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Introduction




     




     




     




    Decorative and industrial arts, like all forms of art, are an expression of life itself: they evolve with the times and with moral or material demands to which they must respond. Their agenda and means are modern, ever-changing, and aided by technological progress. It is the agenda that determines the shapes; hence technology is also part of it: sometimes they are limited by its imperfections, sometimes it develops them by way of its resources, and sometimes they form themselves. Weaving was initially invented because of the need to clothe the body. Its development has been crucial to that of textile arts. Today, market competition has created the need for advertising: the poster is a resulting development and the chromolithograph turned it into an art form. Railways could not have existed without the progress of metallurgy, which in turn paved the way for a new style of architecture.




    There is a clear parallel between human needs and the technology that caters to them. Art is no different. The shapes it creates are determined by those needs and new technologies; hence, they can only be modern. The more logical they are, the more likely they are to be beautiful. If art wants to assume eccentric shapes for no reason, it will be nothing more than a fad because there is no meaning behind it. Sources of inspiration alone do not constitute modernism. However numerous they are, there is not an inexhaustive supply of them: it is not the first time that artists have dared to use geometry, nor is it the first time that they have drawn inspiration from the vegetable kingdom. Roman goldsmiths, sculptors from the reign of Louis XIV, and Japanese embroiderers all perhaps reproduced the flower motif more accurately than in 1900. Some ‘modern’ pottery works are similar to the primitive works of the Chinese or the Greeks. Perhaps it is not paradoxical to claim that the new forms of decoration are only ancient forms long gone from our collective memory. An overactive imagination, an over-use of complicated curves, and excessive use of the vegetable motif – these have been, over the centuries, the criticisms ascribed to the fantasies of their predecessors by restorers of straight lines, lines that Eugène Delacroix qualified as monstrous to his romantic vision. What’s more, in the same way that there has always been a right wing and a left wing in every political spectrum, ancient and modern artists (in age and artistic tendencies) have always existed side-by-side. Their squabbles seem so much more futile, as with a little hindsight, we can see the similarities in the themes of their creations, which define their styles.




    The style of an era is marked on all works that are attributed to it, and an artist’s individualism does not exempt his works from it. It would be excessive to say that art must be limited to current visions in order to be modern. It is, however, also true that the representation of contemporary customs and fashion was, at all times, one of the elements of modernism. The style of a Corinthian crater comes from its shape, a thin-walled pottery vessel inspired by the custom of mixing water and wine before serving them. But its style also results from its decoration: the scenes painted on it depicted contemporary life or mythological scenes.




    Those who think that the Jacquard loom, the lace-making machine, the great metalworking industry, and gas lighting all date from the beginning of the 19th century would be interested to learn that they were not pioneering technologies; they were only used to copy ancient silks, needle-points, or spindle laces to create imitation stone walls and light porcelain candles. Hence, it is necessary to admire those who dared to use cast and rolled iron in construction. They were the first to revive the tradition of modernism in architecture; they are the true descendants of French cathedral builders. Therefore, Antoine-Rémy Polonceau, Henri Labrouste, and Gustave Eiffel are perhaps the fathers of the 19th-century Renaissance, rather than the charming decorators who, following John Ruskin, tried to break with the pastiche and create, first and foremost, a new style using nature as a starting point.




    The vision of nature, literally paraphrased and translated in the works of Émile Gallé, was not compatible with the demands of the design and the material. “A marrow”, wrote Robert de Sizeranne, “can become a library; a thistle, an office; a water lily, a ballroom. A sideboard is a synthesis; a curtain tassle, an analysis; a pair of tweezers, a symbol.” The research of something new borrowed from the poetry of nature, in breaking voluntarily with the laws of construction and past traditions, must have offended both common sense and good taste. To transpose nature into its fantasies rather than studying its laws was a mistake as grave as imitating past styles without trying to understand what they applied to. This was just the fashion of the time, but being fashionable does not constitute modernism.




