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CHAPTER ONE: 

THE SCOPE OF THE STUDY

Just over two thousand years ago, Julius Caesar set into 

motion events that would culminate in the conquest of the 

tribes of Gaul. It is to the coins of one of these tribes that 

this book addresses itself.  

The Coriosolites inhabited what is now Côtes-d’Armor in 

Brittany: their name survives in Corseul, probably their 

main settlement. Little is known of them; when Caesar 

mentions them in his commentaries on the Gallic wars, it 

is in conjunction with several neighboring tribes. The 

Coriosolites and the tribes living near them were called 

“Armoricans”: “Armorica” meant “the country by the 

sea” or “the Maritimes.” Caesar’s first reference to the 

Coriosolites occurs among his entries for 57 BC (Caesar, 

II.34):  

Caesar was informed by Publius Crassus, whom 

he had sent with one legion against the Veneti 

and the other tribes on the Atlantic seaboard—
the Venelli (Unelli) , Osismii, Coriosolites, 

Essuvii, Aulerci, and Redones—that all these 

had been subjected to Roman rule.  

This casual statement is charged with meaning. A single 

legion had no more, and often fewer, than six thousand 

men. In his entries five years later, Caesar tells us that 

after heavy losses, the Armoricans were yet able to 

muster twenty thousand troops.  

Roman superiority in the techniques of war was but one 

reason that Crassus appeared to have little difficulty 

subjugating Armorica; another was the tradition of 

warfare among the Celts. With few exceptions, Celtic 

warfare was inter-tribal, or in the form of skirmishes 

between individuals or clans. The Celts had little 

experience of cooperation. The Romans probably 

encountered some small strongholds defended by the 

local population under the command of a chieftain and 

his personal retinue, thus enabling a relatively easy 

piece-meal conquest.  

The Armoricans soon learned from their mistakes. The 

following winter, the Veneti, the Essuvii, and the 

Coriosolites captured the envoys that Crassus had sent to 

obtain food and other supplies for his troops in their 

winter quarters. They hoped that by doing this, they 

might make the Romans return the hostages that had been 

taken from them. Realizing that such a ploy might be 

unsuccessful, they agreed to stand together in their 

resolve and share whatever might befall them.  

Of course, the hostages were not returned, and the 

Armoricans prepared for battle. More tribes joined the 

alliance, presenting a solid front. We can imagine that, 

with their typical bravado, the Celts believed they would 

be victorious.  

The outcome was inevitable: Caesar returned to Gaul in 

the spring, after ordering warships to be built and 

commissioning crew for them, and defeated the Veneti in 

a naval battle. Quintus Sabinus was sent with three 

legions to isolate the Unelli, Coriosolites, and Lexovii. 

When he arrived in the territory of the Unelli, he 

established his camp, and within a few days found a large 

army of Celts encamped two miles away. In addition to 

the rebel tribes under the command of Viridovix of the 

Unelli, there were also Celtic mercenaries from 

throughout Gaul.  

Each day, the Celts would ride up to the Roman camp 

and attempt to lure them out to fight. Sabinus held fast, 

feeling that he should not engage such force without 

express orders from Caesar to do so. After a time, the 

morale of the Roman soldiers began to dwindle. The 

Celts were taunting them with insults and accusing their 

commander of cowardice.  

Sabinus, seeing that the morale should not be allowed to 

diminish any further, tricked the Celts into believing that 

the Romans were frightened and about to flee. This 

initiated a hurried attack from the Celts. The Romans, 

armed and waiting, made a sortie from two of the gates, 

catching the breathless Celts unawares. Most of the Celts 

were killed on the spot; others retreated and were rounded 

up by the Roman cavalry. Only a few escaped. The 

remaining Armorican tribes, hearing of both Caesar’s and 

Sabinus’ victories, immediately sued for peace.  

While not playing an important role in the battle, the 

Coriosolites have achieved lasting distinction for the 

large number of their coins that have survived: more than 

twenty thousand are recorded. No other Celtic tribe is so 

well represented. Large hoards of these coins have been 

found in Jersey, Brittany, and Normandy. Foremost 

among these is the La Marquanderie hoard from Jersey, 

consisting of over 11,000 coins (Rybot, 1952, pp. 12-13). 

The La Marquanderie hoard forms the basis for this book.  

Without the work of Major N. V. L. Rybot of the Société 

Jersiaise, between 1935 and 1937, in his painstaking 

recording of these coins, producing drawings of every 

one of the dies used to strike the coins, this study would 

have been impossible. Because none of the coins had 

complete impressions of the dies, he reconstructed each 

of the dies using several coins.  

The order in which Rybot sorted the coins was based on 

the supposed degradation of the realism of the head 

portrayed on the obverse. This subjective method was 
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later found to be completely false. Even at that time, it 

received some criticism. The abstract nature of Celtic art 

was not considered, and false parallels were drawn 

between the art of these coins and certain periods in 

Greek art.  

After Rybot’s preliminary study, the coins were 

examined by J.-B. Colbert de Beaulieu (1973, p.109) in 

France. He expanded Rybot’s original system of four 

groups into six classes. Further details of this division can 

be learned by studying the second part of Appendix D, 

the section of the concordance listed by Rybot Number. 

Colbert de Beaulieau, later finding this order incorrect, 

rather than renumbering his classes, simply reordered the 

chronology to Class VI-V-IV-I-III-II. From this 

confusing order, it can be seen just how inaccurate the 

idea of stylistic degradation was.  

Later, Katherine Gruel (1981, p. 6), working on the hoard 

found at Trébry in Brittany, divided Class V into Va and 

Vb: she subsequently reversed the order of Class V, 

placing Vb first.  

I decided to dispense with this system, as I had increased 

the six classes to fifteen groups, although I have 

cross-referenced each group with its appropriate class. As 

I have replaced Rybot’s original die numbers with my 

own, I have included a two-way concordance to Rybot’s 

numbers in Appendix D.  

Most of the Coriosolite coins are “staters”: the term is 

borrowed from ancient Greek coins of a similar size; 

what the Celts called their coins is unknown. There are 

some quarter denominations, but these are very rare, and 

are not included in this study. They are of the same types 

as the staters.  

While this book is a catalogue of the Coriosolites’ coins, 

its purpose is to reconstruct the thought processes of 

those individuals responsible for the designs on the coins. 

By following the design changes, we see ideas being 

developed, altered, perfected, and discarded, and these 

choices reveal much about the artists’ aims and methods. 

In this way, we gain an insight into the aesthetic mind of 

the Celts just before their society was to be changed by 

Romanization.  

The primary change in my ordering of the coinage, 

besides greater accuracy and more specific chronology, 

has been the division of the coins into the products of 

three mints. This idea was inspired by stylistic and 

manufacturing differences, and later confirmed by data 

from the hoards. Being from three mints, the coinage 

need not be given as long a duration as when it was 

assumed to be from a single mint.  

Assessing the decline in weight and purity, the normal 

methods of establishing the chronology of coin issues, 

can only expose the existence of separate mints under 

special circumstances: if the products of two or more 

mints were of the same weight and purity standards; if 

those standards were maintained with a high degree of 

accuracy; and if each issue were separated by sufficient 

time or event to show obvious differences.  

None of these circumstances are applicable to the 

Coriosolite coins. There are declines in both average 

weights and degrees of purity throughout the classes, but 

only one of them is sufficiently large to require 

explanation: a 25% drop in the average silver content at 

the start of Class IV, identified by Katherine Gruel in her 

study of the Trébry hoard (1981, p. 81). Viewing the 

coinage as the product of a single mint over a long period 

of time, she greatly exaggerates the sense of scale, and 

perceives the drop as occurring at the start of the Gallic 

Wars.  

In order to discover the reason for the devaluation, we 

should ask: if the war in its entirety is blamed for this, 

was there, as this assumption requires, a unified and 

immediate response by all of the tribes? We know that 

this did not happen; the Armorican tribes attempted to 

deal with the invasion only as it affected themselves. 

Crassus’ campaigns met with no organized resistance: 

only when the Roman envoys were captured was there 

coalition in that region, and then the Armoricans did not 

include outside tribes in their war council. Not until 

Vercingetorix’s preparation for the great battle of Alesia 

were all of the anti-Roman tribes organized.  

The devaluation can be placed at the time of the 

Armorican coalition, early in 56 BC. The Class I coins 

would have been minted at a different location shortly 

after the start of the Class IV coins, their production times 

overlapping. The Class II coins were from the third mint, 

probably in the territory of the Unelli, and although they 

are traditionally attributed to the Coriosolites, the hoard 

evidence does not support this.  

The coins of these mints fall into three series: Series X, 

from the eastern side of the River Rance, and consisting 

of Class VI, V, and IV; Series Y, from the west side of 

the river and consisting of Class I and III; and Series Z, 

from Normandy, and consisting of Class II. The latter 

class, while catalogued here, is reassigned to the Unelli 

tribe. The hoard evidence is discussed in Chapter 2, and 

the stylistic considerations are fully covered throughout 

Chapter 3.  

Today, estimates of weight and fineness of alloy are 

considered important in establishing chronology, and 

where chronologies can be checked by other methods, 

this is often found valid. This subject is treated 

summarily here, since little care was taken in 

manufacturing the Coriosolite coins. On a coin-to-coin 

basis, the metal quality varied considerably: a coin at the 

end of the sequence can have a greater silver content than 

one at the start. Only by averaging quantities of these 

coins can differences be found.  

The moneyers were provided with certain amounts of 

silver and bronze, with directions to turn this into coin; 

while they made some attempt to follow the same ratio, 

they seemed not to place great importance in this. The 
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currency was for military use, not for minor transactions. 

Perhaps they felt that, as the money would be paid out in 

large sums, it would be a waste of time to be careful with 

each coin. The intrinsic worth would average out. The 

assumption of a market economy in Gaul at that time has 

been questioned in recent years. For this study, specific 

details of weight and fineness are not needed, and would 

only repeat Katherine Gruel’s extensive research in this 

area.  

Placing the coins in chronological order was no easy 

matter. My first approach was to group the coins together 

by their most obvious similarities. This was the method 

that culminated in Colbert de Beaulieu’s six classes, and I 

felt that by using some motifs that had defined these 

classes, such as the devices in front of the ponies, that 

more of the coins would resolve themselves into natural 

groupings.  

For example, there were some coins depicting banners of 

different configurations. After I had sorted these out, I 

found, to my dismay, that the resulting groups contained 

mixtures of styles, and the system was completely wrong. 

I should have known better: if it were that simple, this 

order would have been discovered long ago.  

I pored over Rybot’s illustrations for months. I wanted to 

be completely familiar with every element and difference 

in the coins. I believed I was making no progress, when I 

became suddenly aware that in one group of similar coins 

the pony’s ears were of two styles. I gathered each style 

together and, doing this, another detail became apparent: 

a lash from the banner, attached to the chariot driver’s 

forehead in one group, was attached to the ornament on 

the pony’s mane in the other. But more important, there 

was one exception.  

I immediately saw that this one coin was a link between 

the two groups. I now had the key, and the method of 

analysis I devised was to draw flow charts that included 

as many design elements as was possible. I surprised 

myself at how quickly this was accomplished: most of the 

order presented itself in a single afternoon, although 

many minor adjustments were made in the following 

days.  

I realize now that my months of staring at each of the 

coins were not wasted: a holistic process was happening 

unconsciously, eventually gathering enough data to make 

the right connections and provide the answers in a 

phenomenally short space of time. The correct 

relationships came to me almost as fast as I could record 

them. As I did so, the thought processes of the die 

engravers were revealed, and I began to understand more 

of the Celtic aesthetic.  

Many of the die-engravers’ thoughts were concerned with 

improving the design, making the elements balance each 

other, and leading the eye in patterns that themselves 

were an echo of the design elements—but another 

process was occurring. This “variations on a theme” was 

exactly what had made my original attempts at a 

chronology so difficult: in this process, the die-engraver 

used the commonality of several different variations on a 

motif to express an abstract idea. This was always a 

pre-Celtic religious element, and its use a visual 

syncretism.  

I saw that I would have to expand the scope of the work 

from a mere chronology of coins to include a study of 

Celtic religious philosophy and aesthetics. Of these, the 

most difficult area is that of the Celtic religion. The 

images on Coriosolite coins are religious: I have been 

unable to identify any motif that could be interpreted as 

heraldic. Many studies of Celtic coins avoid this subject, 

or refer to it using only classical terms, equating the 

Celtic gods with those of the Greeks or Romans; few 

attempt to deal with the religious aspects of the subsidiary 

motifs on Celtic coins.  

Chapter 4, entitled “Armorica and the Gods,” is intended 

to cover only that region, and is not applicable to all 

Celtic tribes. Not only the particular symbols used, but 

the art of the coins, itself, is thoroughly intertwined with 

the religion: in many cases, it is difficult to separate the 

two. Clearly, Celtic art followed religious, in addition to 

aesthetic, tenets.  

Chapter 5 covers a brief introduction to the coins of other 

Armorican tribes, and for this, just a few well-known 

examples have been selected. Some of these will 

reinforce ideas introduced here of the religious and 

symbolic aspects of Coriosolite coins.  

While Celtic art cannot be covered here in any detail, it 

needs a brief introduction. The phase of Celtic art most 

germane to these coins is called “La Tène,” after a site in 

Switzerland where some beautifully decorated objects 

were found. The style, emerging in the fifth century BC, 

is characterized by its freely-flowing abstract forms, its 

curvilinear motifs, and the use of negative shapes, that is, 

the spaces between the elements of the design. These 

negative spaces are often so balanced and harmonious 

that they form a design of their own, often later inspiring 

positive designs. On some better examples, a strip of this 

design may at first seem repetitious. On closer inspection, 

it reveals discrete and unique elements. The masterful use 

of balance in the weight of the compositional elements 

gives this illusion of repetition. Some Celtic art is 

asymmetric; other examples make use of sophisticated 

fold-over symmetry, where a design can double back on 

itself. Simply expressed, a C-shape thus becomes an S.  

Coriosolite coins blend classical art with Celtic abstract 

art. This is common in Celtic coins from many regions, 

but the synthesis found in Armorican coins retains more 

of the La Tène characteristics than do the coins from 

other regions. The sources of Armorican designs are 

explored in Chapter 6.  

The final chapter draws all of the threads together and 

presents a complete picture of the subject. As there are so 

many subjects making up the whole, and each is dealt 
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with in turn, the many connections will not be seen until 

the end.  

The Appendix shows all the flow charts in addition to an 

Index of Design Elements and a concordance between my 

coin numbers and Rybot’s. There is also a Quick 

Identification Chart with which any Coriosolite coin can 

be classified in a few minutes.  

I hope this book will appeal to a wide range of interests: 

it is not just a catalogue of coins, but a case study of 

Celtic religious philosophy and aesthetics, referring to 

such apparently disparate subjects as poetry, physics, and 

psychology.
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CHAPTER TWO: 

THE HOARDS 

 

MAP 1: HOARDS OF CORIOSOLITE COINS DISCUSSED IN THE TEXT 

(The dark squares depict the hoards used in the analysis) 

On April 22, 1935 at La Marquanderie in the parish of St. 

Brelade, Jersey, excavations for the foundations of a 

house unearthed 171 pounds of Celtic coins. Of the 

10,547 coins in the hoard, all but eight or nine were 

attributable to the Coriosolite tribe. The owner of the 

land, Mr. Percy Ellis of Woodford in St. Brelade, donated 

them to Major Rybot (1952, p. 4) for the Société 

Jersiaise. The hoard was later designated “Jersey 9.”  

Some coins were given to museums in Britain and 

France, but 9,254 of them were lent to Dr. Colbert de 

Beaulieu in France for further study. Through various 

methods, he expanded Rybot’s four groups into six 

classes, and changed the chronology.  

The drawings of the die designs of these coins, often 

having to be reconstructed from several incomplete 

impressions, owe their accuracy to Major Rybot’s 

painstaking methods. By drawing over photographs, and 

then bleaching out the photographic image, he was able 

to make any necessary adjustments to his drawings. The 

resulting images expose more of the original intentions of 

the die engravers than any other method, since details 

may be lost in the shadows of a photograph, and single 

specimens are often distorted through faulty striking.  

All of Major Rybot’s drawings are reproduced here. No 

other hoard has been similarly treated, so it is fortunate 

that Jersey 9 is the largest deposit of these coins ever 

found. The hoard known as Jersey 5, discovered in 1820, 

was drawn by Baron Donop and published in 1838. Many 

of the drawings are of such poor quality that even the 

attribution of some of them to a particular class is a 

matter of opinion. My attempt to do this produced results 

different from those of Colbert de Beaulieu.  

Particularly problematical are the coins of Class V and 

IV. Mules of these classes exist; that is, where an obverse 

is of one class and the reverse is of the adjacent class. 

Baron Donop’s drawings made it difficult to detect some 

of these mules, and Colbert de Beaulieu (1973, p. 102) 

assigned the mules arbitrarily to one class or the other, 

instead of separating them out for greater accuracy.  

An attempt to reassign Donop’s illustrations to my 

expanded system of fifteen groups demonstrated a certain 

trend only in the groups that made up Class III.  
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The following diagram shows the number of the coins 

attributed to each group. The numbers in parentheses 

represent additional coins whose attribution is uncertain.  

K L M 

27 (5) 33 (2) 74 (0) 

It can be seen that the number of the coins increases with 

the chronology. This can be checked by ascertaining the 

ratio of coins to dies. Here the dies illustrated by Rybot 

are the standard:  

K L M 

4.5 4.7 8.2 

Although these charts will have some built-in 

inaccuracies, they do establish an increase in the survival 

of later coins, which is what would be expected.  

There were clearly more Class III coins in the hoard than 

Class I coins. This is a contradiction of Colbert de 

Beaulieu’s figures (Gruel, 1981, p. 11). He gives 15.1% 

for Class I. My calculations give 15%, a negligible 

difference. It is in the quantities for Class III where we 

are in greater disagreement: he gives 14.5%, and I have 

19.6%. Considering the quality of the Donop (1838) 

illustrations, this is understandable.  

Many other discrepancies that exist between my figures 

and Colbert de Beaulieu’s defy simple explanation. Baron 

Donop illustrated 760 of the 982 coins in the hoard; of 

these, four were of the Baiocasses, and two were 

Coriosolite quarter staters. This leaves 754 Coriosolite 

staters. Colbert de Beaulieu’s base number is 740, leaving 

14 coins unaccounted for, and presumably of uncertain 

type. Even sorting by the coins by Series X, Y, and Z, our 

results are different.  

The following chart demonstrates this:  

Series Hooker Colbert de Beaulieu 

X 13.8 14.9 

Y 34.6 29.6 

Z 51.6 55.3 

Totals: 100.0 99.8 

The differences are not great enough to change any 

conclusions about this hoard. It has not been possible to 

check other hoards because of the lack of visual data, 

although Katherine Gruel did include some photographs 

of coins that she attributed to a transition between 

Class II and I. In her breakdown of the Trébry hoard, she 

placed them with Class II.  

These coins are examples of Group J, which is actually a 

transition between Class I and III. The obverses are 

distinguishable by the front of the neck forming a small 

curl. The reverses are of two types: The Class I type, in 

which the pony has a bead for an eye; and the early 

Class III type, in which the eye is implied by a notch in 

the cheek section (Group K). Mistakes such as these may 

be quite common, for when sorting coins by only one or 

two major differences; there can be considerable 

subjectivity. There is a superficial similarity between the 

obverse of one of the dies of Group J and the coins of 

Class II, but when minor details are observed, there are 

many differences. It is only the overall appearance that 

confuses the two.  

Ironically, when viewing photographs, or even the coins 

themselves, some of these important differences can be 

difficult to detect. As Rybot’s illustrations are 

reconstructions, they depict ideal coins. Coins such as 

these are extremely rare; most are flawed by die-breaks, 

mis-strikings, wear, corrosion, and flaws in the metal. It 

takes a number of coins to be certain of the designs.  

While these topics are dealt with in the catalogue, they 

are also mentioned here, since they do affect the hoard 

figures. It is vital that hoards of coins be recorded 

visually, even if only by photographs. As classification 

systems are perfected, and more divisions are made, the 

lack of visual data becomes a serious impediment to the 

study. All of the hoards have been left with the last 

published proportions, to avoid adjusting Gruel’s figures 

for the Trébry hoard and making further note of possible 

errors in Colbert de Beaulieu’s figures for Jersey 5. The 

resulting graphs may thus be slightly inaccurate, but not 

enough to affect the conclusions.  

I attempted to obtain Rybot’s original notes for Jersey 9 

without success. I had hoped to be able to give the 

number of coins for each of his illustrations. 

Unfortunately, the archives in Jersey did not have these 

records, and their present whereabouts are unknown.  

With most coin hoards, a careful study of the contents 

and the locations in which the coins were found, enable 

maps to be compiled showing distribution patterns of the 

coins, and from that, information may be gleaned as to 

tribal areas, density of populations, and patterns of trade. 

When the coins are securely dated, the approximate date 

of burial may be determined.  

With Jersey 9, however, there are difficulties. Everyone 

agrees that the hoard was buried during or after Caesar’s 

campaigns in Armorica in 57 and 56 BC, but there is 

much disagreement above how long thereafter. The old 

explanation is that refugees fleeing from the Romans 

buried the coins, even though other such hoards have 

contained coins of a later date. Defenders of the “refugee 

hoard” theory are quick to point out that later coins could 

have been “intruders,” coins accidentally deposited with 

the hoard, but at a later time. Unless there is an extant 

container, or a large rock was placed over the hoard, it is 

difficult to argue the point.  

There is evidence to support the idea that at least some of 

these hoards were buried later: in at least one hoard, 
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many coins had test-cuts. This was done in order to see 

the colour of the internal metal and determine the purity. 

Such a practice would likely have occurred some time 

after the coins were issued, and suggest that the coins had 

been taken out of circulation.  

Distribution zones for the Coriosolite coinage cannot be 

determined by the large Jersey hoards. All except the 

Class II coins were brought to Jersey from mainland 

Brittany in the south.  

Small hoards of less than 80 coins have been omitted 

from the analysis, since the coins had to be further 

divided into six classes, and small hoards would present 

too few examples of the scarcer coins for statistically 

meaningful conclusions. The smallest hoard used 

consisted of 86 coins, appreciably greater than the next 

smaller hoard of 26 coins.  

Distribution patterns of the various classes had been 

sought before, the only conclusions being that the Class II 

coins are dominant in the Jersey hoards, and rare in the 

hoards from Brittany, and Class VI, V, and IV coins are 

proportionately more plentiful in Brittany than they are in 

Jersey. All of these coins were believed to have followed 

each other, class by class.  

Studying the stylistic characteristics for the coins, it is 

clear there were three separate issues. If each class had 

been its own issue, and the six issues spread over a long 

period of time, with the demand for each issue fairly 

constant, then the graphs would show this: the earliest 

coins would be the rarest, and each subsequent issue 

would be increasingly more common.  

This occurred in Jersey 9, but with some qualification: 

The gradual increases one would expect are only to be 

found between Class VI, V, and IV, and again between 

Class I and III. There are larger jumps between Class IV 

and I, and again between Class III and II.  

A similar pattern occurs in the Le Catillon hoard 

(Jersey 11), but the jumps between these same classes are 

even more extreme. The other two Jersey hoards in this 

survey, Le Câtel (Jersey 5) and Little Caesarea (Jersey 6), 

both show a decrease in the number of coins from 

Class V to IV, and again from Class I to III, but between 

Class IV and I, the jump is not as extreme as in both 

Jersey 9 and Jersey 11.  

All of the hoards found so far contain the latest coins, and 

in the larger hoards, the earliest coins are also found. The 

previous arrangement indicates that all of the coins were 

buried after the latest coins were issued. The current 

opinion is that the hoards were buried over a period of 

time.  

Katherine Gruel has placed Jersey 11, along with the 

small hoard from Le Petit Celland in Normandy, at the 

end of the hoard sequence (Wheeler, 1957, p. 38-54). 

This may be true, but with Le Petit Celland, the term 

“hoard” may be misleading. The coins were found in a 

scatter at the Le Châtellier fort, in the road beneath where 

the main (East) gate had stood. The fort was breached 

before completion: the wood ash, which was found along 

with the coins and other occupation material, was all that 

was left of the gate.  

There is a disagreement as to the nature of the site: some 

have maintained that the fort was Sabinus’ camp, some 

have claimed it for Viridovix, while others have refuted 

both claims. Only the main gate affords easy access along 

the ridge of the hill, and it is fortified by hornworks. 

Another entrance, at the south corner, marked by a double 

wall, appears to open out to a gradient too steep to enable 

an effective sortie from within, as was launched by 

Sabinus.  

The fort is certainly not constructed along the lines of a 

Roman camp, and, while providing defense capabilities, 

the steep sides of the hill make it difficult for a large 

force to exit efficiently. There is no sign of sustained 

occupation, and the fort, situated in mixed forest and 

heath, an unlikely area for a large population, was 

probably constructed for emergency measures, and had a 

very short life span. The defenses at the main gate were 

incomplete, and a non-standard use of vertical posts made 

it vulnerable to fire.  

The fort may have been under construction when it was 

attacked, or the construction may have been halted when 

there was no longer a need for the fort, leaving it to be 

completed by a gate built hastily, and inexpertly, by a 

smaller force than was originally intended to occupy the 

site. That the fort was occupied by a small force is 

evident from the meagre nature of the finds: much of the 

pottery was found in a small area of the road surface near 

the main entrance, suggesting that it was being 

transported when it was destroyed by the attack. There 

were no indications of permanent structures built within 

the walls.  

The most likely interpretation of this site is that 

construction was undertaken during the Gallic wars as 

part of Viridovix’s defenses, but was subsequently 

abandoned before completion. Construction resumed 

later, when a small force had need of its remote location. 

This later construction was little more than the building 

of the gate, and other wooden defence structures, and was 

undertaken without the expertise used in the original 

construction. The ramparts of the fort enclosed an area of 

forty-eight acres, the largest fort discovered in 

Normandy, and it is hard to believe that its builders 

would have made the mistakes that are evident in the 

wooden defences, which were instrumental to its easy 

destruction by fire. The finds are interesting: some of the 

coins had been test-cut to discover the purity of the metal, 

a feature that implies that they had been minted some 

time previously. The pottery that was found contained 

some forms that have been found in the Channel Islands 

and at Hengistbury in England: their presence at the later 

location is believed to have been the results of 

importation by the Durotriges.  
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Although the twenty coins of this “hoard” are too few for 

any unusual theories based on the composition, the hoard 

is so close in profile to those in Jersey, that we might 

wonder if the compositions of both Jersey and Normandy 

hoards might be the same. Colbert de Beaulieu has 

pointed out that in this region, owing to the rarity factor, 

such a small hoard would be unlikely to contain Class VI, 

V, and IV.  

In England, the presence of British coins in Jersey 11 

created a stir. When the hoard was discovered, the Jersey 

hoards were thought to have been buried about 50 BC, so 

the British coins of Jersey 11 were dated prior to that 

time. Recently, careful study of other objects in the hoard 

has led scholars to assign a later date for the deposition. 

Colin Haselgrove (1987, p. 321) suggests a date of the 

mid- to late first century BC. The later part of this period 

seems most likely to me, but there is a strong possibility 

that the hoard could have been buried early in the first 

century AD. One of the reasons for my later attribution is 

that the hoard appears to be a scrap metal conglomerate: 

28% of the coins had test-cuts.  

The British coins were of the Durotriges tribe from 

Dorset and southwest Hampshire. An important 

Durotriges site, Hengistbury Head, is where the largest 

concentrations of Coriosolite coins in England were 

found.  

Hengistbury contained several discrete hoards of 

Durotriges coins, and many of these had test cuts. In 

addition, there were signs of metalworking, including 

cupellation hearths believed to have been used for 

extracting silver from argentiferous copper mined in the 

west-country, ingots of billon of higher silver content 

than the Coriosolite coins, and ingots of copper alone.  

If smelting ore was the only purpose of the site, then it is 

hard to explain the presence of so many coins, especially 

those with test-cuts, and those sorted by metal content. 

Many of these Durotriges coins are of much later date 

than those found in Jersey 11 hoard. The suggestion that 

the Durotriges supplied the Coriosolites with their billon 

is not very plausible, as the metal at Hengistbury was 

refined to a much higher standard than was required by 

the Coriosolites.  

Hengistbury had been an important port of entry for 

products from the Roman world, particularly wine. From 

the dates of amphorae found in that region, we see that 

Caesar’s invasions put an end to Hengistbury’s wine 

trade, and subsequent importation of wine and other 

goods are primarily found north of the Thames. 

Cassivellaunos, leader of the British forces and whose 

stronghold was north of the Thames, surrendered to 

Caesar in 54 BC. Whether Cassivellaunos or one of his 

successors negotiated future trade benefits is difficult to 

say, but the losers were the Durotriges.  

The old trade route from Alet in Brittany via the Channel 

Islands to Hengistbury, although ceasing to provide 

Britain with wine, still had its uses. Alet had storage 

facilities for grain—a plentiful commodity in southern 

Britain, but less so in Brittany, where much of the land 

was unsuitable.  

The fortunes of the Durotriges seem to have declined at 

an alarming rate: their coinage started in gold of a slightly 

lower standard than British A, and then deteriorated in 

quality from base gold through silver to billon and finally 

ending in bronze—some of which was plated (Northover, 

1992, pp. 282, 284, 293-295, 298-299). Jersey 11 

contained a wide variety of coins, including gold, silver, 

and billon from diverse locations: Armorica, Britain, and 

central Gaul.  

Among the silver coins were some quarter units, 

generally known as quarter staters, which were the 

earliest variety of a type found in the Durotriges territory, 

and they sometimes contain just enough gold to give the 

silver the slightest tint of yellow, and inhibit corrosion. In 

Sussex, to the east of the Durotriges, gold coins of the 

same size and design are found. They are also found on 

the continent and Scheers (1977, pp. 54-55) assigns them 

to the Gallic War period. The quarters in Jersey 11, 

therefore, are derivatives of a type current during the war. 

If the hoard is one of scrap metal, then these coins can be 

assumed to have been obsolete at the time of burial.  

Finally, there is the evidence of Caesar himself, who 

wrote that the Britons used gold and bronze coins, and 

iron ingots of fixed weight as currency. The bronze he 

referred to is believed to be an early cast potin variety 

dated prior to the wars. If there were a British silver 

coinage in Caesar’s time, he would have likely been 

made aware of it. Caesar obtained more knowledge on 

Britain from informants or captives than he gathered 

personally, and a good general would definitely want 

information on what riches could be found in a country 

marked for invasion.  

Stylistically, the earliest British silver coins are staters 

from Durotriges territory, also to be found in Jersey 11. 

Their design is derived from the British A gold staters.  

So much for the evidence of the coins: this alone suggests 

a later date for the start of the British silver coins than 50 

BC, with Jersey 11 having been buried even later than 

this.  

Various other objects were found in Jersey 11, again, all 

apparently scrap, including a piece of a torc made of gold 

foil overlayed on an iron core, and other objects of silver, 

bronze, and iron. Most telling among these objects were 

some brooches, in silver or bronze, of a form that was 

manufactured around the middle of the first century BC; 

as none of that type are found in early Augustan forts 

north of the Alps, they are thought to have been out of 

fashion by about 25 BC (Haselgrove, 1987, p. 319).  

The pre-war trade route from Alet to Hengistbury 

included Jersey. Alet came to a violent end in about 15 to 

20 AD (Langouet, 1978, p. 25): the reasons are unclear. 

The end of Alet possibly signified the end of trade with 
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the Durotriges, which could have forced the final 

debasement of their currency to that of bronze. After the 

end of Alet, Jersey may have been used as an illicit port 

of trade with the Durotriges. The coins from the Alet 

region could also have been collected earlier than the 

coins from less important areas, and taken to England 

where they were melted down. A greater percentage of 

Class VI coins have been found in England than in 

Jersey.  

The attack on the fort at Le Petit Celland might have 

occurred about the same time as the destruction of Alet, 

the two events being part of a campaign against 

anti-Roman factions. History is silent on these matters, 

but as there is little documented evidence about the area 

during this period, we should be careful not to arbitrarily 

assign all of the archaeological evidence to the few events 

reported by Caesar. Perhaps future excavations will 

provide us with more accurate dates for the depositions of 

the Jersey hoards. It seems clear that they date between 

25 BC and 25 AD, and most likely the last ten or fifteen 

years of that span.  

For all its importance, the number of Coriosolite coins 

found at Alet is disappointing: only twenty-two staters 

and five quarter staters have been reported from the area. 

With such a small number at this, it is impossible to 

present a valid statistical analysis. Some comments are, 

however, warranted. Figures are sometimes given that 

combine the number of staters with that of the quarter 

staters. In a large hoard this would be harmless, if not 

giving a totally accurate picture, as the quarter staters are 

so rare that they comprise a miniscule percentage of the 

whole. In Jersey 5, for example, among the 760 coins 

published in 1838, there were only two quarter staters.  

A potential danger in uniting the numbers for the two 

denominations, particularly in small finds, is that the 

comparative rarity of the quarter staters is different from 

that of the staters. Of the quarter staters from Alet, two 

each were of Class IV and II, and one was of Class III. As 

Class IV is a common class for quarter staters, there is 

nothing unusual about these numbers. Of the staters, 

however, only three were of Class IV and two were 

Class I, while six were Class III, and eleven were of 

Class II. This number of Class II coins is unusual for a 

site in Brittany; there are more here than in the large 

hoard from Trébry.  

The ratio of Class I to III staters suggests a late arrival of 

the coins of Series Y. The absence of any coins of 

Class VI is to be expected in such a small sample, but the 

absence of Class V, with Series X being represented only 

by three staters of Class IV, together with the greatest 

number of staters being Class II, does show a pattern 

more indicative of the Jersey hoards than those of 

Brittany, and it is quite likely that most of these coins 

found their way to Alet after the Gallic War.  

Before any discussion of the hoards from Brittany, it is 

necessary to simplify the terminology with regard to the 

classes of Coriosolite coins. To state that Class III is after 

Class VI but before Class II taxes one’s powers of 

concentration. While these classes have been retained in 

the catalogue section to provide an easy reference to the 

earlier works, and are necessarily referred to when 

discussing the internal chronologies of the hoards, they 

should have been dispensed with long ago.  

I have divided my fifteen groups into three series, each 

series stylistically and geographically separate. Series X 

contains the coins given to Class VI, V, and IV; Series Y 

is composed of two classes, I and III; and Series Z is the 

single Class II.  

The Jersey hoards are all more than 50% Series Z. These 

coins are rare in Brittany, but although the recorded 

hoards from Normandy are too small for detailed 

analysis, it appears that they are of similar configuration 

to those from Jersey. This presents a problem when 

calling these coins Coriosolite. If the mint site was in 

Normandy, they really should belong to the Unelli, a tribe 

that occupied that area; however, the leader of the Unelli 

was Viridovix, who was also the commander of the 

Armorican forces that included the Coriosolites, so these 

coins will be left with the Coriosolites for the present, the 

general area of their mint site being still uncertain. After 

Series Z, Series Y is the most common in Jersey, 

Series X being relatively scarce there.  

While the charts of the Jersey hoards show a similar 

profile, the Brittany hoards appear, at first glance, to be 

varied (Gruel, 1981, p. 11). This is because there is an 

interplay between the factors of time and geography. 

Once the data are grouped into three series, these factors 

can be separated and the picture immediately resolved. 

By treating each series as we would treat coins of 

separate tribes, a more logical pattern emerges.  

The Roz-Landrieux hoard contains the greatest 

percentage of Class VI coins of all the hoards, while the 

Class IV content is quite small. The peak is at the coins 

of Class V. This indicates that the primary distribution of 

these coins was earlier than the Trébry hoard, whose peak 

was at Class IV, and contained a typically small 

percentage of Class VI coins.  

The Merdrignac hoard is placed between these last two, 

with an equal percentage of Class V and IV.  

The term “primary distribution” is used, rather than 

“circulation pool”, as it is doubtful if these coins ever 

circulated in the modern sense. It is most likely that bulk 

sums were paid to particular chieftains, the amount 

depending on the size of their contingent, and their 

estimated value to the war effort. The common soldier 

likely saw very little of this money. Bond slavery was an 

important part of the Celtic social structure, and Caesar 

noted that the common man was often heavily burdened 

by debt.  

All of the Brittany hoards are dominated by Series X, 

next to that comes Series Y, and by far the smallest 
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percentage is Series Z. Regional differentiation is shown 

by the proportion of X to Y.  

Trébry and Penguilly are both very high in Y; given the 

extreme difference in the sizes of these hoards, they 

exhibit a very similar profile. This is easily explained by 

their geographical proximity.  

Merdrignac and Roz-Landrieux are low in Y, but in this 

case, the hoards are quite a distance from each other. 

Terrain seems to play an important role here, as both 

hoards were buried in the land adjoining the right bank of 

the River Rance.  

Trébry and Penguilly were a few miles in on the side of 

the left bank. The river was a natural boundary between 

the two groups, both members of the Coriosolite tribe, 

though perhaps the people on the right bank were 

members of an as yet unnamed tribe.  

The style of the coins of Series X is similar to that of 

their neighbors, the Redones, whose territory probably 

touched the right bank of the Rance at one point.  

A hoard that has not been studied, and has presumably 

been dispersed, is from Henan-Bihem: it is said to have 

consisted of a large number of Class III coins. This 

location is NNE of Trébry, quite a distance away, and 

also some distance from the Rance, but not far from the 

coast.  

The map reveals the approximate geographical focus of X 

and Y. Without further archaeological evidence, it would 

be rash to try to define the regions of Series X and Y 

much more than this. In times of war, much panic results, 

and certain routes of travel are rendered too risky by the 

proximity of enemy forces. A statistical analysis cannot 

be relied on too heavily; too many unknown factors are 

possible.  

Many more hoards have been unearthed than are 

discussed here. A series of hoards, starting at St. Solen, 

east of the Rance, runs northwestward to Dinan on the 

Rance, and continues in the same direction to Corseul, 

and, finally, to St. Denoual. The information we have is 

sketchy, but it is only the latter hoard that seems to 

contain any coins other than Series X. If the other hoards 

contain Series Y, we must assume they were in such a 

minority as not to warrant mention. These hoards could 

mark a line of retreat from the area east of the Rance, 

which is more dominant in Series X. Today, Dinan is 

known for its mineral water. Springs were important in 

Celtic religion, and if the springs at Dinan were known in 

ancient times, routes would have been established 

through that area from different directions.  

 

Map 2: Mint Zones of Series X, Y & Z 

Other hoards have been found in Normandy (Blanchet, 

1905, pp. 577-579), but, again, little information is 

available on their contents. Most of the hoards are 

recorded as having a boar beneath the pony, which 

identifies them as either Series Y or Series Z. The rare 

coins of Group A, also with the boar, are unlikely to be 

present in hoards that do not contain the lyre type of 

Series X. The Tourlaville and Lorey hoards appear to be 

completely Series Z, while those from Graignes and 

Avranches are mixed Y and Z. Only one Normandy 

hoard, from Plessis-Grimault, is reported to contain coins 

of Series X.  

