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Figure 1 - ‘Provenance unknown. Red slip terracotta. Louvre Museum, Paris (adapted from Caubet et al. 1992: 34-35; drawn by Giulia Albertazzi).’[footnoteRef:1] [1:  Bombardieri, 2019] 
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Figure 2 – 2010 RMN-Grand Palais (musée du Louvre)/Franck Raux

The above images depict the artefact termed ‘The Louvre Model’, or ‘Louvre Trough’. The Louvre Trough is a handmade piece of red slip terracotta dated, according to the Louvre Museum, to the Middle Cypriot period, which they categorise as ‘-2000 / -1600’[footnoteRef:2] BC. The material has been fashioned into a communal scene in which eight figures, including a held child figure, are positioned around some form of workstation. Five of the figures are shown pressing their hands downwards into a substance visible in figure one, contained within a trough, marked by a long groove along the edge of the model, travelling the length of one side. The posing of these figures has led the Louvre to label the activity taking place as a ‘Group of people around a trough: making bread or beer’[footnoteRef:3], as the specifics of the task are ambiguous, yet it is evident the group are cooperating to produce such a substance. Other sources, such as Luca Bombardieri, who refers to the trough’s depiction of ‘several grinders working together’[footnoteRef:4], have landed on one particular interpretation, without much debate – likely as the activities could look so alike in this form that it is almost inconsequential, it seems, to the writers, and the focus is instead on its existence as a social space. [2:  The Louvre Museum, 2023]  [3:  The Louvre Museum, 2023]  [4:  Bombardieri, 2019] 

According to Richard Wilk and William Rathje, the household is ‘the most common social component of subsistence, the smallest and most abundant activity group’[footnoteRef:5].  And regardless of the specifics of The Louvre Trough, it irrefutably depicts such an ‘activity group’, with the ‘social component’ of communal work, including observers, such as the adult and child figures, present, yet not engaging in what may be grinding grain, therefore implying this scene’s place in a wider social network. [5:  Wilk & Rathje, 1982, p.618] 

Bourdieu’s theory of practice is dependent on this idea. He felt, too, that the household is rife with social activity that is instrumental in the shaping of individuals. According to the Institute for Social Capital, ‘Bourdieu was concerned with the nature of culture, how it is reproduced and transformed, how it connects to social stratification and the reproduction and exercise of power’[footnoteRef:6], an approach which was ‘based on his wider sociological theories of habitus and fields of practice’. Bourdieu argues that there is an unconscious background of socialisation within every individual that strongly influences them, which has been learnt and absorbed gradually through those around them, and helps them to act according to the correct social norms. This is the concept of habitus, ‘an individually unique schema of unconsciously internalized dispositions’[footnoteRef:7]. According to Bourdieu’s theory of practice, our habitus is what organises us and makes us more predictable, making us more inclined towards certain actions, and less towards others, in a way which corresponds to what has been modelled to us in our societal surroundings. For instance, Jennifer Webb (2016) discusses the distinguishing factors of northern versus southern Cypriot pottery, based on the differing values that lay behind them. Unfortunately, the Louvre Trough’s place of origin is unknown, so Webb’s observations cannot helpfully be applied here, but the principle is relevant – whoever created the Louvre Trough, according to Bourdieu, was influenced to do so in a particular way which aligns with and affirms their habitus, their values and experiences. A more general example of habitus is how a person’s word choice when speaking may alter when living somewhere else, or amongst a different dynamic, based on what’s around them, and then default back to normal when removed from the situation, suggesting that the influence of the present is often holds limited power and capability for permanent change in the face of the long, storied influence of the past. [6:  Claridge, 2015]  [7:  Dornan, 2002, p.305] 

Jennifer Dornan discusses the dichotomy of individual agency and habitus, and the value of Bourdieu in this discussion. Anthony Giddens argues that the individual is more influential than their past socialisation, as a means of portraying agency: ‘that instead of a conductorless orchestration of human practice, every individual knows how to act based on a “practical consciousness”’[footnoteRef:8]. However, Dornan notes how ‘it is often argued that Bourdieu inserted the individual back into what were otherwise overly deterministic accounts of human practice’[footnoteRef:9], as Bourdieu argues people constantly ‘play a role in the formation of the social realities in which they participate’, rather than acting as ‘uniform automatons, merely reacting to changes in the external world’[footnoteRef:10], unconsciously building rather than consciously reaction and remaining static. This approach to socialisation draws our attention to how even what is assumed to be an everyday scene, such as depicted by The Louvre Trough, is significant in the formation of a society and how it is upheld. [8:  Dornan, 2002, p.307]  [9:  Dornan, 2002, p.305]  [10:  Dornan, 2002, p.304] 