    Reviving tradition in all its logic, but finding a new expression in the purpose of the objects and in the technical means to achieve them, which is neither in contradiction nor an imitation of former shapes, but which follows on naturally; this was the ‘modern’ ideal of the 20th century. This ideal was subject to a new influence: science. How could it be that artists would remain oblivious to the latent, familiar, and universal presence of this neo-mechanisation, this vehicle for exchanges between men: steamers, engines, and planes, which ensure the domination of the continents and the seas, antennas and receivers which capture the human voice across the surface of the globe, cables which mark out roads awakened to a new life, visions of the whole world projected at high speed on cinema screens? Machines have renewed all forms of work: forests of cylinders, networks of drains, regular movements of engines. How could all this confused boiling of universal life not affect the brains of the decorators?




    Thus, from all sides, it was an era metamorphosed by scientific progress and economic evolution, turned upside down politically and socially by the war, liberated from both anachronistic pastiche and illogical imaginings. Whilst the artist’s invention reclaimed its rightful place, machines, no longer a factor in intellectual decline through its making or distributing of counterfeit copies of beautiful materials, would permeate aesthetically original and rational creations everywhere. This world movement, however, was lacking the effective support and clear understanding of the public. Only these accolades would merit an exhibition. But rather than a bazaar intended to show the power of the respective production of the nations, it would have to be a presentation of excellence turned towards the future.




    When the Exposition internationale des Arts décoratifs et industriels modernes, or International Exhibition of Modern Decorative and Industrial Arts – originally planned for 1916, but adjourned because of the war – was re-envisaged in 1919 by public authorities, modifications were imperative. The 1911 classification project contains only three groups: architecture, furniture, and finery. The arts of the theatre, of the streets and the gardens, which were special sections, naturally required a new group. In its title, the new project also comprised a significant addition. The Exhibition was to be devoted to decorative and ‘industrial’ arts; it would affirm the willingness of a close co-operation between aesthetic creation and its distribution through the powerful means of industry. Besides the manufacturers, the material suppliers were also to be given a large space, thanks to the design which inspired the presentations of 1925. ‘Modern’ decorative art was to be presented in its entirety like an existing reality, completely suited to contemporary aesthetic and material needs. Ceramic tiles, hanging fabric wall coverings, and wallpaper – each has their reason for adorning particular spaces. The ideal mode of presentation was thus the meeting of a certain number of ‘modern’ buildings, decorated entirely inside and out, which would be placed next to stores, post offices, and school rooms, constituting a kind of miniature city or village.




    Moreover, these designs had to inspire the materials they had to work with, adopted for the use of the location granted and the distribution of the works which were thoughtfully placed in their midst. That is how four principal modes of presentation were determined: in isolated pavilions, in shops, in galleries of the Esplanade des Invalides, and in the halls of the Grand Palais. The isolated pavilions, reserved for associations of artists, craftsmen, and manufacturers had to represent village and countryside homes, hotel businesses, schools, and even churches and town halls. In short, all the framework of contemporary life could be found here. Shops marked the importance attached to urban art and offered the possibility of presenting window-dressings, as well as displays, spanning one or more units. The galleries, particularly for architecture and furniture, allowed compositions connected to the Court of Trades, which were managed by the theatre and the library. They were meant to constitute the largest part of the Exhibition. At last, the interior installations of the Grand Palais were systematically categorised.




    The Exhibition aroused new activity long in advance, as a consequence of the emulation it caused among artists and manufacturers. The creator’s efforts were significantly encouraged by groups of ‘modern’ minds, which grew in number and made engaging and effective propaganda. Foreign exhibitors attach no less importance than the hosts to an opportunity that would allow most countries to compare their efforts and enrich their designs. Thus, the frame of mind of the exhibition was not a centralising narrow-mindedness, a formal modernism of the time. Far from imposing rigid and concrete specifications of style, the Exhibition of 1925 became apparent as an overview intended to reveal the tendencies in contemporary art, and to showcase their first achievements. The only stipulation was for it to be an ‘original production’, appropriate to the needs, universal or local, of the time. This phrase could be used to refer to any previous century, which may have only been said to be great because it was thought to be innovatory.
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    1. Anonymous. Bee-shaped pendant,




    Royal Necropolis, Malia, 1700-1600 BCE.