As these poorly recorded hoards were found mainly in the 

nineteenth century, what little information we have 

should be treated with caution. Tribal attributions have 

changed over the years, and some of the descriptions are 

ambiguous.  

We cannot be sure of the exact location of Viridovix’s 

stand against the Romans, but the most probable site is 

inside Unelli territory in southern Normandy, in the 

vicinity of Le Petit Celland. The lines of retreat would 

thus be northward into Normandy, southward along the 

Rance, and westward toward the Osismii territory. By 

boat, the coasts of Brittany and Normandy, as well as the 

Channel Islands and perhaps even Britain, would all have 

been accessible without the likelihood of Roman 

interference. Coriosolites fleeing from Sabinus had no 

idea of Caesar’s victory over the Veneti, and had, in fact, 

been given information to the contrary; so even a possible 

southwest movement cannot be ruled out.  

Many events shaped the pattern of Coriosolite hoards: 

The coins of Groups A and B dispersed before the final 

Roman onslaught, their rarity making it difficult to 

separate their dispersed numbers from the rest of 

Series X. Group C coins are contemporary with the 

capture of the Roman envoys, and just prior to the 

coalition which that act made necessary. Group D coins 

were minted after the coalition, and because of the 
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expenses of the war, and the possible disappearance of 

chieftains unwilling to unite with old enemies, the coins 

were devalued by 25%. The rest of Series X was then 

issued.  

Series Y was issued at a location west of the issue of 

Series X. Series Z was minted at about the same time by 

Viridovix, in an unknown location, possibly in southern 

Normandy. The chronology of the issues is established by 

the averages in the silver content of each Class, and could 

be variable between the three different mints; thus, it is 

difficult to be very specific about the chronology. The 

Merdrignac hoard contained coins of Series Z, but did not 

contain coins of Class III; yet this only tells us that the 

Series Z coins arrived at that location before the Class III 

coins were able to—it does not have to mean that the 

Series Z coins were minted before Class III.  

The Coriosolite coins “circulated” for many years after 

Caesar had left Gaul, but they appear not to have traveled 

far from the locations they reached during the Gallic War. 

The Coriosolite port of Alet seems to have traded with 

the Durotriges in England to about 25 BC; after then, 

their trading interests moved elsewhere.  

The island of Jersey maintained trade with the Durotriges 

at Hengistbury from that time, likely until or shortly after 

Alet was destroyed in about 15 to 20 AD The destruction 

of Alet may have been retaliation for the black 

marketeering that the Coriosolites were conducting with 

the Durotriges through Jersey. Trade benefits were 

perhaps part of the terms of surrender of Cassivellaunos 

and his allies, leaving the Durotriges in an economic 

crisis resulting in the rapid devaluation of their currency.  

The contents of the Jersey hoards indicates that the coins 

had little or no circulation in Jersey, and that the coins 

were brought there from various locations. The coins 

were brought to Jersey for sorting and resales to the 

smelting works at Hengistbury; in return, grain could be 

shipped directly to the storage facilities at Alet, perhaps 

eventually coming to the attention of pro-Roman 

authorities and signaling the end of Alet.  

Much of this is speculation, but it serves as a theoretical 

model that includes the currently known facts. As more 

evidence comes to light, the story may change; this is a 

little-known period of European history.  

The attention paid to Coriosolite coin hoards has been 

uneven. Jersey 11 was raised to paramount importance 

because of the British coins it contained. When the dating 

of the hoard was questioned, some scholars were 

reluctant to question the dating of the British silver 

coinage.  

That the Merdrignac hoard contained no Class III coins, 

and yet did contain the presumed later Class II coins, has 

not seemed worthy of comment. This is especially strange 

when the Henan-Bihem hoard is said to have consisted of 

only Class III coins. It is tempting to suggest that the mint 

site for Series Y was in the vicinity of Henan-Bihem, and 

that the coins of this hoard were the last products of that 

mint; perhaps these coins were to be paid to the people 

that buried the Merdrignac hoard.  

Previous studies of Coriosolite coins have neglected a 

thorough stylistic analysis. Divisions have been made 

based on only one or two features on the coins; 

essentially, the style of the nose on the obverse, and the 

object in front of the pony on the reverse.  

It had been noticed that the coins of Class VI, V and IV 

were rarer in Jersey than they were in Brittany; 

presumably, this was seen as a result of the time factor 

alone. Had anyone grouped together these coins, then 

grouped together Class I and III, because Class II could 

be separated out owing to its abundance in Jersey, the 

three series would have been manifested.  

I had suspected that the patterns of the Brittany hoards 

would make more sense if the coins were grouped by 

series, but I had no idea they would give such a clear 

picture of a cultural or political boundary, until I tried it. 

Hoards close to each other would be completely different 

if the River Rance were between the two. A corollary to 

this is the fact that two hoards could be a great distance 

from each other, but if they were both on the same side of 

the river, then they would be very similar.  

Metallurgical analyses were arranged on the basis of the 

six classes (Gruel, 1981, pp. 65-109). This gave the 

appearance that each class followed in turn, and when 

one ended, another began. It was the average silver 

content that was considered important, and the decline 

was attributed to the passage of time. If we allow for 

three mints, there can be overlapping periods when these 

mints were producing coins. Some overlap is possible 

even if all three mints were producing coins of the same 

intrinsic worth at the same time. This seems doubtful. 

Single coins of any class can be found that have a greater 

or lesser silver content than single coins of any other 

class. The devaluation at the start of Class IV that was 

recorded by Gruel has validity, but other apparent 

declines may be more particular to separate decisions of 

each mint, and to a decreasing amount of care in the 

production of the coins over time.  

The coins of Class I in the Trébry hoard are closer in their 

intrinsic worth than the later Class III coins. The later 

coins have a lower silver content on the average. If little 

care was taken during the production of the blanks, some 

coins would be low in silver, and others would be high. 

People wishing to make a profit would cull coins that had 

a high intrinsic worth. The moneyers themselves 

probably noticed some coins that were too rich. If these 

were passed according to a set rate of exchange, then they 

would be giving away money. While not being too 

concerned with exceptionally base coins, perhaps feeling 

that it would be the responsibility of whoever accepted 

the coin to take or leave it, they would be less cavalier 

with coins too rich. They may have returned them to the 

melting pot or perhaps profited from them personally. As 
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these coins disappeared, what was left gives an 

impression of an intended devaluation. The actual cause 

might be merely an increasing lack of care and a 

willingness to profit from their mistakes, if in an ignoble 

manner.  

Much of this argument is a by-product of my studies of 

the stylistic evolution of these coins. Conventional 

methods of die linking are associated with the production 

of the coins: metallurgical analyses by groups of linked 

dies would give a more accurate picture of the production 

methods in a time framework. My emphasis is on the 

production of the dies. No one would believe that the 

Coriosolites expected a single pair of dies to last for the 

entire striking procedure, and that the minting would 

come to an abrupt halt because a die broke or wore out 

and another had to be engraved. Dies were given to the 

moneyers in batches that would be expected to last them 

for a while, or even for the entire production. The 

moneyers were under no obligation to use them in the 

same order that they were engraved. If the run of coins 

were intended to be of a consistent intrinsic worth, then 

there would be no point in doing this.  

In recent years, numismatic interest has focused on 

coinage as a medium of exchange. The images to be 

found on the coins have been pushed aside as being in the 

realm of art history. Art historians, when faced with the 

subjects of numismatics, have been too timid to tackle the 

subject in any meaningful way. Much is lost because of 

this mutual neglect. Both art history and numismatics 

have many things to offer in the study of Celtic coins, and 

neither gives a complete understanding without the other.  

The visual recording of Jersey 9 by Rybot (1952), who 

had no knowledge of numismatics, but drew the designs 

as a naturalist would illustrate a hitherto unknown 

species, has been more useful to me than the entire body 

of literature on the subject. The true value of a study can 

only be measured by how it can be built upon by those 

who follow. By this criterion, Rybot’s study is 

paramount.  

Any scientific study must contain enough information to 

enable other scholars to check the results. If coins are not 

illustrated by photographs or accurate drawings, then the 

given attributions to classes, varieties, and dies have to be 

taken on faith alone.  

I have demonstrated that some coins have been 

misidentified in the past. It is not the inevitable fact of 

errors that is objectionable, since more information, when 

it comes to light, tends to show up the weaknesses in 

previous judgments. It is the occlusion of data that is in 

question. While photographs are expensive and accurate 

drawings are both difficult and time consuming, this does 

not apply to the Coriosolite coins, where there is already 

a storehouse of visual information.  

Hoards that have not been cross-referenced to Rybot are 

of little value to those who do not have access to them, 

and any new varieties of coins demand to be recorded as 

accurately as those of Jersey 9.
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The Hoard Charts 

Jersey Hoards 
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Brittany Hoards 
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CHAPTER THREE: 

THE CATALOGUE 

GENERAL INTRODUCTION

Most catalogues are not intended to be read from 

beginning to end; coin collectors look for a particular 

coin, and write the description verbatim to serve as a 

record for their collection. The descriptions in most 

catalogues are extremely abbreviated. For example, we 

might see a Greek coin recorded as having the head of 

Apollo on the obverse, and a lyre on the reverse, together 

with any inscription on the coin and a reference to an 

academic work that lists that particular coin. 

In contrast, the catalogue of Coriosolite coins that follows 

is designed to be read in its entirety. As you read though 

it, look at the corresponding illustration for each part of 

the description. Simply picking a coin at random and 

reading its entry in the catalogue will give only part of the 

picture. Repetition is minimized by describing each 

lasting change only once, so that mention is made that a 

particular design on one coin will continue for the rest of 

the group, or even for the rest of the Coriosolite series, 

and that change may not be referred to again. This is 

necessary in order to isolate change in the designs and 

demonstrate the evolutionary process at work. 

No other catalogue goes that far; often with other series 

of coins, there is no need for it to. There are minor 

differences in the dies of most coins, as it is almost 

impossible to repeat a drawing exactly. When differences 

like this appear on the Coriosolite coins, they are not 

usually mentioned, and are referred to by saying that, for 

example, this obverse is similar to the last, or that it 

differs only in the proportions. This means there is no 

evidence of intent to change the design. 

The number of intentional changes on Coriosolite coins is 

extraordinary; it was this variety that first encouraged me 

to look for evolutionary changes, and thus compile a 

chronology based on minor as well as major changes. 

It soon became apparent die-engravers were not simply 

improving the designs, they were doing subtle and clever 

things with them. There were examples of what I came to 

call “variations on a theme”: the engraver would break 

away from the usual pattern in order to express the idea in 

different ways; having done so, he might revert to the 

original design. The internal chronology of these 

variations, while often difficult to detect, is made possible 

by the occasional occurrence of these changes in tandem 

with other evolutionary changes that are part of the 

improvement of the design. 

The changes that persist, together with the designs that 

change in stages to a definite end, are here plotted on 

flow charts. These charts were first made to discover the 

order. It was not easy: some of the most obvious 

differences were examples of variations on a theme, and 

where these occurred, they mimicked changes on other 

coins that did define a chronology. It was necessary to 

find repetitions and evolutionary features in the most 

minor of details in order to expose these variations for 

what they were. Where design changes overlap, the 

chronology is the most certain; where there is no overlap 

whatsoever, there is a complete break in the chronology. 

There are two such breaks, separating the coinage into 

three series; reexamining the data from the hoards in the 

light of this division, we clearly see the existence of three 

mints. In one case, this division is reinforced by the use 

of different production techniques. 

The most interesting aspect of these three series is the 

different psychology, which enabled me to detect some 

religious principles governing Celtic artists, and the 

methods that they used to circumvent them, when they 

felt it necessary. 

Much of Rybot’s nomenclature for the designs has been 

retained: whisks are the decorated strands around the 

head, and sometimes at the nose or the chin. They are not 

intended to be interpreted as real whisks, but designs 

reminiscent of them. Chariot ponies are so described 

because the Celts did not use large horses for this 

purpose; forelocks are probably symbols rather than part 

of a Celt’s hairstyle. The lyre symbol, originally a 

megalithic sun-symbol of specific interpretation, is 

intended to be read as such in addition to the literal 

object; boars are not intended to be real, nor are they 

military standards, as is commonly believed: they are 

definitely religious symbols. These symbols are discussed 

at length in Chapter 4. 

Although I use some of Rybot’s terms, my interpretation 

of the design is usually different, as Rybot was following 

the earlier convention of ascribing a Greek origin for 

many of the elements on the coins. An example of this is 

the supposed derivation of the whisks around the head 

from an original design on the coins of Syracuse in 

Sicily, having dolphins around the head of Arethusa. The 

head floating above the pony on the reverse of some 

coins of Series Y is often called a “Victory,” alluding to 

the chariot races depicted on Syracusan coins, where a 

figure of Victory, or more properly, Nike, crowns a horse 

with a laurel wreath. 

Such coincidental similarities are easy to misinterpret as 

prototypes of a design, but further inspection raises many 

questions. 

The earlier Armorican gold coins do not have the head 

above the pony; why would the Armoricans be influenced 

by a foreign coin that they had no connections with, 
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which was minted over three hundred years earlier? Also, 

the supposed connections between these two devices of 

the Nike and the floating head are minimal, and are based 

on little more than a similar positioning of the two. The 

hair of the head above the pony is derived from the 

split-palmette motif, which appeared during the archaic 

period, and was also used during that time to depict the 

wing of Pegasus on coins of Corinth, or the Sphinx on the 

coins of Chios, among several other applications. 

There is better evidence for gold staters of Philip II of 

Macedon being prototypes of some Celtic coins. It is 

believed the Macedonians paid Celtic mercenaries with 

these coins, and later the Celts copied the design for their 

own early coinage. 

Certain terms in the catalogue will become 

self-explanatory as you view the illustrations. The term 

“curl” is used where others might use “spiral,” because 

the design, usually having only a single turn, resembles a 

curl more than a spiral, which is generally pictured as 

having several turns. The term “spiral” is used where the 

design occurs at the ear position of the obverse head, as 

there are sound mythological precedents for this. 

Some terms are not specific descriptions but are 

concerned with an understanding of the overall design. 

For example, a “section” is a raised mass on the coin; 

thus, heads have cheek sections, back sections, and chest 

sections, and so forth. A “design motif” may contain 

more than one “design element”: the elements often 

recombine with others to produce different motifs. A 

design element can be said to “echo” another element 

where it copies, or even approximates the first element, as 

“(” echoes “(” and can even be said to echo “((”. In the 

second example, one reminds us of the other, even if they 

are not identical. A design element “opposes” another 

element where it is a mirror image, as “(” is to “)”. The 

opposition may be in any direction, and it may not be 

exact, as “(” is to “))”. Sometimes, when design elements 

are distant from each other, they are described as 

“reflecting” one another: the term “opposition” is 

reserved for design elements in close proximity. 

Certain parts of the design are ignored on a coin to coin 

basis. The number of curls on the head is unimportant, 

and varies from one coin to the next. There is, however, a 

tendency for the number to increase as the die engraver 

becomes more proficient. The presence or absence of a 

shoulder-ridge between the pony’s chest and back 

sections (and whether this ridge connects to the pony’s 

inner front leg or not) is apparently random, and probably 

has something to do with the space available. The 

shoulder-ridge is only mentioned when it is of novel 

design. 

The most important use of the catalogue is in tracing how 

the designs evolve and how the individual die-engravers 

treat their subject. For a complete understanding of this, it 

may be necessary to read the catalogue more than once. 

Some may believe that too much detail is described, and 

that the illustrations show all that is there to see; on the 

contrary, the designs are so complex that without specific 

directions for viewing them, some details may be 

overlooked. This is easily tested: take a coin that has a 

long description, and study the illustration for a few 

minutes. Then, read the description and see what you 

have missed. 

It takes remarkable powers of observation to absorb the 

entire design, in all its relationships, both internal and 

external. Internally, there are the relationships between 

the various design elements on each coin; externally, 

there are changes from previous designs. The catalogue 

“talks you through” the movements of these designs as if 

you were being instructed to land a plane for the first 

time. If you are already familiar with Celtic design, then 

reading the catalogue will provide you with connections 

to other familiar objects. 

For identifying specific coins, there is the Quick 

Identification Chart. Provided there is enough of the 

design on the coin, its entry can be located in about two 

minutes. For coins in poor condition, the index of shapes 

will help to locate a possible identification, or at least that 

general area of the catalogue dealing with that coin. Also, 

the index of shapes can be utilized to gain an overview of 

the modifications of the various motifs. The motifs are in 

chronological order, based on the first appearance of the 

motif. 

The flow charts can serve a similar purpose, although the 

main reason for their inclusion here is to illustrate the 

chronology of the dies. 

For ease of reference, the number of the coin is placed in 

bold at the beginning of its main entry; a blank line 

separates each coin entry. 

At times, the chronology given is an opinion unsupported 

by evidence. Where this is the case, those coins are 

placed in parentheses, and often mention of this is made 

in the text.  

The following is the general description of a 

Coriosolite coin: 

Diameter: Irregular, generally 20-25mm. 

Weight: Widely varying: can be as low as 4g or as high 

as 8g. The usual range is about 6.3g to 6.7g. 

Metal: Billon, an alloy of copper and tin (bronze) with 

silver and some impurities, such as gold, in proportion as 

much as 0.33%. The silver content can be as low as 3% 

or as high as 40%, but most often is between 20 and 35%. 

Obverse: Head to right; hair is in three masses or locks, 

each composed of many hairs, some of which terminate 

in small curls. The top lock of hair has as an S-shape that 

contains additional decoration in its lower part. 
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Reverse: Chariot pony and driver to right, symbol below. 

Other additional details depend on the type. 

The following are descriptions of the defining features 

of the Classes defined by J.-B. Colbert de Beaulieu: 

The following classes have human-headed ponies with 

reins. 

VI 

Obverse: A nose shaped like a backward “2”.  

Reverse: In front of the pony is a symbol resembling a 

ladder on its side, the outermost rung a crescent. There is 

a boar symbol beneath the pony. 

V 

Obverse: A nose shaped like a crozier.  

Reverse: In front of the pony a large cross; below, a lyre 

symbol. 

IV 

Obverse: A varying shape of nose, but generally with a 

curved base, and an extended top.  

Reverse: No symbol in front of pony; rein is decorated 

with a curl and two leaves. Lyre symbol as in Class V. 

The following classes are without reins.  

I 

Obverse: Head has a forelock and naturalistic nose. 

Reverse: Pony is without reins, has a cheek section and a 

pellet for an eye. Boar symbol below pony. 

III 

Obverse: Head has a forelock and anchor-shaped nose; 

eye is a bead within a circle truncated at the top by a 

straight eyebrow line.  

Reverse: Pony either of two styles; first has cheek 

section with a notch to delineate eye; second has pointed 

muzzle with no cheek section and a bead for an eye. Boar 

symbol as before.  

II 

Obverse: Head has a forelock; a double whisk issues 

from the mouth.  

Reverse: Driver with a head shaped like a tennis racket; 

pony has no cheek section, a large open mouth, and a tail 

with beads. In front of pony, a small cross of four pellets. 

Boar symbol with V-shaped legs below pony. 
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SERIES X: 

THE COINS OF GROUPS A TO G (CLASS VI, V AND IV): 

 

 

Series X Flow Chart: the chronology, and the 
relationship of groups to classes 
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Obverse features: 
 

 

1.1 Parallel, or nearly so, stalked lips 

1.2 “V” stalked lips 

1.3 Reinforced “V” stalked lips 

1.4 “V” stalked lips attached to nose 

1.5 Bead lips 

 

2.1 Ear “circle” 

2.2 Ear “crescent” 

 

3.1 Whisks around head 

3.2 No whisks around head 

 

4.1 Beaded double whisk from bridge of nose 

4.2 Double whisk attached to top of nose 

4.3 Ornaments at top, or in front of nose 

4.4 Plain nose, no decoration in front 

4.5 Small head at top, derived from 4.3 (series X) 
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5.1 Neck ornament or whisk 

5.2 Real neck 

5.3 Back of neck formed from curl-less hair 

 

6.1 No mouth or chin ornaments 

6.2 Chin ornament only 

6.3 Mouth ornament only 

 

7.1 “Class VI” nose 

7.2 “Class V” nose 

7.3 “Class IV” nose 

Reverse features: 

 

8.1 “Ladder” before, and boar beneath pony 

8.2 Cross before, and lyre beneath pony 

8.3 No cross before, but lyre beneath pony 

 

9.1 No rein curl 

9.2 Rein curl without leaves 

9.3 Rein curl with leaves 



Celtic Improvisations 

 22 

 

10.1 Linear driver’s body without “S” 

10.2 Linear driver’s body with “S” 

10.3 Swelled linear body with “tail” curl 

10.4 Solid, triangular body with “tail” curl 

10.5 Segmented body with “tail” curl 

10.6 Segmented body with “tail” curl and leaf 

 

11.1 Pony’s cheek section extends towards nose 

11.2 Line in front of cheek section only 

11.3 Solid or beaded line below cheek section 

11.4 As 11.2, but pony with neck section 

 

The coins of the classes in Series X group together for 

two reasons: first, their flatter fabric distinguishes them 

from the other classes, which are often somewhat 

dish-shaped or scyphate; second, their designs more 

clearly undergo evolutionary changes from the earliest to 

the latest. 

Although similar in style and type (as all coins depict a 

human-headed pony on the reverse), these coins fall into 

three classes by reason of radical design changes: in the 

nose, on the obverse; in the emblem in front of the pony, 

on the reverse. 

The classes can be further divided into groups where an 

element in the composition makes a noticeable change in 

its design, a good example being the design of the lips on 

the obverse head. In Group A, they are roughly-parallel 

stalks; in Group C, they become V-shaped—a shape 

which is reinforced by two lines in Group D, by one line 

in Group E, and finally, abbreviated to just the two pellets 

of Groups F through G, where this coin sequence ends. 

Most often the changes like this involve multiple designs 

changing concurrently, indicating a deliberate intention 

by the die-engraver to produce clearly defined groups. 

For example, on the obverse of Group C, not only are the 

lips changed, but also the relationship and design of the 

nose and the ornament in front, while on the reverse, a 

curl suspended from the reins is introduced. 

The relationship of groups to classes: 

Class VI: Group A 

Class V: Groups B, C, D 

Class IV: Groups E, F, G 

Within some groups of Series X and Y, there can be 

subgroups of two distinct kinds: the first, where two or 

more isolated styles of varieties exist within a group; the 

second, where a design changes in successive, 

overlapping stages. That such smooth transitions are 

easily found indicates that while the die engraver made 

general changes emphasizing particular elements, he did 

not want to isolate them from the group to which they 

belonged. While the order of engraving of each die within 

the group can be ascertained to a degree, some judgement 

is necessary where the engraver, proceeding by trial and 

error, sometimes reverts to a previous design if 

dissatisfied with the one he is working on. As previously 

mentioned, regarding the chronological order, within the 

parentheses themselves, the chronology is harder to 

discern. 

GROUP A 

Group A, the only group within Class VI, is distinguished 

on the obverse head by a nose like a reversed “2,” and on 

the reverse, by a ladder-like banner in front of the pony. 

Below the pony is a conjoined boar and sun symbol. 

Within Group A, there are two Subgroups, A1 and A2. 

On the obverse head of A1, the three front hairs terminate 

in curls, and the inner lines of each eyelid are horizontal, 

giving the eyes a half-closed appearance; on the reverse, 
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the boar is engraved in a linear manner, and has a 

projection at the top of its hip-joint. In A2, there is a curl 

and a straight hair in alternation at the front of the head, 

the eye is elliptical (typical for the groups A to G), and 

the boar is fleshier, with beads for the joints in the legs. 

The chronology is as follows: 

Group Coins 

Subgroup A1 

Subgroup A2 

(1, 2) 

3, (4, 5) 

Chronology of Group A Coins 

While Coins 1 and 2 may be contemporary with 3, Coins 

4 and 5 are placed last, not only because the diadem on 

the pony is more evolved and resembles those found on 

subsequent groups, but also because the driver’s body 

starts on a series of modifications that terminates in the 

driver’s body form of Group D. 

 

Particular attention may be paid to Coin 1, where the 

pony’s inner forearm doubles as the top of the boar’s 

head, so that the tusk issues downward from the leg 

above the knee. This may be accidental, but there is a 

possible mythological connection that will be discussed 

in Chapter 4. 

 

On Coin 2, the boar’s head is not disjointed, and the 

entire animal is much larger than on Coin 1. There is no 

pellet above the base line of the boar. 

 

The obverse of Coin 3 follows the description of 

Subgroup A2, as does the design of the boar, which is 

smaller than on the preceding coin. 

 

The entire obverse design of Coin 4 is much smaller than 

all of the other dies in this group; consequently, the 

design of the whisks is revealed: the top whisks point 

backward, and terminate in a curl and leaf. The back 

whisk starts behind the lowest curl of the head, curves 

round to the back of the head, and then turns outward, 

ending in a curl and leaf near the terminal of the top 

whisk. The curls of each of the two whisks are opposed. 

The lowest whisk starts in front of the bottom curl of hair 

and curves slightly up to the chin, where it terminates in a 

downward-turned curl. The ornament in front of the nose 

starts as a single beaded line at the height of the eyebrow, 

and then branches up and down. The top section curves 

back to the first curl of the head, where it terminates in a 

curl and leaf. The bottom section curves down to a point 

in front to the mouth, and terminates in a curl. The lower 

curl of the ornament is diagonally opposed to the curl of 

the lower whisk. 

There is no ornament below the neck on this die, the 

space being occupied by the lowest curl of the head and 

much of the lowest whisk. The lack of the ornament 

below the head should warn us not to take the design of 

the whisks as a sound model for the other dies where the 

whisks are not on the coin. The whisk design here may 

also be a novelty for this group. Rybot reconstructed the 

top part of the ornament in front of the face on the next 

coin as terminating in a simple curl instead of a curl and 

leaf, perhaps because the whisks appear to leave little 

room to accommodate the leaf. 

On the reverse of Coin 4, a diadem is introduced on the 

pony’s head, and the mane curl extends from this. The 

driver’s body starts on a series of abstractions from the 

original design: the torso section is abandoned, and a 
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zigzag shape represents the arm, shoulder, and back. The 

inspiration for this shape could have been drawn from the 

shape either of an antler-pick or the branches of a holly 

tree, although this is not explicit. The rest of the driver’s 

body, or chariot, is also abstracted. The outside curl on 

the upper section perhaps represents the chariot horn, and 

is developed further on the next coin. 

 

In the driver’s body in Coin 5, there appears to be a 

representation of a knopped chariot horn (the 

“handlebars” on the sides of the chariot), similar to the 

one illustrated by Fox (1958, fig. 40), although the coins 

would suggest that these were mounted with the knops 

pointing downward, rather than upwards as Fox’s 

diagram shows. Class VI is the rarest class, and, with its 

few varieties and missing details, it is difficult to say 

much about the designs. 

GROUP B 

Group B is where the Class V coins begins. Class V is 

distinguished, on the obverse, by a nose shaped like a 

shepherd’s crook, and on the reverse, by a cross in front 

of the pony. This cross is knopped on three limbs and at 

the intersection, and may represent the chariot pole and 

either the swingle tree or the yoke. Below the pony, the 

boar is replaced by a conjoined lyre and sun symbol, 

under which is a beaded line surmounting a line of 

downward-pointing arcs, both curved to the contours of 

the die. As in the subgroups A1 and A2, the two 

subgroups B1 and B2 are defined by eye shapes; 

however, unlike the former subgroups, there is no clear 

feature to the hair arrangement, which distinguished them 

from each other. The chronology is as follows:  

Group 

Subgroup B1 

Subgroup B2 

Coins 

6 

(7, 8) 

Chronology of Group B Coins 

While being part of Class V, this group could likely be 

contemporary with Coins 1 to 3 of Group A, or following 

directly after them (and before Coins 4 and 5), as the 

mane curl is not yet fully integrated into the diadem, and 

the driver’s body is of the earlier style.  

 

The obverse of Coin 6 is closely related to Coins 1 and 2 

of Group A in the way the eye is engraved, but it is also 

similar to Coins 3 and 4 of the same group, by reason of 

the alternating curl and straight hair at the front of the 

head. As the eye is the most obvious feature of the two, 

this coin is designated as Subgroup B1. On the reverse, 

the driver’s arm extends from the top of the torso, instead 

of from the lower part, as it seems to in the first three 

coins of Group A.  

The pony has a diadem, but here, unlike the last two coins 

of the previous group, the mane curl is not integrated into 

it. This is the only coin in this group where the pony’s 

neck is indicated. In Coin 6, the mane curl is clearly 

depicted as a sickle: the significance of this will be 

discussed in Chapter 4. Other aspects of this coin are the 

changes that define it as Class V: the nose on the obverse, 

and the symbols before and beneath the pony. 

 

On the obverse of Coin 7, the change in design of the eye 

affiliates this coin with Coins 3 to 5 of Group A, as well 

as with the remaining coins of Series X. At the front of 

the head, there is a straight hair between the second and 

third curls. On the reverse, the diadem is crescent-shaped 

and extends to the bottom of the pony’s head. This, 

combined with the sickle-shaped mane curl, gives this 

detail the unfortunate aspect of a modern coat hanger.  
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On the obverse of Coin 8, the stalked lips are almost 

V-shaped, and, while the hairs of the head are arranged as 

in Coin 6, there are fewer of them. The style of the 

reverse of Coin 8 more closely resembles the earlier coins 

of Group A: the pony has no diadem, and the mane curl is 

not sickle-shaped.  

The coins of Group B are separated from those of 

Group A for typological reasons. The design evolution 

runs from Coins 4 and 5 of Group A to Coins 9 and 10 of 

Group C. The other coins of Groups A and B appear to be 

earlier in their designs. The few dies within these two 

groups, and the difficulty in recovering many original 

details, due to the coins’ rarity and subsequent incomplete 

impressions, make it impossible to establish a clear 

chronology.  

GROUP C 

Group C coins are neater in appearance than those of the 

preceding groups: the pony’s body is compacted, and the 

overall design becomes more cohesive. A problem in the 

earlier groups was that the dies were too large for the 

planchets, and much of the design would be off the coin. 

Several features define this group: on the obverse, the 

mouth is V-shaped, and the front whisk and nose are 

combined into one smooth curve; on the reverse, there is 

a distinctive curl that hangs from the lower rein. The 

chronology is as follows:  

Group 

C  

Coins 

9, 10, 11  

Chronology of Group C Coins 

 

The most complex change on the obverse of Coin 9 is the 

pleasing, flowing connection of the nose and the 

ornament in front. This is accomplished by connecting 

the top of the nose with the plain end of the ornament to 

form a spiral that turns sharply back outwards to parallel 

its first curve, then continues back upwards into the 

graceful S-shape of the top half of the ornament, which is 

beaded, and terminates in a curl and leaf. The design of 

the top half of the ornament is the same as that of the 

three whisks that follow around the head. Hanging from 

the second bead out from the nose is the lower part of the 

ornament; it is smaller than the upper part, though of the 

same design, and set in opposition to the top part. The 

front loop of the neck ornament does not connect to the 

ornament’s top arc, but curves around the chin and 

terminates in a solid curl and leaf which touches, and is 

diagonally opposed to, the lower curl and leaf of the 

ornament in front of the nose.  

There is a straight hair between the front two curls of the 

hair.  

The reverse of Coin 9 depicts the curl hanging from the 

reins that defines Group C. The pony’s head is shaped 

somewhat like that on Coin 4 of Group A, with the 

integral mane curl-and-diadem. There is a neck indicated 

between the reins. The driver’s head is neater than on 

Coin 4, and the shape of the cheek section is affected by 

the presence of a line, very slightly curved in a S-shape, 

behind the bead of the mouth. While this line may only 

delineate the face, it is tempting to perceive in this a 

representation of a Celtic moustache. The driver’s neck, 

shoulder, and arm are portrayed simply by a chevron 

pointing backward, the lower limb curving down. 

 

There are some minor differences in the obverse design 

of Coin 10: the lower part of the ornament in front of the 

nose does hang from the second bead, as in the previous 

die, but both beaded lines emanate from the same point. 

There is a space between the lower part of this ornament 

and the terminal of the ornament in front of the chin. The 

whisks are smaller, and there are five of them. There are 

no straight hairs between the three curls at the front of the 

head.  

The pony’s head on the reverse of Coin 10 omits the 

pointed part of the cheek section, and the front of the 

head is now delineated by a crescent that descends from 

the bead of the nose. This feature will be repeated on all 

the remaining dies in Series X. The driver’s head is 

similar in design (although not in the proportions or in the 

way the hair is engraved) to that on Coin 4 of Group A. 

His body is derived from that of Coin 4 and 5, omitting 

the chariot horn shape, exaggerating the upper crescent, 
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and combining the body and arm into one unit. The 

leaves that perhaps represent the side of the chariot are 

now detached.  

 

Coin 11 marks the transition from Group C to Group D. 

Rybot noted several dies, but combined these variations 

in one illustration with three additional details. For the 

sake of clarity, the major obverse illustration is assigned 

to Group C, and the small detail to Group D. On the 

reverse, the two small details belong to Group C, while 

the main illustration is part of Group D. The variations 

included in Group C are described as Coin 11, while 

those of Group D are described as Coin 12. In such 

transitions, considerable die linking between varieties is 

to be expected, as well as some uncertainties on the part 

of the engraver in evolving the design. Accordingly, 

Group C/D mules are likely.  

Whereas, on the obverse of Coin 10, the bottom section 

of the ornament in front of the nose was left to hang 

awkwardly from the middle of the bottom curve at the 

center of the ornament, in Coin 11 this flaw is resolved. 

On Coin 11, the nose is set vertically, and the bottom 

section of the ornament detaches completely from the 

turn in the spiral, forming instead into an S-scroll that 

mirrors the configuration of the top section of the 

ornament. Note that the leaf of the ornament in front of 

the nose is set parallel to the straight line of the nose.  

Since, in Coin 11, an actual neck replaces the neck 

ornament, and the whisk that was attached to the neck 

ornament becomes attached to the chin, there is extra 

space available, now filled by a scroll without a leaf in 

opposition to the chin-whisk. This lower scroll is 

mirrored by the curl of hair behind the neck  

In this coin, it is possible to trace a spiral composition 

that starts at the front curl of the head, follows the curls 

round the back of the head to the scroll beneath the chin, 

and then upwards, through the whisks in front of the face 

to join the whisks around the top and back of the head, 

finally terminating at the whisk with no leaf at the bottom 

left of the design.  

The reverse of Coin 11 is the variety depicted in the inset 

of Rybot’s illustration; the driver is derived from Coin 9 

and 10. His head is similar to that of Coin 9, by reason of 

the “moustache,” but in Coin 11, the problem of the 

driver’s body and the chariot is resolved by turning them 

into an S-scroll from which a large leaf hangs. This leaf is 

made large to balance with the pony’s tail and is 

positioned to harmonize with it. In this coin, the driver’s 

arm and hanging leaf create a kind of wishbone shape, 

with the S-scroll of the driver’s body mounted on the 

point. The driver’s head is connected to the arm with a 

short neck, a feature that disappears in Coin 12.  

It can be seen from this that the exact chronology of 

Coins 9 and 10 is difficult to ascertain. The driver’s head 

is more advanced in Coin 9, and the pony’s head is more 

advanced in Coin 10. The weight of evidence points to 

the order provided; the die engraver was either unsure of 

the new design of the driver’s head, or he simply forgot, 

and so reverted back to the earlier design.  

While the reverses of Group C can be distinguished by 

the presence of a curl that hangs from the lower rein, the 

chariot and driver are a continuation of those to be found 

on Coins 4 and 5 of Group A. The pony’s head evolves 

slightly in this group, so that on Coin 10, the pony’s 

mouth becomes a line running parallel to the pony’s 

diadem, and the curve of the lower part of the cheek is 

echoed by the curl of the mane. A lash from the sceptre to 

the emblem, prevalent in the earlier groups, is completely 

absent from this one. It can be seen in this, and in the 

previous two groups, how the die engravers’ struggle 

with major problems, like making the design smaller, led 

to the synthesis and balance to be found on the obverse of 

Coin 11, an alternative reverse die of which begins 

Group D.  

GROUP D 

Group D is transitional: the obverses have the Class V 

nose; the reverses are characteristic of Class IV, having 

the two leaves (or lash endings) descending from the rein 

curl, and lacking the emblem in front of the pony. The 

chronology is as follows:  

Group 

D  

Coins 

12, 13, 14, 15 

Chronology of Group D Coins 

 

The difference between the obverse of Coin 12 and the 

preceding coin is shown in the inset of Rybot’s 

illustration: it appears that the end of the top whisk of the 

head is tucked in under the second curl. There is also an 

additional leaf to the curl of the whisk. It is unfortunate 

that Rybot did not illustrate the entirety of that particular 
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coin, as it is not clear whether the other whisks are also 

similarly treated.  

On the reverse of Coin 12, we see the change to the 

Class IV reverse design: the cross in front of the pony is 

omitted, and the rein curl is given two leaves that point 

downward. This feature remains unchanged for the rest of 

Series X. The driver’s body is similar to that of Coin 11. 

The neck is omitted, and the connection of body and head 

is made differently: from a position just above the centre 

of the S-scroll of the driver’s body, the line of his arm 

issues, and curves downward, connecting to his hand with 

a bead. From the shoulder position of this line, the 

diadem line rises, terminating at the third hair of the crest. 

The first and third hairs of the driver’s crest extend 

downward to meet his nose. The driver’s cheek section is 

concave at the top to accommodate the space of the eye. 

The driver’s head is similar to that of the pony’s, which 

originated on Coin 10.  

 

There is a clear evolution in the design of the obverse of 

Coin 13: the ornaments in front of the head are arranged 

with more certainty here than in Coin 12. The beaded 

sections are replaced with solid lines, and the S-scroll in 

front of the nose is enlarged to be in better balance with 

the scroll above the nose. The nose itself slants outward 

slightly, and, interestingly, the leaf on the ornament in 

front of the nose parallels it here, just as it did on Coins 

11 and 12, where the nose was vertical. The lips are 

reinforced by lines connecting the beads with the cheek 

section. The whisks were reconstructed as having only 

single leaves; they would, by necessity, be different from 

that of the previous coin, as there is no space for them to 

be tucked underneath any of the three front curls of the 

head.  

The most important difference in the reverse of Coin 13 

is the novel design of the sceptre head: here it is 

fleur-de-lis shaped, instead of the usual pellet within a 

beaded circle. The extra line at the front of the driver’s 

face, seen in the previous coin, has been removed, thus 

simplifying the driver’s head.  

 

Coin 14 is represented by a single specimen. The die 

engraver, after perfecting the design in front of the head 

in Coin 13, suddenly abandons the entire concept, and 

begins experimenting, in this coin, with a scroll-like 

ornament that issues from the mouth. The lower part of 

this ornament is missing from the coin, but may be a 

simple curl. The upper part of the ornament consists of 

two lines that curve up and are joined with a bead to an 

outward facing curl. Rising diagonally from this curl to a 

position in front of the whisk at the top of the nose, is a 

leaf.  