Several aspects of this socialized can be identified in The Louvre Trough. The most obvious is the communal activity. According to Bourdieu, time spent with our social group informs how we will behave and think in the future, giving a framework to help us navigate social situations appropriately. The people depicted on the Louvre Trough could be argued to be learning, indeed, having already learnt, values of community and participation not just for individual gain. The presence of a group working to produce what is possibly foodstuff, and likely within what Webb describes as a ‘southern room, which has several benches and a “grinding-place”, as a storage and work room’, separate from a northern room, a ‘cooking, eating, sleeping and work room’[footnoteRef:11] indicates a mentality that production is not to be carried out in isolation, and that communal working was a significant enough practice that it was worthwhile to have a separate room dedicated to it. As a result, the scene shown is likely a means of pooling skills, time and energy, to work together on this significant task, to provide for a group, be that a family, or a larger community. The idea that the figures at the trough are working to provide for the people around them, likely including the onlooker figures (parent and child) aligns with the values of middle bronze age Cypriot society as discussed by Kevin Fisher. Fisher referred to the early and middle bronze age periods, to which this artefact belongs, as being a ‘largely egalitarian and inward looking […] insular, village-based society’[footnoteRef:12]. Therefore, according to Bourdieu’s theory of practice, the values observed, and consequently replicated, by the figures depicted in the Louvre Trough, would have these values at play in their lives, as part of their habitus.  [11:  Webb, 2009, p.255]  [12:  Fisher, 2014 p.399] 

Another element of socialisation portrayed by the model, which Bourdieu’s theory argues would aid the development of the figures’ habitus, hinges on the presence of the parent and child figures. The potter has chosen to depict a child in an adult’s arms, at the end of the bench. Noticeably, this adult figure stands out against the workers, particularly due to their prominent ears, which bear indentations suggesting piercings. This depiction bears similarities to[image: A statue of a creature

Description automatically generated] ‘ECIII plank figurines, especially in the multiply perforate “ears” and the rudimentary (if existent at all) limbs’[footnoteRef:13], such as in figure 3. Budin argues this as a consistent feature of plank figures, which she concludes are often at least maternal, if not explicitly female. The rest of the figures present have no represented ears at all and appear notably less ornamented than the parent and child, on whom the potter seems to have spent more time, making dotted decorations along the neck and forehead, where the workers have much plainer attire. This, along with the possible representation of small breasts on the parent figure, also like the above ECIII figure, may possibly suggest an element of distinct gender presentation. These features could imply that this figure is the child’s mother, or, at least, someone of a differing gender to the group. potential for gendered activities, thus establishing gender roles, and demonstrating them to their children. If correctly interpreted, this would likely be an aspect of the MBA society that would be internalised by the child in the scene, witnessing these distinctions, which they would then accept as the societal norm, later key to shaping their own presentation. [13:  Budin, 2009, p.81] 
Figure 3 - Budin, 2009, p.77

Despite physical differences, there are physical similarities, too. All figures are rendered with two or three rings about their neck, suggesting necklaces, and bands at their heads, suggesting some other form of personal adornment. The consistency in these may serve as a physical manifestation of collective identity, which, in the theory of practice, will make an impact on the child figure watching as they grow, who will infer from the adults in their life how people in their society dress; what is and isn’t an appropriate way to present themselves, as an adult. The fact that the potential mother figure has brought the child to watch the other figures at work suggests that social circles – for instance, familial circles, and tasks associated with child-rearing, and the “work-place” as we consider it now – were not kept separate or restricted from interaction. Fisher defines the house ‘as a place that materialized social boundaries and structured social interaction among household members, and between residents and visitors in the course of daily practice’[footnoteRef:14], therefore vital for helping develop an understanding of social boundaries, and how interaction varies according to familiarity. The overlap of social circles (a child being allowed into adult circles) witnessed in the Louvre Trough could also be argued to aid the development of Bourdieu’s habitus, as the child is not being limited to only being around other children and their carers, which would perhaps limit the usefulness of their early social knowledge to those circles. A child being allowed access to, and present in, different circles of social reproduction, therefore encourages a comprehensive understanding of the way things are done according to a wider social influence, not just the home. [14:  Fisher, 2014, p.399] 

All the figures in the Louvre Trough have visible ‘o’-shaped mouths indented into their faces, much like their eyes, beneath their noses. This is possibly simply a stylistic choice, made by the artist. However, it could also be worth exploring the idea that this choice indicates another element of socialisation occurring in the scenes, through work songs. Historically, work songs have been used to keep rhythm and a sense of camaraderie going while carrying out a repetitive task in a group. They also help to keep the workers entertained, often containing some element of narrative, which runs throughout the song, with repetitive motifs, or lines, to help keep the singing coherently together, and working effectively to keep rhythm. Bombardieri, having identified the activity taking place in the Louvre Trough as grinding grain with a quern, states that ‘grinding was an activity in which two spheres of cultural activity could be combined: food preparation and singing’[footnoteRef:15]. He argues that work songs could be complex, therefore, intellectually engaging, and that ‘there was a meaningful relation between grinding and rhythm, indicating a possible specific working soundscape where the complex rhythmical action of multiple individuals grinding was associated with music’[footnoteRef:16]. Pairing grinding grain with work songs would help create a deep sense of cultural identity, strengthening an individual’s sense of belonging, as they participate in both the work and the song, thus furthering their habitus, strengthening biases towards, for instance, certain rhythms, or narrative structures, or ways of grinding grain. A collective rhythm would also help in demonstrating at what speed and with what technique the grinding should be done, allowing individuals to learn from the consistent observation of consistent action. [15:  Bombardieri, 2019]  [16:  “” 2019] 