    Gold. Heraklion Archaeological Museum,




    Heraklion (Crete). Greek Antiquity.
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    It is widely accepted that the first traces of civilisation and, by extension, the first features of characteristic styles, are to be found in Egypt. The day when man determined that one substance was more precious than another, he worked on it as on a labour of love and devoted it to the embellishment of temples which he reared to his gods, or the adornment of his own person. All written records unite in proving this, Holy Scripture, Homeric poems, and even the oldest narratives of the Far East. Museums have also confirmed the fact and bear authentic testimony to this innate sentiment of luxury inherent in all people of the earth. Who has not stood astonished before the perfection of the Greek jewels displayed in the Louvre or before the first attempts of unknown people of the Americas, as barbaric and almost similar to those of Asia Minor? Is it not well-known that, among ourselves the artistic forms given to the precious metals were but a provisional garb intended to impart an agreeable appearance to the portable wealth of our ancestors? Capital accumulated in this shape was readily moveable, and, alas still more readily alienable. War, emigration, casual wants, all brought gold and silver to the smelting-pot, which had erewhile been proudly displayed in vases, furniture, and jewellery. Nor is it simply ancient times which had to undergo such vicissitudes of which we have spoken. There is not an epoch in history which has not had its hecatombs of works of art whenever the pressure of public requirements made itself sensibly felt.




    Styles emerge from a mix of ideas and take on the universal cloak of timeless beauty. Whether they are cheerful or solemn depends on contemporary fashions and events as the style will pick and choose from preceding styles to satisfy current whims. Vanity, the early signs of which we discussed when describing the prehistoric cavewoman in her necklaces of coloured stones, animal teeth, and perforated shells, will now come into its own as not only the Egyptians and Assyrians, but the Hebrews and peoples throughout Asia perfected the goldsmith’s arts. Egyptian tombs have yielded perfectly-chased pectorals, scarab necklaces, symbolic fish, lotus flowers, and so on. However, these cannot compete with Greek jewellery.




    The goldsmith’s trade was a school which produced masters. Lysippos hammered metal before he became sculptor; Alexander, third son of Perseus, king of Macedon, did not think it disparaging to make chasings in gold and silver. The large votive vase in the temple of Minerva has immortalised the name of Aristotle of Hiton. Calumis, sculptor as he was, used to embellish silver vases with bas-reliefs, which, in the days of Nero, were, at Rome and among the Gauls, an article of luxury for the rich and a subject of emulation for artists. However, magnificent works, crowns, vases, and jewellery, have honoured our museums and suffice to prove that the songs of Homer and the descriptions of Pliny were not exaggerated.




    The Greeks excelled in the working of metal, which they decorated with repoussé work and did not solder, while the Egyptians were the masters of pictorial representation in jewellery.




    However, we are more familiar with Roman and Etruscan gold work thanks to the excavations of the necropolis of Etruria and particularly those carried out in the ruins of Herculaneum and Pompeii. Amongst other objects, the clips, earrings, hooks, mirrors, and brooches recovered there are admirable for their shape, taste, and beauty. The Romans, in fact, loved gold and precious stones and brought a delicate good taste to their jewellery which Eastern peoples, who were more preoccupied with originality than with the aesthetic aspects of their art, lacked. The Byzantine emperors, too, would further emphasise luxury and their strange heavy jewellery is often accused of lacking taste. However, Byzantium at least has the excuse of achieving real luxury and the magnificent abundance it expresses perhaps makes amends for other deficiencies. It is “a dazzling jumble of enamels, cameos, niellos, pearls, garnets, sapphires, and gold and silver indented work”. (Théophile Gautier.) The Gauls and Franks seem to have been fond of the necklaces and rings made of precious metals of which so many examples have been found in their tombs. Gallo-Roman gold and silver smiths have left us many examples of bracelets and armbands in the shape of coiled snakes, necklaces, badges, brooches, and so on. Generally speaking, the style of these pieces is closely aligned with the building style and decoration of the period. We suggested earlier that a piece of furniture is a miniature architectural monument. Similarly, a piece of jewellery is a miniature monument in gold or silver. We will recognise the designs used from the pediments of temples or the columns of the time and the shape from one or other detail of a building or the curve of a typical amphora.