All of the whisks on Coin 14 have the beaded sections 

seen on Coin 12, each whisk with a plain end curving 

around its adjacent hair curl, and just touching the end of 

the curl, as on Coin 12. Unlike Coin 12, each whisk on 

this coin has two leaves.  

The reverse of Coin 14 is the same as that of Coin 12.  

 

The obverse of Coin 15 has a mouth ornament consisting 

of two lines, one curving down from each lip, to meet in a 

curl turned outward in front of the neck. Both the curl 

itself, and a small section at the start of the upper line, are 

plain; the rest of the ornament is beaded. The nose on the 

obverse of Coin 15 foreshadows the Class IV style, with 

the nasal area represented by a line. Instead of the nose 

whisk, there is now a downward-pointing curl and leaf 

ornament engraved in a florid manner: the large leaf is 

engraved as an outline, and the curl behind it is reinforced 

with two additional curved lines.  

The reverse of Coin 15 is similar to that of Coin 12; on 

another die, there is the shoulder ridge, or extension of 

the pony’s inner foreleg, as seen on Coin 13. Unless the 

shoulder ridge is of an unusual design, it is not mentioned 

in the catalogue, since it seems to be an integral part of 

the design of Series X and Y, and its omission in some 

coins may only signify that the die engraver did not leave 
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enough room to fit the shoulder ridge between the pony’s 

chest and back sections.  

Three of the four obverse dies of Group D have the 

reinforced stalked lips.  

The last two coins of this group seem experimental. After 

perfecting the obverse design in Coin 13, the die engraver 

is unsure of what to do next. He reintroduces beads to 

some of the lines, tries different designs of the mouth 

ornament, and finally abandons the nose whisk in favor 

of a downward-pointing ornament. Why the die engraver 

should abandon a design, after apparently perfecting it, is 

discussed in Chapter 6.  

GROUP E 

Group E marks the beginning of Class IV, which is 

defined by the change in style of the nose: while the nose 

resembles that of Group A, the Class IV nose is 

distinguished by the shortened top curve, or the 

downward-curving base.  

With the exception of the first coin, all Group E coins 

have stalked lips, with the top lip joined to the base of the 

nose. Several changes occur in this group, the most 

lasting one being the new design for the lower S-scroll at 

the ear position on the obverse head. The inner circle 

nested in the lower curve of the S is here abandoned; in 

its place, a line issues from the center of the S-scroll, 

following the bottom of the S-scroll back to meet it at the 

end, leaving a crescent-shaped void. This change at the 

ear position is introduced at Coin 18, and continues for 

the rest of Class IV.  

In order to tie in the start of Group E with the beginning 

of Class IV, this group begins with Coin 16, although the 

defining stalked lips joined to the nose starts with Coin 

17, and the change in design to the S-scroll at the ear 

position is on Coin 18; as there was a devaluation of the 

coinage at the onset of Class IV, it would be interesting to 

discover if any of the design changes reflected this. Even 

if this were the case, it would be rash to assume the 

design change was a deliberate reflection of the 

devaluation. Coin 15 is not included in this group, 

although the nose could be seen as a prototype to the 

Class IV nose, since the lines reinforcing the lips ally it 

more closely to Group D.  

There is a possibility that the die engraver cut the dies for 

Coins 15 to 17 in a different order than shown here; 

certainly, Coin 17 appears to revert back to the beginning 

of Group D in respect to the ornamentation in front of the 

face. This shows a certain amount of uncertainty in the 

way he wanted the designs to change. The chronology is 

as follows:  

Group 

E  

Coins 

(16, 17), (18, 19, 20)  

Chronology of Group E Coins 

 

Rybot’s comment: “The drawing is made from one 

imperfect impression. The driver’s head, cross-pole & 

part of the horse’s head are missing; otherwise the 

reverse resembles that of No. (12)” 

The obverse of Coin 16 is the most flamboyant of all of 

the Coriosolite designs. There are no lips, and at the end 

of the chin is a design exactly like that of a club in a deck 

of playing cards, set with the top pointing towards the 

circle below the ear position. From the base of this 

device, a line issues from each side. The upper line 

follows the cheek section inward, curving outward and 

down slightly, then turns out and up to become the lower 

part of an S-scroll whose top section parallels the bridge 

of the nose, before turning down in a curl, from which a 

leaf hangs. The open void left at the position of the mouth 

is a reversed comma shape.  

The lower of the two lines coming from the club-shaped 

ornament curves inward below the chin, turning outward 

in a curl in front of the neck. This curl is in opposition to 

the curl of the S-scroll in front of the bridge of the nose.  

From the chin itself, a line runs back along the base of the 

jaw to a place in front of the lower part of the S-scroll at 

the ear position, turning upward and clockwise, down to a 

point on the right, where it abruptly turns 

counterclockwise back on itself in a small curve down to 

the base, leaving a crescent-shaped void. This ornament 

on the cheek opposes the curl in front of the neck, and 

echoes the line at the mouth position. Although the 

openness of the void at the mouth gives it a reversed 

comma shape instead of the crescent shape of the void at 

the jaw.  

The nose in Coin 16 is clearly of the Class IV type, being 

naturalistic at the base, the top curving outward but not 

connecting to a whisk as it did in most of Group C and D. 

The ornamentation in front of the nose is inspired by the 

design by the design on Coin 15 of Group D.  

No whisks are visible on the single specimen in the 

hoard.  

The reverse of Coin 16 is apparently similar to that of 

Coin 12.  
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Rybot’s comment: “Two other varieties of the obverse 

have been noted—in one the nose is shorter and more 

curved. The eye slants downward & slight differences 

occur in the hair—in the 2nd the upper lip is absent & 

the nostril curves down to the lower lip. The reverse is 

like that of No. (12)” 

The obverse of Coin 17 contains elements borrowed from 

previous coins: the curl on the cheek, present on the 

previous coin, is here simplified to a single line. The 

whisks are single-leafed, resembling those of Group C. 

The nose is similar to that on the previous coin, but it is 

smaller, and the base of the nose curls down to meet the 

stalked lips, which are not reinforced as they were in 

Group D. A single beaded line issues from the lower lip 

and curves down beneath the chin, where it terminates in 

a solid curl. In front of the nose and mouth is a reversed 

S-scroll of the same design as the one on Coin 13. In 

front of the top of the nose is a backward facing crescent 

whose lower point is tucked in beneath the top of the 

nose. Around this crescent is the beaded line of the nose 

whisk. Note the unconnected curl floating between the 

first two main locks of the hair. There are two other 

varieties of this obverse (see Rybot’s comments in the 

illustration).  

The reverse of Coin 17 is similar to that of Coin 12.  

 

The obverse of Coin 18 has the new design for the lower 

S-scroll at the ear position. This was described in the 

introductory paragraph of this group. This feature 

remains unchanged for the rest of Series X. Another 

innovation that will be repeated commonly throughout 

Series X and Y is the mouth ornament. This consists of 

two lines that issue from the bead of the lower lip, curve 

around the chin, and connect in a curl in front of the neck, 

leaving a crescent-shaped void in front of the chin.  

Nostrils are indicated on the nose; the top of the nose 

terminates in a large curl from which a leaf hangs. 

Another line issues from inside the curl, hanging parallel 

with the nose to its tip, where it curves inward and then 

turns, tendril-like, out in a curl from which a leaf rises. 

From the top of the nose, two lines curve forward and 

then back, meeting in a forward-facing curl. The void 

created by these lines is a truncated crescent. Within the 

void there appears to be a solid, crescent-shaped section. 

This detail was missing from the Rybot illustration of the 

single, imperfect specimen in the hoard, but has been 

reconstructed from another specimen in the British 

Museum (BMC 1977).  

This motif is identical to the forelocks that appear on all 

of the coins of Series Y and Z, but does not appear on any 

other die of Series X. The motif might be an independent 

creation of this die engraver, or it might be borrowed 

from Series Y. The most likely explanation is, however, 

that the motif was part of a pre-existent repertoire that the 

die engraver utilized in this one instance, but 

subsequently abandoned, as it did not balance with the 

curl-and-leaf below. A line issuing from the first curl of 

the third lock of hair indicates the presence of whisks, 

although none are visible in the two imperfect specimens 

known to me. The ornamentation in front of the nose is a 

further development of that of Coin 16.  

On the reverse of Coin 18, the driver appears to be of the 

same style as those in Group D, although very little 

remains on this specimen. The pony is similar to that of 

Coin 12, but instead of meeting at a bead, the reins form a 

loop at the mouth. Rybot thought that the 

backward-turning front hooves might be merely a 

distortion. The shortened beaded line beneath the pony, 

and the presence of only three crescents, with the third 

being much smaller than the other two, contradicts this 

hypothesis.  

 

On the obverse of Coin 19, the die engraver again 

incorporates various elements from previous coins: the 

whisks are of the same style as those on Coin 12, 

although they hook onto hair curls in the manner of Coin 

14. While the lowest whisk is longer than that of Coin 12, 

it is still leafless. The whisk at the top of the nose is of 

the same design as the one on Coin 13. The nose is more 

typically of the Class IV style, with the base curving 

downward from a bead at the tip of the nose. The 

ornament in front of the nose is an S-scroll with two 

downward pointing leaves, roughly following the edge of 

the die.  
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On the reverse of Coin 19, the driver’s body is simplified 

to a thick S-shape, the top part of which swells, while the 

thin lower part is reinforced by a solid crescent. The 

driver’s arm is a smooth curve from the top of the body to 

the bead at the hand. The driver’s head is detached from 

the body and has a diadem terminating in a curl. His 

mouth is represented by two beads. The pony’s head is of 

the same style as the driver’s, although there are minor 

differences in the proportions and in the shape of the 

cheek section. The reins each terminate in a bead in front 

of the beads of the pony’s mouth.  

 

The obverse of Coin 20 is again derivative, the whisks 

being of the same style as on Coin 14. The lower whisk is 

similar to that of Coin 19. The nose whisk is given a 

beaded section to match the other whisks, as on Coin 14, 

and is tucked in beneath the top of the nose as on Coin 

19. The ornament in front of the nose is of the same 

design as that on Coin 13. All other features resemble 

Coin 19.  

The only important difference on the reverse of Coin 20 

is the style of the driver’s body, where a naturalistic torso 

shape tapers down into a long “tail,” terminating in a curl. 

The reins are similar to those on Coin 19, though they 

merely swell at the ends instead of ending in pronounced 

beads.  

Owing to the small numbers and diverse designs in this 

group, the chronology may not be exactly as shown in the 

diagram. Coins are bracketed together by reason of the 

most important, and apparently consistent, similarities.  

GROUP F 

The defining feature of Group F is the solid shape of the 

driver’s body, which, starting as an S-scroll in Group D, 

has already shown a tendency to swell and thicken in 

Group E. The lower curl of the S-scroll is retained in 

Group F, while the upper curl becomes a curved triangle: 

this triangular shape is a common motif in Celtic art. The 

driver’s back can consist of either a double or a single 

curve, depending on the position of the curl of the 

diadem. The stalked lips on the obverse head are now 

obsolete, and are replaced by beads. With the exception 

of Coin 26, all of the coins of Groups F and G have the 

lowest hair of the head continuing down to form the line 

of the back of the neck 

The chronology is as follows:  

Group 

F  

Coins 

21, (22, 23, 24, 25, 26) 

Chronology of Group F Coins 

 

Rybot’s comment: “At least two dies of this coin have 

been observed: the reverses of both are similar to that of 

No. (26), except that the ponies’ heads have no beads 

under them; nor, in the case of one die, has the driver.” 

The obverse of Coin 21 is identical in design to that of 

Coin 19, except for two details, the lips and the back of 

the neck. In the first, the stalked lips are abandoned and 

replaced by three beads; from each bead, a line curves 

round the chin, the lines from the two lower beads 

connecting in a curl in front of the neck, while the line of 

the uppermost bead touches the top of the curl. In the 

second detail, the lowest hair does not end in a curl, but 

becomes the line forming the back of the neck. This new 

design of the neck continues for the rest of Series X, with 

the exception Coin 26.  

Rybot noted two dies for the reverse of coin 21: 

unfortunately, he did not illustrate them (for his 

descriptions, refer to the illustrations).  

 

On the obverse of Coin 22, and for the rest of the series, 

the whisks are abandoned. They appear only once in 

Series Y, and are reintroduced in Series Z. The mouth is 

represented by two beads; the mouth ornament descends 

from the bead representing the lower lip.  

The mouth ornament is the same as that on Coins 18 to 

20. The base of the nose is smaller than on Coin 21, and 

the top part of the nose branches into two lines, the upper 

following the usual curve, the lower line echoing it as it 

radiates out from the split, then making a sharp elbow 

bend to connect back to the top of the upper line. The 

elbow is capped by a bead, and just inside the crook of 
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the elbow, in the wedge of space formed by the two upper 

lines of the nose, floats another bead. The upper part of 

the nose thus forms a small head.  

In another variety of this coin, there is another bead in 

front of the bead at the base of the nose.  

The reverse of Coin 22 follows the general description of 

the driver’s body as recorded in the introductory 

paragraphs to Group F: a curved triangle ending in a curl. 

The only parts that Rybot illustrated were the heads of the 

driver and of the pony. The driver’s head has a solid line 

curving back from the chin, and around the cheek section. 

The pony’s head is similar, except that the beads at the 

mouth are omitted. In other respects, both heads resemble 

those of Coin 19. Note that the cheek section in both the 

driver and the pony are more closely matched in this coin.  

 

The obverse of Coin 23 is similar to that of the last coin, 

with the exception of the top of the nose. In this die, the 

top of the nose splits into two thick, barely-curved ends, 

the upper one tapered, the lower one blunt. This appears 

to be a vestige of the small head of the previous coin.  

On the reverse of Coin 23, the curved lines beneath the 

heads of the driver and the pony are now beaded, 

replacing the solid lines found on the last coin.  

 

Rybot’s comment: “The reverse of this coin only differs 

from that of No. (26) in the tilt of the two heads. the 

lower horse’s [sic] head is from an alternative die” 

The obverse of Coin 24 is similar to the previous coin, 

but the top of the nose turns outward in a single end.  

The reverse is similar to that of the previous coin. 

Another die omits the line of beads below the pony’s 

head, without reverting back to the solid line seen on 

Coin 22.  

 

The obverse of Coin 25 is of the same design as that of 

the previous coin.  

The reverse has a beaded line beneath both the driver’s 

and the pony’s heads. The leaves of the rein curl are 

much wider than those shown on Coin 23.  

 

The obverse of Coin 26, the final coin in this group, has a 

nose that is smaller in the top section, and larger in the 

bottom section, and more deeply curved, almost like a 

reversed “3.” The outer line of the mouth ornament is 

beaded. The back of the neck is represented by a short 

line. This is the only occurrence of this in Groups F and 

G. Possibly, this coin belongs after Coin 21, the die 

engraver being unsure of how the neck design should be. 

It is placed here, as the beaded line of the mouth 

ornament may also be seen in the first coin of the next 

group. With only two details fixing its chronology within 

the group, and when one of these is a reversion to an 

earlier design, its position must remain conjectural.  

On the reverse of this coin, there is a gap between the 

beads at the pony’s mouth and the couped ends of the 

reins. The pony’s mane curl descends from a bud at the 

base of the mane, instead of from the usual diadem. This 

may be intended to represent the stipule of a vine.  

GROUP G 

Group G is the last of Class IV, and the final group in the 

continuum of stylistic changes from Class VI through IV. 

The common feature of the coins of Group G is the new 

style of the driver’s body, which now resembles the 

driver’s hair and the pony’s mane, all of which belong to 

the palmette-derived ornamental motif common in Celtic 

art. This form is similar in appearance to a bird’s crest.  

The chronology is given for the changes to the reverses in 

this group. It is arranged this way, as there are enough 
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“rest points” where the design remains unchanged in 

certain areas for more than one die. The obverses were 

probably engraved in a different order: those of Coins 28 

and 30 are probably adjacent, as are those of Coins 29 

and 31. Also there is a strong connection with these 

particular coins to Coins 22 and 23 of Group F. It must 

remain conjecture as to whether the designs started out 

simple and were elaborated on, or vice versa, as there are 

no other elements that evolve on these coins. There is 

also the possibility that the die engraver kept changing his 

mind about the design, although it is more likely that the 

obverse and reverse dies were used in a different order 

than they were engraved in.  

The chronology (reverse dies) is as follows:  

Group 

G  

Coins 

27, 28, (29, 30), 31  

Chronology of Group G Coins 

 

Coin 27 is the first coin of Group G, and the obverse 

closely follows after the last coin of Group F. There are 

three major differences: the eye is given a stalked pupil, 

the inner line of the mouth ornament stops before it 

reaches the curl, and the back of the neck is again a 

continuation of the lowest hair.  

The reverse of Coin 27 introduces the segmented driver’s 

body, peculiar to this group. There is a bead at the top of 

the arm and the “tail” is a curved leaf shape similar to 

that on Coin 19. Both the driver’s and the pony’s heads 

are of the same design as those on Coin 25. The sceptre 

head is trifoliate and has a roughly diamond-shaped 

nimbus of beads.  

 

On the obverse of Coin 28, there is a further development 

to the motif of the small head at the top of the nose 

introduced on Coin 22. The small head is given a plain 

crest section, and from a bead in front of its forehead a 

line extends, falling to a curl and upward-pointing leaf in 

front of the nose of the main head. The mouth ornament 

is plain and of the usual style, and extends from a bead in 

front of the lower mouth bead, instead of from below it.  

On the reverse of Coin 28, the driver’s head is of unusual 

design: the line forming the front of his face extends past 

his chin, curving outward to touch the sceptre staff. The 

beaded line at the base of his head is omitted, and in its 

place a plain line, starting at the top of his shoulder, 

follows the contour of the body section, and curves round 

the front of his chin, intersecting the front line of his face, 

and points to the mouth. His arm is again defined by two 

beads. The pony is given a neck section, a feature that 

will continue for the rest of this group. The curl of the 

mane is similar to that of Coin 26.  

 

The small head at the top of the nose on Coin 29 

resembles that on Coin 22, except that the diadem line 

does not overhang the forehead, and there is a crest. This 

head points downward, the back of the head at a 45° 

angle to the vertical. The lip beads and the mouth 

ornament are again in the usual position.  

On the reverse of Coin 29, both the “tail” of the driver 

and the pony’s mane terminate in a leaf and curl. This 

feature continues for the rest of this group. The driver’s 

head returns to its usual appearance, and has a short line 

of beads at the base. The driver’s arm curves down from 

the top section of his body.  

 

The small head on the obverse of Coin 30 is similar to 

that on Coin 28, except that the line from the forehead is 

beaded above the solid curl. The leaf is engraved in 

outline, and points downward to the lips of the main 

head. Between the base of the small head and the nose of 

the main head are three “ribs” curving downward to the 

right, each paralleling the curve of the bridge of the nose, 

and each terminating in a bead.  
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On the reverse of Coin 30, the driver’s arm follows the 

curve of the pony’s tail closely around, and ends in the 

“tail” of the driver. The driver’s head has neither a cheek 

section nor a base line.  

 

Coin 31 is the last coin in the sequence. On the obverse, 

there is a small head at the top of the nose similar in style 

to that on Coin 29, but starting with its crest attached to 

the top of the main head’s nose. From the lowest point of 

the small head, a beaded line curves round the nose and 

touches the upper bead of the lips on the main head. The 

outer line of the mouth ornament, having no room to 

continue, stops just in front of the lower bead at the 

mouth. Rybot noted another variety of this die, where the 

small head “overtops the first curl.”  

The reverse of Coin 31 resembles that of the previous 

coin.  

 

There is one coin that may be part of the Class VI-to-IV 

continuum, the unique coin pictured as Coin 32, which 

cannot be placed in a class by reason of the emblem in 

front of the pony—a small head facing backwards, with a 

scroll ornament issuing from its mouth. While the style of 

the pony’s head would seem more advanced, the style of 

the whisks and nose on the obverse, and the fact that 

there is no rein curl on the reverse, is reminiscent of 

Group B. However, note that the two beaded ends on the 

reins evident in this coin first appear in Group E. Until 

more examples are found, this coin must remain without 

a group, though it has strong stylistic connections here. 

Other such oddities exist in the Armorican series, so that 

many coins are difficult to assign to specific tribes, while 

some may belong to unknown subsidiary tribes or 

particular chieftains.  

The preceding seven groups are demonstrably 

evolutionary in their style: whenever elements developed 

in these groups are found in the remaining classes, they 

are introduced in a different order. This shows that they 

were copied from prototypes in the first seven groups, 

and are not part of any evolutionary elements in the 

remaining groups. This is particularly relevant to the 

coins of Class II.  
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SERIES Y: 

THE COINS OF GROUPS H TO M (CLASS I AND III) 

 

 

Series Y Flow Chart: The chronology, and the 
relationship of groups to classes 

Obverse features: 

 
1.1 Almond-shaped eye without eyelids 

1.2 Almond-shaped eye with lower lid 

1.3 Wishbone-shaped eyelids 

1.4 Round eye with line through pupil 

1.5 Round eye without line through pupil  
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2.1 Naturalistic nose 

2.2 Similar to “Class IV” nose 

2.3 Anchor-shaped nose  

 
3.1 Mouth ornament 

3.2 No mouth ornament  

 
4.1 Linear neck truncation 

4.2 Beaded neck truncation  

 
5.1 Hair forms back of neck 

5.2 Linear back of neck  

 
6.1 Almond-shaped eye without eyelids 

6.2 Almond-shaped eye with lower lid 

6.3 Wishbone-shaped eyelids 

6.4 Round eye with line through pupil 

6.5 Round eye without line through pupil  

 
7.1 Normal neck front 

7.2 Curl at front of neck 

7.3 Neck curves to mouth ornament  

Reverse features: 

 
8.1 “Class I” pony with bead for eye 
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8.2 As above, but with notched cheek section 

8.3 “Sea horse” headed pony with wavy tail  

 
9.1 No martingale in front of pony’s chest 

9.2 Martingale in front of pony’s chest  

 
10.1 “Fan” driver with hand 

10.2 “Fan” driver with segmented body 

10.3 “Weird” drivers 

10.4 Driver as 10.2 but with cheek section 

10.5 “Fan” driver with no hand  

 
11.1 Quadrilateral banner 

11.2 Curl and leaf banner (one or two) 

11.3 Curl and quadrilateral banner  

 
12.1 Two strand lash with X’s 

12.2 One or two strand lash with no X’s 

12.3 Three strand lash  

 
13.1 Lash touches head above pony 

13.2 Lash not touching head above pony 

13.3 Lash to mane ornament 

13.4 Lash to driver’s head 
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14.1 Pony without ears 

14.2 Downward pointing ears 

14.3 “Naturalistic” ears 

14.4 “3”-shaped ears 

14.5 Laurel-leaf shaped ears  

The coins of these classes, which form Series Y, are very 

different from the preceding classes from Series X: there 

is no indication that they were designed or manufactured 

by the same individuals who produced the previous 

series. The coins of Series Y generally exhibit higher 

relief, and were struck at a temperature greater than those 

of Series X (Class VI to IV), often resulting in coins with 

small irregular cracks and porosity on the edge. These 

faults were caused during the minting, the surface having 

already cooled to produce a “skin,” while the interior was 

still plastic. It is possible that the die engravers cut the 

dies rather deeply, and then found that, when striking 

them at ordinary temperatures, the higher parts of the 

design did not strike up properly; however, it is more 

likely that this method was just part of a different 

manufacturing tradition.  

The die engravers of Series X may have simply decided 

to break with their earlier traditions and embark on 

something quite different, but this hypothesis fails when 

we examine the different distribution patterns, as was 

discussed in Chapter 2, and when the nature of the 

changes that occur in Series Y are examined thoroughly. 

There is a completely different psychology operating 

here: in the previous series, the changes are gradual and 

evolutionary, and marked by a more or less complete 

abandonment of certain design elements, followed by a 

trial and error effort to replace those rejected elements 

with something more satisfactory. In this series, 

containing Class I and III, the intention is the same, but 

the results often fall short, leaving the die engraver no 

alternative but to return to the design element he was 

trying to replace.  

This latter result made my chronological arrangement of 

the classes most difficult: I find it amusing, now, to recall 

that it was this series I first tried to put into some sort of 

order. I made many attempts to arrange these coins by 

grouping together similar major elements, such as the 

designs of the banners in front of the pony. All of these 

efforts failed miserably, and it was not until I noticed that 

the design of the pony’s ears on some coins of Class III 

were of two major varieties that the nature of the 

arrangement began to present itself.  

The relationship of groups to classes: 

Class I: Groups H, H1, H2, I 

Class I/III transition: Group J 

Class III: Groups K, L, M1, M2 

GROUP H 

Group H marks the start of Class I and is defined on the 

obverse by a solid elliptical eye with an eyebrow ridge 

above it that touches or intersects the top of the nose. 

With the exceptions of Coins 43 and 45, the back of the 

neck is formed from one of the hairs. This may have been 

influenced by the similar design on Groups F and G of 

Series X. If this is so, the Series Y coins would not have 

gone into production earlier than Group F. There is also a 

possibility that the engravers of Group F were influenced 

by those of Group H, indicating that Group H precedes 

Group F. A third possibility would be that each die 

engraver developed the idea on his own, and there is no 

connection. Detailed study of the metal quality by groups 

instead of by classes may provide the answer.  

Within part of Group H are two subgroups: these groups 

relate to specific design elements, so that a single coin in 

Group H could belong to Subgroups H1, H2, both, or 

neither, since these subgroups overlap. It is possible that 

the die engravers wished to isolate these coins in a single 

group, but the dies were mixed up, as one subgroup is 

defined by an obverse variation, the other by a reverse 

variation. Subgroup H1 runs from coins 37 to 40; H2 runs 

from coins 39 to 42. Subgroup H1 is defined by the 

presence of a beaded martingale in front of the pony. A 

martingale, or pole strap, enables a horse to back up 

while attached to a load without dislodging its collar. 

Subgroup H2 is defined by the mouth on the obverse 

head that is shaped somewhat like the letter “C”.  

The chronology is as follows:  

Group 

H  

Coins 

(33, 34, 35, 36), (37, 38), 

(39, 40), (41, 42), 

(43, 44, 45, 46, 47) 

H1  (37, 38), (39, 40) 

H2  (39, 40), (41, 42) 

Chronology of Group H Coins 

The first four coins of Group H are difficult to place in a 

chronological order. There are differences, but they are 
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not of an evolutionary nature; rather, they are better 

expressed as variations.  

 

The obverse of Coin 33 has a single bead lip from which 

the mouth ornament descends. The nose extends higher 

than the eyebrow line.  

On the reverse, the lash from the curl of the head above 

the pony is composed of two wavy strands enclosing two 

X’s. The strands connect in a bead in front of the pony’s 

nose, and two straight lines proceed diagonally from this 

point to connect to the outside beads on the upper corners 

of the banner, which is of a “Union Jack” design.  

 

The obverse of Coin 34 is similar to the preceding coin.  

On the reverse, the lash is a single, slightly wavy line that 

splits into two irregularly curved lines and attaches to the 

banner at the same position as on the last coin.  

 

On the obverse of Coin 35, the eyebrow line extends past 

the forehead section and continues as the lowest line of 

the forelock, making the forelock considerably larger 

than on the previous two coins. The nose is set forward, 

and the bridge descends almost vertically. There are now 

two pellets for a mouth. The neck section is shorter than 

the other coins in this group.  

The reverse of Coin 35 is similar to the previous coin, 

except that the lash is wavier and the suspenders connect 

to the center and right-hand beads of the top of the 

banner.  

 

The obverse of Coin 36 is characterized by a rather small 

face and a large forelock with a thick central line. The 

nose connects to the end of the eyebrow line.  

The reverse of this coin is similar to that of Coin 34, 

except that the banner suspenders are evenly curved 

outward.  

 

The obverse of Coin 37 is similar to that of the previous 

coin, but the forelock reverts to the usual size.  

The reverse of this coin is the first die of Subgroup H1, 

distinguished by the presence of the beaded martingale in 

front of the pony’s chest section, connecting to the top of 

its front leg. An interesting feature of this subgroup is 

that each of the banners is of a different design. I discuss 

the significance of the banners’ designs in Chapter 4.  

The pony’s nose has no bead. The lash is a wavy line, the 

suspenders attach to the top bar of the banner. The banner 

is of the same design as those on the previous coins.  

 

The obverse of Coin 38 has a larger head than that on the 

previous coin, but there are no design differences other 

than that of general proportions.  
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Subgroup H1 continues with this reverse, which has a 

lash similar to the last coin. There are three suspenders 

connecting to a banner formed of two opposed double 

chevrons within the rectangle. The pony’s nose has a 

bead. The back of the boar’s head, instead of being 

apparently open, is now enclosed by a continuation of the 

line at the base of its head.  

 

The obverse of Coin 39 marks the start of Subgroup H2; 

all these coins have a C-shaped mouth. The mouth 

ornament consists of three lines, each starting with a bead 

at the mouth. These lines curve downward, converging 

into a single line at the chin, terminating in the usual curl 

in front of the neck. The base of the neck is beaded, a 

feature that remains on all of the coins of Groups H and I, 

with the possible exception of Coin 47 in this group.  

The reverse of Coin 39 is part of Subgroup H1. The lash 

is a twisted double line with two suspenders connecting 

to the upper corners of the banner. The banner is a long 

rectangle divided by a bar into two squares, each 

containing an X. The boar’s head is treated similarly to 

the one on the previous coin, although here the head is in 

outline, and is moved forward to emphasize this.  

 

On the obverse of Coin 40, the second die of 

Subgroup H2, the die engraver has modified the mouth 

ornament. Instead of having the three lines converge, he 

continues only the top line to the curl, and the other two 

lines form almost parallel curves floating freely within 

the space enclosed by the top outer line.  

The reverse of Coin 40 is the last die of Subgroup H1. 

The lash consists of two wavy lines; the inner line divides 

into two suspenders that attach to the left and center 

beads at the top of the banner, while the outer line 

connects to the right bead of the banner. The banner itself 

consists of a rectangle containing a cross with diamonds 

superimposed on the top and bottom halves. The boar’s 

head is similar to that on Coin 38.  

 

The obverse of Coin 41 is similar to that of the preceding 

coin.  

The reverse resembles Coin 34 to 36, although the exact 

design of the lash is uncertain: the banner in front of the 

pony is a “Union Jack” design, the martingale disappears, 

and the boar’s head returns to its regular design.  

 

The last coin of Subgroup H2, Coin 42, is a novelty. It 

was this coin that inspired the sculpture by Rybot 

illustrated in the frontispiece of his book (1952). The 

most notable difference in the obverse is the mouth 

ornament: it starts below the chin with a pellet-in-circle 

sun symbol. Two lines issue from it at the two o’clock 

position: the lower line is beaded and curves upward in 

front of the mouth; the upper line is short, and connects to 

the beaded line. In front of the mouth, the beaded line 

meets a downward-turning curl, from which hangs a leaf. 

The entire ornament is a variation on an S-scroll, the sun 

symbol and its solid line is a subtle reversal of the curl 

and leaf. The beaded truncation of the neck, being 

between the lines of the neck instead of below them, is 

shorter as a result. A small line extends forward from the 

top of the lowest ear scroll, at an angle again reminiscent 

of the curl and leaf.  

On the reverse of Coin 42, there is an extra line and bead 

between the driver’s nose and his hand. The banner is 

replaced by a large curl, from which hangs a broad leaf. 

The lash is a double strand. To a modern eye, the design 

of Coin 42 is most pleasing, both because of its 

introduced novelties, as well as its general proportions. 

The jaw of the head does not recede like many of its 

contemporaries, but is set in a proud and defiant manner. 

The die engraver, however, retained only a single feature 

of these two subgroups: the beaded truncation of the 

neck. It seems unlikely that the design of Coin 42 was 

disliked by its creator, rather that it was so pleasing that 

to repeat it would lessen its power. This attitude is also 

seen in Coins 16 and 17 of Group E (Class IV).  
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The example of Coin 42 in my own collection, allegedly 

from the Le Catillon hoard, is weakly struck on the 

obverse. This obscures some of the subtle features such 

as the small line on the ear-curl; also, the ornament in 

front of the mouth is only semi-visible, being at the very 

edge of the coin. It must be admitted that the engraver 

may have felt his efforts wasted if these were common 

faults with the design. The same may be true of Coins 16 

and 17, practical considerations inhibiting the free reign 

of artistic expression.  

The last five coins of Group H are essentially similar to 

the first few coins of this group, having the earlier design 

of the mouth and the banner, the major difference being 

the presence of the beaded truncation on the obverse 

neck.  

 

The head on the obverse of Coin 43 has a very small 

neck with a considerably curved truncation. The back of 

the neck is not formed from one of the hairs; in other 

respects, it is close in style to Coin 36, the last coin 

before the start of Subgroup H1.  

The reverse is nearly identical to that of Coin 35. There is 

a great possibility here that Coin 43 really belongs with 

Coin 35 and 36; they are separated solely on account of 

the beaded truncation. Given the tendency of many of the 

Series Y coins to abandon, then later return to, particular 

elements, there can be little certainty about the groupings.  

 

The obverse of Coin 44 has a nose line that extends 

above the eyebrow, and the neck is lower at the back than 

at the front.  

The reverse of Coin 44 is nearly identical to that of Coin 

36.  

 

The obverse of Coin 45 is similar to the preceding coin, 

except that the back of the neck is not formed from a hair, 

and that the curl is detached from the rest of the mouth 

ornament in a novel way, the break emphasized by a bead 

on each side of the gap. The line of the nose stops only 

slightly above the eyebrow.  

The reverse of Coin 45 is similar to that of the preceding 

coin.  

 

On the obverse of Coin 46, the eyebrow line is 

de-emphasized, and there is no mouth ornament, an 

omission which continues until the last two coins of the 

following group.  

The reverse of Coin 46 dispenses with the usual 

rectangular banner, and in its place are two curl-and-leaf 

motifs, the outer one being the smallest, connecting to the 

lash; the inner one terminating in a bead in front of the 

mane at the pony’s forehead.  

 

Coin 47 is placed at the end of Group H because, while 

the truncation of the neck may or may not be beaded, the 

enlarged eye on the obverse is given a lower eyelid.  

The reverse resembles that of Coins 43 and 35, but the 

chest section of the boar, rather than being formed of a 

bead or a bead-like shape abruptly joined to a narrow 
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belly, as in the other coins of Group H, is joined with the 

belly in a smooth diagonal to create a solid wedge.  

The coins of Group H are arranged by convenience as 

much as they are by chronology, since the indecisiveness 

of the die engraver(s) must lead to indecisiveness on the 

part of the cataloguer. It is apparent that we are dealing 

with a very different psychology in these Class I coins 

than was encountered in Series X. While the engraver of 

Group H could, on occasion, rise to the task and produce 

a work of considerable artistic merit, his concept of the 

series being a work-in-progress in itself was weak, and 

the rich variations to be found in Series X, defining the 

evolution of the designs, are here severely lacking.  

GROUP I 

Group I is defined by the change in the eye on the 

obverse head, where the eyebrow ridge is replaced by 

upper and lower eyelids, a device similar in appearance to 

a wishbone without the stem. The mouth ornament, 

absent on the last two coins of Group H, does not resume 

until the last two coins of Group I. In all but the first coin, 

the back of the neck is indicated by a line that is not a 

continuation of a hair.  

Some of the coins of this group were thought, at one 

time, to be the earliest Coriosolite coins. This was 

because of an apparent realism in the heads (due mainly 

to a large face coupled with correspondingly smaller 

attendant details, such as the ear-curls and forelocks), 

combined with the belief that the art began in a realistic 

style, and gradually descended into barbarism and 

decadence.  

By the same reasoning, Class VI coins, which are now 

known to be the earliest in the series, were placed last. 

This mistake is an easy one to make, as there are cultures 

and periods where there is indeed decay in the quality of 

art. This can be seen in the gradual decline following the 

classical period of Greek art, and again in the decadence 

and weakness after the height of the Hellenistic period. 

The earliest Celtic gold coins tried to copy their Greek 

prototypes before the Celtic aesthetic reasserted itself, 

leading to a synthesis of the two traditions. It is more 

common for the work of a single artist to start out 

awkwardly, or, at least cautiously, hesitant to experiment 

with novelty. As the craft is practiced, a person naturally 

tends to improve, exhibiting considerable ease in the task; 

the work only tends to deteriorate if the artist becomes 

cynical, bored, or feels that the job is unimportant.  

Although there is no clear dividing line, the reverses in 

Group I undergo numerous changes: there is a tendency 

toward curl-and-leaf motifs rather than the dominant 

banners of Group H, and the drivers eventually embark 

on a series of bizarre variations before settling on a new 

design that will only be abandoned during Class III.  

As in the previous group, the coins of Group I are ordered 

on the basis of minor changes, and the chronology is 

ultimately a matter of judgement. The changes to the 

driver do, however, enable the last coins of this group to 

be placed with more certainty: after much dithering, the 

die engraver finally settles on a design for the driver that 

provides, along with other features, a smooth transition 

into Class III.  

The chronology is as follows:  

Group 

I  

Coins 

(48, 49, 50, 51), 52, 53, 54, 

(55, 56, 57, 58, 59),  

(60, 61), (62, 63)  

Chronology of Group I Coins 

 

In the first obverse of this group, Coin 48, the beaded lips 

are replaced by a downward extension of the base of the 

nose, terminating in a semi-oval, flattened on the bottom 

to form the upper lip. Opposed to this diagonally, a 

similar shape forms the lower lip. The overall effect is 

reminiscent of the smile found on Archaic Greek heads. 

This design is peculiar to Coin 48. The back of the neck 

is formed by one of the hairs as was usual in Group H. 

For the rest of this group, there is a normal line for the 

back of the neck.  

The reverse of Coin 48 is similar to Coin 34, save for the 

driver, which resembles that found on Coin 42, both of 

Group H.  

 

On the obverse of Coin 49, the nose descends from the 

front of the forehead in a straight line, making it larger, 

and the lips again consist of two beads. The back of the 

neck is no longer an extension of a hair.  

The reverse of Coin 49 is similar to Coin 33 of Group H, 

except that the St. Andrew’s cross of the banner does not 

continue to the center, and there are small lines set at 45º 
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to the banner’s corners near the end of each limb of the 

St. George’s (Greek) cross, save for the top one.  

 

The obverse of Coin 50 is of the same style as the 

previous coin.  

The reverse has a banner consisting of a simple St. 

George’s cross; the lash is a single wavy line that divides 

into two where it connects to the top corners of the 

banner. Between the banner and the pony is an additional 

lash similar to the one on Coin 46 of Group H, but 

terminating in a simple curl without the leaf.  

 

The obverse of Coin 51 differs from the preceding two 

coins only in the proportions.  

There is major change in the design of the reverse of Coin 

51, which will last with some variation to the end of 

Group K (Class III); this is a return to the double 

curl-and-leaf emblem in front of the pony seen previously 

on Coin 46 of Group H. The lash is also of the same style 

as on Coin 46.  

 

The obverse of Coin 52 has a much narrower head than 

that on the previous coin.  

