medals. Where gems, coins and medals were 
concerned, few, even in Rome, had a more thorough first-
hand knowledge of ancient and modern originals than 
Stosch. This expert knowledge constituted his powerbase. 
Hedlinger’s work, perhaps the best portrait of Stosch, 
stands out, as the medal’s inscription announces it to be 
a gift to the baron, not a work commissioned by him. 
Not only Hedlinger based his portrait on Bouchardon’s 
bust, the gem-engraver Natter did the same for a portrait 
engraved in emerald, dated around 1739.54

The year before Stosch went into exile after his assault 
in Rome, he commissioned a medal of one of his closest 
associates, the abate Francesco Valesio (1670–1742). 
Known today mostly for his social diary of Rome (in 
which Stosch, strangely enough, is never mentioned), the 
abate Valesio was at the time a well-known antiquarian.55 
Having meticulously selected the material for his book 
on gems, supervised work on its careful illustrations by 
the artists he trusted, and written its key introductory 
chapter, Stosch asked Valesio to provide the learned 
catalogue entries in Latin – a language that Stosch felt he 
himself did not master.56 It may seem odd, but the book’s 
chief contribution to scholarship is in fact not Valesio’s 
rather dull catalogue entries, but its focus on signed 
gems, the careful selection of material included, and the 
visual documentation, i.e. Stosch’s own contribution. For 
reasons that are not altogether clear, Valesio had asked not 
to be named in the publication. As a token of gratitude, 
Stosch had one of his house artists execute a portrait 
medal of Valesio (fig.  11).57 On its reverse he added a 
curious inscription borrowed from Ovid’s Tristia: BENE 
QVI LATVIT BENE VIXIT (‘he who lived in anonymity 
has lived well’),58 an ideal that also to some extent applied 

Fig 9. Frontispiece
Johann Justin Preißler

After Stosch, 1732

Fig 10. Philipp von Stosch, 1728
Johann Carl Hedlinger
Silver, struck, 41 mm

London, British Museum, G3, IP.1021
Photo: ©Trustees of the British Museum 
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to Stosch himself, who rarely left his home and chiefly 
operated in the background, leaving very few traces of 
his actions. 

We know the story behind this medal, since on one of his 
caricatures of Stosch, Ghezzi has scribbled that Stosch 
had published a book on gems to which the abate Valesio 
provided the learned commentaries.59 The medallist 
who carried out the commission was a young German, 
Carl Marcus Tuscher (1705–1751), whose work Stosch 
approved and who had just arrived in Rome from his 
apprentice period in the Preißler studio in Nuremberg 
and came highly recommended by the Preißlers.60 On 
Tuscher’s own portrait medal (fig. 12), done by the fellow 
medallist Marcus Meyer, the inscription tells us that 
this Bavarian was a draughtsman from life, NΩPIKOΣ 
ZΩΓPAΦOΣ,61 a basic requirement if you wanted to 
work for the hypercritical Stosch, who did not approve 
of any artistic liberties or imagination. Tuscher joined 
Stosch’s household in Rome in 1728, and followed his 
master in exile in 1731, working for him as draughtsman 
and engraver of gems and medals. Apart from completing 
more than 500 drawings of gems for Stosch, Tuscher 
also documented his master’s cabinet of modern medals, 
finishing whole series of the Medici, Sforza, Gonzaga, 
d’Este and Malatesta families.62 In 1738, Tuscher made a 
portrait medal of Stosch in his exile (fig. 13).63 Again, we 
see Stosch in profile facing right, the same classicizing 
haircut, but now decidedly older; he was 47 by then. The 
inscription on the reverse says that Stosch asks for nothing 
but the old, meaning antiquities, NIL NISI PRISCA 
PETO, a reference to his antiquarian interests and in 
fact borrowed from the words of the French numismatist 
and bibliophile Paul Pétau (1568–1614): ‘when so many 
seek the new, I ask only for the old’ (fig. 14).64 A doubly 
suitable association, since Stosch, like Pétau, was both a 
prominent numismatist as well as a fellow book collector 
with a famous library that was recently described as a 
key toehold for the Radical Enlightenment in Italy.65 
A few decades later, the same motto was reused by the 
antiquarian Domenico Augusto Bracci for his medal by 
the Florentine artist Giovanni Zanobio Weber.66 Bracci, 
a student of engraved gems among other things, knew 
Stosch well during Stosch’s later years in Florence.67

This brief survey has shown that Stosch made what we 
may call a somewhat conventional use of the medal as 

a medium. Yet, the medals associated with him are not 
without interest. The art form meant a lot to Stosch 
himself, as a collector and connoisseur. As he also 
collected modern coins and medals for his friend and 
sponsor François Fagel, we may assume that he stayed 
in regular, direct contact with the field, with medallists 
and collectors. There exists some evidence of Stosch’s 
interaction with other medallists of the period, such 
as John Coker in England, Ermenegildo and Ottone 
Hamerani in Rome, and the Dassier family in Geneva, the 
latter whose work François Fagel disapproved.68 Stosch 
may actually have met Jacques-Antoine Dassier when 
the latter visited Italy in the 1730s, but no documentation 
survives. There are several instances of interesting media 
interaction between medals and other art forms that 
interested Stosch. We have for instance seen that a cast 
of Bouchardon’s portrait bust was used by Hedlinger for 
the work he completed in Stockholm in 1728. Giovanni 
Pozzo’s medal and Francesco Ghinghi’s engraved 
sardonyx are very similar, and both are influenced by 
Ghezzi’s mentioned drawing: all three works date to 1717 
and mark the end of Stosch’s first sojourn in Rome. The 
only difference is that Pozzo and Ghinghi added a chlamys 
draped over Stosch’s shoulder, presumably a detail that 
the sitter specifically desired to include.69 It has even been 
suggested that Ghingi’s portrait was based on Pozzo’s 
rather than on Ghezzi’s drawing.70 The gem-engraver 
Lorenz Natter, who worked for Stosch in Florence in the 
1730s, based two of his three known portraits of Stosch 
on the mentioned medals by Marteau and Hedlinger.71 
Natter’s third portrait, the mentioned emerald engraved 
around 1739, is clearly based on Bouchardon’s bust, 
also reproduced by Preißler. This might be the emerald 

Fig 11. Francesco Valesio, 1730
Marcus Tuscher

After Museum Mazzuchellianum, 1763, vol. 2 pl. 181:2

Fig 12. Marcus Tuscher, undated
Marcus Meyer 

Bronze, cast, 65 mm
London, British Museum, G3, IP.1045

Photo: ©Trustees of the British Museum

Fig 13. Philipp von Stosch, 1738
Marcus Tuscher

Bronze, cast, 62 mm
Art market

Photo: ©Auktionen Münzhandlung Sonntag, Stuttgart
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that Annius the antiquarian wears in Alexander Pope’s 
Fourth Dunciad, said to be a satirical portrait of Stosch, 
who, like the notorious Annius of Viterbo, was accused of 
producing forgeries:

But Annius, crafty seer, with ebon wand,
and well dissembled em’rald on his hand,
False as his Gems, and canker’d as his Coins.72
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