    The list of Egyptian furniture includes chests, pedestal tables, armchairs, stools and tables which are relatively similar in shape to our own. They are decorated with metals, ivory, mother-of-pearl, and precious woods. They have brightly-coloured coverings and there are cushions on the armchairs and stools. The beds have a kind of bed base made of strips of fibres or leather which show that comfort was a consideration. The chests take the form of miniature dwellings or temples. In summary, the Egyptian style is characterised by the hieratical, monumental nature of its statuary, by its columns and capitals (palm tree or lotus), by its sphinx, by the colossi with the heads of the pharaohs and its animal-headed gods, by its obelisk and by its pyramids, by its decoratively-deployed hieroglyphs, and finally by the huge size of its buildings. Furthermore, the widely-used decorative sacred scarab motif should not be forgotten.




    The weaving of textiles dates from the earliest ages of the world, and even now we are struck with amazement at the perfection of the works produced by the hands of the ancient Egyptian craftsmen. With the primitive looms and materials spun by hand, they obtained wonderful fabrics. We learn, from the description of yarn found in the Louvre, about the fine long pile and fringed material, called fimbria and the transparent fabric styled by the Latins, nebula linea, which we will again meet with in the East at Mossoul, whence it reaches us under the name of muslin.




    Whether from a civil or religious point of view, the most ancient decoration of buildings and interiors consists of hangings, the accompaniment of statues, paintings, and mosaics. However far we go back into antiquity, we can trace their use; from the heroic ages, the Phrygian and Grecian women succeeded in representing flowers and human figures, not only by means of embroidery, but in the elegant fabric itself. The young girls summoned to take part in the Panathenaic procession embroidered beforehand the veil or peplum of Minerva, an enormous hanging which was used to cover the roofless area in the temple of the goddess.
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    2. Anonymous. Armchair of Hetepheres,




    Dynasty IV, 2575-2551 BCE.




    Gilded wood, 79.5 x 71 cm.




    Egyptian Museum, Cairo. Egyptian Antiquity.
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    3. Anonymous. Bracelets from the tomb of Djer,




    Dynasty I, 2920-2770 BCE.




    Gold, lapis lazuli, length: 10.2-15.6 cm.




    Egyptian Museum, Cairo. Egyptian Antiquity.
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    4. Anonymous. Pendant, Imdugud,


    the Lion-Headed Eagle, Royal Palace of Mari,




    c. 2650 BCE. Lapis lazuli, gold, bitumen,




    and copper, 12.8 x 11.8 cm. National Museum




    of Damascus, Damascus. Eastern Antiquity.
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    5. Anonymous. Decorative panel,


    Dynasty III, 2630-2611 BCE.




    Limestone and stoneware, 181 x 203 cm.




    Egyptian Museum, Cairo. Egyptian Antiquity.
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    6. Anonymous. Labels for vases,


    Dynasty I, 2920-2770 BCE. Ivory.




    Egyptian Museum, Cairo. Egyptian Antiquity.
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    7. Anonymous. Inlaid panel of a soundboard


    from a lyre, c. 2600 BCE. Seashell and bitumen,




    31.1 x 11.3 cm. University of Pennsylvania




    Museum of Archaeology and Anthropology,




    Philadelphia. Eastern Antiquity.
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    8. Anonymous. The Standard of Ur (double-sided),




    c. 2600-2400 BCE. Wood, seashell,




    red limestone, and lapis lazuli, 21.5 x 49.5 cm.




    British Museum, London. Eastern Antiquity.
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    9. Anonymous. Litter belonging to Hetepheres,




    Dynasty IV, 2575-2551 BCE.




    Wood with gold leaf, height: 52 cm.




    Egyptian Museum, Cairo. Egyptian Antiquity.
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    10. Anonymous. Bed belonging to Hetepheres,




    Dynasty IV, 2575-2551 BCE.




    Wood with gold leaf, 178 x 21.5 x 35.5 cm.




    Egyptian Museum, Cairo. Egyptian Antiquity.
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    11. Anonymous. Bowls belonging to Hetepheres,




    Dynasty IV, 2575-2551 BCE.




    Wood with gold leaf, diameter: 8-8.5 cm.




    Egyptian Museum, Cairo. Egyptian Antiquity.
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    12. Anonymous. Chains with amulets and clasp,




    c. 2055-1650 BCE. Silver, lapis lazuli, glass,




    feldspar, electrum, carnelian, amethyst, length: 47 cm.