The reverse is similar to the previous coin except that the 

lash is no longer wavy, but is a smooth curve terminating 

in a bead near the curl of the head above the pony.  

 

The obverse of Coin 53 may be from the same die as 

Coin 52.  

On the reverse of this coin, the driver is given a body 

very similar to that of Coin 28 of Group G (Class IV), 

although the arm, of course, does not connect to the body 

as in Coin 28, but forms an additional limb between the 

nose and the hand, as in Coin 48. The style of body 

continues unchanged except for its proportions until the 

end of Group K.  

 

Coin 54 differs from Coin 53 only in its proportions.  

The following seven coins were thought to be the earliest 

in the Coriosolite series: the reasons for this are described 

in the introductory passages to Group I. Their major 

novelty is not the apparent realism of the head on the 

obverse, but the extraordinary series of driver’s heads that 

appear on the reverse. The significance of these odd 

designs is uncertain. The designs could have some 

mythological connections, but a more likely explanation 

is that the die engraver was merely trying to develop a 

new style for the driver’s head by experimentation rather 

than evolution.  

 

Coin 55 has a large head on the obverse, of slightly 

different style than on the previous coins.  
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The reverse has what appears to be an additional body 

above the palmette-derived one of the two previous coins; 

this additional body is of the same shape as the lower 

one, but is solid rather than segmented. A long arm 

descends from this below the shoulder and connects to 

the hand. This body does not have a head, that position 

being taken up by the head above the pony. The lower 

body, apparently superfluous, may be intended to be 

viewed as the body of the chariot. Such ambiguities are 

common in Celtic Art and are quite deliberate. The outer 

curl-and-leaf emblem in front of the pony is omitted, and 

the lash is a short wavy line connecting to the bead of the 

emblem in front of the pony’s forehead. The lash 

connects to the curl of the small head as it did prior to 

Coin 52.  

 

 

The obverse of Coin 56 could be from the same die as 

Coin 55.  

The driver on the reverse is again of novel design: the 

solid body above the chariot body is of a backward 

apostrophe shape, its head an outline of wishbone form 

with one bead for an eye and another at the end of the 

nose. A beaded line follows the curve of the back, 

terminating in a solid curl. The emblem is similar to that 

on the last coin, though the lash is longer, and the bead at 

the junction of the lash and the emblem is omitted.  

 

The head on the obverse of Coin 57 is similar to that of 

Coin 55 but smaller and with a proportionally larger nose.  

The reverse is not entirely visible on the two specimens 

in the hoard, but what is there approximates the design of 

the following coin.  

 

On the obverse of Coin 58, the head is of the same style 

as the previous coin, but is yet even smaller.  

The reverse of Coin 58 has a driver with a beak-shaped 

nose and a crescent-shaped solid behind his eye; the back 

of his head is formed of beads. The emblem is similar to 

that on Coin 54, except that the lash is very wavy above 

the pony’s head, and its terminal bead is set lower than 

that on Coin 54.  

 

The head on the obverse of Coin 59 is again made larger, 

and the lips are slightly stalked, a feature which will last 

for the rest of this group.  

The driver’s head on the reverse of Coin 59 retains a 

beaked nose, but this is drawn more naturalistically, and 

resembles the beak of a crow or a raven. The solid 

crescent is made smaller, set lower, and points upwards at 

a 45º angle to more accurately represent a cheek section. 

The beaded line running from the arm around the back of 

the head does not connect to the top of the face as it does 

on the preceding coin, but stops just short of this; an 

additional beaded line, connected to the top of the face, 

descends behind the head and terminates in a solid curl. 

The emblem in front of the pony, while similar to the last, 

reverts to a lash that is not as wavy, and connects to the 

curl of the head above the pony in the usual manner.  
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The obverse of Coin 60 is similar to the previous coin, 

except for a small line running from the inside of the nose 

tip to the lower eyelid. It is difficult to find any purpose 

for this line, and it is most likely due to a die break, or to 

a slip of the tool while engraving the nose.  

There are two varieties of the reverse of Coin 60: on the 

first, the head above the pony has no curl; and on the 

second, a curl is present. The driver’s head is of a new 

design: the front of the face is a concave line with a bead 

at the junction of the arm. A diadem line runs from the 

top of the face, and stops short of the beaded line forming 

the back of the head. The crescent-shaped cheek section 

is retained, as is the bead for the eye. The hair is of 

split-palmette derivation, and the curl at the back 

descends from a shape probably derived from the base of 

a leaf stem. This style of driver is called the “link-driver” 

because it, along with other features, forms a link 

between Class I and Class III.  

The major transition between these classes comprise 

Group J, the coins of which were entitled “Link Coins” 

by Rybot, although at the time they were thought to link 

coins which later were assigned to Class VI to IV, III and 

II. Of these, the similarities to Class III were accurately 

observed by Rybot; the other connections were made 

based on loose similarities, and any connection, if it 

exists, was due to influence rather than evolution.  

 

The obverse of Coin 61 resembles the preceding coin.  

On the reverse, the head above the pony has a nose of two 

stacked beads, and the curl-and-leaf emblems have only a 

short lash, each terminating in a bead in front of the 

pony’s mane.  

 

In Coin 62, the mouth ornament on the obverse last seen 

in Group H now resumes, and the back of the neck is 

much lower than the front.  

The reverse of Coin 62 is similar to the first reverse 

variety of Coin 60, but the curl of the driver’s head omits 

the leaf-stem-base shape, and ascends to a partial diadem.  

 

The obverse of Coin 63, which is the last coin of Group I, 

is the same as the obverse of the preceding coin.  

The reverse of Coin 63 has the curl-and-leaf emblems 

conjoined with a bead, the united lash then connecting to 

the small head, again given a curl in the usual manner. 

The curl of the driver’s head is set as it is in Coin 60 and 

61, but the leaf-stem-base shape is absent, and the end is 

linear.  

Class I ends with Group I. This was a very difficult class 

to place into chronological order, and some uncertainties 

must remain, particularly in those coins that were outside 

of the subgroups, and before the last coins of Group I. As 

usual, greater emphasis is given to the most minor of 

design elements, as everywhere the telling characteristic 

style is to be found in the details.  

GROUP J 

The coins of Group J form a link between Class I and III. 

The obverses of this group are distinguished by a circular 

eye truncated at the top by the eyebrow, and a round 

pupil superimposed on a horizontal line. On some coins, 

the horizontal line through the pupil may not be readily 

visible, particularly when viewing photographs. The 

noses are very similar to those of Class IV, but rather 

than having a clearly defined bead, they simply swell at 

the tip. The back of the neck is an extension of one of 

those hairs, as it was on Group H, and in this case, it is 

the lowest hair. This is maintained for the rest of Series Y 

with a single exception: where the back of the neck is 

formed from the second hair from the bottom, on Coin 81 

(Group M). The truncation of the neck is again a solid 

line as in the earlier coins of Class I, and this feature is 

continued for the rest of Class III. The reverses are very 

similar to those of the previous group, with a few small 

but important differences in both the drivers’ and the 

ponies’ heads. The drivers’ heads have acquired a lower 

“eyelid,” although in the last coin of this group, it appears 

to be absent. The face of the pony changes from the form 

of the last group, where there is a bead for an eye and a 

comma-shaped cheek section, to the style of the 

following group, where the eye is omitted and the cheek 

section is enlarged with a notch at the top, thus 

representing the eye by a negative space.  
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The chronology is as follows:  

Group 

J  

Coins 

(64, 65), 66, 67 

Chronology of Group J Coins 

 

The obverse of Coin 64 follows the general description of 

the group; the small line appearing between the third and 

fourth curls of the head is due to a die break, and is not 

present on all of the coins.  

The reverse is similar to the second variety of Coin 60, 

except that the lash of the inner emblem does not 

terminate in a bead in front of the pony’s forehead, and 

there is a lower eyelid on the driver that connects to the 

top of the beads at the back of the head.  

 

The obverse of Coin 65 is the same as the previous coin.  

The reverse is similar to the first variety of Coin 60, but 

the lower eyelid of the driver, introduced in the previous 

coin, is now connected to the front of the face, forming a 

crutch shape.  

 

The obverse of Coin 66 is the same as the two previous 

coins.  

The reverse resembles Coin 64, except that the curve of 

the driver’s eyelid echoes the curve of the front of the 

face, and the pony’s cheek section is now notched as 

described at the beginning of this section.  

 

The obverse of Coin 67 is an oddity; this is the only coin 

in Class III and I that has whisks. The configuration of 

these whisks is unique to the entire Coriosolite series. 

Starting at the front of the head, the first whisk rises from 

between the forelock and the first curl in an S-shape. 

Behind the top section, and touching it, is an outlined 

crescent that points downward; behind this, and also 

touching it, is an opposed crescent of the same form. This 

crescent connects to just beneath the curl of another 

whisk, which curves slightly downward and then turns up 

at a right angle before curving downward again, where a 

solid curl descends from it. The whisk then continues for 

a short length and terminates in an upward-curving 

crescent or leaf-shape.  

Opposed to this crescent, and touching it, is another 

whisk of identical form, complete with curl, that is 

opposed to yet another whisk of the same form, their 

junction being slightly greater than a right angle. 

Opposed to the last crescent is another; this time, the curl 

is connected to the crescent rather than being placed 

further down the whisk, which, being only three beads 

long, gives the appearance of a scimitar-bladed knife with 

a single quillon.  

Outside the central opposed crescents at the back of the 

head are two whisks, opposed and connected, each 

terminating in a solid curl. The lower of these whisks is 

of flattened S-shape, the upper slightly irregular. The 

front of the neck is in form of a curl. The mouth ornament 

is open at the top, the higher branch terminating at the 

bead of the base of the nose, the lower branch terminating 

with a single bead for a mouth.  

This elaborate arrangement of whisks may have been 

inspired by the whisks of Groups A and B which are also 

opposed: all of the whisks in the other groups are 

repeated.  

The reverse of Coin 67 also contains some novelties: 

generally, it resembles the previous coin, but the beaded 

line of the driver’s head is replaced with a solid line 

connecting the curl to the arm. The curl of the driver’s 

body does not terminate in the leaf-base shape, but is of 

even width and connects to the lowest segment of the 

driver’s body, which is semi-circular. The pony’s face is 
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given two beads for a mouth, lending a human aspect to 

the face. The curl-and-leaf ornaments are similar to those 

on Coin 61, except that a line extends upwards from the 

inner ornament and then travels backward, where it 

becomes the diadem of the head above the pony. A 

further line travels from the outer ornament in a 

serpentine manner, becoming the lower part of the face of 

the small head, and ending at the nose bead.  

Coins such as this seem to be deliberate novelties, and 

not a change in direction of the design evolution, 

although some of these features may be continued in 

varying forms. The reasons for undertaking such radical 

design changes are difficult to assess: they may simply be 

indicative of boredom and the need to try something 

different, or perhaps they are showpieces designed to 

impress a contemporary; alternatively, they may be in 

some way votive, or have some other religious 

significance which would make it sacrilegious to repeat 

the design.  

GROUP K 

The coins of Group K are the first coins of Class III 

proper, and have the anchor-shaped nose that is 

characteristic of this class; as well, the eye no longer has 

the lateral line behind the pupil found in Group J. 

Group K is defined by the shape of the front of the neck, 

which curves forward to meet the mouth ornament, 

giving the effect of a letter “C” with the opening at the 

four o’clock position. Note that in Group K, the mouth 

consists of two beads, but for the rest of Class III, a single 

bead is used.  

The chronology, although tentative, is as follows:  

Group 

K  

Coins 

(68, 69, 70, 71) 

Chronology of Group K Coins 

 

The obverse of Coin 68 is distinguished from the other 

obverses in this group by the presence of a short diagonal 

beaded line terminating in a curl behind the neck. This is 

apparently a vestige of the small whisk behind the neck 

of Coin 67 of Group J, and could have been used to fill in 

the space between the lowest curl of the head and the 

neck, but it is interesting that the die-engraver chose to 

echo the curl of the mouth ornament, rather than oppose it 

in the normal way. In all other respects, this obverse 

follows the definition for the Group and Class.  

The reverse of Coin 68 seems to be a continuation of 

Coin 67, in that the pony has a clearly defined face. In 

this case, the upper lip is a bead rather than a hemisphere, 

and there is neither a bead, nor a swelling of the line, at 

the end of the nose. The lower eyelid is omitted on the 

driver’s head, and the beaded line of the base of the head 

resumes. The curl of the driver’s head is detached, and is 

shaped like the number “6” lying on its open side. The 

lash is wavy, and is divided from the outer curl-and-leaf 

emblem by a slight swelling of the line, rather than a 

clearly defined bead. The lash connects to the curl of the 

head above the pony in the usual manner.  

 

The obverse of Coin 69 resembles the previous coin 

without the small beaded line and curl behind the head.  

The reverse is similar to Coin 66, but the driver’s head 

has a diadem, and the beads at the base of the head 

continue up to an isolated bead above the eye. The head 

above the pony returns to the normal style. The lashes 

and emblems are similar to those of Coin 68. There are 

two other varieties of this coin in which the pony’s head 

varies: in the first variation, the style is the same as those 

of Class I; the second variation is similar, but omits the 

eye.  

 

The obverse of Coin 70 is similar to the previous coin.  

The reverse is similar to Coin 66, but the beaded line at 

the base of the driver’s head consists of two elongated 

beads at the back, positioned at the inner top of the curl, 

and two round beads at the front by the arm. The position 

of this line can be compared to Coin 67. The space above 

this line and below the cheek section is filled by a round 

bead at the back and an elongated bead at the front. The 

overall effect is rather untidy. The pony’s face is the same 

design as on Coin 66, and the arrangement of the lash and 



Celtic Improvisations 

 48 

curl-and-leaf emblems is similar to Coin 68, but the outer 

lash is divided by a bead, and the bead on the inner lash 

touches the first bead of the pony’s mane.  

 

The obverse of Coin 71 resembles that of the previous 

coin.  

The reverse is unusual in the style of the head above the 

pony, here enlarged by the addition of an enormous cheek 

section, so that the line of the front of the face curves 

outward and then back in a curl, its end tucked in beneath 

the bead at the end of the diadem line. The lash and 

emblems are similar to those of the previous coin, except 

that the inner lash does not have a defined bead terminal, 

but connects to the front bead of the mane.  

Group K marks the end of the style of the pony that 

began Class I and is also the end of the style of driver that 

began in Group I. The lack of continuation of the reverse 

style, and the trial and error fashion of the designs 

without any clear evolutionary traits, made this group 

difficult to place in a certain chronological order. Coin 68 

is placed first because of the style of the pony’s face and 

the vestigial whisk, although a variety of Coin 69 has a 

pony’s face of Class I style, last seen in Group J, even 

though there is considerable subjectivity in the 

chronology of this group.  

GROUP L 

In Group L, the curved front section of the neck on the 

obverse is abandoned, and the neck returns to the general 

shape of the earlier coins of Group H and all but the last 

coin of Group J. The reverse design undergoes major 

changes: the pony is no longer human-headed, its nose 

coming to a point, its mane larger, its neck arched. The 

effect is reminiscent of a seahorse. The tail, which had 

been of the same design in all of the Coriosolite coins, is 

now wavy, and consists of four strands.  

It is easy to imagine this pony as an ancestor of the 

Shetland, and the Celtic chariot pony may well have 

looked very much like this. Although the Gauls were no 

longer using ponies for warfare like their British 

counterparts, it is likely that some were retained for 

ceremonial or parade purposes. The die engraver seems to 

have taken his inspiration from a life study, as I know of 

no other representation of this style on coins or artifacts.  

The driver’s head returns to the form of Group H and the 

early part of Group I. The driver’s body is omitted, but 

his hand is retained, and issues from his nose in a straight 

line. The standard in front of the pony, also prevalent in 

Group H and early Group I, resumes here. The upper 

section of the boar’s foreleg, instead of being a straight 

line, now consists of two curved lines. The chronology of 

this group is difficult to ascertain, although the last two 

coins, by reason of the style of the lashes, are at least in a 

logical sequence. In part, this difficulty in ordering these 

coins is caused by Rybot’s decision to incorporate five 

varieties into one illustration (Coin 73). That the varieties 

are all recorded has to be taken on trust.  

There is a specimen of Coin 73 in my own collection, 

where the driver has no arm section; whether the coin is 

of the second or fourth variation cannot be determined, as 

the banner is off the flan. Rybot may have considered the 

missing arm too trivial to record, or perhaps it is a 

variation not present in the hoard. There may also be 

variations in the boars in these varieties, particularly in 

the presence of the upper hind leg, as in Coin 74, or its 

absence, as in Coin 72.  

The chronology is as follows:  

Group 

L  

Coins 

(72, 73, 74) 

Chronology of Group L Coins 

 

The obverse of Coin 72 differs from the obverses of 

Group K not only by the style of the neck, as previously 

mentioned, but also by the change in the lower section of 

the mouth ornament above the curl from a solid line to 

one composed of beads.  

On the reverse of Coin 72, the pony’s ears resemble a 

letter “N” lying on its side, the topmost upright 

connecting to the front of the mane. Each of the forelegs 

terminates in a bead at the top: one bead is set at the base 

of the chest section, the other at the junction of the 

shoulder ridge. The lash is composed of three somewhat 

wavy lines that run parallel to each other, each line 

connecting to a bead at the top of the “Union Jack” 

banner. As mentioned before, the boar’s hind leg is 

missing the upper section.  
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The obverses of the five varieties recorded here as 

Coin 73 are assumed to be of the same type as Coin 72, 

differing only in the proportions of the elements and how 

they relate to each other. The specimen in my own 

collection has a forelock that is set far lower on the 

forehead than the one on Coin 72, and the nose is thus 

smaller and also set lower.  

The first reverse variation has a scalloped line at the top 

of the mane instead of the usual beads, and the lines of 

the lash come together to a point, connecting to the curl 

of the head above the pony at a position lower than on 

Coin 72. The second variation has a banner that is divided 

into a top and bottom section, each containing an “X”, 

one line of the lash connecting to the bead at the left, the 

other two lines to the bead at the right. The third variation 

is the same as the previous one, except that the pony has 

no ears. The fourth variation has a banner consisting of a 

St. George’s (Greek) cross superimposed with two double 

chevrons opposed at their points.  

The fifth and last variation has a lash of two criss-crossed 

wavy lines containing a series of X’s in all the 

compartments except the two closest to the head above 

the pony. The first compartment, closest to the head, is 

larger than the others, and connects to the curl of the head 

in a pincer-like manner; the second is too small to contain 

an X. This small compartment is bracketed above and 

below with two small curved lines, which also appear at 

the junctions of the main lines of the lash. The lash 

becomes a single line at the banner end, and forks out to 

connect to both sides of the top of the banner, which is of 

the same stacked X-in-square type as the second 

variation.  

 

Coin 74 differs from Coin 72 on the obverse by the 

resumption of the usual type of mouth ornament.  

The reverse of Coin 74 omits the driver’s arm section. 

The pony is earless and its shoulder ridge continues 

above the back into a curl opposed to the curl of the 

mane. The front legs are drawn in the usual manner. The 

lash is a simplified version of the fifth variation of the last 

coin: it is formed of two opposed wavy lines, the three 

wide sections each containing an X. The top of the lash 

again connects to the head above the pony in a pincer-like 

manner; the bottom connects to the “Union Jack” 

standard at the center and right-hand beads. The boar 

once again has the upper hind leg section.  

The variations found on the coins of Group L are, for the 

most part, random. The only indication of evolutionary 

change is the lash of the fifth variety of Coin 73, which is 

perfected in Coin 74, and continues with variations in the 

next group. This lash design occurred previously in 

Groups H and I; in those coins (33 and 49), it was less 

successful, containing only two X’s, and coming to a 

point where it met the head above the pony. In Group L, 

it is used with more flamboyance, and the pincer-like 

ends provide negative spaces that are both more pleasing 

and more characteristic of Celtic art of the period.  

GROUP M 

The last group in Series Y, the coins of Group M, exhibit 

evolutionary change as well as the variations that are 

typical for this series. Most of the design differences are 

to be found on the reverses of these coins, the obverses 

differing sometimes only in the design of the forelock. 

The head above the pony is discontinued, and in its place 

is an ornament of reversed S-shape, swelling at the top to 

the outline of a curved leaf, creating a void which is then 

filled by a solid crescent of similar shape to the void. Half 

of these interior shapes are free-floating; the rest merge 

into the bottom of the reversed S-shape of the ornament.  

The evolutionary aspects of this group is expressed by 

two subgroups: in M1, the lash attaches to the mane 

ornament, and the pony’s ears are shaped like the number 

“3”; in M2, the lash attaches to the driver’s forehead, and 

the ears are laurel-leaf shaped. There is one coin, 79, that 

is transitional. On this coin, the lash attaches to the mane 

ornament as in Subgroup M1, but the pony’s ears are 

laurel-leaf shaped as in Subgroup M2. As mentioned in 

the introduction to Series Y, these very coins gave me my 

first glimpse into how the overlapping evolutionary 

changes in the designs could furnish a tighter chronology 

of the Coriosolite coins than the more conventional 

methods could, and this made it possible to expand the 

six classes into fifteen groups, with additional subgroups.  

The chronology is as follows:  

Group 

M  

Coins 

(75, 76, 77, 78), 79, 

79 var., (80, 81, 82)  

M1  (75, 76, 77, 78)  

M1/M2 transition  79 

M2  79 var., (80, 81, 82) 

Chronology of Group M Coins 
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The obverse of Coin 75 is similar to the previous coin.  

On the reverse, the lash is similar in design to the 

previous coin, but contains six X’s. Where the lower line 

connects to the tip of the mane ornament, the lines of the 

lash run parallel. At the front of the lash, the lines are 

pincer-shaped and end above the “Union Jack” banner. 

The central part of the mane ornament connects with the 

bottom of the reversed S. The ears of the pony, although 

roughly approximating the “3” shape, do not show this as 

clearly as on the following coins. The front legs of the 

boar are drawn in the usual manner.  

 

The obverse of Coin 76 is different in that the forelock is 

not connected to the forehead, but floats in front of it. The 

central S-shape of the forelock is heavier than usual, the 

top terminating in a curl, the reinforcing lines 

surrounding only the bottom, the ending in the middle of 

the S-shape. There are considerably fewer curls on the 

head than is usual.  

On the reverse of Coin 76, the lash contains three X’s. 

The two lines of the lash become a single line which 

curves around to meet the tip of the mane ornament. The 

front end of the lash and the banner are similar to those 

on the previous coin. The central upper part of the mane 

ornament is not an extension of the lower part, but is an 

isolated crescent. This feature continues for the next two 

coins. The ears of the pony are clearly “3” shaped.  

 

The obverse of Coin 77 is similar to the obverse of Coin 

75.  

On the reverse, the lash contains five X’s, the one above 

the mane ornament utilizing the upper line of the lash as 

one of the diagonals. In other respects, the lash and 

banner are similar to the previous coin, although the 

banner is set inward so the inner line of the lash points to 

the outer corner of the banner.  

 

The obverse of Coin 78 has very few curls on the head, 

and they are poorly executed, askew, and badly spaced. 

Being unique in the hoard, this coin is missing much 

pertinent information. What is present resembles the 

previous two coins. An identifying feature of the reverse 

die is the lower line of the boar’s head turning downward 

at a right angle to become the upper front leg.  

 

The obverse of Coin 79 is similar to that of Coin 75, 

although the forelock is of the same type as on Coin 76, 

but is connected to the forehead, and the central part of 

the design is thinner.  

The reverse of Coin 79 shows the transition from 

Subgroup M1 to Subgroup M2: The ears of the pony 

resemble laurel leaves, but the lash still connects to the 

mane ornament of the same design as on Coin 75. In this 

case, the lower line curves backward to meet the 

ornament in the usual manner, but the upper line is 

retained, and curls upward in opposition. The lash 

contains five X’s, and is connected to the banner on either 

side of the central bead. The upper section of the boar’s 

hind leg is missing, and the lower line of the boar’s head 

curves downward and forward to become the upper 

section of the foreleg.  

Coin 79 var. marks the beginning of Subgroup M2, and 

presumably only differs from Coin 79 in the lower line of 

the lash connecting to the driver’s forehead.  
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The obverse of Coin 80 is similar to that of Coin 75.  

The reverse of Coin 80 has a lash that contains four X’s, 

and ends just above the right side of the banner, which 

consists of a St. George’s (Greek) cross superimposed on 

two opposed double chevrons. The upper section of the 

boar’s hind leg is again present, and the foreleg is the 

same as in the previous coin.  

 

The obverse of Coin 81 resembles the previous coin, but 

there is a short hair between the lower ear-spiral and the 

back of the neck.  

The reverse of Coin 81 omits the curl on the upper line of 

the lash, since now that the lash connects to the driver’s 

forehead, the engraver finally realizes that this curl no 

longer opposes another element, as it did when it curved 

forward to the mane ornament. The method of bringing 

the two lash lines together in a single line, as on Coin 76, 

resumes. The lash, containing five X’s, ends just above 

the centre of the “Union Jack” banner. The boar is again 

engraved in the usual manner, with a straight line for the 

top section of the foreleg.  

 

The obverse of Coin 82 differs from the previous coin by 

the lowest outer hair on the head, near the neck, which 

has no curl.  

The reverse of Coin 82 has a novel driver’s head: the 

nose is short, and extending from the bead are two 

backward curls, the whole motif resembling the number 

“3.” The lash contains four X’s, the single end extending 

back in a slight curve downward to just in front of the 

middle of the driver’s crest, where it turns sharply 

downward to meet the forehead. The front of the pony 

and the banner are the same as on Coin 79. The mane 

ornament is of the same type as on Coin 75, but is larger, 

and the central part is heavier. The boar is again of the 

usual type. Although not mentioned as being especially 

common by Rybot, I have seen more examples of this 

coin than any other in this group.  

This is the end of Series Y, the continuum of six groups 

comprising Class I and III. This series does not contain 

the smooth evolutionary changes so characteristic of 

Series X, and it is marked by some faltering and 

indecisiveness of purpose; however, there are some 

fortunate results, and the final designs of the reverses are 

certainly very beautiful, particularly in the style of the 

pony. This is enhanced by the production technique, 

which allows remarkable crispness on many of the coins, 

so much that it is possible to see the faint marks left by 

the engraving tools on the die in some cases.  
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SERIES Z: 

THE COINS OF GROUPS N AND O (CLASS II) 

 

 

Series Z Flow Chart: The chronology, and the 
relationship of groups to classes 

Obverse features: 
 

 
1.1 Beaded neck truncation 

1.2 Linear neck truncation  

 
2.1 Whisks around head 

2.2 No whisks around head  

 
 

3.1 Bead lips 

3.2 “V” stalked lips  
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Reverse features:  

 
4.1 Beads on inside of tail 

4.2 Beads on outside of tail  

 

The coins of Series Z were the last to go into production. 

Their distribution was different from both Series X and Y 

and is difficult to pinpoint, although the mint site was 

probably on or near the West Coast of Normandy, 

technically in the territory of the Unelli.  

The design of the obverse of these coins is highly 

derivative of the coins of Series X, but the elements 

borrowed are not used in the same order as in Series X. 

Design changes are made on such a random basis that it is 

impossible to state with any certainty which order the 

coins run in. These coins are divided into two groups on 

the basis of the design of the tail of the pony. That these 

groups are consecutive is fairly certain, because of 

changes occasioned by the abandonment of the whisks 

and the introduction of a V-shaped mouth. Both of these 

features come early in Series X, but are at opposite ends 

of Series Z. The coins with whisks are placed first, 

because it is most likely that they would be abandoned 

when it was realized that they were generally off the flan, 

or weakly struck by being too near the edge. When the 

only parts of the design that appear evolutionary are in 

fact derivative, it is difficult to be certain of the 

chronology. The reverse designs actually vary only in the 

type of tail, and even this variation shows little 

imagination. All in all, these coins are a sorry lot, perhaps 

produced in a hurry by die engravers with little craft and 

pride in their work. Rybot remarked that there were 

probably more dies than recorded, but with so much 

similarity, and many differences perhaps attributable to 

faulty striking, it was difficult to sort them out.  

Series Z coins have an eye and nose arrangement on the 

obverse that most closely resembles that of Group J, 

although the line through the pupil, characteristic of that 

group, appears on only one of the Series Z coins. There is 

a beaded mouth ornament very similar to the front whisks 

on the coins of Groups A and B. When there are whisks 

around the head, there are three of them, of the same 

design as in Groups C to F. The forelocks are of the same 

type as those of Groups H to M. The back of the neck is a 

continuation of one or two of the hairs. The reverse 

design is less derivative, but shows little variation: the 

pony’s head resembles the most common type of 

Groups H to K, but omits both the eye and the cheek 

section, extending the line of the mouth back to run 

parallel with the inside of the mane. The nose has a bead 

at the tip. The rear leg of the pony has a crutch shape at 

the top, framing half of the rump. This device appeared 

on the hind leg of the boar on Coin 67 of Group J. The 

pony also has fetlocks. The tail’s outline is similar to 

those of Groups A to K, but it curves backward more at 

the tip. The tail is either outlined with a solid line and has 

a single beaded line in the centre, or is outlined by a 

beaded line with a single solid line in the centre.  

The driver is set high above the pony and leans forward, 

his nose almost touching the mane, his body segmented 

as in Groups G and I to K, but without the attached curl. 

There is a curl, though, behind and below the driver’s 

body, connecting to a beaded line curving over his back 

and extending forward as a lash. It curves down in front 

of the pony, ending in front of the emblem, usually 

consisting of a cross of four pellets, sometimes connected 

by two crossed bars, sometimes only one bar connecting 

two, and sometimes no bars at all.  

There is an additional beaded line that rises from the leaf 

shape at the end of the mane and curves back and 

downward close beneath the driver’s body to meet the 

first beaded line above the curl, lending an aspect of arm 

and hand to the curl and leaf of the pony’s mane. This 

beaded line may also double as the side of the chariot and 

the shoulder and upper arm of the driver. The driver’s 

head is shaped like a tennis racket with a bead for an eye 

and another at the tip of the nose. Above the head and the 

upper beaded line is another emblem of the same type as 

those in front of the pony. Below the pony is a boar 

whose body, bristles, and tail are of the same style as 

those in Groups H to M. The boar’s head extends upward 

from the front of the chest towards the pony’s knee, and 

consists of a straight line with a large bead at the base and 

a smaller bead at the top. There is a tusk, represented by a 

small pointed line that rises at a right angle near the end 

of the snout. The boar’s legs are represented by a wide 

V-shape with a bead at each end and one at the junction. 

This is the most curious part of the design: it appears 

nowhere else on Celtic coins, and it is temping to view it 

as a proto-legend with the V standing for VIRIDOVIX 

and/or VNELLI (Viridovix of the Unelli was the 

commander-in-chief of the Armorican forces defeated by 

Sabinus in 56 BC).  
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GROUP N 

This group is simply defined by the interior beaded line 

of the pony’s tail. The chronology, although uncertain, is 

as follows:  

Group 

N  

Coins 

(83, 84, 85, 86, 87, 88)  

Chronology of Group N Coins 

 

On the obverse of Coin 83, the truncation of the neck is 

beaded, and the back of the neck is defined by two lines 

that descend as hairs from the head. There are three 

whisks; the front whisk nearly touches the forehead. The 

forelock points downward, and consists of a narrow 

S-shaped solid with a floating outline. The lips consist of 

two beads.  

On the reverse of Coin 83, the two beaded lines around 

the driver meet at the curl. The beads of each of the 

emblems appear to be connected by crossed bars.  

 

The obverse of Coin 84 differs from the previous coin by 

the use of a single line for the back of the neck. The front 

whisk starts in front of the first hair. The S-shaped 

forelock, in the usual upright position, is reinforced on 

the lower half by two curved lines.  

The reverse of Coin 84 has the lower beaded line meeting 

the upper one in the usual position above the curl. The 

lines connecting the beads of the upper emblem are 

shaped like a plus sign, but the lines of the lower emblem 

have the horizontal superimposed on the vertical. There is 

a small vertical line in front of the boar’s bristles.  

 

The obverse of Coin 85 again has two lines for the back 

of the neck, and the truncation is now a solid line. The 

forelock consists of an S-shape that is larger at the lower 

curve, and a small curved line runs from the lower 

terminal of the S to the middle. A crescent fills the void 

thus created.  

The reverse of Coin 85 is similar to the previous coin, 

although the configurations of the lines in the emblems 

appear reversed, with the superimposed lines being on the 

upper emblem. The small line in front of the boar’s 

bristles is omitted.  

 

The obverse of Coin 86 is similar to that of Coin 84, but 

it has a solid line for the truncation, and the extra hair 

between the ear-spiral and the back of the neck.  

The reverse is the same as Coin 85.  

 

The obverse of Coin 87 is similar to that of Coin 85, but 

with a single hair forming the back of the neck.  

The reverse has only a horizontal line connecting two of 

the beads of the lower emblem. The configuration of the 

upper emblem is unclear. In all other respects, it 

resembles the previous two coins.  
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The obverse of Coin 88 is similar to the previous coin, 

but the lower line of the nose and the two beads of the 

mouth are set forward, giving an odd expression to the 

face.  

The reverse resembles that of coin 85, although the 

configurations of the lines in the upper emblem are 

unclear.  

GROUP O 

Group O is the final group in the series. These coins are 

defined by a reversal in the configuration of the tail; here, 

the central line is solid and the outside lines are beaded. 

Again the chronology is uncertain.  

Group 

O  

Coins 

89, 90, (91, 92, 93)  

Chronology of Group O Coins 

 

The obverse of Coin 89 is similar to that of Coin 87, but 

there is a single bead for a mouth, and the base of the 

nose swells a little.  

The reverse has only two isolated beads for the lower 

emblem. The upper emblem, if it exists, is off the coin.  

 

On the obverse of Coin 90, the whisks are abandoned. 

Two beads are again used for the mouth. The lower 

eyelid is shaped like a hockey stick. The bottom curl of 

the mouth ornament is absent. The forelock is similar to 

that on Coin 86. There is an extra hair between the lower 

ear-spiral and the back of the neck.  

On the reverse of Coin 90, the two beaded lines meet at 

the curl as on Coin 83. The emblems consist of four 

beads unconnected by lines.  

 
The obverse of Coin 91 has a normal lower eyelid, and 

the bead lips are abandoned and replaced by “V” stalked 

lips as in Group C. The forelock is similar to the previous 

coin. The back of the neck is made up of two lines, as in 

Coins 83 and 85, but the truncation of the neck is a 

novelty: it is an ellipse, the lower line solid, the upper 

line beaded.  

The reverse of Coin 91 is the same as Coin 90.  

 
The obverse of Coin 92 is similar to the previous coin, 

except that there is a normal truncation, and the forelock 

is of the same type as on Coin 89. There is an extra hair 

between the lower ear-spiral and the back of the neck.  

The reverse of Coin 92 is the same as Coin 90.  

 

The obverse of Coin 93 has eyelids that do not connect to 

the nose, although the upper lid just touches it. A  
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horizontal line extends backward from the pupil of the 

eye. The forelock is the same type as on Coin 91. There is 

the extra hair at the neck as in the previous coin.  

Again, the reverse is the same as Coin 90.  

The order of the coins in Group O is more obvious than 

in the preceding group, but both of these groups should 

be treated with caution in this respect. There are not 

enough varieties of coins in Class II to be certain of the 

habits of the die engravers, although it is encouraging that 

the last three coins, having the same mouth on the 

obverse, appear to be die-linked to the same reverse die. 

The large number of Class II coins in the Jersey hoards, 

coupled with the relatively few dies, indicates that the 

issue was very late and there was little time for the coins 

to disperse before the Roman yoke descended on the 

people of Armorica.  
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CHAPTER FOUR: 

ARMORICA AND THE GODS 

While much Celtic art incorporates known religious 

motifs into the decoration, we can never be sure of how 

much of the art can rightly be called religious. Were 

these objects considered sacred? And to what degree? 

Or were the religious motifs merely part of the 

repertoire of the artist, utilized for purely visual 

reasons? As most Celtic art is abstract, there is little 

narrative content. The Gundestrup cauldron, although 

usually illustrated in even the shortest articles about 

Celtic art, is not typical, and its depiction of Celtic 

myth probably owes much to foreign craftsmen.  

There is greater reason to assume that most Celtic coin 

designs are religious. Portrayal of living persons as in 

the case of Greek coins of the Hellenistic period is 

rarely claimed. Heraldic types are difficult to 

disentangle from religious types; just as the pegasus on 

coins of Corinth could be called heraldic, and 

pertaining to that city, yet it is also a mythological 

creature, so the tree emblem on coins of the Dobunni, a 

British tribe, is particular to that tribe, yet has 

mythological ties beyond its boundaries.  

In the case of Coriosolite coins, there is little in the 

designs that cannot be found on the coins of other 

Celtic tribes. Some of the motifs are particularly 

Coriosolite, but this is usually only because of their 

style, not their subject.  

As the coins of the Armorican tribes are stylistically 

affiliated, and solar symbols, such as a pellet within a 

circle, are common on both the obverses and reverses, 

it is safe to assume that the types are religious, and that 

the designs of both sides of the coins deal with the 

same concepts. This conclusion came from the 

discovery of the enfolded nature of the coins designs 

observed while determining their stylistic evolution.  

Most of the earliest Celtic coins were derived from the 

gold staters of Philip II of Macedon, depicting the head 

of Apollo on the obverse and a chariot on the reverse. 

As one aspect of Apollo is the sun-god riding his 

chariot across the sky each day, it would be easy to 

leave the matter there. For most people, the 

combination of this image with its attendant 

sun-symbols is enough to describe many Celtic coins 

as having, on the obverse, the head of Apollo.  

While the Celts derived their coinage design from the 

Greeks, they did not derive their religion from them. 

Though there are connections and similarities between 

the two cultures, these two religions are better viewed 

as having points of commonalty in their ancestry.  

There can be two causes for the similarities: the first, 

that certain ideas could have originated in one area, and 

then been transmitted elsewhere by the movement of 

people; the second, that in their attempt to understand 

the universe and their relationship to it, people are 

inevitably led in similar directions.  

Celtic mercenaries had been paid in gold staters of 

Philip; they had also been paid in gold staters of his 

son, Alexander the Great. Although there are some 

Celtic copies of the latter coins, they did not inspire the 

Celts as much. Their design, the helmeted head of 

Athena on the obverse and the standing figure of Nike 

on the reverse, obviously did not strike the same chord 

with the Celts as the image of Apollo.  

The design of the chariot would have been favored by 

the Celts, but on the continent, the image persisted on 

the coins long after the vehicle had been abandoned in 

favour of cavalry. Only in Britain did chariot fighting 

last into Imperial times.  

The Romans equated the Celtic gods with their own. 

When Caesar listed the gods worshipped by the Celts, 

he said that Apollo averts illness (Caesar, VI.17). 

Later, Romano-Celtic inscriptions give credit to this 

interpretation, Apollo being often associated with 

mineral springs. A popular mineral water bears his 

name to this day.  

The Celtic gods cannot be equated, one to one, with the 

gods of the Greeks and Romans. A Celtic god later 

associated with Apollo as healer might be different 

from a god later associated with Apollo as the sun god. 