Bombardieri emphasises how sound can create a sense of home, and that songs and sounds we recognise can be deeply meaningful and encouraging. He states that ‘rhythm and even noise have been comfortingly social since the most distant human past: what can appear to us as noise may create a characteristic and evocative soundscape’[footnoteRef:17]. His description of “meaningful noise” exposes what Bourdieu would see as a bias of habitus, that noise to another person can be ‘a characteristic and evocative soundscape’ to another, particularly when a sound holds familial or cultural associations, as any singing being carried out in the model would do, to those depicted in it. [17:  “” 2019] 

Overall, the Louvre trough serves as evidence for people working in groups, possibly producing wine or beer, or processing food, in the presence of their community, engaging in collective activities that serve as social reproduction and cement themselves within their culture, kin group, or village, through repeated engagement with distinguishing mannerisms, ways of dress, techniques of production, and songs. The Louvre trough gives a helpful example of social reproduction from the middle Cypriot period, playing a role in wider social relations, including familial relationships, thanks to the child presence in the model – but also, being a contributing member of the wider community, able to work together to provide for the group.















































Bibliography:
Bombardieri, L. 2019 Prehistoric Soundscapes: Mill Songs and the Music of Work in the Ancient Mediterranean and Near East, Friends of ASOR, 7(11). Available at: https://www.asor.org/anetoday/2019/11/Prehistoric-soundscapes-mill-songs-and-music-of-work [Accessed: 08/01/24]
Budin, S. L. 2009 ‘Girl, Woman, Mother, Goddess: Bronze Age Cypriot Terracotta Figurines’, pp. 76-88 Mendelhavsmuseet: Focus on the Mediterranean, 5: Finds and Results from the Swedish Cyprus Expedition 192-1931: A Gender Perspective. Available at: https://books.google.co.uk/books?id=YFoMAQAAMAAJ&printsec=frontcover#v=onepage&q&f=false [accessed: 08/01/24]
Claridge, T. 2015, Bourdieu on Social Captial – Theory of Capital, Institute For Social Capital, Available at: https://www.socialcapitalresearch.com/bourdieu-on-social-capital-theory-of-capital/ [Accessed: 08/01/24]
Dornan, J. 2002, ‘Agency and Archaeology: Past, Present, and Future Directions’, Journal of Archaeological Method and Theory, 9(4), Plenum Publishing Corporation
Rathje, W.L. and Wilk, R. R., 1982 ‘Household Archaeology’, The American Behavioural Scientist, Sage publications, 25(6)
	Webb, J. 2009 ‘Keeping House: Our Developing Understanding Of The Early And Middle Cypriot Houshold’, Mendelhavsmuseet: Focus on the Mediterranean, 5: Finds and Results from the Swedish Cyprus Expedition 192-1931: A Gender Perspective, pp.255-265. Available at: https://books.google.co.uk/books?id=YFoMAQAAMAAJ&printsec=frontcover#v=onepage&q&f=false [accessed: 08/01/24]
Webb, J.M. 2016 ‘Pots and People: An Investigation of Individual and Collective Identities in Early Bronze Age Cyprus’, An Archaeology of Prehistoric Bodies & Embodied Identities in the Eastern Mediterranean pp.55-62 Oxbow Books. Available at: https://www.academia.edu/30640561/Webb_J_M_Pots_and_people_an_investigation_of_individual_and_collective_identities_in_Early_Bronze_Age_Cyprus_M_Mina_S_Triantaphyllou_and_Y_Papadatos_eds_An_Archaeology_of_Prehistoric_Bodies_and_Embodied_Identities_in_the_Eastern_Mediterranean_55_62_Oxford [Accessed: 08/01/24]






















List of Figures:
Albertazzi, G. 2019, ‘Provenance unknown. Red slip terracotta. Louvre Museum, Paris (adapted from Caubet et al. 1992: 34-35)’ Prehistoric Soundscapes: Mill Songs and the Music of Work in the Ancient Mediterranean and Near East, ANE Today 7(11) Available at: https://www.asor.org/anetoday/2019/11/Prehistoric-soundscapes-mill-songs-and-music-of-work [accessed: 08/01/24]
	Franck, R. 2010, ‘Group of people around a trough: making bread or beer’ RMN-Grand Palais (musée du Louvre), Available at: https://collections.louvre.fr/ark:/53355/cl010118436 [accessed: 08/01/24]

image4.png




image1.jpeg




image2.png




image3.png