    British Museum, London. Egyptian Antiquity.
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    13. Anonymous. Earrings, Dynasty XVIII,




    c. 1550-1295 BCE. Gold, diameter: 2.6 cm.




    British Museum, London. Egyptian Antiquity.
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    14. Anonymous. Necklace with pectoral,




    dedicated to Sesostris II, Dynasty XII, 1898-1881 BCE.




    Gold and semi-precious stones, height: 4.9 cm.




    Egyptian Museum, Cairo. Egyptian Antiquity.
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    15. Anonymous. Pendant in the shape of a


    shell inscribed with the name of Ibshemuabi,




    King of Byblos, 2000-1500 BCE. Gold,




    semi-precious stones, 7.5 x 7 cm.




    Directorate General of Antiquities,




    Beirut. Eastern Antiquity.
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    16. Anonymous. Pendant belonging to Mereret,




    Dynasty XII, 1881-1794 BCE.




    Semi-precious stones, height: 4.6 cm.




    Egyptian Museum, Cairo. Egyptian Antiquity.
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    17. Anonymous. Ceremonial hatchet of Ahmose,




    Dynasty XVIII, 1550-1525 BCE. Wood, copper,




    gold, and semi-precious stones, 47.5 x 6.7 cm.




    Egyptian Museum, Cairo. Egyptian Antiquity.
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    18. Anonymous. Dagger belonging to Princess Ita,




    Dynasty XII, 1929-1898 BCE. Gold, bronze,




    semi-precious stones, length: 28 cm.




    Egyptian Museum, Cairo. Egyptian Antiquity.
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    19. Anonymous. ‘Octopus’ Vase, Palekastro,




    c. 1500 BCE. White fictile, height: 28 cm.




    Heraklion Archaeological Museum,




    Heraklion (Crete). Greek Antiquity.
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    20. Anonymous. Funeral mask, known as


    ‘Mask of Agamemnon’, Grave V, Mycenae,




    c. 1600-1500 BCE. Gold, height: 31.5 cm.




    National Archaeological Museum,




    Athens. Greek Antiquity.
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    21. Anonymous. Pitcher belonging


    to Hephaistos, c. 1800 BCE. Height: 27 cm.




    Heraklion Archaeological Museum,




    Heraklion (Crete). Greek Antiquity.
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    22. Anonymous. Golden Vaphio cup,




    c. 1500-1400 BCE. Gold, height: 7.5 cm.




    National Archaeological Museum,




    Athens. Greek Antiquity.
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    23. Anonymous. Stele of Amenhotep,




    Dynasty XVIII, c. 1400-1390 BCE.




    Limestone, traces of paint, height: 89 cm.




    British Museum, London. Egyptian Antiquity.
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    24. Anonymous. Drawing board,




    Dynasty XVIII, c. 1475 BCE.




    Wood, plaster, ink, 36.5 x 53.4 cm.




    British Museum, London. Egyptian Antiquity.
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    25. Anonymous. Cylinder seal of Annipi,


    King of Sidon and son of Addume, c. 13th century BCE.




    Blue glass (cobalt), height: 2.7 cm.




    Musée du Louvre, Paris. Egyptian Antiquity.
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    26. Anonymous. Vases on behalf of Yuya,




    Dynasty XVIII, 1387-1350 BCE.




    Painted limestone, height: 25 cm.




    Egyptian Museum, Cairo. Egyptian Antiquity.
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    27. Anonymous. Perfume container,




    Dynasty XVIII, 1333-1323 BCE. Alabaster,




    gold, glass paste, stoneware, 70 x 36.8 cm.




    Egyptian Museum, Cairo. Egyptian Antiquity.
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    28. Anonymous. Throne with footrest,




    Dynasty XVIII, 1333-1323 BCE. Wood,




    golden leaf, silver, glass paste, precious stones,




    stoneware, height of throne: 102 cm.




    Egyptian Museum, Cairo. Egyptian Antiquity.
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    29. Anonymous. Chair belonging to Princess Satamun,




    Dynasty XVIII, 1387-1350 BCE. Stuccoed wood,




    gold leaf, plant fibres, height: 77 cm.




    Egyptian Museum, Cairo. Egyptian Antiquity.
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    30. Anonymous. Folding headrest,




    Dynasty XVIII, c. 1390-1295 BCE.