Many of the Celtic gods were regional: a god of war in 

one area would have a different name, and perhaps 

different attendant legends, from a god of war in 

another area. Romano-Celtic inscriptions are scarce in 

Armorica: we may never be able to name the god 

depicted on Coriosolite coins. It is not even certain that 

we are dealing with a god associated with only the sun; 

although shown with sun-symbols, the god of the 

Coriosolite coins could be a god of the sky, the 

heavens, or even a universal god.  

The classical literature does not help much; the 

commentators were more interested with stories of the 

bizarre, things that emphasized the differences between 

themselves and the barbarians: human sacrifices and 

the taking of heads as war trophies morbidly fascinated 

them. The mysteries and power of the Druid class were 

much spoken of. It is rare for a classical author to take 

any notice of Celtic theology. As the Druids were 

careful to keep their beliefs secret, forbidding them to 

be put into writing, it is no wonder that information is 

sparse. It is also easy to believe that the superiority felt 

by the Greeks and Romans would not encourage many 

of them to seek out these secrets.  
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It was only after the Roman period that Celtic stories 

were written down. Time alone would have muddled 

and changed these myths. Their religious content, 

buried by hundreds of years of Christian belief, is most 

difficult to interpret. It is Christian monks that were 

mostly responsible for their survival at all. The stories 

of Arthur and Merlin have some Celtic ingredients, but 

they are mostly typical of medieval literature, infused 

with Christian imagery and belief. Even the early Irish 

and Welsh stories are strongly influenced by their time, 

and direct parallels must be used with caution.  

Archaeological evidence can be used with more 

certainty, but even this is sparse and tells us more about 

the religious practices of the common people than it 

does about the religious philosophy of the Druids. We 

can determine what was offered at shrines, and an 

examination of the bones of sacrificed animals can 

sometimes tell us even the time of year of a festival. 

Romano-Celtic temples often yield inscriptions where 

a classical deity is given a Celtic surname, but the 

nature of the offering at such temples can be quite 

different from those at earlier, purely Celtic shrines, 

and we are thus led to believe that the beliefs and 

customs were changed to some degree by a greater 

exposure to the classical world.  

Just as the Celtic religion was changed by the Roman 

conquest of Gaul, so too were the earlier religions of 

Europe changed by the arrival and occupation of the 

Celts. This kind of change is never one-sided. For 

example, a common motif in Celtic art is the 

water-bird, variously described as a swan or duck, an 

image that had existed in Germany in the second 

millennium, hundreds of years before the arrival of the 

Celts to that area.  

There is in the designs of Coriosolite coins a blend of 

conservatism of type and originality of variation that 

enabled me to reconstruct a chronology based on the 

designs alone. The religious imagery of these coins has 

a similar Gestalt; that is, by treating each element as 

part of a philosophical whole, we can avoid the 

simplistic explanations that might be generated by 

taking up each element in isolation. The position of a 

motif on the coin and its relationship to other motifs is 

as important as the nature of the motif itself.  

ARMORICA & THE GODS – MOTIFS: 

 

Fig 1. Examples of Boar and Lyre Symbols on 

Series X 

Certain images can mean different things in different 

cultures and times. We cannot assume that the way we 

view an object is the way all people have viewed the 

same object. To a modern western mind, a tiger is 

ferocious; a Chinese of the T’ang Dynasty might think 

of the same creature as fat and lazy. So, too, have 

interpretations of Celtic images suffered from a casual 

view by a modern mind.  

Two symbols can occupy the space below the pony on 

Coriosolite coins: the boar and the lyre. Treated in 

isolation from each other, they appear to have vastly 

different meanings. In the past, these symbols have 

been referred to as mintmarks, an idea that is easy to 

refute: Series X can have either symbol, while Series Y 

and Z has only the boar. Each series is regionally 

separate. The lyre is most obviously associated with 

Apollo; the boar has no obvious associations, but as it 

is a ferocious animal and as it can be seen carried as a 

standard by Celts on a Roman bas-relief, it is believed 

to be a symbol of war.  

There would seem to be little or no connection between 

these two symbols, but in fact, both symbols represent 

precisely the same idea.  

Caesar stated (VI.17) that the god most revered by the 

Celts was Mercury, and that they had many images of 

him. There is a connection between the lyre and 

Mercury, though not as well known as that of the lyre 

and Apollo. While the inventions of the seven-stringed 

lyre, played with its strings upright, is credited to 

Apollo, Mercury is said to have invented the 

four-stringed lyre or cithara, played with its strings 

horizontal. Macrobius (Sat. i.19) claimed that the four 

strings of Mercury’s lyre represented the four seasons.  

On the Coriosolite coins, the lyre appears below the 

pony in all of Series X, with the exception of Group A. 

Although lyres are depicted realistically on some Celtic 

coins, on the Coriosolite coins, they are of abstract 

form, and consist of a pellet-in-circle sun symbol with 

four lines fanning out from the circle at the ten o’clock 

position.  

It would be easy to dismiss the Mercury connection on 

the basis of the sun symbol; while it is true that 

Mercury is associated with agriculture, and the seasons 

are obviously important to this occupation, this could 

be considered tenuous. For a god as important to the 

Celts as Mercury, there are surprisingly few images of 

him known: on the coins, Apollo seems to 

predominate; among Romano-Celtic bronze statuettes, 

Hercules appears to be most common.  

One of Mercury’s Celtic counterparts, Ogmios, was 

called “sun faced.” Ogmios is the god most associated 

with the head on Armorican coins; beaded strands, with 

or without small heads attached, are sometimes found 

issuing from the mouth of this head. In a conversation 

recorded by Lucian, a Celt describes a depiction of 

Ogmios leading people with cords of gold and amber 
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by their ears (Rhys, 1898, pp. 13-20). The cords are 

attached to Ogmios’ mouth, and the captives do not try 

to break free. They literally hang on every word. Here, 

Ogmios is a god of eloquence, something that the Celts 

were famous for. This was the reason wealthy Romans 

sought out Celtic tutors for their sons.  

The Celt relating this story further confused the 

situation by telling Lucian that Celts did not believe the 

power of speech to be Hermes as the Greeks did, but 

Heracles, because he is much stronger than Hermes. 

Ogmios was depicted as Heracles, with the lion skin 

and club.  

Ogmios’ name, “sun-faced” sometimes interpreted as 

“he of the shining countenance”, is not difficult to 

associate with the head that appears on many 

Armorican coins. On Coriosolite coins, the many curls 

of hair can be interpreted as rays of the sun. On the 

earliest coins of Series X, there is a pellet-in-circle sun 

symbol at the ear position. On some coins traditionally 

attributed to the Abrincatui, three of these symbols 

appear on the cheek in the form of an incuse circle with 

a raised pellet in the centre. Another coin of the same 

tribe has the lyre symbol on the cheek.  

It may be a mistake to call the god on Armorican coins 

Ogmios: the image might be of a similar god known to 

those people by a different name. The important thing 

is not the specific identification of the god, rather that 

Apollo, Mercury, and Hercules can be strongly 

connected to him, and the evidence of coins, artifacts, 

and literature need not be seen as contradictory.  

The lyre symbol appears in an earlier, pre-Celtic 

context. Here it does not represent a lyre at all, but is 

solely a variation on the sun symbol, with a particular 

meaning. It is to be found in a number of forms carved 

into some of the stones at Newgrange temple in 

Ireland. The temple, dated to about 3200 BC, was 

constructed using stones decorated prior to being 

placed in their present positions.  

So far, eight examples of the “radiate” variation of the 

sun symbol are known, one having the four lines of the 

“lyre” variation, two having double sets of four lines. 

Three others appear to have the rays emerging from a 

dish-shaped or broken baseline: two of these have four 

rays, one has a double set of four. Of the eight 

examples, then, six have a single or double set of four 

rays. These “radiate suns” may have a central circle, a 

central pellet, or a combined central pellet-in-circle, 

with or without an additional pellet outside the circle, 

central to the radiate lines (O’Kelly, 1982, Newgrange, 

K2, K88, Co.1/K7, Roof-box).  

One of these representations of the radiate sun symbol, 

on K88, consists of two sets of two lines radiating from 

a central pellet close to the pellet-in-circle; the rays, 

themselves ending in attached pellets, are surmounted 

by an arc of seven pellets.  

The sun symbol on the back corbel stone of the 

roof-box has six radiate lines, or four plus a broken 

baseline, and omits the circle, leaving only the central 

pellet. Nineteen pellets are arranged in two 

semi-circular rows around this symbol. When the roof 

box was opened on the winter solstice, at dawn, the 

light would travel in along a passage perfectly aligned 

to illuminate the inner chamber. The sets of nineteen 

and seven pellets on various of these radiate suns 

represent the nineteen year cycle for reconciling solar 

and lunar time, which involves an intercalation of 

seven months.  

The winter solstice symbolizes the birth of the sun; at 

that time it is at its weakest, but as the days lengthen, it 

becomes stronger. The “lyre” sun symbol, in its 

principal form, then represents the dawn of the year, 

the birth of the sun god. On the Coriosolite coins, we 

see him riding his chariot across the sky with his sun 

sceptre in hand. He has arrived, ready to battle the dark 

forces.  

A sceptic would immediately point out that to compare 

symbols on a megalithic monument in Ireland and the 

customs of Celtic people in Brittany more than three 

thousand years later is reckless—and so it would be, 

without any corroborating evidence: Diodorus, quoting 

the sixth century BC historian, Hecataeus, says:  

“Opposite to the coast of Celtic Gaul there is 

an island in the ocean, not smaller than Sicily, 

lying to the north, which is inhabited by 

Hyperboreans… Apollo visits the island once 

in the course of nineteen years in which period 

the stars complete their revolutions” 

Strabo, and others reporting on the travels of 

Posidonius in the first century BC, tells of an island off 

the Armorican coast peopled by priestesses who 

worshipped a god at a temple that was roofed. It was 

their custom to unroof it once a year, insisting that it be 

roofed again before sunset.  

The Coriosolite territory is outside of the area of 

Brittany famous for its vast megalithic remains, but as 

the distances are not that great, and all Armorican coins 

are related in their style, a common belief structure of 

the indigenous peoples could be expected. Skeletal 

remains of the period suggest a population divided 

about equally between Celts and the earlier people 

(Giot).  

There are other connections between the megalithic art 

of Ireland and motifs appearing on Coriosolite coins, 

but a discussion of these must wait until after an 

examination of the boar symbol.  

Boars are a familiar animal in Celtic iconography and 

mythology. Several bronze figurines are known: some 

are purely Celtic in their execution; others show 

Roman influence, and may be connected to a Roman 

legion that had the boar as its symbol. The well-known 
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Celtic shield from the River Witham in England bears 

traces of an earlier appliqué in the form of a stylized 

boar. There are many Celtic coins that include the 

figure of a boar as a secondary device. The coins that 

have this as a main design are either silver or bronze, 

but interestingly, almost never gold.  

As mentioned earlier, the popular interpretation of the 

boar on Celtic coins is that it represents a standard, 

based on the existence of Roman sculptures that show 

such standards. A better definition is that these 

sculptures depict boar totems.  

The boar is well known for its ferocious temperament. 

It would be easy to make a direct association of this 

aspect to matters of war, and leave it at that, but there 

is another, almost universal meaning for the boar: the 

animal is dark; its white curving tusks resemble the 

crescent moon. Boars use their tusks, not only for 

fighting, but also for digging up tender roots. In 

France, pigs are utilized to dig for truffles. An observer 

would note that pigs generally have a fascination with 

what is below the ground. Thus the pig or the boar has 

symbolized the underworld and night. In various 

mythologies, the boar is the foe of the solar hero. In an 

Irish myth, Diarmait is killed by a boar, which has 

magically been given the same life span as he; as it 

kills him, the boar also perishes. In the myth, the sun 

(Diarmait) is alive for the same period as the night (the 

boar), or the year is divided into two, the months where 

the sun is dominant, and the months where night is 

dominant.  

The reason we do not see the boar as a main element 

on Celtic gold coins may be that the yellow colour of 

the gold symbolizes the sun. As a subsidiary symbol, 

the boar exists with a representation of the sun god, or 

solar hero; on some Armorican coins, it is attached to 

the head on the obverse, and is much smaller, which 

stresses the domination of the sun.  

The boar on the Coriosolite coins is in the same 

position as the lyre, that is, below the pony. It appears 

in Group A of Series X and on all of the coins of 

Series Y and Z. I have discussed the possibility of a 

proto-legend incorporated into the design of the boar in 

Series Z. On the other coins, the boar is of a different 

design. It is standing on a base line, which has tempted 

most people to interpret the entire figure as a standard. 

This requires one to ignore the familiar sun symbol of a 

pellet in a circle in the middle of the line. The sun 

symbol is truncated by the line, giving the impression 

of a rising sun. The boar, representing darkness, is 

witnessing the emergence of the sun, which will grow 

and eventually vanquish it.  

If we imagine that the sun is not rising but setting, the 

meaning then becomes negative, and certainly 

inappropriate to its creators. An interesting variation in 

the boar symbol is to be found on Coin 1, where the 

upper line of the boar’s head doubles as the pony’s 

inner forearm, and the boar’s tusk issues downward, 

just above the knee. A die cutter’s mistake would be 

the obvious answer, but such mistakes do not appear 

elsewhere. In Homer’s Odyssey, Odysseus, a solar 

hero, was wounded in that place by the tusk of a boar. 

Again, there is a reference to the battle between dark 

and light.  

Perhaps the most vivid myth about the boar is related 

by Ovid in the Metamorphoses, in which Meleager, 

accompanied by a party of heroes, hunts down and 

slays the dreaded Calydonian boar. One of these heroes 

even offers a prayer to Apollo that his spear might 

reach its mark. On a Roman Republican silver coin, 

Meleager’s spear pierces the boar. This coin inspired 

an early silver coin of the Corieltauvi, one of the 

British tribes. Subsequently, later coins omitted the 

spear and placed sun-symbols above the boar. On coins 

of the Iceni, the Corieltauvi’s neighbors to the south, 

the spear returns, intersecting the figure of the boar, 

and surmounted by a sun-symbol. The Roman coin 

design was not copied and adapted by the Celts 

because it circulated in their area, but because of the 

pertinence of the type to their own beliefs.  

With the lyre and boar symbols we have two examples 

of syncretism: the first can be traced to Megalithic 

 

Fig 2. Development of the Spear element into the Sun Sceptre 
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Ireland; the second, although figuring in Greek and 

Roman myth, probably has its origins in prehistory 

also, its genesis obscured by its universality.  

Viewed in isolation, these symbols can have different 

meanings. The association of the lyre with Apollo and 

that of the boar with war are both logical, and these 

interpretations contain a germ of the truth: Apollo is 

the sun god who vanquishes the dark forces when he 

rides his chariot across the sky; the boar is emblematic 

of those forces, the Underworld or the house of Hades, 

where go the souls of those slain in war.  

The cycle of the seasons is expressed by the lyre and 

boar symbols. The Druids probably understood this 

cosmic view: Caesar writes that they discussed the 

movements of the heavens. To the common man, these 

ideas were expressed in myth, with stories of 

solar-heroes and their dark opponents. Through Druidic 

instruction, the novice would memorize the legends, 

then in the manner of the mystery religions, be led into 

their cosmic significance by carefully-orchestrated 

“revelations.” The power of the Druids over the tribe 

was thus protected. No one would advance to the 

highest levels without the most careful selection. It was 

essential that these secrets be kept from the uninitiated.  

The endless births and deaths of the sun god were not 

experienced by mere humans, but we are told that the 

Celts believed in the transmigration of souls. This 

would appear to contradict the evidence of Celtic 

graves where warriors would be provided with goods 

for an after-life: weapons, food, and jewelry. Perhaps if 

they were killed in battle in the otherworld, they would 

be reborn into this world again.  

The symbol used for the soul’s journey to the next life 

was different from that used for the sun god. It was a 

double spiral. This symbol is universal and takes 

different forms in different cultures. The most common 

form is the labyrinth: it can be circular or square. A 

line travels in a spiral to a central point; there, another 

line follows the same path outward again. Sometimes 

there is a vertical line bisecting the diagram, and the 

internal line avoids this. The vertical line represents the 

division of this life and the next.  

The Celtic design of this symbol is usually a simple 

side-by-side double spiral; a line starts at the centre, 

spirals outward and then changes its direction and 

spirals inward. Often this is simplified to an S-shape. 

On Coriosolite coins, this double spiral is of a simple 

form with some variations and is at the ear position (a 

similar positioning of the double spiral is encountered 

in Indian symbology). A second spiral is above the 

first, and they are hooked together. Although often 

appearing as two double spirals, they are actually a 

triple spiral, each of the three locks of hair radiating 

outward from each of the spirals.  

The only other representation of this symbol I have 

been able to find is, like the lyre symbol, at Newgrange 

temple, and is of two forms, one with single-line 

spirals, the other with double-line spirals. The reason 

for three spirals rather than the usual two is obscure, 

but may represent completeness, or a return to start the 

cycle again. Joseph Campbell (1959, p. 65) reports that 

the image of a spiral is seen by patients succumbing to 

ether; perhaps this is a part of the experience of other 

forms of unconsciousness.  

As a spiral that travels inward represents death, or the 

journey to the underworld, so then, a spiral that starts at 

the centre, travelling outward, represents birth and 

regeneration.  

The spiral representing the generative powers was seen 

by the Celts in plant life, and much of their symbology 

is derived from plants.  

The curl-and-leaf motif is clearly a depiction of a shoot 

of some plant unfurling a new leaf. It can be taken as 

symbolizing the generative powers of nature, and is 

thus related to the spiral, which represents the portal of 

the underworld, bringing forth life and growth into this 

world. The curl-and-leaf motif appears in many places 

on the coins: in front of the pony as part of the reins in 

Groups D to G; on the tail of the driver, and the pony’s 

mane in some coins of Group G; as an emblem in front 

of the pony in Groups H to K; in an elaborate form as 

the mane ornament of Group M; and finally, in the 

mane curl of Series Z.  

Many leaves uncurl from a spiral. Notable among these 

are some species of willow, from which the Celts 

constructed wicker. In Greece, willow was associated 

with the underworld; later in Europe, it was favoured 

by witches.  

Some leaves unfurl in a double scroll: this shape can be 

seen on the nose of the obverse head of Groups K to M, 

also the driver’s nose on Coin 82 of Group M. Among 

the tree leaves that unfurl in this way are apple and 

poplar, both species having considerable mythological 

references.  

The pony on the later coins of Group M1 has 

laurel-shaped ears: this leaf shape is common to many 

species, including willow. The earlier coins of 

Group M, with the pony’s ears shaped like the number 

3, follow more exactly the folded leaf shape of the 

birch; again, a tree with considerable mythological 

references. Robert Graves says in The White Goddess 

(1961, p. 166) that the birch represented the first month 

after the winter solstice. Readers who would wish to 

pursue the mythological aspect of the various species 

of trees will find much in Graves’ book, as this topic is 

only briefly dealt with here.  

A clear religious connection can be made in the case of 

the pony’s mane curl in Group B, for here is a 

depiction of a sickle. In Greek mythology, Cronus 

castrated his father Uranus with this implement. 

Cronus (personifying time) became the Roman Saturn. 
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He is still with us today, as Father Time: his sickle has 

grown to a scythe, and he is well known to revelers on 

December 31st. The Roman Saturn had his festival, the 

Saturnalia, a couple of weeks earlier. The Saturnalia 

survives in part in our Christmas: presents were 

exchanged and there was great festive indulgence. The 

figure of Father Christmas is really Saturn. Part of the 

Saturnalia that has disappeared was the election of a 

mock king. This is a remnant of the very early custom 

of sacrificing the king once his particular term was 

complete. To some degree it persists, with the New 

Year, where the baby replaces Father Time.  

The Druids would gather the mistletoe with a golden 

sickle. Mistletoe was a plant that symbolized 

procreation, owing to the semen-like flesh of the berry. 

It might be wondered if kissing under the mistletoe at 

Christmas is a very tame version of an earlier practice. 

Many more connections could be made, but the general 

theme is clear: the sickle symbolized the death of the 

old year. It was golden, representing the sun. In 

megalithic times, the event would have occurred at the 

winter solstice. The full term of the old king could have 

been nineteen years, and he was the “Apollo” that 

Hecataeus referred to in the quoted passage.  

Before leaving the subject of the spiral, the form of the 

nose on the obverse head of Group B should be noted. 

This, although sometimes perceived as a shepherd’s 

crook, is more exactly the shape of the lituus; the staff 

held by augurs when dividing the heavens into regions 

for purposes of divination. Its origins are Etruscan; the 

curl at the top on some early examples are of greater 

spiral form. The connection between Etruscan and 

Armorican art is discussed in Chapter 6.  

There is another set of symbols of megalithic origin to 

be found on Coriosolite coins as well as those of many 

other Celtic tribes: the quadrilateral standards 

appearing in front of the ponies on many of the coins of 

Series Y, related to the double spiral in their 

symbology. The most common of these designs is the 

“Union Jack” type. Four lines intersect at the centre of 

a rectangle.  

V. Kruta (1985) has compared intersecting lines such 

as this, found engraved on megaliths in Brittany, with 

the Omphalos, a sacred stone in the temple of Apollo in 

Delphi that to the Greeks marked the centre, or navel, 

of the world. Many such stones are known, often of the 

same sugar-loaf shape as the one from Delphi; some 

are plain, others have engraving on them of various 

types. A very interesting example is the one from the 

subsidiary chamber of the tumulus at Dowth in Ireland, 

where one of the designs is almost identical to the 

“Union Jack” styled banner on the coins. Other similar 

figures are inscribed on the stone, but are circular 

instead of rectangular. There are also a couple of 

spirals. All of the banners on the coins have a common 

denominator: the top half mirrors the bottom half. 

These symbols appear on many Celtic coins: 

sometimes they are a simple cross or an X; The 

engravers of the Coriosolite coins seemed to take great 

pleasure in finding new variations, including opposed 

double chevrons.  

Certain ritual “spoons” have been found in Celtic 

graves having on them an engraved cross (Fox, 1958, 

p.111). In the Christian period in Ireland, the centres of 

crosses are emphasized with a circle. In the Christian 

religion, and as far back as megalithic times, the cross 

has represented resurrection, or, put in another way, a 

crossover point between this world and the next, or the 

boundary between our world and the underworld. The 

boundary was not necessarily one way. In the ancient 

Norse religion, the well and the world tree represented 

this boundary. Offerings in the well would travel back 

in time where they would increase (the offerings were 

always symbols of fertility), and hopefully provided 

bounties in the life of the person who made the 

offerings.  

Recently, this belief has been unconsciously translated 

into the ideas of black and white holes in space. The 

black hole, a collapsed star, draws into itself matter and 

even time, which is spewed out through a white hole 

somewhere else in the universe. Although there is some 

evidence to support black holes, their positive 

counterparts are more of a philosophical construct. 

Like the world tree, the white hole does not deliver its 

contents in a predictable way. Modern physics has 

constructed another similar model in the “S matrix” 

theory: here, two particles colliding create two more 

particles. The resulting diagram, an X with a circle in 

the centre, can be read in any direction, even including 

time inversions. This is not to say that megalithic 

people were as advanced as modern physicists, nor that 

modern physicists have regressed to ancient magical 

thought, but both are concerned with building symbolic 

models of the universe. These models can be observed 

operating in various levels of reality. It is the human 

ability and desire to symbolize that is at the heart of the 

matter.  

On Coriosolite coins, the lash that is attached to the 

banner is drawn in a variety of ways: sometimes it is a 

simple line, but often it comprises two wavy lines that 

form compartments, each enclosing an X. This denotes 

the path of the sun, or the change of the seasons, and 

can be seen as a continuous path through this and the 

underworld and back again. The belief in the 

transmigration of souls may also be expressed here, the 

endless cycle of birth and death.  

In the coins of Groups A and B, one end of the lash is 

attached to the sun-sceptre held by the driver; in 

Group A, the other end is attached to a curious 

ladder-like emblem of four slightly curved lines 

followed by a bead and a crescent. The meaning of this 

is uncertain, but may refer to the phases of the moon. 

In Groups B and C, the emblem in front of the pony is 
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a cross. This could be both a representation of the 

chariot pole and yoke, and the cross of the omphalos. 

Up to now, the focus has been on just four motifs: the 

lyre, the boar, the spiral, and the quadrilateral banner. 

All of these have strongly related meanings. 

Descriptions of the sun-symbol have not been dwelt on, 

as its simplicity and universality shows little more than 

an observation of nature. Sometimes seen as a simple 

circle, it is most often depicted with the pellet 

representing the sun, and the circle representing its 

corona.  

There is one variation of this symbol that is not 

self-explanatory, on Coins 13 and 27: instead of the 

usual pellet within a circle, there is as trefoil. The 

trefoil could represent the divisions of the daytime into 

morning, noon, and afternoon. In a later story, Olwen, 

a Welsh Venus whose name meant “Her of the White 

Track” was so called because wherever she trod, four 

white trefoils would spring up (Graves, 1961, p. 86).  

A counterpart of Olwen was Blodeuwedd, “Flower 

aspects,” the wife of Llew, the sun god. She had a 

lover, and together they plotted the death of Llew, but 

Llew was brought back to life, and Blodeuwedd was 

changed into an owl. Blodeuwedd represented the 

dawn and dusk; her lover, the night—but the sun 

vanquished them both. The story is convoluted, but it is 

reminiscent of how Proserpine came to spend half of 

the year with Pluto and the other half with her mother 

Ceres. When she was in the Underworld, nothing could 

grow, and thus, winter was explained.  

The threefold aspect of the daytime is expressed in all 

of the coins by the three locks of the hair arranged in 

spiral form; the separate curls of the head remind us of 

the rays of the sun, and recall the description of 

Ogmios as “sun-faced”.  

Moving away from cosmological symbols, there is one 

motif prominent on the coins of the Coriosolites that 

returns us to the identity of the god depicted on the 

obverses: the coins of Series Y and Z show a forelock 

on the obverse head. The design of this forelock 

appears as a flame, and probably means idea, thought, 

or inspiration.  

In the Irish “Song of Amergin,” though undoubtedly 

suffering from being translated from the original 

language, there is a line that reads something like “I am 

a god who forms fire for a head.” R. A. S. Macalister, 

quoted in Robert Graves’ The White Goddess (1961, p. 

205) calls this work “a pantheistic conception of a 

Universe where god-head is everywhere and 

omnipotent.” The symbology of this song is different in 

most other respects from that to be found on the 

Coriosolite coins, but the similarity resides in the idea 

of pantheism, which can best be described as the belief 

that God infuses the universe the way life infuses a 

person; without one, there cannot be the other.  

To identify the deity that appears on the Coriosolite 

coins should by now seem somewhat inappropriate. 

We could call him by any number of names, for he has 

been enveloped in a mythological web, where he 

becomes an aspect of so many different gods, that to 

give him any name at all would be misleading.  

The head above the pony on the coins of Groups H to L 

might be compared with the description of Ogmios as 

recorded by Lucian. It has become popular in modern 

times to ascribe these small heads found on many 

Armorican coins to the Celtic practice of headhunting. 

Certainly, many later myths confirm a cult of the head, 

and some Celtic coins depict a rider holding a severed 

head. In the case of Coriosolite coins, the inclusion of 

severed heads is glaringly out of place when the rest of 

the design is considered. In fact, even the association 

with Ogmios is not relevant, when we consider that the 

head above the pony connects by the lash to the 

standard. The small heads are more likely to represent 

an aspect of the deity, or the deity aspects of the idea.  

On the Coriosolite coins, and on many other Armorican 

coins, various objects will be found issuing from the 

head or the mouth. These represent thought and speech 

respectively. The symbolic method is universal, and 

can be seen in North American Indian pictographs, and 

more familiarly, in comic books, where thoughts are 

seen contained in the last of a series of bubbles 

emanating from the head, and the spoken word is 

encapsulated, and has a point of the capsule issuing 

from the mouth.  

The Celts were familiar with the classical deities. They 

had a history of migration, moving westwards from the 

Danube in search of better lands; they would have 

encountered many races and religions. Some Celts 

became Greek mercenaries; many traded with people 

from lands they did not occupy; they even attacked 

Rome. When Celtic tribes settled in new areas, they 

encountered indigenous populations; in Brittany, they 

would have found remnants of the megalithic cultures. 

The Celts did not massacre these people; instead, they 

co-existed, even if as overlords. They were an 

enigmatic people, quarrelsome and warlike, but always 

maintaining a cultural connection and identity.  

It is little wonder that we have failed to understand the 

pantheism of the Celts: they encountered many gods; 

they laughed at people that gave their gods human 

form; and yet, they would discuss theology with the 

Greeks without offending them. Their feeling of 

superiority allowed them to be tolerant, so there was 

never any threat from a foreign religion.  

The Druidic class arose from the exposure and 

assimilation of many religious beliefs: it could 

maintain itself by showing its followers an increasing 

revelation. Caesar reported (VI.14) that students of the 

Druids took as long as twenty years to complete their 

education. In the lower levels of understanding, the 
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nature of the gods would probably have been 

discussed. The Celts did not mind doing this, even with 

foreigners. As the learning progressed, various beliefs 

would have been equated. At some point, or less likely, 

throughout the teaching, comparisons would be made 

of the various stories and the laws of nature. 

Sometimes it would be revealed that the gods were 

abstract forces, and that these forces were all united in 

a single order of the universe.  

Most studies of the Celtic religion approach it from the 

same viewpoint as Caesar: they attempt to build a 

pantheon, or collection of gods, and attribute to each 

deity particular characteristics and areas of 

responsibility. Being exposed to vast numbers of 

Romano-Celtic inscriptions, students then compile lists 

of Celtic god names under headings of the classical 

gods. Sometimes the study is expanded, and 

comparisons are made with other European deities, 

particularly the Norse, but other than repeating what 

the classical authors said about the Druids, there is 

little attempt to reconstruct a Celtic theological system.  

Just as the design evolution and the variations on a 

theme found in the art of these coins provides us with a 

picture of the working of the Celtic aesthetic, so too, 

the enfolded nature of the iconography provides us 

with a picture of the Druidic doctrines; the 

mythological references are many, and span several 

cultures, but they bring us back, time and again, to a 

central theme: the movements of the heavens and the 

inner workings of the cosmos.  

As can be seen symbolized on these coins, the day, the 

seasons, the year, and the nineteen year cycle of the 

heavens are all connected, and the play between this 

world and the underworld, the positive and negative, 

Yin and Yang, were not alien beliefs. As to how far 

Druidic thought advanced, we cannot say, but perhaps 

it is better that way: if all the mysteries of the Druids 

were exposed, their romance would be lost, and we 

would be the worse for it.  

In the past, Celtic iconographies have suffered from a 

too casual approach. Scientific methods cannot be 

applied very easily to this topic, so subjectivity is 

difficult to avoid. With so many European myths to 

draw from, any numbers of interpretations of a symbol 

could be offered. Many symbols are virtually universal: 

this does not mean that they share a common genesis. 

The similarity of geographically remote symbols has 

given birth to a large number of pseudo-scientific 

theories about worldwide cataclysms; migrations from 

centrally positioned lost continents, and even 

interference from outer space. What many have failed 

to realize is that when people share similar 

circumstances, are faced with similar problems, and are 

equipped with the same sort of brain and thought 

processes, cultural differences cannot be absolute.  

Many symbols are based on direct observation: who 

would view the sun as anything other than a circle? 

Other symbols stem from the human psyche; they are 

part of what Jung labeled as psychological archetypes. 

Our own modern concerns and interests must impinge 

on our observation of the past. Scientific research has 

provided us with miraculous tools with which to study 

artifacts. With such high-budget gadgetry at our 

disposal it is too easy to be lured into using the tools to 

the exclusion of everything else.  

This chapter uses the same methodology as the 

catalogue. I originally suspected that there was a 

system at work in the designs on the coins, which was 

not a random mixture of elements. After testing several 

alternatives, I found that it was the minor details that 

provided the answer: sets of design elements were 

fixed in their chronology by other sets. The variations 

within a set sometimes exposed another order, that is, 

the association of design elements by idea.  

 

Fig 3. Variations on a Theme in the Banners on Coriosolite Coins 
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The presence of the martingale in front of the pony 

defined Subgroup H1; this, in turn, exposed the set of 

variations in the banner of the overlapping 

Subgroup H2. Those variations had the common 

denominator of being, as well as merely a quadrilateral 

design, a diagram whose bottom half reflected its top 

half. The occurrence of one of these designs on a stone 

in Ireland, and the similarity to design found on other 

stones in Brittany, where the meaning has been 

interpreted, led me to suspect that these symbols 

represented the crossover between this world and the 

underworld. At this stage, it was merely conjecture. 

The association of these quadrilateral banners 

alongside of, or replaced by a spiral, usually in the  

form of a curl and leaf, and the recognition of this 

spiral as having a universally understood, similar 

meaning, is encouraging, but could be coincidental. At 

Newgrange, a temple aligned to the winter solstice, or 

the division between the dark and light times of the 

year, the lyre symbol is connected, both by its 

proximity to other spirals, some resembling those 

found at the ear position on the obverse head, and by 

its association to Apollo as sun god. Then there is the 

substitution of the lyre symbol with a conjoined boar 

and sun symbol, the battle between light and dark, the 

mythological representation of the cycles of the sun.  

All of these connections and the others that have been 

mentioned are too numerous and too consistent to be 

viewed as coincidence. They also express the same 

psychology as the manner of the designs themselves: 

nothing is haphazard; the design elements fit with each 

other, as do notes in a piece of music, and the 

mythological content is the theme. 
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CHAPTER FIVE: 

THE NEIGHBOURS OF THE CORIOSOLITES 

 

MAP 3: THE NEIGHBOURS OF THE CORIOSOLITES 

On the Armorican Peninsula, to the north and to the 

south, as well as further inland, the Coriosolites’ 

neighbours produced billon coins of similar style. Some 

of these tribes had an earlier coinage of gold.  

The Coriosolite coins are better recorded than those of the 

other Armorican peoples. This is due to two facts: first, 

the Coriosolite coins are more common; second, the 

largest hoard of their coins were visually recorded by 

Rybot, making the types accessible.  

It has been a habit, in the past, to sort Celtic coins by 

definable types, and then illustrate only a few of the coins 

to demonstrate the typology. Other coins are mentioned 

as die varieties of the main types. Sorting these coins by 

stylistic evolution thus becomes impossible without 

hunting down a great number of specimens in museums 

and private collections.  

In this chapter, no attempt will be made to establish a 

chronology for the coins mentioned. The purpose is 

merely to show the connections between these types and 

the Coriosolite coins. By viewing the Armorican coins as 

a whole, it is easy to demonstrate that the obverse and 

reverse types are references to the same religious 

imagery.  

Some of the tribal attributions of these coins may not be 

accurate. It has been shown that the coins traditionally 

identified as Coriosolite Class II are really of the Unelli; 

so too could other coins be falsely attributed. The 

following types are listed by their traditional attributions.  

Below the pony on the Coriosolite coins, there is either a 

boar or lyre symbol. The boar appears in the hair on the 

obverse of coins of the Baiocasses. The lyre symbol, of 

the same form as that on the Coriosolite coins, is to be 

found beneath the pony on coins of the Xn series, 

traditionally attributed to the Abrincatui, here in 

conjunction with two rayed pellet-in-circle sun symbols. 

Some obverses of these coins depict a lyre on the cheek 

also, others have three pellet-in-circle sun symbols.  

If the coins of Series Z are not given to the Unelli, then it 

leaves them without a billon coinage. In most of the 

standard works on Celtic coins, the Unelli have only an 

earlier coinage of gold. The style of this gold coinage 

places it very early in the series of Armorican gold, 

heavily influenced by classical prototypes. Allen 

illustrates a billon coin attributed as Unelli/Baiocasses: it 

has a boar in the hair on the obverse, as well as beneath 

the pony on the reverse. Other similar coins are attributed 

to the Baiocasses. 

 

Fig 4. Coin of Xn Series 
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Fig 6. Coin of the Aulerci Diablintes 

To the southeast of the Baiocasses were the Aulerci 

Diablintes. Their coins are distinguished by a figure 

below the pony holding an object described (possibly 

erroneously) as a vase in one hand, and a spear and shield 

in the other. The pony on these coins is more obviously 

human-headed than the Coriosolite coins of Series X.  

 

Fig 7. Coins of the Redones 

The Redones occupied the land east of the Coriosolites; 

their coins have a wheel below the pony. The head on the 

obverse has either a beard or is totally clean shaven. On 

some of their coins, the pony’s tail, being beaded, is 

reminiscent of the Coriosolite coins of Series Z, while the 

style of the pony and the reins are similar to Series X.  

 

Fig 8. Coin of the Namnetes 

The Namnetes were south of the Redones and had a 

coinage distinguished by a half-length figure with 

outstretched arms. The coinage is diverse, and some 

associate it with the Andes, their neighbours to the east.  

 

Fig 9. Coin of the Veneti 

The Veneti occupied the southern part of the Armorican 

peninsula. Their coins resemble the Coriosolite coins of 

Series X, and are quite varied. Below the pony, which can 

face to the left or right, there can be a figure, a boar, or a 

wheel, like that on the coins of the Redones.  

 

Fig 10. Coins of the Osismii 

 

Fig 5. Coin of the Baiocasses  
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North of the Veneti and west of the Coriosolites were the 

Osismii. Some of their coins are well known for the small 

heads that are attached to beaded lines around the head. 

There are two explanations given for this: some believe 

that this is a reference to the Celtic custom of taking 

heads as trophies in battle, while others believe this to be 

a reference to Ogmios (See Chapter 4).  

There is an additional explanation for these small heads: 

note that on one of the coins, the head at the mouth 

position has no extra decoration. The head above this has 

a line issuing from its forehead, terminating in a curl that 

resembles the fronds of a fern as they open. The small 

head positioned at the back of the main head is decorated 

with a bud and two leaves. Between the second two 

heads, which are in the hair of the main head, is the 

conjoined boar and sun symbol. These associated devices 

considerably weaken the case for a relation to battle 

trophies or Ogmios. Instead, we see in the procession of 

heads from front to back a description of the time of 

growth from spring to early summer.  

The boar with the sun symbol appearing on the horizon 

refers to the part of the year when the day gains 

superiority over the night. The passage of the season is 

expressed by the continuing growth of the plant in three 

stages, the first of which is not yet visible above the 

ground, its presence indicated by the first head with no 

additional growth. All the heads being attached to the 

main head shows that the growth of plants was one 

attribute of the god pictured here.  

There is also a possibility that, unlike the symbol on the 

Coriosolite coins, the boar is gaining ascendancy over the 

sun; it depends on whether we interpret the sun as setting 

or rising. If it is a setting sun, then the bud on the two 

leaves of the last head might be the fruit that appears after 

the summer solstice, or at the beginning of the dark part 

of the year. In either interpretation, the god is breathing 

life, or giving inspiration to the entire process, and the 

circular procession symbolizes the cyclical year.  

Unlike the Coriosolite engravers who played their 

variations throughout a run of dies, the engraver of the 

Osismii stater uses several variations on a theme in this 

one coin in this case, the variation expresses the passage 

of time. On Coriosolite coins, time is frozen, as with the 

position of the sun in relation to the boar symbol, and 

variations are all concerned with visual paraphrases or 

with the evolution of the design itself. The Osismii 

engraver was no more skilled than the Coriosolite 

engraver, but he expresses his ideas differently.  

The imagery on all of the Armorican coins, when it can 

be interpreted, has everything to do with the sun, with 

day and night, the earthly realms and the underworld, and 

the junctions between the light and the dark. Obverse and 

reverse types are thoroughly united when we look at 

Armorican coins as a whole. Certain symbols are difficult 

to interpret, particularly those human figures that give no 

clues to their identity. We may have to accept the fact 

that the myths they depict, if not completely lost to us, 

are impossible to identify. Some of these tribes, as well as 

others in the region, issued gold coins at different times 

prior to the introduction of billon coins. The earliest tribe 

to do so was probably the Aulerci Cenomani, and these 

coins will be discussed in Chapter 6.  

The identity and attribution of many of the billon coins 

must be treated with caution. There are many types 

illustrated in de la Tour’s Atlas de Monnaies Gauloises 

that are of uncertain attribution; many of these have been 

found in Jersey. The Gallic War did much to disperse 

these coins, making their original mints very difficult to 

locate. Some of these odd coins could be from mints 

within the tribal territories identified by other coin types, 

or could be of unknown tribes—clients, perhaps, of the 

tribes mentioned above. Hoards of coins from Normandy 

and elsewhere have been dispersed before they could be 

properly studied, and some of these hoards were found in 

the early nineteenth century.  

Conventional typological methods are inadequate for 

sorting out the entire Armorican coinage. We have seen 

how a coin of Group J could be perceived as a link 

between Class III and II because of some superficial 

similarities, and how the divisions between the six classes 

are treated with equal importance, when some of those 

divisions are merely subjective, and based on one or two 

of the many design changes throughout the coinage. 

Distribution patterns are occluded by such methods. 

Many believe that each tribe had but a single coinage. It 

has been demonstrated here that the Coriosolites certainly 

had two mints; we cannot be sure if these were official 

mints, or the private mints of certain chieftains. While 

what is true for the Coriosolites may not be true for other 

tribes, there is a strong possibility of multiple series 

within other tribal territories.  

By using the methods I have employed here, new patterns 

can be found for other Armorican coins. Any complete 

break in the stylistic evolution of a series of coins should 

warn us that we are probably dealing with more than one 

series, and that by grouping more than one series 

together, or by dividing a single series into a number of 

classes, we cannot construct distribution maps that have 

any meaning or application. It is a sound statistical 

practice to make a sample as large as possible, but the 

integrity of each sample must be ensured. Each series has 

been divided into a number of groups solely for ease of 

identification, and to aid in the understanding of the 

design evolution. It is important to remember that these 

are my own constructs, and are not intended to represent 

any similar division by the die engravers. In many cases, 

the divisions are not absolute, and there are some 

transitions.  

As more series are so treated, other questions can be 

answered. In the next chapter, the origins of the 

Armorican style are dealt with. This is a relatively easy 

matter, as both time and geography simplify the picture. 

Much more difficult would be to discover influences 
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from one tribe to another within Armorica, something 

which cannot be accomplished without a complete 

understanding of the stylistic evolution of each series. It 

is not sufficient to note that a particular motif appears in 

more than one series, and then surmise that one must 

have influenced the other. It is absurd to believe that die 

engravers had this as their sole profession. Many would 

have been metalworkers of high rank, and in possession 

of a considerable repertoire of design elements and 

motifs. Most, if not all, of their other work is lost to us— 

melted down, or corroded away to nothing.  

When a motif is developed by one die-engraver over a 

number of dies, and that motif appears complete in 

another series of coins, then there is a possibility that the 

latter copied the former. If more than one motif is 

similarly treated, then the likelihood is increased, 

particularly if the second die engraver does not develop 

his  

designs. The likelihood of copying is further increased by 

geographical proximity of the two series. In this way, I 

am confident of the influence on Series Z by Series X.  

Patterns of influence cannot be determined by motifs that 

are dominant on the coins; many of these motifs could be 

symbols well known to the Celts, and their presence or 

absence on coins an arbitrary decision. Similarly, devices 

that are objects themselves, such as reins, sceptres, 

weapons, and so forth, need no inspiration from other 

coins for their use in a design.  

Eventually, there will be an accessible visual record of all 

Armorican coin dies; ideally, it will be patterned after the 

illustrations by Rybot, and maintained as more varieties 

come to light. Until that time, there must be considerable 

speculation about the coins of the neighbours of the 

Coriosolites.  
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CHAPTER SIX: 

PATHWAYS TO BRITTANY 

In the preceding chapters, the subject of Coriosolite coins 

has been approached from many perspectives. This was 

not by choice, but by necessity. In the past, these coins 

had been divided into typological groupings. From these 

groups, further studies were made of the average 

metallurgical content, and distribution patterns were 

sought. The latter task met with only moderate success, 

the reason being that the coins were never divided 

according to their stylistic differences. That this was not 

undertaken is not simply an oversight: only one method 

could possibly expose these differences, and this method 

has not been part of standard numismatic research.  

Only by studying the stylistic evolution of the coins could 

anyone divide them into the three series. I have used a 

typological method to separate the coinage into fifteen 

groups, an expansion of the previously accepted six 

classes. These groups exist solely for ease of 

identification, and are, in the main, constructs imposed on 

the coinage, and are not meant to imply any sort of 

similar purpose in the minds of their creators.  

The subject of stylistic evolution is not something that 

can be applied to every group of Celtic coins, or for that 

matter, to every group of Celtic artifacts. Conservatism of 

design, or a paucity of design elements in many other 

types of Celtic coins, or the lack of sufficient numbers of 

artifacts attributable to a single workshop, can negate the 

use of this technique. For these reasons, the subject of 

stylistic influences and evolution has been treated with 

considerable scepticism by art historians specializing in 

Celtic art. And so it should be. Much of art criticism is 

subjective; significances and similarities between works 

of art remote from each other by time, geography, or 

both, are too often a matter of individual perception. 

What is true for one observer may not be true for another.  

Internally, however, these coins are not limited by such 

subjectivity. They fall into three closely associated sets: 

every coin in each set was created by the same people, at 

the same place, and within a short period of time. The 

numbers of different elements in the designs are 

considerable, and the problems of the designs were 

resolved as they went along.  

Externally, there can be many problems. We can see a 

general similarity in Armorican coins: shared motifs, a 

unity in the metals employed to make them, and the 

presence of the coins of different tribes sometimes within 

the same hoard. All of these things are unifying features, 

but it is impossible to establish a genesis for the coins’ 

designs with the same degree of certainty as the internal 

chronology and progressions within each series.  

The process of design evolution is not simple. An overall 

design consists of design elements and motifs. An 

element, that is, a small part of a design, might be called 

such only because it is part of a number of other elements 

that make up a motif. A motif may be a recognizable 

symbol, a design that may or may not be a symbol, or a 

design that was created purely for aesthetic reasons. 

Sometimes a design element can be, if isolated, a motif in 

its own right. Sun symbols such as a circle, or a 

pellet-in-circle may be incorporated into a larger motif. 

Within that motif, they are referred to as design elements. 

If they are isolated, or only slightly connected to another 

part of the design, then they are a motif.  

The die-engraver develops his design by changing 

elements within the design. Sometimes these changes will 

not alter the design itself, but the various elements will be 

altered in their position or proportion so that the overall 

design will either be more pleasing, or fit better on the 

finished product. When the design is changed, it often 

moves through a number of transitions. It can incorporate 

new designs invented for the purpose, or it may 

incorporate elements from the artist’s repertoire. The 

design may be changed in one place to echo, or oppose, 

some other part of the design, or it may be changed to 

introduce some novelty.  

A series, or the products of a single mint produced as a 

single project, will be internally related and usually show 

much evolution. This is best expressed here by Series X. 

Series Z introduces changes apparently for their own sake 

and does not gradually change any element. Most of the 

motifs of Series Z are borrowed, presumably from 

Series X, and are introduced in a different order than they 

appeared in Series X. After following the changes in 

Series X, where they are subservient to the success of the 

design, the changes in Series Z appear random: the 

chronology can be read forward or backward, and make 

as much sense either way.  

The phrase, “the success of the design,” may be criticized 

by some who would argue that this is measurable only if 

we understand the tenets followed by the artists. This is 

not really the case here: most of the changes are 

undertaken to improve the harmony of the whole. The 

ability to perceive harmony and balance is a human trait 

that traverses boundaries of time and geography; one 

example is the Golden Mean, a system of proportion 

utilized by the Greeks, and later, the Italians during the 

Renaissance. This proportion is appreciated by people 

today, even if they have no intellectual knowledge of its 

existence. Other such schemes may be formulated in the 

future, and if they are, they will be found to have already 

been used by artists who just “felt” that the particular 

proportion was pleasing.  

From the designs of the coins, we cannot establish a 

chronology that encompasses all three series; the 

introduction of a design element or motif that appears 
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borrowed from another series may be merely part of the 

existing repertoire of the artist that he had no previous 

occasion to utilize, or it may be from a coin of another 

series minted any time previously.  

The same problems of chronology exist when we 

compare coins of different Armorican tribes: because of 

an existing repertoire, what may be an early development 

in the coins of one tribe might be a late development in 

the coins of another.  

The Armorican tribes shared this similar repertoire of 

design elements, and often adapted them in their own 

ways. The coinages of tribes outside of this area are of 

different styles. These styles are either Belgic or Celtic, 

but no one could confuse them with the Armorican style.  

There are some early gold coins that have been found in 

an area later known to be occupied by the Treveri, a 

Belgic tribe, and have been attributed to them solely 

because of this provenance, other coins of the Treveri 

being of a completely different style (Allen, 1971). These 

coins are focused in Saar, Rhineland-Palatinate, and 

Luxembourg. The similarity of these coins with early 

coins of Armorica is marked, especially with those of the 

Aulerci Cenomani. The German coins have a 

human-headed pony on the reverse; beneath it is a winged 

figure. On the coins of the Aulerci Cenomani, the pony is 

also human-headed, and of the same style. On some of 

the coins of this tribe, the pony is also winged.  

There is no evidence of a continuity of style in the lands 

between the two places, the intervening country being 

occupied for the most part by the Belgic tribes with 

coinage of a completely different style—much of it of a 

later date, although some coins attributed to the Ambiani 

could be from roughly the same time period. The dating 

of the coins is ascertained by the degree of purity in the 

gold.  

What solutions could there be to this problem? We could 

guess that the style of the coins prior to the expansion of 

the Belgic tribes was similar to that of the Armorican 

coins, and that these earlier coins were all melted down. 

This would be farfetched, and we already know that other 

bear little resemblance to Armorican coins. Another 

solution might be influence caused by trade between the 

two places, but similar influences do not occur elsewhere,  

and there is no material evidence of, nor indeed any 

obvious reason for, trade.  

This leaves one other possibility: people from one place 

migrated to the other. This is the accepted solution. But in 

what direction? In the nineteenth century, the route was 

early Celtic coinage styles, such as that of the Parisii, 

believed to be from Armorica to Germany, although there 

were no explanation as to why this would be. The coinage 

came to be referred to as “Armoricains émigrés” and was 

largely ignored by both French and German 

numismatists. The coins were studied by D. F. Allen, 

who concluded that the German coins were connected to 

PATHWAYS TO BRITTANY – MOTIFS: 

 

Fig 11. Coins Related to the Origins of the Armorican 

Design 

and predated the Armorican coins, but he could not say 

how the design traveled to Armorica, suggesting that 

future archaeological or historical research might provide 

the answer.  

History is silent on the matter, but does provide some 

hints as to why people might have left the west side of the 

Rhine in large numbers. The Suebi (a generic name for 

tribes from north Germany) had been expanding their 

territory south-westwards for about a century before 

Caesar’s time. They were merciless fighters; at a later 

date, the mere rumor that Germans were on the way was 

enough to chill the blood of Roman soldiers serving in 

Gaul. Two Celtic tribes, the Arverni and the Sequani, 

made the fatal mistake of hiring Suebian  mercenaries 

between 70 and 65 BC. Fifteen thousand of them arrived. 

When they saw how much easier life was in Gaul, more 

of them came. Finally, a hundred and twenty thousand of 

them defeated the combined Gallic forces at 

Admagetobriga (probably in Alsace) in 61 BC. Their 

commander, Ariovistus, became a cruel tyrant to the 

Gauls. Diviciacus of the Aedui was thus forced to seek 

aid from Caesar in 58 BC, one of the events that signaled 

the end of an independent Gaul.  

The Treveri, themselves formidable warriors, claimed 

German ancestry; their coins subsequent to those of the 

Armorican type start out in a wide scatter, the centre of 

which is further west than the Armorican type. As the 
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series progresses, they move eastward, both north and 

south of the region of the Armorican type, until finally 

they are concentrated in that area. The Armorican type 

starts out in gold of good quality; in the next issue, the 

gold content drops by more than half. It appears from this 

that the Treveri were on the move, expanding their 

territory; for some reason, they at first avoided much 

settlement in the territory where the coins of Armorican 

type were distributed. Later, they came together there, 

and it became the centre of their territory.  

The earlier people issued the coins of Armorican type. At 

some point, Germans from across the Rhine moved either 

southward or westward from their homeland forcing 

some of the inhabitants, most likely the elite class of 

chieftains and their retinue, to leave in search of new 

lands. Taking much of their wealth with them, they 

would have forced their fellow tribesmen into a 

devaluation of their currency.  

At a later date, the Treveri, either dislodging the German 

occupation, or waiting until they left, occupied the 

territory by force or by consent, the original people 

probably preferring domination by a Belgic tribe to that 

of the Germans.  

Alternatively, the original people suffered harassment 

from the Germans, but were not occupied. This could 

have taken the forms of raids for loot rather than 

attempted conquest. Some members of the tribe, seeing 

their fortunes eroding, decided to move elsewhere. This 

would have weakened those who remained, and allowed 

for future domination by the Treveri, either as conquerors 

or as protectors.  

While the evidence of the coins points to an influence on 

the Armorican coinage from the Rhineland, it does not 

directly address any future on the Coriosolite coins, other 

than the human-headed pony, which is not found in other 

parts of Gaul. This is a thin thread, and in order to 

confirm the connections between that part of the 

Rhineland and Armorica, and add greater weight to the 

idea of a Celtic migration, we must turn our attention to 

other examples of Celtic art.  

There is a considerable difference in the character of 

Celtic art found on the coinage and that found on other 

artifacts. This is not the case with the Greeks: their coins 

usually display miniature examples, sometimes truncated, 

of works in marble and bronze, or of vase paintings. To 

the Celt, art was decorative and subordinate to the shape 

of the object it adorned. While a Greek vase painter was 

also decorating an object, he would be more likely to use 

the body of the vase as we would use a canvas. Abstract 

decoration would be used to frame the representational 

subject. Exceptions to this are twofold: where the vessel 

itself is shaped like something else, as in the case of the 

rhyton, a drinking horn often in the shape of an animal or 

bird; and where no representational subject is depicted—

in which case, the abstract decoration would divide the 

component parts of the vessel.  

To the Celtic mind, the design of a coin was part of the 

object itself; a coin was not merely a disc of metal that 

could be decorated in any manner. This can be 

demonstrated by the existence of other discs of metal 

used by the Celts, often as horse trappings, chariot 

fittings, or decorated studs on helmets. These objects are 

decorated abstractly, in the same manner as other 

artifacts.  

When scholars try to draw parallels between the images 

on Celtic coins and other forms of Celtic art, they 

scramble to find the representational. This has taken the 

form of finding Celtic objects depicted, notably torcs, 

Celtic trumpets, and figures of boars. An object favoured 

for comparison is the cauldron found at Gundestrup in 

Denmark. It dates to about 100 BC, and is believed to be 

eastern Celtic, with foreign influences. The cauldron 

depicts various mythological scenes, and although the 

imagery is Celtic, it is not typical of Celtic art. When an 

image on a Celtic coin cannot be compared with an image 

on the Gundestrup cauldron, a Celtic artifact, or a 

prototype from the classical world, then it becomes 

necessary to draw parallels to later Celtic literature. All of 

this is more relevant to Celtic mythology than to Celtic 

art, and stems from the confusion between style and 

subject.  

This point can be illustrated with two fragments of 

poetry; the first is from “The Circus Animals’ Desertion” 

by the Irish poet, W. B. Yeats:  

“First that sea-rider Oisin led by the nose 

Through three enchanted islands..” 

The second fragment is from “In the White Giant’s 

Thigh” by the Welsh poet, Dylan Thomas:  

“And heard the lewd, wooed, field flow to the 

coming frost..” 

Yeats’ examples contains Celtic imagery, but its style is 

not Celtic; Thomas’s example contains no Celtic 

imagery, but the internal rhyme and the similarity of 

sounds is typical of early Celtic poetry. So we can say 

that Yeats was making use of Celtic subjects, and 

Thomas was making use of Celtic style.  

Let us examine Thomas’s line more thoroughly: the four 

central words, “lewd wooed, field flow” contain eighteen 

letters, each of the six different letters used in three 

places. In any word that contains those letters, “1” 

precedes “w” or “d”, “w” precedes “d”, “f” precedes “1” 

or “d”, and if there is a “d” in the word, it is at the end. 

This can be compared to a Celtic design divided into four 

zones, each zone containing the same elements of design, 

but each using them in a different pattern. At first glance, 

the design appears repetitious, but as we look closer, the 

variety can be seen.  

In the example of the words, the differences and the 

internal rhyme are immediately noticeable, but the visual 

pattern needs to be studied. This reversal of what appears 
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obvious is because we are literate and more easily 

recognize the sounds and differentiate between meanings 

than we see structural similarities within the words 

caused by the frequency and positions of the letters. This 

is not to say Thomas consciously arranged his elements 

in an elaborate, mechanical fashion, but that he wrote 

with a feel for language based on Celtic traditions.  

Since the subject depicted on the Celtic coin was an 

integral part of that object, the actual decoration would be 

the ornamentation on and 

around the subject, not the 

entire design stamped on the 

metal disc. In other words, in 

the case of the Coriosolite 

coins, the type of decoration 

is subordinate to the depiction 

of a head on one side and a 

driven chariot on the other. 

Thus, in order to determine 

the origins of the style per se, 

we must ignore the subject, 

and focus on the decoration, 

or smaller design elements, 

that are embellishments to the 

main subjects.  

The scarcity of Celtic art, 

together with the fact that the 

decorated artifacts are often 

found some distance from their place of manufacture, 

makes it difficult to establish the course of certain styles. 

This difficulty is ameliorated by the existence of some 

characteristic regional styles. Paul Jacobsthal’s corpus, 

Early Celtic Art, has proved invaluable for this task. 

Regional archaeological surveys contain few important 

works of art. Most sites yield humbler artifacts and the 

surveys often exclude isolated, chance finds by members 

of the public, and those items excavated prior to modern 

recording methods.  

Jacobsthal records nearly five hundred different patterns: 

this diversity of design is characteristic of Celtic art and 

exact parallels between designs are difficult to find, yet, 

so many of these patterns are immediately recognizable 

as Celtic. It is the Celtic penchant for almost infinite 

variations on a few themes that makes this so. Modern 

design usually makes use of fewer elements, and 

repetition is everywhere, so the use of such a large visual 

vocabulary may be difficult for us to grasp. Keep in mind 

that the designs recorded by Jacobsthal were selected 

from what has survived; many times that number could 

have existed. This may not be as startling if we consider 

that the entire body of Modern English literature is 

composed of only twenty-six letters.  

By being as specific as possible in our comparisons with 

the design elements on the coins and on other artifacts, 

and by avoiding those elements that are too simple in 

their design, such as circles, curls, full spirals, and simple 

S-shapes, we can locate a possible origin for the 

Armorican style.  

The following three design elements are listed with 

references to the catalogue of the coins where they can be 

seen in the strongest parallels; other variations are not 

listed here. Against this are the pattern (P), and the 

number of the artifacts as listed and illustrated in 

Jacobsthal.  

S scroll with leaves: Coins 19 and 29, Jacobsthal P409, 

No. 100, bronze scabbard from Weisskirchen, Saar. 

Grave A. There are more leaves on the scabbard than 

there are on the coins, but the derivation can be 

discerned; note especially the simplified split-palmette 

issuing from the top of the S-shape: on the coins, this 

becomes the outward-pointing leaf.  

 

Fig 13. S-shape Split-Palmette Derivative on 

Weisskirchen  Girdle Clasp and Coriosolite Coin 

S-shape split-palmette derivative: Coin 24 and many 

others of Series X and Y, Jacobsthal P412, No. 350, 

Coral inlaid bronze girdle-clasp from Weisskirchen, Saar. 

Also from Grave A. Here the parallel is close: this is one 

of the most common elements on Coriosolite coinage, 

and can be seen in both the pony’s and the driver’s heads 

in Series X and Y, as well as the head above the pony in 

Series Y. 

 

Fig 12. S-scroll with Leaves on Weisskirchen  Scabbard and Coriosolite Coins 
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Wide leaf  shape: In conjunction with the curl on mane 

ornament of Group M coins: Jacobsthal No. 20, gold foil 

ornament with amber inlay from Weisskirchen, Saar; 

No. 21, gold foil ornament with amber disc from 

Schwabsburg, Rhinehessen; No. 23, gold overlay on 

bronze “spoon” from Klein Aspergle, Wurttemberg; 

No. 24, gold foil ornament from Eygenbilsen, Limburg, 

Belgium. 

 

Fig 14. Wide Leaf Shape from Weisskirchen  Gold 

Foil Ornament to Coriosolite Coins  

Similar shapes are to be found on other artifacts from 

Germany, but only those closest to the form of the mane 

ornament have been listed. There is one depiction of a 

horse with this mane ornament painted on a vase from 

Bethany, Marne, France. Jacobsthal traces the origin of 

the horse, not the ornament, to Val Camonica in northern 

Italy. The similarity of the wide leaf shape with the curl 

and the leaf crown of the head on the famous bronze 

fragment from Waldalgesheim, Hunsruck, must also be 

noted.  

The above artifacts are of Celtic manufacture and are 

generally from the same vicinity as the coins of 

Armorican style found in the territory of the Treveri, thus 

strengthening the connections between these two places. 

Artifacts from other parts of the Celtic world are 

stylistically different.  

We can trace these designs further; the Celts in the 

Rhineland were rich in gold, and this made them 

attractive trading partners to other people. They liked 

luxury goods and wine; the source for many of these 

imports was northern Italy. In Grave A at Weisskirchen 

was an Etruscan bronze beak flagon (Jacobsthal plate 

245e); at the base of the handle are two opposed comma 

shapes, their tails ending in curls. It only takes a reversal 

of the curl to provide the curl and leaf shape. The curl and 

leaf shape in its familiar form is provided by an amphora 

by the Villa Giulia painter (Jacobsthal plate 245g): here 

there is an additional leaf, as can be seen on the rein curl 

of the coins of Groups D to G. Jacobsthal was of the 

opinion that Celtic inspiration was not drawn from 

imports of pottery, but from Italian bronzes bearing 

similar designs. The boar on the coins of Group A, with 

its outlined head and the tusk issuing from the top of the 

snout in rhinoceros fashion, can be compared with the 

boar decorating an Etruscan helmet (Jacobsthal plate 

222a). The driver’s nose on Coin 82 can be compared to a 

design of similar form, in combination with a palmette on 

the handle base of an Etruscan oinochoe from Perugia. 

The split-palmette is represented on this and most other 

coins by the driver’s crest. The lituus shape of the nose 

on the obverse heads of Group B coins has been 

mentioned, and again, it is of Etruscan origin.  

Out of the hundreds of Celtic patterns and artifacts 

illustrated by Jacobsthal, there are only seven that contain 

elements that appear in some form on the coins of the 

Coriosolites. Of these, three were found in the Celtic 

graves at Weisskirchen, Saar; two others were found also 

in southwest Germany; and the other two, from Belgium 

and France. Saar is the nexus of the various designs. The 

Etruscan flagon from the Celtic grave at Weisskirchen 

provides evidence of trade with Italy, and the similarity 

of various Coriosolite design elements to those found on 

Etruscan wares adds further emphasis to the connection.  

This supports the theory that the coins of Armorican type 

from Saar and the surrounding lands were antecedent to 

the coins from Armorica, and the movement of artisans, 

bringing their traditions with them, established that style 

there.  

There has long been a perception of eastern influences on 

Celtic art: the term “orientalizing” which was given to 

this feature is both archaic and confusing to the modern 

mind. It really refers to presumed connections between 

the Celts of the Danube and the Scythians from there 

eastward to the Volga. It is believed that Celts, migrating 

west from their homeland around the Danube, maintained 

trade connections with the neighbouring Scythians, and it 

was from them that Persian and other Eastern Empires 

influences were transmitted. This theory is weakened by 

the almost complete absence of items of eastern 

manufacture in the Celtic area.  

A large number of these eastern design elements can be 

found on Etruscan wares. The Etruscans themselves were 

not responsible for this, although many believe that the 

Etruscans were of eastern origin; the influence was 

transmitted by eastern Greek artisans who, fleeing the 

oppression of the Persians, migrated to northern Italy. 

There they set up workshops and undoubtedly prospered 

by catering to the pleasure-seeking Etruscans and the 

Celtic tribes to the north. This more reasonable theory of 

how the eastern influence came into Celtic art is 

supported by eastern elements on Etruscan wares, and 

Etruscan wares in Celtic graves. There is no reason to be 

puzzled about design elements in Celtic art that also show 

up in Crete, Cyprus, Rhodes, and the mainland of Asia 

Minor.  

Familiarity with foreign art forms is not reason in itself 

for these designs to traverse cultural boundaries. The 

Celts did not copy the figurative elements of Greek and 

Etruscan art to any degree: it was the abstraction of plant 
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forms that first struck a chord in the Celtic consciousness, 

and later became the raison d’être of their art.  

Landscape has the power to transform the psyche. As the 

Celts migrated to more verdant lands, they became 

impressed with the bounties of nature, and perhaps most 

of all, with the products of the vine. Whether this wealth 

of nature corresponded to beliefs held earlier, or whether 

it inspired a new religion, we cannot say. It did, however, 

radically alter their art.  

The plant forms they discovered in the land, and on 

imported vessels from the south, thus impinged on their 

consciousness. The sense of wonder that would have been 

experienced by more than a few of these people is what 

Abraham Maslow in Religions, Values, and Peak 

Experiences calls the “peak-experience”: he writes:  

“Much theology, much verbal religion 

throughout history and throughout the world, 

can be considered to be the more or less vain 

efforts to put into communicable words and 

formulae, and into symbolic rituals and 

ceremonies, the original mystical experience of 

the original prophets. In a word, organized 

religion can be thought of as an effort to 

communicate peak-experiences to non-peakers, 

to teach them, to apply them, etc.” 

Later, Maslow (1970) adds:  

“In peaks, the miraculous ‘suchness’ of things  

can break through into consciousness. This is a 

basic function of art, and could be studied in the 

realm also.” 

These borrowed forms were adapted and expanded by the 

Celts, becoming symbols, perhaps not with specific 

verbal meanings, but as an expression of their original 

moment of epiphany on beholding their new 

environment. The design elements became formalized, 

often regionalized, and as part of the repertoire of Celtic 

artisans, were passed from generation to generation, 

moving with the people to new territories.  

The more geometric symbols, many originating in 

megalithic times, were retained or adopted. Some of these 

had special relevance to the indigenous people that shared 

the land with the Celts and gradually, through syncretism, 

they were absorbed into the Celtic religion.  

So we find a wonderful synthesis in the coins of the 

Coriosolites and their neighbours; the type ultimately 

derived from a Greek original, incorporating design 

elements adapted from their homeland near the Rhine; 

these were inspired by Etruscan imports, themselves 

containing eastern imagery, and including, as well, 

symbols from the megalithic cultures of western Europe. 

It was not a haphazard pastiche, but a carefully wrought 

theme with variations; the religious philosophy follows 

the same aesthetic and structure as the art of the designs, 

and the internal rhymes and alliterations of Celtic poetry.  
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CHAPTER SEVEN: 

LAST WORDS  

Thirty spokes 

Share one hub 

Lao Tzu 

The arrangement of the preceding chapters was a difficult 

task. Throughout most of the book, certain explanations 

had to be deferred to a later chapter, though this was kept 

to a minimum, so as not to confuse the reader.  

A book is a linear vehicle of understanding. With a 

singular subject, it can lay its groundwork and plod 

methodically to its conclusion. A subject that is obscure, 

and depends for its comprehension on the knowledge of 

many other obscure subjects, presents a dilemma. The 

writer can either keep to the core of the subject and 

interject with footnotes, or attempt to cover all of the 

subsidiary subjects only as much as they immediately 

relate to the main topic. The latter method was chosen as 

being most effective. To relegate to footnotes all 

information other than the catalogue would have been 

excessive. Some footnotes would have gone on for 

paragraphs, and there would have been endless footnotes 

referring the reader to previous footnotes. Reading such a 

book would be an arduous task I would not willingly 

impose on anyone.  

There are three aspects to this study. First, there are the 

Coriosolite people: who they were, where they came 

from, and what events lead to the production of their 

coins. Second, there are the coins as physical objects: 

what they are made of, where they are found, and the 

ways they were utilized, first as money, and finally as 

bullion. Third and last, there are the images stamped on 

the coins: why these particular images were used, how 

they evolved, and what they represent. It is this last 

aspect that is the most neglected in studies of Celtic coins 

in English. The study of their images leads back to the 

people, not as physical organisms reacting to events, but 

as thinking human beings with individual expressions of 

a shared philosophy.  

In dealing with the mythology, only enough examples 

have been given to make each point, because the subject 

is so vast that a thorough treatment would have changed 

the emphasis of the work.  

In the middle of the second century BC, German tribes 

were expanding their territory southwestward into Celtic 

lands. Celtic tribes on the west side of the Rhine had two 

choices: they could stay and fight, or they could leave to 

find a new home. The Belgic tribes were the best fighters. 

They had not been softened by close contact with the 

luxuries of the Mediterranean, and their proximity to the 

Germans made a history of skirmishes likely.  

Tribes near the Saar were wealthy and fond of luxury; 

from northern Italy came wine and the finely crafted 

vessels for its consumption. The Germans had no respect 

for such things, and offered no mercy to conquered 

peoples. Celtic society was not egalitarian: if one were 

neither a warrior nor a member of the Druid class, then 

life held little pleasure. A Celtic peasant might not 

experience much of a drop in his living standard if he 

were ruled by Germans.  

The Celts who decided to flee from the Germans were 

from the elite class: they took much gold with them, 

impoverishing those who remained. The various tribes 

leaving the Rhineland had few places to go. They could 

not have taken Belgic land, and many other Celtic tribes 

were too powerful for them to fight. They finally settled 

in Armorica, a place slow to change, where customs and 

beliefs of the megalithic age lingered on.  

Information is sparse. Perhaps the new arrivals had 

connections with Celtic people already there, or perhaps 

the indigenous people felt that these Celts might form a 

buffer between them and the Belgae. All we can be sure 

of is that, by the time of Caesar, several Celtic tribes 

occupied Armorica. Although each tribe was 

independent, they were united by a similarity in their 

artistic styles that hearkened back to the styles of the 

Rhineland.  

The Roman invaders forced cooperation on the 

Armoricans. When Crassus came with a single legion, 

each stronghold tried to defend itself individually, with 

little regard for the country as a whole. Each chieftain 

probably believed that if one of his neighbours was 

vanquished, and he himself was victorious, then there 

would be all the more for him when he had driven out the 

Romans.  

It soon became apparent that no one was going to drive 

out the Romans. Each fort fell in its turn, hostages were 

taken, and the country was subjugated. When the Romans 

were in their winter quarters, the Celts had time to reflect 

on their circumstances. An opportunity presented itself by 

the arrival of Roman envoys seeking supplies for the 

troops. Without hesitation, the Celts captured them, 

hoping that this would force the Romans to return the 

hostages. Although they realized that such a ploy was 

likely to fail, the Celts knew it would succeed in forcing 

the Romans to respond.  

Attributing all of the failures to their independent actions, 

they felt that by uniting, they would outnumber the 
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Romans and bring the hostilities to a successful 

conclusion. The decision would  not have been 

unanimous; rivalry between chieftains would have lead to 

some dissent, and some may have decided to flee. The 

wide dispersion of the Group A coins is indicative of this: 

a surprisingly large proportion of the Coriosolite coins 

found in England are of this type.  

With coalition came economic strain. Crassus had 

probably taken what riches he could find; more had been 

removed by those Celts who fled.  

Additional troops would be required and more money 

would have to be minted. There was an immediate 25% 

devaluation in the currency, and a new mint was set up 

west of the Rance. Viridovix of the Unelli recruited a 

large force consisting of Armoricans and mercenaries 

from all over Gaul, and he minted the Class II coins to 

finance this.  

Caesar had received intelligence on the Celts’ 

preparations, and accordingly amassed a much larger 

force to deal with the situation. The Coriosolites were 

serving under Viridovix, although it is safe to assume that 

some of their numbers were left to guard local 

settlements. Viridovix’s main force was assembled in his 

home territory, and it was there that Caesar sent Sabinus 

with three legions.  

Sabinus set up his camp on high ground. If it was of 

standard Roman construction, it was surrounded by a 

ditch of about nine feet deep and twelve feet wide. The 

excavated material was used to construct the ramparts, 

which were staked along the top.  

Viridovix was camped two miles away, and every day led 

his troops to Sabinus’ camp and tried to draw the Romans 

out to fight. Sabinus was unwilling to relinquish his 

superior position and do battle without the express orders 

of his commander. His job was to keep Viridovix’s forces 

isolated from other Armorican forces while Caesar was 

confronting the Veneti.  

It was a Celtic custom to taunt the enemy with insults, so 

the Celts accused Sabinus of cowardice. The Romans 

believed that the Celts despised Sabinus personally; in 

reality, the Celts used this technique to weaken Roman 

morale, with the hope that the Romans would thus be 

coerced into making a move. To a degree it worked. 

Some Roman soldiers were beginning to believe the 

Celtic accusations of cowardice against their commander.  

Sabinus realized that he would have to make a move 

before morale dwindled further. He was still unwilling to 

abandon his position and launch a first strike on the 

enemy, since such a plan was what the Celts had been 

hoping for. He surmised that Viridovix would attack his 

camp if he believed that Roman morale was low enough 

that the Romans were in fear of their lives. Accordingly, 

Sabinus sent out a Celtic member of his auxiliary forces 

posing as a deserter, to tell the Celts that the Romans 

were terrified, and had received news that Caesar was in 

danger of being defeated by the Veneti, and that Sabinus 

had planned to sneak out of his camp the following night 

to go to Caesar’s aid.  

The plan worked: the Celts believed they had the 

advantage. Viridovix and the other Celtic commanders 

were not so easily fooled, and they probably thought that 

it would to greater advantage to attack the Romans once 

they were on the move, encumbered by baggage, and 

preferably at some point of constricted access where the 

army would be forced to form a narrow column. It seems 

that the Celts were too eager for a swift victory, and were 

ready to mutiny if prevented or delayed. Viridovix 

acquiesced, and the Celts charged up the slope to the 

Roman camp. Their swift movement was intended to 

surprise the Romans. The Celts carried armfuls of fuel to 

fill the ditch; by setting fire to it, the palisade could be 

breached. This was a common technique: some Celtic 

forts had ramparts consisting of a framework of heavy 

timbers, held in place by rocks, over which was placed 

the earth from the ditch. This would present a problem 

even for modern demolition methods. By setting fires in 

the ditch, the timbers would ignite and burn easily 

because of air trapped among the rocks. Vortices would 

form, creating an effect like a blast furnace, with 

temperatures high enough in some cases to vitrify the 

surfaces of rock. The wall would buckle or collapse, 

allowing access.  

When the Celts arrived at the Roman camp, they were 

exhausted from carrying their loads uphill. Sabinus 

ordered a sortie from two gates. The Celts, taken by 

surprise, turned and ran. A large number were killed, and 

the Roman cavalry rounded up the rest, save a few who 

escaped.  

The rebels, learning that Caesar was victorious over the 

Veneti’s navy, and that other Armorican tribes had 

surrendered, laid down their arms and submitted to 

Sabinus. No more battles were fought in Armorica, but 

the Armorican resistance continued; some of the 

population, unwilling to live under Roman rule, banded 

together and hid in remote areas. Twenty thousand 

Armoricans were among the forces that attempted to 

relieve Vercingetorix at the siege of Alesia in 52 BC. A 

year later, the Armoricans surrendered again, this time to 

Gaius Fabius, who merely had to arrive in their country 

with a large force. As Caesar had to leave Gaul, he 

ensured peace by adding no extra burdens on the Celts, 

handing out compliments, and lavishing expensive gifts 

on the leaders.  

What happened in the years immediately following this, 

we do not know. It is likely there were struggles between 

pro- and anti-Roman factions, but the incentive of Roman 

trade would have ensured the outcome, and the process of 

Romanization eventually changed the society of Gaul. In 

Armorica, however, the old customs lingered on, and in 

about 400 AD, it became a place of refuge for Celts 

fleeing the Saxon invasions of Britain. The Breton 

customs and language survive to this day, and so does the 
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resistance to assimilation, though it is now aimed at the 

French government. 

We turn our attention now from the Coriosolite people to 

their coinage. Although some Armoricans had an earlier 

coinage of gold, the Coriosolites appear to have 

introduced money with the billon issues described here. 

The earliest issues contained about 32% silver: after the 

25% devaluation, this was reduced to about 24%. These 

figures are averages, as there was little care taken to 

ensure that each coin was of the same value.  

In a market economy, this inaccuracy would lead to many 

problems, but the Coriosolite coinage was intended to be 

paid out in large sums for the commitment of troops by 

members of the elite. With large sums, only averages are 

relevant. The above figures are for the products of 

Series X. The other two series are of slightly lower 

intrinsic value, but we should be careful about ascribing a 

later date based solely on this, as the figures do not seem 

to indicate another official devaluation: changes of one or 

two percentage points might require more sophisticated 

arithmetic than the Celts were capable of. The official 

devaluation of 25%, or one in four, is in keeping with the 

presumed Celtic system of division by threes or fours. 

One possible explanation for reduction by such small 

amounts is that there was an attempt on the part of the 

other two mints to obtain a little more for less money 

without making the deception obvious.  

It is difficult to be certain about the chronology, except 

within a series, although Series X is obviously the 

earliest, as the devaluation occurs within this series. The 

start of Class IV would likely precede the start of Class I, 

if only because the mint of Series X was already in 

production when it was decided to start the mint for 

Series Y.  