    Wood, 19.2 x 19.4 cm. British Museum,




    London. Egyptian Antiquity.


  




  

    [image: ]




     




    31. Anonymous. Painted chest,




    Dynasty XVIII, 1333-1323 BCE.




    Stuccoed and painted wood, 61 x 43 cm.




    Treasure belonging to Tutankhamun.




    Egyptian Museum, Cairo. Egyptian Antiquity.
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    32. Anonymous. Jug, 14th-12th century BCE.




    Bronze, height: 43.2 cm. British Museum,




    London. Chinese Antiquity.
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    33. Anonymous. Jug for rituals, 12th century BCE.




    Bronze, height: 20.3 cm.




    British Museum, London. Chinese Antiquity.
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    34. Anonymous. Jug with bird feet,




    12th-11th century BCE. Bronze, height: 20 cm.




    Shanghai Museum, Shanghai. Chinese Antiquity.
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    35. Anonymous. Jug, 11th century BCE.




    Bronze, height: 42 cm. British Museum,




    London. Chinese Antiquity.
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    36. Anonymous. Chariot for worship,




    Bisenzio, end of the 8th century BCE.




    Bronze, wheels: 30 cm. Museo Nazionale




    Etrusco di Villa Giulia, Rome. Etruscan Antiquity.
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    37. Anonymous. Bronze razor, 9th century BCE.




    Bronze with engraved hunting scene and




    geometric pattern. Museo archeologico e d’arte




    della Maremma, Grosseto. Etruscan Antiquity.
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    38. Anonymous. Lower part of a quiver from


    Lorestan (Iran), 1000-750 BCE. Bronze.




    Musées royaux d’Art et d’Histoire,




    Brussels. Eastern Antiquity.
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    39. Anonymous. Dipylon vase,


    from a cemetery in Dipylon, 750-735 BCE.




    Terracotta, diameter: 72.4 cm. The Metropolitan




    Museum of Art, New York. Greek Antiquity.
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    40. Anonymous. Eleusis Amphora:


    The Blinding of the Cyclops Polyphemus


    by Odysseus, c. 675-650 BCE. Terracotta,




    height: 142.3 cm. Archaeological Museum




    of Eleusis, Eleusis (Greece). Greek Antiquity.
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    41. Anonymous. Jug, c. 650 BCE.




    Terracotta, 28 cm. Museo del Palazzo




    dei Conservatori, Rome. Etruscan Antiquity.
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    42. Anonymous. Situla belonging


    to Bakenranef, c. 700 BCE. Stoneware.




    Museo Archeologico Nazionale Tarquiniese,




    Tarquinia (Italy). Etruscan Antiquity.
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    43. Anonymous. Piece of a belt, probably from Ziwiye,




    end of the 8th century BCE. Gold leaf, 16.5 cm.




    British Museum, London. Eastern Antiquity.
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    44. Anonymous. Bowl from the tomb of Bernardini,




    675 BCE. Gilded silver.Museo Nazionale




    Etrusco di Villa Giulia, Rome. Etruscan Antiquity.
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    45. Marsyas Painter, Peleus and Thetis,


    Surrounded by Other Sea Nymphs, c. 340 BCE.




    Red-figured storage jar, height: 43.3 cm.




    British Museum, London. Greek Antiquity.
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    46. Anonymous. Hercules Strangling


    the Nemean Lion, c. 525 BCE.




    Attic black-figured amphora,




    height: 45.5 cm. Museo Civico




    dell’Étà Cristiana, Brescia. Greek Antiquity.
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    47. Euphronios, end of the 6th century


    BCE-first half of the 5th century BCE, Greek.


    Hercules Wrestling Antaeus, 515-510 BCE.




    Red-figured calix krater, height: 44.8; diameter: 55 cm.




    Musée du Louvre, Paris. Greek Antiquity.




     




     




    

      

        	

          Euphronios




          (Athens, end of the 6th century BCE – first half of the 5th century BCE)




           




          As pottery maker and painter, Euphronios is one of the most well-known artists of his time, as the antiquated Greek pottery with black figures was replaced by innovative ceramics with red figures. As a forerunner in the new technique, Euphronios made several of his works recognisable through his style and his signature. He was inspired by mythological themes, by daily scenes, and by the heroic acts of Hercules, producing many large vases, amphorae, and kraters. Known for the precision of drawing naked and muscular figures, Euphronios sought opportunities to create versatile works of art, and added a hand-written note on his works.
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    48. Douris, 6th-5th century BCE, Greek.