The differences in time between Series Y and Series Z 

are difficult to assess. The Merdrignac hoard contained 

no coins of Class III, but it did contain coins of Class II, 

leaving us to decide whether the Class II coins were able 

to arrive in that area faster than the Class III coins, or 

whether they were actually minted first. There is no 

simple solution, as very few Class II coins have been 

analyzed. J.-B. Colbert de Beaulieu compared the amount 

of silver in six Class II coins with the amount in five 

Class III coins, but the results were inconclusive: two of 

the Class III coins contained more silver than any of the 

Class II coins, but three of the Class III coins contained 

less silver than any of the Class II coins. The averages 

placed the silver content of the Class II coins more than 

17% higher than that of Class III; however, as one of the 

Class III coins had less than 50% of the silver content of 

another of the same class, the averages on such a small 

number of coins are meaningless. The maximum silver 

content was only 5% higher in the Class III coins.  

Katherine Gruel, in her analysis of the Trébry hoard 

(1981), places Class II last. This is a difficult analysis to 

disentangle. She has divided Class II into two parts, one 

of which is labeled as a Class IV/II transition. 

Furthermore, she has confused Group J, which is the 

transition from Class I to III, with a transition between 

Class III and II, and has included the analyses of these 

coins with that of Class II. In effect, this would leave only 

three coins of Class II in the Trébry hoard. This mistake 

would have been impossible to detect, had it not been for 

the photographs of the alleged Class III/II transition. This 

stresses the importance of considering as many design 

elements as possible in arriving at a chronology, and not 

being led astray by superficial resemblances of the most 

conservative parts of the coins’ designs. A more fruitful 

line of research would be to analyze a large number of the 

more than five thousand Class II coins of Jersey 9.  

There is a lack of care shown in the manufacture of 

Coriosolite coins: an example of this lack is furnished by 

an analysis of one of these coins reported by Evans (cited 

by Thompson, 1972, p.64), in which the silver content is 

only 4.1%, while the tin content is excessively high, 

being 11.66%. A coin such as this might be assumed to 

be a contemporary forgery; however, many other coins of 

low silver content exist, with a marked diversity of 

alloys.  

Most ancient forgeries are in the form of plated coins. 

Forgers are likely to adopt one method and stay with it. In 

the case of the coin with the high tin content, a more 

plausible explanation is that some potin coins of high tin 

content were mistaken for silver when the bullion was 

sorted. Celtic potin coins were minted in places far 

removed from Armorica, and their unfamiliarity could 

easily account for the mistake. Another coin had a silver 

content of 1.03%, but in that example, the tin content was 

only 0.5%, and the coin would have appeared to be 

copper. There is no mention of the coin being plated, 

which would have been essential if it were to have been 

passed singly, or with a few others. At the other end of 

the scale, a Class III coin was analyzed and were found to 

contain 33.3% silver, about 11% higher than the mean.  

There would have been a natural tendency to avoid being 

too generous with the silver, while allowing the copper 

content to increase until it became noticeable. To 

arbitrarily label some coins as forgeries, while being mute 

about the coins too rich in their alloy, is a 

misrepresentation of the data.  

More than 80 coins were analyzed by Gruel. Of the coins 

within each class, only five shared the same silver content 

with another. No three coins had the same silver content 

to within 0.1%. The densest concentration was within 

Class I, where five of the ten coins had silver content 

within 1%, no coins were in a lower range, but the next 

coin was 1.7% higher. With the Class III coins only 57% 

of the 21 coins had a silver content between 19.9 and 

24.1%.  

 



Celtic Improvisations 

 82 

LAST WORDS – FIGURES: 

 

Fig 15. Silver Percentages in Some Coins from Trébry 

This chart shows the range of silver content in some of 

the coins from the Trébry hoard. The column for 

Class Vb may be slightly misleading, as Vb could contain 

coins of Group B, which are likely contemporary with the 

earliest coins of Group A. These Group B coins are so 

rare that, unless they were favored for analysis or 

unusually dominant in the hoard, the chance of 

encountering any in this small sample is minimal. The 

range of the Class VI coins is greater than that of 

Class Vb. As these were the first attempt at producing a 

coinage, this is to be expected. In Class Va, the range is 

considerably greater.  

Logic would suggest that as we practice an activity, we 

should become more proficient. In reality, this is not the 

case. With repetition of an activity, the degree of 

efficiency starts low, and increases with practice until the 

activity becomes boring, at which time efficiency drops 

off steeply. When this happens, it is necessary to take 

measures to counteract it. This may take the form of a 

“pep-talk,” or even, if necessary, threats of retribution, 

but the important thing is to eradicate the feeling of 

boredom. The worker is thus revitalized and continues 

afresh. Later on, his efficiency will again decrease, and 

the process has to be repeated.  

The coins of Class IV were minted after the coalition. As 

a new project, the degree of efficiency would be naturally 

higher for this issue than for the preceding one. So much 

for Series X. Series Y, starting conscientiously in Class I, 

lapses into wild abandon in Class III. There are not 

enough coins of Series Z analyzed, but from their 

workmanship, and their probable hurried production, a 

wide range in metal content is to be expected.  

Too often, data is interpreted as intent. In a perfect 

universe, this would be appropriate, but when human 

beings are part of the equation, aspiration can only be 

guessed at.  

As stated before, the need for accuracy in weight and 

metal purity is not as vital when the coins were to be paid 

out in large sums. As the society changed after the Gallic 

War, and there was a shift away from the slave state of 

the warrior class to a market based economy, these coins 

became a problem. A token coinage would be unpopular, 

and if the coins were valued too low, it would have 

resulted in many of the richer ones being melted down in 

order to profit on the silver. If this occurred, our 

statistical analyses might be considerably inaccurate, as 

coins of noticeably higher silver content would have been 

culled from the circulation pool.  

The possibility has been mentioned that the moneyers 

were being stingy with the amounts of silver in the alloys, 

either for personal profit or for fear that the silver would 

be used up before the copper, thus exposing them to 

retribution for being too generous. The idea that the 

figures that we have do not represent the alloy of the 

coins struck, but instead, the alloy of the coins that have 

survived, adds further complication to the problem. Both 

explanations may be true, each contributing a part to the 

results. One thing is certain: basing conclusions on a 

miniscule part of the whole, and finding significance in a 

difference of only a few percentage points, is of dubious 

validity. In the post-war period, when smaller amounts of 

money were needed for an emerging market economy, 

billon coins of widely varying intrinsic value would have 

been a problem. The only solution would be to turn the 

coins back to bullion and separate the silver from the 

copper.  

Some of the Jersey hoards appear to be scrap metal 

conglomerates, especially those that contain a diversity of 

material. When presented with a number of hoards from a 

small area such as this, the natural reaction is to 

determine the order in which they were buried. This can 

usually be done by looking at the patterns of the earlier 

and later issues. A hoard that contains a majority of 

earlier coins and only a few later coins would be 

considered to precede a hoard where this pattern was 

reversed.  

The Jersey hoards appear to confirm the use of this 

method: wherever there are more Class IV coins than 

Class V, there are also more Class III coins than Class I, 

and vice versa. Using this method, we are drawn to the 

conclusion that the chronology of the four largest hoards 

starts with Jersey 5, closely followed by Jersey 6, then 

Jersey 11, and finally Jersey 9.  

This method is applicable if we assume that all of the 

products of the hoard were taken from a local circulation 

pool. This is where the method breaks down. It is most 



CHAPTER SEVEN: LAST WORDS  

 83 

likely that all of the coins were brought to Jersey from 

elsewhere, so what we are actually seeing is a sampling 

from various circulation pools. Not only this, but also 

each hoard may contain coins from more than one place.  

If the coins were gathered from places on the mainland, 

then there could be a bias to the sampling. The people 

collecting these coins, presumably either purchasing them 

with a more standardized currency, or exchanging them 

for goods, would avoid those areas where they were not 

welcome.  

The presence in Jersey 11 of brooch types obsolete by 

about 25 BC gives us a potential range for the hoards 

from 25 BC to 25 AD. The conservative nature of 

Armorican art leads me to presume that fashions in the 

area were not quick to change, and such brooches would 

be worn long after they were abandoned in more 

cosmopolitan areas. Clearly, more archaeological 

evidence is needed.  

After Caesar left Britain, Roman imports began to 

dwindle in the south, while the tribes north of the Thames 

started benefiting from trade agreements probably 

negotiated with Caesar as part of the terms of surrender. I 

have always been suspicious of the fact that the British 

tribes gave up just before the Romans had to leave for the 

winter. I think that Cassivelaunus saw the opportunity of 

negotiating more advantageous terms at this time, as 

Caesar was concerned about a possible uprising in Gaul, 

and would not have wished to leave a large enough force 

in Britain to maintain ground already won.  

The Durotriges, in the south of England, embarked on a 

long period of hardship. Their coinage, which was 

originally gold, was debased by stages, until it became 

one of bronze only. At Hengistbury, Coriosolite coins 

were being imported, possibly traded for grain, and 

melted down to reclaim the silver. These operations could 

have persisted for a long period of time. As less silver 

became available, the Durotriges debased their coinage 

further. When the supplies came to an end, due to the 

events signified by the abandonment of the hidden caches 

in Jersey, the change to a completely base coinage was 

imminent.  

This event is not likely to have been much earlier than 

about 10 AD, conveniently close to the estimated date of 

15 to 20 AD for the destruction of Alet. The activities at 

Hengistbury may have been intermittent: the site was 

used as late as the middle of the second century. The 

earlier deposits of coins and metal must have been well 

hidden to survive undetected for such a long time, 

indicating periods when the site was abandoned.  

The dating of earlier issues of Durotriges coinage has 

been badly affected by the old idea that the Jersey hoards 

were buried at the time of the Gallic War, and this has, in 

its turn, given the impression that the British silver 

coinage is earlier than it really is. A date after the Gallic 

War seems most likely: silver is useful for the small 

market transactions which would be on the increase 

during this time.  

The Brittany hoards are of a completely different nature 

than the Jersey hoards: besides the differences in the 

proportions of the products of each mint, there is not the 

consistent echoing of the profiles of Series X and 

Series Y. It is only in the Penguilly hoard that this pattern 

can be seen. In the Roz-Landrieux hoard, the Class V 

coins outnumber the Class IV coins by a considerable 

number. This extreme difference is not echoed by the 

differences between Class I and III. The Merdrignac 

hoard contains an equal number of Class V and Class IV 

coins, but contains no Class III coins at all. At Trébry, 

there is an increase from Class V to Class IV, but there is 

a decrease from Class I to Class III.  

As so many factors contributed to this patterning, it is 

impossible to be certain about specifics. An east-west 

division is still visible for X and Y respectively, and it is 

easy to see that the coins were more likely to travel from 

east to west than in the opposite direction. This shows the 

Celts’ line of retreat from Sabinus’ forces, which were 

probably in southern Normandy. The people on the east 

side of the Rance appeared to have traveled south for a 

while before turning west. One line of retreat appears to 

have crossed the Rance in the vicinity of Dinan. This is 

marked by a series of poorly recorded hoards discovered 

in the nineteenth century.  

The nature of the designs to be found on Coriosolite coins 

is governed by cultural, religious, and artistic tradition. 

The vast majority of Celtic art is decorative; it is the 

embellishment of the object that defines the state of the 

art rather than the outward form of the object itself.  

A coin is a functional object, and the design on a coin is a 

part of its function. By looking at what is stamped on a 

disc of metal, we can determine that the object is a coin 

issued by a particular group of people. Thus, if not 

actually guaranteeing standards of purity, the coin does 

advertise the identity of its creators.  

The western tradition, which survives to this day, is to 

place a head on one side of the coin. It may be a portrait 

of a leader, a deity, or a personification of a national 

characteristic. In many countries, this tradition is constant 

and unvarying, and any artistic expression is subservient 

to this. Thus a portrait may be naturalistic, or 

expressionistic, and it may show a head, a bust, or a 

full-length figure.  

Coriosolite and other Armorican coins are also subject to 

this convention. The distant prototype of their coins was 

Greek, and it was part of quite a different artistic tradition 

than that of the Celts. Celtic art had never experienced the 

need for portraiture, and the human figure had never been 

idolized, as it had by the Greeks, so because of a 

convention, Celtic tribes were forced into adopting an 

alien art form. Often their attempts at this form are crude. 

Coin collectors who are unfamiliar with Celtic art, have 

the impression that the Celts were bad artists, and usually 
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describe all of their coins as crude or barbarous: in some 

instances this is true, but many Celtic artists found ways 

of combining their own artistic traditions with the 

classical ones. Some of these syntheses are masterful, but 

if the viewer is unfamiliar with the Celtic component, it 

becomes invisible, and all that can be perceived is 

something that is not realistic enough.  

The main point is that part of the design of most Celtic 

coins is functional, that function being to identify the 

object, universally, as a coin. In this way, part of the 

design is also an intrinsic part of the object itself, and 

therefore may be embellished, or not, with purely Celtic 

design. This embellishment can take the form of 

abstraction of the image itself, but it must contain enough 

of the original information to identify the prototype 

design.  

Some later Celtic coins are completely in the classical 

style. Good examples of this can be found with some of 

the coins of the British kings prior to the conquest, in the 

first century AD. Some people believe that these coins 

were produced by Celtic artists. Perceiving that many 

Celtic-style dies are expertly cut, they believe that this 

skill is all that is needed to produce works of art in 

another style. A painter wields a brush, and if he is a 

great painter he wields it expertly. If a great painter, 

brought up in a western artistic tradition, attempted to 

paint a Chinese-type painting, he results would be 

laughed at by most Chinese people, even if they 

themselves were incapable of painting a picture. Art is a 

learned activity, not a natural talent. People who are 

“born” artists only have an interest and aptitude in art: it 

is their diligence that makes them good, and what they 

practice depends upon the tradition they are working 

within.  

Every die engraver who produced coin designs in a 

classical style had many years of training in that style. He 

may have been Celtic by birth, but he was not a Celtic 

artist. Some coins have been identified as being copied 

from Greek or Roman intaglios, indicating a possibility 

that gem engravers augmented their income by producing 

coin dies for their Celtic patrons.  

Once the standards have been met for identifying the disc 

of metal as a coin, then attention can be paid to making 

the design culturally relevant to the local populace. The 

Coriosolites were part of a cultural group that included 

other Armorican tribes. There was a Celtic elite, and a 

mixed population of Celtic and indigenous peoples. 

Intermarriage may have been permitted, but by the time 

of Caesar’s invasions, this would not have eradicated 

pre-Celtic beliefs and customs.  

The Celts were not rigidly dogmatic in their beliefs: they 

were very capable of discussing their own religion, using 

another framework of belief. The Celtic belief allowed, 

and perhaps encouraged, debate, so there was no strict 

adherence to a single line with its attendant xenophobia 

and wish to proselytize. As Celtic peoples migrated over 

much of Europe, they encountered a large number of 

local cults, which they enfolded into their own religion. It 

is possible that they interpreted local deities as 

equivalents of their own, and were happy to let the local 

names prevail. The dates of local festivals were likely 

changed in order to fit in with the Celtic customs. The 

Celts did not place as much importance on the times of 

the solstices as did the earlier inhabitants: therefore, 

gradually, certain earlier festivals may have fallen into 

disuse. Some of the features of these earlier festivals 

would be transferred to the newer ones. Even today, some 

Christmas and New Year’s customs are derived from 

ancient celebrations of the winter solstice.  

The religion of the common people was not as complex 

as the religion of the Druids. Through study, observation, 

and discussion, the Druids expanded the religion to more 

than the propitiatory expression of the peasants’ hopes 

and fears. It became a mystery religion, one where 

initiates were led to greater revelations, stage by stage. 

Although the Druids were known to discuss the nature of 

the gods and the universe, it must be assumed that these 

were not open discussions where any members of the 

tribes could join in. Only by keeping certain knowledge 

from the general population would the Druid class 

maintain its power. Those who had received Druidic 

training would feel more at ease discussing some aspects 

of this with Greeks or Romans versed in philosophy than 

they would with uninitiated members of their own tribe. 

Thus, some information has come down to us from 

classical authors. The knowledge thus discussed was in 

the manner of comparison between classical and Celtic 

belief. The Celts had no argument with syncretism, and 

this probably was a large part of their teaching.  

Remnants of the earlier megalithic religion of western 

Europe appears on the Coriosolite coins in the form of the 

standards in front of the pony in Series Y, and the lyre 

beneath the pony in Series X. The latter symbol has also 

strong connections to the classical Apollo, and Mercury 

or Hermes. These double meanings are favored devices 

with the Celts, and are expressed not only in the religious 

sense, but in the arts as well. We cannot tell what the 

symbols represented to the uninitiated: they could have 

viewed them as little more than “good-luck” symbols, 

without any idea of their history. The Druids, however, 

would have been well versed in their origins, and as 

artists and smiths were members of the elite, they too, 

would have been instructed in the use of such devices.  

Symbolization is perhaps seen by the use of plated coins 

offered at temple sites: the ability to symbolize enables a 

person to offer such a coin with the understanding that he 

was not cheating the gods, but partaking in a symbolic 

ritual. In his mind, his offering of plated money would 

give him the same benefit as he would receive if the 

money were genuine. The offering of money cannot be 

compared to a collection plate in a modern church. In a 

church, the money is used for various things, such as 

providing for the poor, or helping with building 

maintenance costs: it is not a pact with God, and, 
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although some members of the congregation may feel 

virtuous for donating, and thus closer to God, they would 

be incensed by any accusation that they were bargaining 

with the Deity. In contrast, a Celtic temple was where the 

god resided, and any offerings were made directly to that 

deity for future favours, and the money remained where it 

was placed.  

The Coriosolite use of symbols is systematic; for 

example, the symbols placed beneath the pony differ in 

their design, while sharing the same meaning. Symbols 

placed in front of the pony also seem to share the same 

meaning, although in some cases, this is less obvious, and 

in the case of the emblem on the coins of Group A, the 

meaning is difficult to assess. A strong connection exists 

between obverse and reverse types, but this idea has to be 

strengthened by the observation of other Armorican coin 

types. Double meanings abound: some appear only 

visual, but may have had mythological connections, now 

lost.  

It is doubtful whether the full import of the designs were 

understood by the general population, but the images 

would have had some talismanic significance, and coin 

offerings at Celtic temples might contain this element, as 

well as being merely offerings of value. This is an 

untouched line of research, but one that may be fruitful. It 

is interesting that many later coins of the Atrebates, found 

in great numbers at a temple site in England, bore images 

that can also be found adorning lead sarcophagi of the 

Roman period.  

We can turn our attention now to the purely artistic parts 

of the coins designs, with the qualification that this 

activity also contains a religious aspect.  

When I first became aware of the large numbers of 

varieties within the Coriosolite coinage, I felt that a 

stylistic evolution had occurred. With such a large 

number of variations, it would have taken a conscious 

effort on the part of the die engravers to avoid 

evolutionary features. Plotting the changes in the design 

would create a chronology with a larger number of steps 

than existed with the current classification system, and 

this was the totality of my purpose at that time.  

It was only as I worked on this chronology that I became 

aware of other considerations, such as the novel idea of 

reconstructing the coin designers’ thought processes. 

When a person dies, his thoughts die with him. In historic 

times, thoughts can be transmitted to others by the written 

word. An artist may leave a body of work, and this can be 

interpreted by the art historian, but there is still 

dependence in literature. Even if our artist were 

completely illiterate, many of his contemporaries were 

not, and they wrote about techniques used in that time, 

and recorded the titles of other, similar, works of art. The 

subject matter of the art was usually taken from literary 

sources. Although the art itself was non-literate, it was 

surrounded by literary reference.  

When the only evidence of peoples’ work is 

archaeological, we are presented with a problem, if we 

wish to understand their psychology. An artifact may say 

something about the person that made it, but a single 

object can say very little. A good archaeological site may 

contain many artifacts, but it is difficult to tell how many 

people were responsible for their manufacture. Many of 

these artifacts might contribute some small piece of 

information about its creator, but rarely are there enough 

of these attributable to a single person to be of much help. 

It is like standing at the doorway of a room in which a 

hundred people are conversing in several foreign 

languages. We might hear a word or two that we can 

translate amidst the murmur of the throng, but no single 

idea can be reconstructed.  

Coriosolite coins present us with a body of data that is 

rarely paralleled in the archaeological record: their vast 

numbers guarantee that most of the types are represented; 

and their numerous variations, united by a common 

theme, enable us to reconstruct many ideas governing the 

nature of their creators’ beliefs.  

Before we can unravel the mysteries of the images, we 

have to define the framework in which they are 

represented. It is at this point where our subjectivity can 

completely block the process. If we enter the picture 

ourselves, we may introduce foreign elements that will 

impede, or completely destroy, understanding. This does 

not mean that we cannot use common sense, but we must 

ensure that the elements are common to the human 

species, and do not reflect considerations germane only to 

our modern culture.  

In matters of aesthetics, this is singularly difficult. We 

have little idea just how enmeshed we are in our own 

aesthetic heritage. The designation of something as a 

work of art automatically generates a series of thought 

processes that changes our natural aesthetic perception. If 

a canvas is painted a dark blue at the top, fading to a paler 

blue, bordering on turquoise at the bottom, most people 

would not find it beautiful. These same people, 

confronted with a sky of exactly the same gradations, 

would experience aesthetic pleasure. Someone may claim 

that abstract art is trash, and then go home and cover their 

walls with it in the form of wallpaper. A company 

president might declare that their art collection should be 

realistic, only to authorize the spending of a fortune for a 

purely abstract business logo.  

Colour, shape, and composition affect our visual aesthetic 

sense, and with it, our psychology and behavior. A red 

ceiling will give you headaches; fewer people want to 

buy a cleaning product that is not white, blue, or green. 

Many of these things go beyond cultural customs, and 

apply wholly to our human identity.  

In evaluating Celtic art, we must ignore personal 

preference and focus our attention on more elemental 

matters. Human beings prefer harmony to discord. Two 

shapes in proximity must contain harmonics of each other 
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if the results are to be naturally felt as pleasing. Discord 

can be experienced as pleasure if the viewer knows that 

he is expected to feel this, but this is really harmony in 

disguise: the harmonics are between the object and the 

expectation. Repetition leads the eye, and if the eye is 

thus led in patterns that are harmonics of design elements 

within the object viewed, then the aesthetic sense is 

aroused. When shapes are in proximity, other shapes are 

created out of the spaces in between. Care must be taken 

by the artist to ensure that, even if the shapes are 

themselves in harmony with each other, the resulting 

spaces do not form shapes that are discordant, and clash 

with the positive elements. This consideration of positive 

and negative shapes is absent in the majority of artistic 

traditions, although in modern art it is sometimes 

employed. M. C. Escher is known for making clever use 

of the device.  

These are just a few aesthetic principles that traverse 

cultural differences and can be applied to Celtic art.  

Celtic art is predominantly abstract, but that abstraction is 

a reflection of nature. In our culture, when we go on a 

walk to view nature, we perceive collections of things, a 

macrocosmic impression of trees, hills and streams. The 

Celt was more likely to see a single leaf unfurling in a 

spiral, or a bud beginning to open. We may be aware of 

these things, as well, but it is a matter of emphasis, and 

the degree of influence on our art.  

When nature is viewed as a whole, some of the mystery is 

lost, for it is the awareness of the similarities of its parts, 

or the underlying laws that connect disparate objects of 

nature, that the aesthetic sense is rooted in. In this way 

the aesthetic experience is strongly connected to the 

religious experience, and with Celtic art, it is often 

difficult to differentiate between the two, if indeed such 

differentiation is appropriate. Both the aesthetic and the 

religious experience is sullied by the attempt to organize 

what is felt into a formal system. When this occurs, the 

aesthetic/religious experience is often transferred to 

feelings of allegiance or obedience to the belief structure 

or movement, resulting in the shutting down of 

receptivity to experiences contrary to, or other than, those 

tenets.  

The Greeks, and later, the Italians at the time of the 

Renaissance, made use of a system of proportion known 

as the Golden Section. It equates to approximately 

0.6180339 and can be expressed by the formula:  

A rectangle constructed in the proportion of one unit on 

the long side to the Golden Section on the short side is 

perceived as harmonious by most observers in preference 

to rectangles of other proportions. This ratio exists in 

nature in a number of apparently unrelated situations. It 

does not exist in order to appear harmonious to people, 

but people are unconsciously aware of its pervasiveness 

in nature, and thus find it aesthetically pleasing. The ratio 

is used rarely today, but its effects can be experienced by 

anyone. It is not integral to modern aesthetic systems, but 

owing to its psychological power, and the fact that it is 

not contradictory to any of our beliefs, we have not 

suppressed the ability to perceive it. Many aspects of 

Celtic art have fallen away from our consciousness 

because of contrary considerations, but may still remain 

as archetypes that are recoverable, if we can let go of the 

constricting aesthetic “rules” that originated with 

classical art.  

An observer of a Celtic coin who is concerned only with 

how realistic the portrait is must wonder, upon reading 

these paragraphs, if he is in Kansas anymore.  

Unlike other Armorican tribes, the Coriosolites have yet 

to have any earlier gold coins attributed to them. Coins of 

the Veneti, for example, exist in both gold and billon. 

Although the gold coins are unmistakably Celtic, they 

have not progressed to the state of abstract ornamentation 

displayed on the later billon coins. The Aulerci 

Eburovices, while not situated in Brittany or Normandy, 

were allies of the Unelli, and had a gold coinage related 

in style to Armorican coins, as well as to the coins of 

other Celtic tribes’ closer to the Belgae, such as the 

Parisii.  

There are several types of early Armorican gold coins, 

whose provenances are, for the most, unknown. They 

have not yet been attributed to a particular tribe. In style, 

they predate the gold coins mentioned above, and their 

obverses, especially, are not far removed from the 

classical prototype. In addition to this, other Armorican 

billon coins remain without firm attributions. They 

generally belong to the Gallic War period, but some of 

them appear to be of better silver content.  

Without analysis, it is impossible to be certain about the 

metal purity. Surfaces of the coins might have been 

treated in ancient or modern times to dissolve copper, 

leaving a silver-rich appearance. One of these coins in my 

possession had been treated prior to purchase, and 

smelled strongly of acid and copper oxide. Another coin 

was advertised by a dealer as a silver prototype of the 

Coriosolite coinage: it was, however, later in style than 

the Group A and B coins, and was of a type sometimes 

found in Jersey in later contexts, and with little wear from 

circulation.  

The earliest Coriosolite coins are those of Group A and 

B. The chronology of these coins may be misleading: I 

have arranged them this way for typological reasons, and 

to avoid confusion. Coin 4 and 5 of Group A may be later 

than the coins of Group B. It is the style of the driver’s 

body that suggests this: the rectangular torso gives way to 

a linear representation that is modified throughout the 

subsequent groups.  

 

Fig 16. The Golden Section 



CHAPTER SEVEN: LAST WORDS  

 87 

Another early feature is the absence of integration 

between the mane curl of the pony and the diadem. There 

is a certain amount of cohesiveness to the later coins of 

Group A that is absent in both the earlier coins and the 

coins of Group B. There is thus a problem in the 

typological method, which presupposes that types 

separate issues, and that die engravers are always decisive 

with their changes.  

Determination of chronology by stylistic evolution avoids 

this problem, as changes that improve the design by 

successive stages represent a thought process, and it is 

only after the culmination of this process that radical 

changes can occur. In other words, the engraver is trying 

to improve some aspect of the design, and each change is 

based on the last, but once the design is perfected, or he 

feels that an entirely new approach is needed, that aspect 

of the design can undergo a complete change to mark the 

new idea. The new idea itself may then undergo changes 

in order to perfect it.  

The chronology set out in the catalogue is internal to each 

group. Groups A and B together should be understood 

differently. Coins 4 and 5 of Group A are probably 

immediately prior to Group C, as the series of 

modifications to the driver’s body suggests.  

There is a possibility that the early coins of Group A and 

all those of Group B precede the Gallic War. All these 

coins are rare, which presents obvious problems in 

determining the age by metal purity. More evidence is 

needed. Both early and late Group A coins have been 

classified as Class VI. Group B and the later Group C 

coins have been classified as Class V. This effectively 

confuses any possible difference in the distribution 

patterns between the early and the later coins. The outset 

of Crassus’ campaigns provides the only historical 

marker for the start of the Coriosolite coinage, which 

leaves the later Group A and Group C to fit into the 

period between the initial defeats and the coalition. 

Without more evidence, this explanation will have to 

stand.  

There are smooth transitions between Group C and the 

groups that make up Class IV, and we can be fairly 

certain that this reflects a continuing process of coin 

production. Although it is most likely that the devaluation 

was the start of Group E, until more coins are analyzed 

by these groups, or even by specific dies, we cannot be 

certain that the change in type reflected the devaluation, 

or that it took place at about the time the design changed.  

The last coin of Group D (15) already has a rudimentary 

base to the nose, and both Coins 14 and 15 have the 

mouth ornaments characteristic to the coins of Group E 

and the rest of Class IV. Also, the change to the design of 

the spiral at the position of the ear does not start at the 

beginning of Class IV, but two dies later. The change 

from Class V to Class IV is based only on one feature, 

that of the nose, and even this change is not abrupt.  

There are several changes to the design around this time: 

these are ongoing, and do not reflect any pause in 

production. The changes that isolate each group divide 

the coinage in a way to allow the greatest convenience of 

identification. They do not reflect any intention on the 

part of the die engravers to do this. I could have created 

more groups for each series, but this would have 

complicated the comprehension of the chronology by 

including too many subgroups and transitions. This was 

necessary in certain places, where conservatism in the 

designs made the grouping by clearer features consist of 

too many dies for a tight chronology. The groups, and 

even the classes, should not be thought of as issues. Each 

series is an issue, with the possible provision that 

Series X may be two issues, allowing for a gap between 

the earlier coins of Class VI with the earlier coins of 

Class V, and the later coins of these same two classes.  

Too often, utilitarian motives are ascribed to purely 

creative endeavors. We need not try to determine an 

external reason for a change in the design of a coin. 

When there is a new coinage implemented, if it is much 

later than the old coinage, new die engravers may be 

employed again. They bring their own ideas to the 

coinage, resulting in new designs. If there are no new 

coins engravers, but some time has passed before the 

engravers are employed again, they may be influenced by 

designs that they have developed elsewhere, or perhaps 

they have been provided with enough time to reflect on 

the old designs and see their shortcomings.  

In either case, they start the project afresh, and the 

designs demonstrate their artistic growth by the 

abandonment of old problems and the initiation of new 

 

Fig 17. Development of a Celtic Design: Anatomy of a Thought Process 
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ones. This differs from a change to the design in an 

ongoing project. These changes are localized to one or 

two parts of the design, while the entire design retains 

many features, even insignificant details, that are prior to 

the change. When there is an unresolved problem in one 

area, the die engraver makes one change, and this in turn 

exposes a new problem in the same area that must be 

corrected in order to tie in that change with the 

surrounding design elements. This process may be 

repeated several times until he is satisfied that the entire 

effect is pleasing.  

In painting, this is accomplished by the use of 

preliminary studies. Through a number of these studies, 

the artist develops the design of the painting and 

overcomes the various problems of composition and 

colour. In the Coriosolite coins, the artist had little time to 

do preliminary studies. Instead, they resolved the 

problems in design as they went. This enables us to 

perceive each stage of the work and thus reconstruct the 

nature of those problems.  

An interesting series of modifications can be found in the 

ornamentation in front of the face on Coins 9 to 13: 

Coin 9, in Group C, conjoins the ornamentation with the 

top of the nose. This is an improvement on the earlier 

design where the ornamentation seems to issue from the 

middle of the nose at a clumsy right angle. In Coin 10, 

some minor improvements are added: the top curl and 

leaf are brought into greater harmony with the front curl 

of the hair; both beaded lines now meet at the solid line 

of the top of the nose, and the bottom curl becomes more 

pronounced. Coin 11 has two important changes: the 

lower part of the ornamentation that once issued from the 

nose is now separated, with the loose end turned into a 

curled solid line; and the beaded line ornamentation at the 

position of the chin is eliminated in favour of a solid line, 

while this element is balanced by an opposed curl.  

The old arrangement of the ornament at the neck position 

is abandoned, and a neck is substituted. Coin 13 unifies 

the composition by changing the two remaining beaded 

lines into solid lines, and thus disguises the origins of the 

design by removing the vestigial elements. This is a 

definitive case of design evolution: the truth of the 

chronology is established by tracking changes to other 

parts of the design which overlap the above-mentioned 

changes, both at the beginning and at the end.  

From the above example of design evolution, which 

bridges Groups C and D, the thoughts of the die engraver 

become apparent: the composition was uppermost in his 

mind; unifying the nature of each elements was 

secondary. The change from beaded to solid lines 

demonstrates this point: the final change was 

accomplished by eliminating the beads. Within a small 

area, the engraver had each part of an element oppose its 

neighbour: these pairs are tied in to the overall 

composition by there parts either echoing, or opposing, 

the parts of other elements in their vicinity. Wherever 

possible, shapes are repeated throughout the design, in 

order to lead the eye around the composition. Where 

elements are opposed, they can be like a mirror image or 

they can fold back, as in the case of an S-shape, where 

the ends face in opposite directions and the direction of 

the turn is reversed as well.  

Once a design is perfected, one would expect it to be 

repeated. This is not the case here. After Coin 13, the 

design embarks on new directions, and the composition 

that the die engraver diligently matured in the previous 

dies is abandoned. This is obviously not because of 

dissatisfaction with the previous design, as the subtle 

adjustments attest to the fact that he thought the overall 

idea was sound, only needing to be perfected. The 

following two dies display a certain degree of 

listlessness: the engraver’s creative powers are drained 

 

Fig 18. Design Evolution in Groups C & D 

 

Fig 19. Transition from Class V to Class IV as Shown on the Head on Coriosolite Coins 
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for the moment—a condition well known to artists who 

have finished a work they are especially proud of. He 

reverses the direction of the mouth ornament in Coin 15, 

and, feeling a need for elaboration, experiments 

unsuccessfully with the ornamentation at the top of the 

nose. Coins 16 and 17 display an unbridled creativity, 

and thus are difficult to place exactly. While old elements 

are reintroduced, such as the nose design prototypical of 

Class IV, various novelties are also included. After this, 

the continuing process of design evolution resumes, and 

the series progresses to its close in the same manner.  

The abandonment of highly evolved designs is 

interesting. It is rarely encountered in Celtic coinage, and 

although Celtic artifacts of earlier La Tène styles are 

scarce enough to inhibit a detailed study of the products 

of single workshops, their infinite variety indicates that a 

similar process was happening to mainstream Celtic art. 

The earlier Celtic gold coins do not clearly show any 

such process: their rarity, combined with the fact that the 

die engravers had enough to do trying to adapt a 

classically inspired subject matter into a Celtic art form, 

is probably the reason for this. Armorican design includes 

many elements that elsewhere appeared much earlier, 

attesting to the conservative nature of this area, a 

common trait throughout its history. Celtic art, while 

beginning to decay in many areas, was still vital in 

Armorica. This vitality was also present in some of the 

British workshops, although their early separation from 

the continental traditions led the art in different 

directions. A religious desire for originality seems most 

likely, and traces of this can be found in later Celtic 

folklore. This may reflect a Celtic observation of nature, 

in which numerous forms and processes recombine into a 

myriad of expressions. In modern times, the discovery of 

DNA is the ultimate end of one microcosmic aspect of 

this idea of unity in multiplicity, just as Einstein’s 

attempts to discover a unified field theory were aimed at 

another, macrocosmic, aspect.  

The coins of Series X demonstrate an honest attempt to 

follow this belief in originality. The interim dies are 

usually studies to a definite end. That they are products in 

themselves, and are used to mint coins instead of being 

abandoned once any one design was perfected, can be 

forgiven. There was not the time available to ensure that 

each coin was completely original, and the coinage had to 

be unified to some degree for recognition purposes. The 

large number of coins required, of course, meant that 

each die was used many times. This too, was 

unavoidable. It is interesting that there is so much overlap 

in the evolutionary process; in this way, the entire 

coinage can be viewed as a work in progress. Like 

Sheherazade’s tale, the story is never quite finished.  

The coinage of Series Y, while exhibiting some 

evolutionary traits, expresses its originality by another 

method as well, designated as “variations on a theme.” It 

could be viewed as a sort of visual paraphrase.  

One of the best examples of this is to be seen in Coins 37 

to 40. This is Subgroup H1, and is isolated by the 

constant use of a beaded martingale in front of the pony, 

and by the depiction of different styles of banners. The 

unifying feature in these is their bilateral symmetry, 

where, in this case, the upper half of the banner is a 

reflection of the lower half. In the time of this coinage, 

this mirrors the crossover between the underworld and 

the mundane. It later became a feature basic to magic and 

alchemy, and survives in some fashion today as the 

S-matrix theory in the “new” physics. The use of 

different depictions of the same principle gives this 

design its Celtic flavour.  

The stringing together of similar sounds in Celtic poetry 

is also typical, and again appears in later folklore. The 

Welsh story, “The Dream of Rhonabwy” in The 

Mabinogion satirizes the Druidic training of the bard by 

introducing a number of riders, each with a horse of 

differing colour schemes, and each attired similarly, but 

with a number of variations in the colours of the armour, 

equipment, mantles, and gems. The author’s point is that, 

owing to the great number of variations, no one could 

know the story without the aid of a book. Inadvertently, 

he exposes a Druidic tradition that originally was more 

than just a mnemonic device. Words of different 

meanings were united by the similarity of the sounds 

occurring within them.  

While this provides cues to the memory, it is also a 

method of composition. The Welsh poet Dylan Thomas 

used this in his poetry, and also in his prose work. In “A 

Child’s Christmas in Wales”, he adapts the method by 

repeating certain words throughout, in much the same 

way that a painter introduces repetitions of colours 

throughout a painting to guide the eye and unify the 

composition.  

The author of “The Dream of Rhonabwy” satirized the 

mnemonic content by repeating only the unchanging 

parts, leaving all of the variations different in sound as 

well as meaning. But without realizing it, he fell into a 

traditional form of Celtic composition. It is clear from 

this that, at time of the writing of this tale, many of the 

finer points of Celtic composition, as well as its religious 

or philosophic content, were already lost to the 

consciousness. The unconscious mind, however, retained 

these archetypes, and they reappear in even later works. It 

is important to understand that poets often express 

 

Fig 20. Variations on a Theme in H1 Banners 



Celtic Improvisations 

 90 

archetypes unknown to them consciously. The process of 

poetry has within it a mechanism that can tap the 

unconscious. This is perhaps more relevant to formal 

verse rather than free verse, the structure of the poetry 

itself giving its words a mantra-like quality.  

Series Y displays considerable skill in the mechanical 

aspect of die engraving. Many of the products are really 

beautiful. Some of this is due to the fact that the blanks 

were at a higher temperature when they were struck than 

were the coins of Series X, and thus retain more of the 

reverse dies’ detail. There is a certain cleverness 

exhibited in these coins that is not as noticeable in 

Series X, but this cleverness is restricted to a few good 

ideas, and perhaps does not deserve as much credit as the 

engraver of Series X, with his untiring modifications and 

his compositional skills. While the engraver of Series Y 

did not break any of the aesthetic rules, he did circumvent 

them in a clever, legalistic manner. It is possible that he 

was younger than the engraver of Series X, and had a 

more flippant attitude.  

With the coins of Series Z, the cleverness of the other 

engravers is completely absent. Other than its few 

defining features, the coinage is almost totally derivative. 

Variations are few, when they occur; they are mainly on 

the obverse and are novelties, without any indication of 

deeper meaning. The die engraver of these coins is little 

more than a workman with no imagination. He follows, 

weakly, a tradition of originality, but there is no attempt 

to create an ongoing work that could be viewed as a piece 

of music; instead, he has started playing random notes at 

one end of the keyboard and worked his way to the other 

end without demonstrating anything more than this.  

The differences in the working methods of the die 

engravers does not indicate a chronology in the series, but 

merely expresses the differences in personalities and 

skills among a few different people. Perhaps Viridovix 

may have taken little care in the hire of a skillful die 

engraver. Being more of a warrior, he might have been 

like the English king that hated painters and poets. We 

need not look too far into the decline of the art at that 

time. If we take all three issues as a whole, we obtain a 

useful cross-section of the artistic abilities in that period, 

but at any time in history, there are artists who express 

their time, those who express earlier traditions, and those 

who are ahead of their time.  

There is a common thread than runs through the 

Coriosolite coinage: whether we are looking at the 

images from a purely artistic view, or in terms of their 

religious content, there is always the evolution of ideas 

and variations on themes. Neither concepts are purely 

human inventions, but are derived from nature. If I had to 

define the difference between Celtic art and classical art 

in one statement, I should say that classical art imitates 

and idealizes the forms of nature, while Celtic art imitates 

and idealizes the processes of nature.  

I have come to look at the Coriosolite coinage as a kind 

of Rosetta stone for translating the Celtic aesthetic. There 

is much here left to do, as well as other regions to 

investigate, and more chronologies to compile. The Fates 

have conspired to leave us with so many of these 

examples of a local art, expressive of this aesthetic. The 

coins of other tribes often lack either the numbers or the 

varieties, or both, but hopefully, what is learned here will 

be applicable in part to other coinages.  

As for other subjects, I cannot say. These methods of 

study may be quite workable for the artistic products of 

other cultures and other times. In dealing with these 

artistic products of the past, we should never lose sight of 

the fact that all were made by human beings, and that, 

beyond the limitations of space and time, and the cultural 

differences that seem so alien, there are familiar aspects 

of the human condition that can be a foundation for 

understanding. There are many accounts of the past that 

attempt to eliminate the people, and give the impression 

that the artifacts change by themselves, and that influence 

is entirely geographical, assuming that people copy 

nearby things in parrot fashion, without the need for any 

new image to harmonize with an already-existing ethos.  

But ideas are not contagious diseases; people choose 

whether or not to adopt them. People also invent things: 

there are enough cases of simultaneous inventions, where 

there is no possibility of communication between the 

people concerned. If we find one example of an idea in 

two different places, we must take care to locate other 

examples before deciding we have an actual influence 

rather than similar conditions prompting similar 

responses.  

Once it has been established that an idea has traveled 

from one place to another, then the question must be 

asked: why? The answer of proximity is no answer. There 

must always be a reason, a cause for the transmission. An 

alien art form rarely traverses cultures unaffected. If two 

adjacent cultures, radically different in their artistic 

expressions, have the typical products of one culture 

existing within the territory of the other, this does not 

mean that one culture copied the other. Most likely the 

alien artifacts were brought there, or they were the 

products of immigrants or travelers.  

Throughout this book, I have attempted to draw as many 

parallels as possible between Celtic art and Celtic 

religion. The unifying principle has been the psychology. 

I have not dealt with much of the religion of the common 

man, nor with any Celtic gods irrelevant to the main 

topic. I did not want to weight the text with too many 

examples of a single idea, but have tried to present as 

many as I felt were needed in order to support each point. 

I have gone farther than would normally be expected of a 

book about coins, and may have led many people through 

territories they would rather have avoided. This can not 

be helped. By separating ourselves from a natural sense 

of revelation, we are ill-equipped to study these coins. 

The designs found on Celtic coins are widely ignored by 
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scholars more concerned with matters of economics, 

social structures, and the connection of issues of coinage 

with known historical events. This seems an arbitrary 

determination of what is important. Disagreements over 

how to study the subject, although inevitable, are 

unnecessary: no single approach is workable for this 

subject, owing to the diverse nature of its components.  

My emphasis has been on the artistic and symbolic 

content, but I have attempted to include as much of the 

history, archaeology, and statistical analyses of the coins 

as possible, still retaining my own emphasis. I have had 

to stray into the apparently unrelated fields of poetry,  

physics, and psychology, knowing as I did so, that 

specialists in these fields would have much more to say 

about how their subject could be brought to bear on my 

topic. In recent years, physicists have found many 

similarities with their subject and eastern art and 

mysticism. I hope this book will encourage them to delve 

into Celtic art in the same spirit. I regret that I have been 

unable to include the subject of music in this study, but 

specialists in that field may have much to contribute, and 

where I have noticed some similarities between Celtic 

music and their other arts, musicologists may see firmer 

connections.  

My main hope is that this book will inspire not only new 

research, but new kinds of research, and that my methods 

may be translatable, not simply to other series of Celtic 

coins, but also to other forms of ancient art. 
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APPENDIX A: COMPARISON OF FLOW CHARTS 

SERIES X FLOW CHART 
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SERIES Y FLOW CHART 
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SERIES Z FLOW CHART 
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APPENDIX B: QUICK IDENTIFICATION CHART 
JOHN HOOKER’S CORIOSOLITE EXPERT SYSTEM 

Originally designed as a single-page chart to aid in the accurate and quick identification of Coriosolite coins, this expert system is 

also on the web, in a step-by-step format at: <http://www.writer2001.com/exp0002.htm>. This system only works when used in 
proper sequence, with images used with the descriptions: blatant image mismatches may indicate a coin outside this series.  
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APPENDIX C: INDEX OF DESIGN ELEMENTS 

OBVERSE MOTIFS 

1. Eyes 

Eyes  Eyes 

Image Coin No. Notes  Image Coin No. Notes 

1.  

Group A: 1, 2,  

Group B: 6 

  

10.  

Group I: 48, 49, 50, 

51, 52, 53, 54, 55, 

56, 57, 58, 59, 60, 

61, 62, 63 

 

2.  

Group B: 3, 4, 5, 7, 

8,  

Group C: 9, 10, 11, 

Group D: 12, 13, 

14, 15,  

Group E: 16, 17, 

18, 19, 20, 

Group F: 21, 22, 

23, 24, 25, 26,  

Group G: 28, 29, 

30, 31 

  

11.  

Group J: 64, 65, 66   

3.  

Group G: 27 See also 17, 

where there is a 

gap between the 

upper and lower 

lids at the front. 

 

12.  

Group J: 67 Similar to 11, but 

eyebrow line 

intersects with 

nose. 

4.  

No Group: 32   

13.  

Group K: 68, 69, 

70, 71,  

Group L: 72, 73, 

74,  

Group M: 75, 76, 

77, 78, 79, 80, 81 

 

5.  

Group H: 33, 34 Eyebrow line 

stops before the 

nose. 

 

14.  

Group M: 82 Extra curved line 

at the back of the 

eye alongside 

cheek section. 

6.  

Group H: 35 Eyebrow line 

extends all the 

way below the 

forelock, 

overtopping the 

nose. 

 

15.  

Group N: 83, 84, 

85, 86, 87, 88,  

Group O: 89, 91, 92   

 

7.  

Group H: 36, 37, 

38, 39, 40, 41, 42, 

43, 44, 45 

Eyebrow line 

extends to the 

top of the nose. 

 

16.  

Group O: 90  The most 

common obverse 

variety of all 

three series. 

8.  

Group H: 46 Eyebrow line 

de-emphasized. 

 

17.  

Group O: 93 See also 3, where 

there is no gap 

between the 

upper and lower 

lids at the front. 

9.  

Group H: 47      
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2. Noses 

Noses  Noses 

Image Coin No. Notes  Image Coin No. Notes 

18.  

Group 

A: 1, 2, 

3, 4, 5 

  

29.  

Group 

G: 28 

 

19.  

Group 

B: 6, 7, 8 

  

30.  

Group 

G: 29 

 

20.  

Group 

C: 9, 10, 

11,  

Group 

D: 12, 

13, 14 

A line connects to the 

ornamentation at the top, 

and/or in front of the nose. 

 

31.  

Group 

G: 30 

 

21.  

Group 

D: 15 

The top of the nose is fully 

integrated with the 

ornamentation. 

 

32.  

Group 

G: 31 

This motif doubles as an 

additional mouth ornament. 

22.  

Group 

E: 16 

  

33.  

Group 

H: 33-47, 

Group I: 

49-63 

This simple nose is typical 

for nearly all of Groups H 

and I. Slight variations can 

be seen in the proportions, 

the curvature of the lower 

end, and where and how it 

connects to the eyebrow 

line. 

23.  

Group 

E: 17 

  

34.  

Group I: 

48 

The lower end extends to the 

upper lip. 

24.  

Group 

E: 18 

The top of the nose is fully 

integrated with the 

ornamentation. 

 

35.  

Group J: 

64-66 

The top becomes the outer 

line of the forelock 

25.  

Group 

E: 19, 

20,  

Group 

F: 21, 24, 

25  

The lowest point can swell 

slightly, share a bead with 

the mouth, or terminate in a 

bead. The proportions and 

angles can vary. 

 

36.  

Group J: 

67 

The top extends higher than 

the eyebrow line to a 

position behind the forelock. 

26.  

Group 

F: 26,  

Group 

G: 27 

An extreme variation of the 

above motif. 

 

37.  

Group 

K: 68-71, 

Group 

L: 72-74, 

Group 

M: 75-82 

 

27.  

Group 

F: 22 

These motifs where the nose 

develops a small head are 

also included in the section 

on Nose Ornaments 

including nose (motif 

section 8), with the same 

motif number as here.  

 

38.  

Group 

N: 83-88, 

Group 

O: 89-93 

Variations in proportions, 

the curvature of the top, and 

the relationship to the 

eyebrow line. 

28.  

Group 

F: 23 
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3. Mouths 

Mouths  Mouths 

Image Coin No. Notes  Image Coin No. Notes 

39.  

Group A: 1-5, 

Group B: 6, 7 

 
 44.  

Group F: 21 Three bead 

terminals of the 

mouth ornament 

form this mouth. 

40.  

Group B: 8  
 45.  

Group G: 22-31, 

Group H: 35-38,  

43-47,  

Group I: 49-63,  

Group J: 67, 

Group K: 68-71,  

Group N: 83-88 

The top bead 

might be 

connected to the 

nose, the bottom 

bead to any mouth 

ornament. Relative 

positions vary. A 

few appear 

elliptical to very 

slightly stalked. 

41.  

Group C: 9-11,  

Group D: 12,  

Group E: 17-20,  

Group O: 91-93 

17-20 connect to 

the nose at the top, 

and to a mouth 

ornament at the 

bottom. 

 46.  
Group H: 33-34,  

Group J: 64-66,  

Group L: 72-74 

Group M: 75-82,  

Group O: 89 

Single bead mouth 

always has a 

mouth ornament 

issuing from it. 

42.  

Group D: 13-15  
 47.  

Group I: 48 A naturalistic 

variation of the 

two- bead mouth. 

Connects to the 

nose. 

43.  

Group E: 16 Part of the 

ornament in front 

of the head at the 

position of the 

mouth. 

 48.  
Group H: 39-42  

 

4. Necks, or ornaments at that position 

Necks, or ornaments at that position  Necks, or ornaments at that position 

Image Coin No. Notes  Image Coin No. Notes 

49.

 

Group A: 1-2, 3?  

Group B: 6? 8? 

All examples are 

incomplete. 
 

52.  

Group C: 9-10  

50.

 

Group A: 4*, 5 * 4 omits the left 

half of the motif, 

having only the 

beaded line and 

curl. 

 
53.  

Group C: 11,  

Group D: 12, 13, 

14? 15, 

Group E: 16, 17, 

19-20,  

Group F: 26 

 

51.  

Group B: 6? 7   
54.  

Group E: 18 The adjacent hair 

only indicates the 

rear of the neck. 
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Necks, or ornaments at that position  Necks, or ornaments at that position 

Image Coin No. Notes  Image Coin No. Notes 

55.  

Group F: 21-25,  

Group G: 27-31,  

Group H: 33-34, 

35*, 36 37*, 

38***,  

Group J: 64-66,  

Group L: 72-74,  

Group M: 75-77, 

78? 79-80, 81*, 

82,  

Group N: 85*-86* 

87, 88*,  

Group O: 89, 90*, 

92*-93* 

The lowest hair 

becomes the rear 

of the neck. 

Within the neck 

area: 

*    1 hair  

**  2 hairs 

***3 hairs 

 

59.  

Group J: 67  

56.  

Group H: 39**, 

40-41, 42* 44, 

46*, 47*? 

Group I: 48**,  

Group N: 83*, 84 

 

60.  

Group K: 68-71  

57.  

Group H: 43 Little to no rear or 

front of neck 

indicated. 

 

61.  

Group O: 91  

58.  
Group H: 45,  

Group I: 49-63 

     

 

5. Ear Spirals 

Ear Spirals  Ear Spirals 

Image Coin No. Notes  Image Coin No. Notes 

62.  

Group A: 1-5, 

Group B: 6-8, 

Group C: 9-11, 

Group D: 12-15, 

Group E: 16, 17 

  

64.  

Group H: 33-41, 

43-47, 

Group I: 48-63, 

Group J: 64-67, 

Group K: 68-71 

Group L: 72-74, 

Group M: 75-82, 

Group N: 83-88, 

Group O: 89-93 

 

63.  

Group E: 18-20, 

Group F: 21-26, 

Group G: 27-31 

  

65.  

Group H: 42  
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6. Whisks 

Whisks  Whisks 

Image 
Coin 

No. 
Notes  Image 

Coin 

No. 
Notes 

66.  

Group 

A: 1-3? 

5, 

Group 

B: 6-8? 

As so few of these 

coins exist, and the 

whisks are often off 

the coin, this 

reconstruction (based 

on the whisk pattern 

of Coin 4 and the 

evidence of 

fragments from the 

numbers quoted) is 

speculative 

 

67.  

Group 

A: 4 

 

68.  

Group 

C: 9 

 
 

74.  

Group 

E: 18 

The only evidence 

for the presence of 

whisks is the line 

attached to this curl 

at the back of the 

head. 

69.  

Group 

C: 10 

 
 

75.  

Group 

E: 19 

The beaded whisks 

have a solid curl at 

the end that attaches 

to an adjacent hair 

curl (hair shown). 

70.  

Group 

C: 11, 

Group 

D: 12, 

13?* 

*Speculative 
 

76.  

Group 

E: 20 

The beaded whisks 

have a solid curl at 

the end that attaches 

to an adjacent hair 

curl (hair shown). 

See also Motif 71. 

71.  

Group 

D: 14  

The beaded whisks 

have a solid curl at 

the end that attaches 

to an adjacent hair 

curl (hair shown). 

The lowest whisk is 

missing. See also 

Motif 76. 

 

77.  

Group 

F: 21 
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Whisks  Whisks 

Image Coin No. Notes  Image Coin No. Notes 

72.  

Group 

D: 15 

  78.

 

Group 

J: 67 

The only set of 

whisks in Series Y, 

this whisk is unlike 

all others. 

73.  

Group 

E: 17 

The dotted lines are 

the speculative 

reconstruction by 

Rybot. 

 

79.  

Group 

N: 

83-88, 

Group 

O: 89 

Variations in 

proportions only. 

Consistent design for 

Series Z. 

 

7. Forelocks 

Forelocks  Forelocks 

Image Coin No. Notes  Image Coin No. Notes 

80.  

Group H: 33-46,  

Group I: 48-63,  

67,  

Group M: 76, 79,  

81-82,  

Group N: 84, 86,  

Group O: 90-91, 

93 

Variations in size, 

proportions and 

angles. 

 

82.  

Group J: 64-66 The outer line is an 

extension of the 

nose. 

81.  

Group H: 47,  

Group M: 78,  

Group N: 85, 87, 

88,  

Group O: 89, 92 

Variations in size 

and proportions. 

 

83.  

Group K: 68-71,  

Group L: 72-74, 

Group M: 75, 77, 

80,  

Group N: 83 

Variations in size, 

proportions and 

angles. 

 

8. Nose Ornaments including nose 

Nose Ornaments including nose  Nose Ornaments including nose 

Image Coin No. Notes  Image Coin No. Notes 

84.  

Group A: 1, 2-3?  The missing top 

part likely opposes 

the lower part. 

 

86.  

Group A: 5  

85.  

Group A: 4   

87.  

Group B: 6, 8  
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Nose Ornaments including nose  Nose Ornaments including nose 

Image Coin No. Notes  Image Coin No. Notes 

88.  

Group B: 7 The missing top 

part likely opposes 

the lower part. 

Note the 

downward angle of 

the beaded line 

issuing from the 

nose. 

 

97.  

Group C: 9,  

Group F: 21 

 

89.  

Group C: 9-10   

98.  

Group E: 20  

90.  

Group C: 11, 

Group D: 12 

 
 

27.  

Group F: 22 The numbering is 

the same for the 

Noses section 

(no. 2), where 

these figures also 

appear. 

91.  

Group D: 13  
 

28.  

Group F: 23  

92.  

Group D: 14  
 

29.  

Group G: 28  

93.  

Group D: 15  
 

30.  

Group G: 29  

94.  

Group E: 16 This is integrated 

into the mouth 

ornament: see 

Motif 102. 

 

31.  

Group G: 30  

95.  

Group E: 17  
 

32.  

Group G: 31 This motif doubles 

as an additional 

mouth ornament. 

96.  

Group E: 18 Missing some 

elements at the 

top. 
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9. Ornaments Issuing from the chin 

Ornaments issuing from the chin 

Image Coin No. Notes 

99.  

Group C: 11, 

Group D: 12, 13 

This area is used for the 

mouth ornament on 

subsequent coins. 

 

10. Mouth ornaments 

Mouth ornaments  Mouth ornaments 

Image Coin No. Notes  Image Coin No. Notes 

100.  

Group D: 14 The lower part is 

missing. 

 

108.  

40-41  

101.  

Group D: 15   

109.  

42  

102.  

Group E: 16 This is integrated 

with the nose 

ornament: see 

Motif  94. 

 

110.  

45  

103.  

Group E: 17   

111.  

67  

104.  

Group E: 18-20,  

Group F: 22-25,  

Group G: 28-30,  

Group H: 33-38, 

43-44,  

Group I: 62, 63, 

64-66,  

Group K: 68-71,  

Group L: 74,  

Group M: 75-77, 

78? 79-82 

  

112.  

72-73  

105.  

Group F: 21,  

Group H: 39 

  

113.  

83-89, 91-93  

106.  

Group F: 26, 

Group G: 27 

  

114.  

90 The lower curl is 

not missing from 

the figure. The die 

engraver appears 

to have simply left 

no room to 

accommodate it. 

This is the most 

common obverse 

die of Series Z. 

107.  

Group G: 31      
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REVERSE MOTIFS: 

11. Pony’s head 

Pony’s head  Pony’s head 

Image Coin No. Notes  Image Coin No. Notes 

115.  

Group A: 1-3 Proportions and 

placement of 

elements vary. 

 

126.  

Group F: 21? 22, 

24 var. 

 

116.  

Group A: 4-5 Proportions and 

placement of 

elements vary. 

 

127.  

Group F: 23-25,  

Group G: 27 

Proportions vary. 

117.  

Group B: 6 The neck is 

indicated. 
 

128.  

Group G: 26  

118.  

Group B: 7  
 

129.  

Group G: 28  

119.  

Group B: 8 The rest of the 

design is missing. 
 

130.  

Group G: 29  

120.  

Group C: 9  
 

131.  

Group G: 30-31  

121.  

Group C: 10  
 

132.  

Group H: 33-47 

Group I: 48-63 

Group J: 64, 65 

Proportions vary. 

The cheek section 

is sometimes 

slightly flattened 

to accommodate 

the eye. 

122.  

Group C: 11, 

Group D: 12, 14, 

15, 

Group E: 16, 

17?* 

The cheek section 

is flattened to 

accommodate the 

eye. 

* Not illustrated by 

Rybot.  

 

133.  

Group J: 66,  

Group K: 69*-71 

Two variations of 

Coin 69 exist: both 

revert to Motif 

132, but one omits 

the eye. 

123.  

Group D: 13 The cheek section 

is recessed to 

accommodate the 

eye. 

 

134.  

Group J: 67  

124.  

Group E: 18  
 

135.  

Group K:68  

125.  

Group E: 19-20 Proportions vary. 
 136.

 

Group L:72-73  
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Pony’s head  Pony’s head 

Image Coin No. Notes  Image Coin No. Notes 

137.

 

Group L: 73 var., 

74 

  140.

 

Group M: 81  

138.

 

Group M: 75-78 Proportions vary.  

141.  

Group O: 83-93 Proportions vary. 

139.

 

Group M: 79-80, 

82 

Proportions vary.     

 

12. Pony’s shoulder ridge 

Pony’s shoulder ridge 

Image Coin No. Notes 

142*.  

Group L: 74 Shoulder ridges exist on many coins of Series X 

and Y. They are either a simple narrow crescent, 

or form the top of the inside foreleg. Sometimes 

a bead separates the ridge from the rest of the 

leg. There is no evolution to the design, so this 

motif does not help in the identification of a 

coin. Coin 74 is unique in using the ridge as part 

of the design. It terminates in a curl that opposes 

the mane curl. 
 

13. Martingale 

Martingale 

Image Coin No. Notes 

143.  

Group H: 37-40 The martingale is a beaded line in front of the 

pony. The position is shown in the figure. 

 

14. Pony’s reins 

Pony’s reins  Pony’s reins 

Image Coin No. Notes  Image Coin No. Notes 

144.  

Group A: 

1-3, 5, 

Group B: 

6-8  

  

146.  

Group C: 

9-11 

 

145.  

Group A: 4   

147.  

Group D: 

12-15, 

Group E: 

16, 17, 

Group G: 

28-29 
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Pony’s reins  Pony’s reins 

Image Coin No. Notes  Image Coin No. Notes 

148.  

Group E: 

18 

 
 

150.  

Group F: 

21, 26 

No swelling or beads at 

the top of the reins. The 

pony has two beads that 

form the mouth. 

149.  

Group E: 

19-20, 

Group F: 

22-23, 25, 

Group G: 
27, 30-31 

The top of the reins varies 

from a slight swelling to 

defined beads. 

  
  

 

15. Pony’s Tail 

Pony’s tail  Pony’s tail 

Image Coin No. Notes  Image Coin No. Notes 

151.  

Group A: 1-5, 

Group B: 6-8, 

Group C: 9-11, 

Group D: 12-15, 

Group E: 16-20, 

Group F: 21-26, 

Group G: 27-31, 

Group H: 33-47, 

Group I: 48-63, 

Group J: 64-67, 

Group K: 68-71 

Proportions and 

angle varies. 
 

154.  

Group M: 79 Strands 1 and 4 

connect to the 

rump. Strand 3 

connects to strand 

4. 

152.  

Group L: 72-73, 

Group M: 75, 77, 

79-81 

From top to 

bottom, strands 2 

and 4 do not 

connect to the 

rump.  

 

155.  

Group N: 83-88  

153.  

Group L: 74,  

Group M: 76, 78 

The top strand 

issues from the 

rump, the rest are 

free-floating. The 

lowest sometimes 

touches the rump. 

 

156.  

Group O: 89-93  
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APPENDIX D: TWO-WAY RYBOT-HOOKER CONCORDANCE 

WITH COLBERT DE BEAULIEAU’S CLASSES 

& RYBOT’S GROUPS 

SECTION 1: BY HOOKER NUMBER 

Series (X,Y,Z) and Groups (Letters A-O) are Hooker’s; Classes (Roman Numerals I-VI) are J.-B. Colbert de 

Beaulieau’s, with K. Gruel’s adjustments (Va, Vb). The Class I/III Transition coins are listed on their own. To avoid 

confusion, please note that Class I is “Class One” and “Group I” is “Group Letter I”. For Rybot’s groups, see the 

concordance list by Rybot Number in Section 2 of this Concordance. 

Hooker No. Rybot No. 

SERIES X 

Class VI 

Group A 

1 72 

2 69 

3 73 

4 70 

5 71 

Class Vb 

Group B 

6 68 

7 66 

8 67 

Group C 

9 64 

10 65 

11 60 (right inset) 

Class Va 

Group D 

12 60 (left inset) 

13 62 

14 61 

Hooker No. Rybot No. 

15 59 

Class IV 

Group E 

16 58 

17 57 

18 56 

19 54 

20 55 

Group F 

21 53 

22 48 

23 47 

24 45 

25 46 

26 43 

Group G 

27 44 

28 50 

29 49 

30 52 

31 51 

No Group 

32 63 
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Hooker No. Rybot No. 

SERIES Y 

Class I 

Group H 

33 24 

34 23 

35 25 

36 28 

Group H1 

37 27 

38 22 

Group H1,2 

39 21 

40 20 

Group H2 

41 19 

42 18 

Group H (cont’d) 

43 26 

44 29 

45 30 

46 17 

47 31 

Group I 

48 8 

49 12 

50 11 

51 13 

52 9 

53 10 

Hooker No. Rybot No. 

54 14 

55 5 

56 6 

57 3 

58 2 

59 4 

60 7 

61 1 

62 15 

63 16 

Class I/III Transition 

Group J 

64 91 

65 92 

66 93 

67 90 

Class III 

Group K 

68 88 

69 87 

70 86 

71 89 

Group L 

72 75 

73 76 

74 77 

Group M1 

75 83 

76 78 
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Hooker No. Rybot No. 

77 81 

78 79 

Group M2 

79 84 

80 80 

81 82 

82 85 

SERIES Z 

Class II 

Group N 

83 42 

84 41 

85 40 

86 38 

87 33 

88 34 

Group O 

89 39 

90 32 

91 35 

92 37 

93 36 

 

SECTION 2: BY RYBOT NUMBER 

Series (X,Y,Z) and Groups (Letters A-O) are Hooker’s; 

Classes (Roman Numerals I-VI) are J.-B. Colbert de 

Beaulieau’s, with K. Gruel’s adjustments (Va, Vb). 

The Class I/III Transition coins are listed on their own. 

To avoid confusion, please note that Class I is “Class 

One” and “Group I” is “Group Letter I”. Rybot’s 

groups listed here, from his Armorican Art, correspond 

to the Class level, as J.-B. Colbert de Beaulieau derived 

his classes from Rybot’s groups, with some 

rearrangements and subdivisions. 

Rybot 
No. 

Rybot 
Group 

(like Class) 

Hooker 
No. 

Series. 
Class. 
Group. 

1 I 61 Y.I.I. 

2 I 58 Y.I.I. 

3 I 57 Y.I.I. 

4 I 59 Y.I.I. 

5 I 55 Y.I.I. 

6 I 56 Y.I.I. 

7 I 60 Y.I.I. 

8 I 48 Y.I.I. 

9 I 52 Y.I.I. 

10 I 53 Y.I.I. 

11 I 50 Y.I.I. 

12 I 49 Y.I.I. 

13 I 51 Y.I.I. 

14 I 54 Y.I.I. 

15 I 62 Y.I.I. 

16 I 63 Y.I.I. 

17 I 46 Y.I.H. 

18 I 42 Y.I.H2. 

19 I 41 Y.I.H2. 

20 I 40 Y.I.H1,2. 

21 I 39 Y.I.H1,2. 

22 I 38 Y.I.H1. 
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Rybot 
No. 

Rybot 
Group 

(like Class) 

Hooker 
No. 

Series. 
Class. 
Group. 

23 I 34 Y.I.H. 

24 I 33 Y.I.H. 

25 I 35 Y.I.H. 

26 I 43 Y.I.H. 

27 I 37 Y.I.H1. 

28 I 36 Y.I.H. 

29 I 44 Y.I.H. 

30 I 45 Y.I.H. 

31 I 47 Y.I.H. 

32 II 90 Z.II.O. 

33 II 87 Z.II.N. 

34 II 88 Z.II.N. 

35 II 91 Z.II.O. 

36 II 93 Z.II.O. 

37 II 92 Z.II.O. 

38 II 86 Z.II.N. 

39 II 89 Z.II.O. 

40 II 85 Z.II.N. 

41 II 84 Z.II.N. 

42 II 83 Z.II.N. 

43 III 26 X.IV.F. 

44 III 27 X.IV.G. 

45 III 24 X.IV.F. 

46 III 25 X.IV.F. 

47 III 23 X.IV.F. 

48 III 22 X.IV.F. 

49 III 29 X.IV.G. 

50 III 28 X.IV.G. 

51 III 31 X.IV.G. 

Rybot 
No. 

Rybot 
Group 

(like Class) 

Hooker 
No. 

Series. 
Class. 
Group. 

52 III 30 X.IV.G. 

53 III 21 X.IV.F. 

54 III 19 X.IV.E. 

55 III 20 X.IV.E. 

56 III 18 X.IV.E. 

57 III 17 X.IV.E. 

58 III 16 X.IV.E. 

59 III 15 X.Va.D. 

60 (right 

inset) 

III 11 X.Vb.C. 

60 (left 

inset) 

III 12 X.Va.D. 

61 III 14 X.Va.D. 

62 III 13 X.Va.D. 

63 III 32 X.IV.-. 

(no group) 

64 III 9 X.Vb.C. 

65 III 10 X.Vb.C. 

66 III 7 X.Vb.B. 

67 III 8 X.Vb.B. 

68 III 6 X.Vb.B. 

69 III 2 X.VI.A. 

70 III 4 X.VI.A. 

71 III 5 X.VI.A. 

72 III 1 X.VI.A. 

73 III 3 X.VI.A. 

74 III Not included. Apparently a 

crude copy of a Class VI 

stater, with elements from 

various groups. While the 

Quick Identification Chart 

indicates this to be X.VI.A, 

the fact the pony wrongly 

faces left is a signal not to 
use the chart in this case. 
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Rybot 
No. 

Rybot 
Group 

(like Class) 

Hooker 
No. 

Series. 
Class. 
Group. 

75 IV 72 Y.III.L. 

76 IV 73 Y.III.L. 

77 IV 74 Y.III.L. 

78 IV 76 Y.III.M1. 

79 IV 78 Y.III.M1. 

80 IV 80 Y.III.M2. 

81 IV 77 Y.III.M1. 

82 IV 81 Y.III.M2. 

83 IV 75 Y.III.M1. 

84 IV 79 Y.III.M2. 

85 IV 82 Y.III.M2. 

86 IV 70 Y.III.K. 

87 IV 69 Y.III.K. 

88 IV 68 Y.III.K. 

89 IV 71 Y.III.K. 

90 “Link” 

coins 

67 Y.I/III.J. 

91 “Link” 

coins 

64 Y.I/III.J. 

92 “Link” 

coins 

65 Y.I/III.J. 

93 “Link” 

coins 

66 Y.I/III.J. 
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Meleager .................................................. See Gods: Meleager 

mercenaries .............................................. 1, 16, 59, 65, 74, 80 

Mercury .................................................... See Gods: Mercury 

Merlin .................................................................................. 60 

Metals 

base gold ........................................................................... 8 

billon ............................................. 8, 16, 69, 71, 81, 82, 86 

bronze ......................... 2, 8, 9, 16, 60, 61, 62, 75, 76, 77, 83 

copper ........................................................ 8, 16, 81, 82, 86 

gold 8, 15, 16, 42, 59, 61, 62, 69, 71, 74, 75, 77, 79, 81, 83, 

86, 89, 93 

iron .................................................................................... 8 

potin ............................................................................ 8, 81 

silver ..................................... 2, 8, 11, 16, 62, 81, 82, 83, 86 

tin  .............................................................................. 16, 81 

metalworking ........................................................................ 8 

Metamorphoses, Ovid ....................................................62, 94 

Mistletoe ............................................................................. 64 

mnemonic............................................................................ 89 

moon ..............................................................................62, 65 

moustache ......................................................................25, 26 

mythology .......................................................... 61, 64, 75, 79 

N 

Nike........................................................ See Goddesses: Nike 

nineteen year cycle .........................................................61, 66 

Normandy .......................... 1, 2, 7, 8, 9, 10, 11, 54, 71, 83, 86 

Northover, P. ....................................................................8, 93 

O 

Odysseus ............................................................................. 62 

Odyssey, by Homer ............................................................. 62 

Ogmios ....................................................... See Gods: Ogmios 

O'Kelly, M. J. .................................................................61, 94 

Olwen .................................................. See Goddesses: Olwen 

Omphalos .......................................................................64, 65 

Ovid ...............................................................................62, 94 

P 

palmette .................................................. 16, 31, 44, 45, 76, 77 

pantheism ............................................................................ 65 

pegasus ................................................................................ 59 

Persians ............................................................................... 77 

Pluto ............................................................... See Gods: Pluto 

poplar ........................................................... See Trees: poplar 

potin ............................................................. See Metals: potin 

Proserpine ..................................... See Goddesses: Proserpine 

Q 

quadrilateral banner.................................................. 37, 65, 67 

Quintus Sabinus ......................................... 1, 7, 10, 54, 80, 83 

R 

Raftery, Barry ..................................................................... 94 

raven ................................................................................... 44 

Rhine .................................................................. 74, 75, 78, 79 

Rhineland ........................................................... 74, 75, 77, 79 

Rhineland-Palatinate ........................................................... 74 

Rhodes ................................................................................ 77 

Rhonabwy ........................................................................... 89 

Rhys, John ......................................................................61, 94 

rhyton .................................................................................. 75 

River Rance .................................................... 2, 10, 11, 80, 83 

Romans ................................................................................. q

 . 1, 2, 3, 6, 7, 8, 9, 10, 11, 57, 59, 60, 61, 62, 63, 64, 74, 79, 

80, 83, 84, 85, 93 

Rybot 

original four groups of Coriosolite coins .......................... 2 
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Rybot, Major N. V. L. ............................................................. 

 .. 1, 2, 3, 5, 6, 12, 15, 23, 26, 28, 29, 30, 31, 33, 40, 45, 48, 

51, 54, 69, 72, 94, 106, 109 

S 

S matrix ............................................................................... 64 

Saar .................................................................... 74, 76, 77, 79 

Saturn ........................................................... See Gods: Saturn 

Saturnalia ....................................................................... 64, 94 

Saxons ................................................................................. 80 

Scheers, Simone .............................................................. 8, 94 

Schwabsburg, Rhinehessen ................................................. 77 

Scythians ............................................................................. 77 

Series 

Series X ............................................................................... 

 2, 6, 9, 10, 11, 19, 22, 24, 25, 27, 29, 30, 38, 42, 51, 54, 

60, 61, 62, 70, 72, 73, 76, 81, 82, 83, 84, 87, 89, 90, 95, 

110 

Series Y ............................................................................... 

 .... 2, 9, 10, 11, 15, 29, 30, 35, 38, 41, 45, 49, 51, 60, 62, 

64, 65, 76, 81, 82, 83, 84, 89, 90, 96, 106 

Series Z ............................................................................... 

 .... 2, 9, 10, 11, 30, 53, 54, 62, 63, 69, 70, 72, 73, 81, 82, 

90, 97, 106, 108 

three main coin series ........................................................ 2 

shepherd's crook ............................................................ 24, 64 

sickle ....................................................................... 24, 25, 64 

sickle, golden ....................................................................... 64 

silver ............................................................ See Metals: silver 

solstice, summer .................................................................. 71 

solstice, winter ............................................. 61, 63, 64, 67, 84 

Speech bubbles .................................................................... 65 

Spirals 

definition ......................................................................... 16 

double spiral .............................................................. 63, 64 

ear-spiral ............................................................. 51, 55, 56 

general .............................. 16, 25, 26, 63, 64, 65, 67, 86, 87 

labyrinth .......................................................................... 63 

triple spiral ................................................................ 63, 65 

springs, mineral ............................................................. 10, 59 

St. Denoual .......................................................................... 10 

St. Solen .............................................................................. 10 

Strabo ............................................................................ 61, 94 

Suebi .................................................................................... 74 

sun 

lyre, sun-symbol .............................................................. 15 

pellet-in-circle, sun-symbol ..................... 40, 60, 61, 69, 73 

radiate suns ...................................................................... 61 

rays, as curls of hair ........................................................ 61 

rising ............................................................................... 62 

setting .............................................................................. 62 

sun-sceptre ...................................................................... 65 

symbol .............................. 22, 24, 60, 61, 62, 67, 69, 71, 73 

Sussex .................................................................................... 8 

T 

Temples 

Apollo ............................................................................. 64 

Celtic ............................................................................... 85 

Newgrange .......................................................... 61, 63, 67 

Romano-Celtic ................................................................ 60 

roofed temple .................................................................. 61 

temple sites ...................................................................... 84 

Thames ....................................................................... 8, 83, 94 

The White Goddess.........................................................65, 93 

Thomas, Dylan ......................................................... 75, 76, 89 

Thought bubbles .................................................................. 65 

tin  ..................................................................... See Metals: tin 

torcs..................................................................................8, 75 

trade ...............................................................................11, 74 

benefits .................................................................. 8, 11, 83 

Celts with Italy ................................................................ 77 

Celts with outsiders......................................................... 65 

Celts with Romans .......................................................... 80 

Celts with Scythians ....................................................... 77 

Coriosolites with Durotriges ........................................... 11 

patterns ............................................................................. 6 

port at Hengistbury ........................................................... 8 

port at Jersey ..................................................................... 9 

port of Alet ..................................................................... 11 

route from Alet ............................................................. 8, 9 

wine .................................................................................. 8 

Trees 

apple ............................................................................... 63 

birch ................................................................................ 63 

holly ................................................................................ 24 

laurel 

laurel-leaf ................................................. See laurel-leaf 

wreath ......................................................................... 15 

poplar .............................................................................. 63 

willow ............................................................................. 63 

trefoil ................................................................................... 65 

tumulus ............................................................................... 64 

U 

underworld ....................................... 62, 63, 64, 66, 67, 71, 89 

unified field theory .............................................................. 89 

Union Jack ....................................... 39, 40, 48, 49, 50, 51, 64 

Uranus ......................................................... See Gods: Uranus 

V 

Val Camonica, Italy ............................................................ 77 

Van Arsdell, R. D. ............................................................... 94 

Venus ................................................... See Goddesses: Venus 

Victory ............................................... See Goddesses: Victory 

Viridovix .......................................... 1, 7, 9, 10, 11, 54, 80, 90 

Volga ................................................................................... 77 

W 

Waldalgesheim, Hunsruck .................................................. 77 

Wars, Gallic ...................................................................... 1, 7 

water-bird ............................................................................ 60 

Weisskirchen, Saar ................... 76, 77. See also Celtic graves, 

Weisskirchen 

Well, the .............................................................................. 64 

Wheeler, Sir Mortimer .....................................................7, 94 

white hole ............................................................................ 64 

wicker ................................................................................. 63 

willow ......................................................... See Trees: willow 

wine............................................................................ 8, 77, 79 

World Tree, the ................................................................... 64 

Y 

Yeats, W. B. ........................................................................ 75 

Yin and Yang ...................................................................... 66 
 