    Memnon Pieta, c. 490-480 BCE. Interior from




    an Attic red-figured cup, diameter: 26.7 cm.




    Musée du Louvre, Paris. Greek Antiquity.
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    49. Anonymous. Red-haired Demon, c. 350 BCE.




    Red-figured kylix (bowl) from Vulci.




    Museo Gregoriano Etrusco,




    Vatican City. Etruscan Antiquity.
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    50. Anonymous. Mirror illustrating


    The Nursing of Hercules, c. 350 BCE.




    Bronze. Museo Archeologico Nazionale,




    Florence. Etruscan Antiquity.
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    51. Anonymous. Mirror from Tuscany,




    350-300 BCE. Bronze, diameter: 12 cm.




    Museo Archeologico Nazionale,




    Florence. Etruscan Antiquity.
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    52. Anonymous. Mirror with eight protrusions,




    206 BCE – 220 CE. Bronze, diameter: 21 cm.




    National Palace Museum, Taipei. Chinese Antiquity.
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    53. Anonymous. Coins from Vetulonia, c. 250 BCE.




    Bronze. Museo Archeologico Nazionale,




    Florence. Etruscan Antiquity.
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    54. Anonymous. Mirror with a winged genius,




    3rd century BCE. Bronze. Museo Nazionale




    Etrusco di Villa Giulia, Rome. Etruscan Antiquity.
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    55. Anonymous. Embellishment on the


    tomb of a woman from Waldalgesheim (Germany),




    second half of the 4th century BCE. Bronze, height: 9.5 cm.




    Rheinisches Landesmuseum Bonn, Bonn. Celtic Antiquity.
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    56. Anonymous. Chinese lacquered coffin decorated


    with birds and dragons, 4th century BCE.




    Wood, 184 x 46 cm. Hubei Museum,




    Hubei (China). Chinese Antiquity.
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    57. Anonymous. Earring, c. 300 BCE.




    Gold. Museo Nazionale Etrusco di




    Villa Giulia, Rome. Etruscan Antiquity.
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    58. Anonymous. Bracelet, Ptolemaic period, 305 BCE.




    Gold, diameter: 8 cm. Egyptian Museum,




    Cairo. Egyptian Antiquity.
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    59. Anonymous. Signet ring, 4th-3rd century BCE.




    Carnelian, diameter: 1.7 cm. The State




    Hermitage Museum, St Petersburg. Persian Antiquity.
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    60. Anonymous. Bracelet with an agate stone,




    Roman period, 117-138 CE.




    Hammered gold leaf, agate, diameter: 9 cm.




    Egyptian Museum, Cairo. Egyptian Antiquity.
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    61. Anonymous. Headpiece with a serapi figure,




    Roman period, 117-138 CE. Gold, diameter: 22 cm.




    Egyptian Museum, Cairo. Egyptian Antiquity.
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    62. Anonymous. Two adornments depicting immortals,




    late Han dynasty, 2nd-3rd century CE.




    Gold leaf and inlaid work, 2.5 x 4 cm.




    Musée national des Arts asiatiques - Guimet,




    Paris. Chinese Antiquity.
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    63. Anonymous. Incense burner in the shape


    of a Lian house, late Han dynasty, 20-220 CE.




    Ceramic with lead glaze, height: 15 cm. Musée national des




    Arts asiatiques - Guimet, Paris. Chinese Antiquity.
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    64. Anonymous. Embellished vase,




    Roman period, 2nd-3rd century CE.




    Glass, bronze, and gold. Egyptian Museum,




    Cairo. Egyptian Antiquity.
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    65. Anonymous. Cup belonging to Lycurgus,




    4th century BCE. Gilded ruby, glass mixture, gold,




    and silver with copper highlights, height: 16.5 cm.




    British Museum, London. Roman Antiquity.
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    66. Anonymous. Lamp with the figure of the god Bes,




    beginning of the 2nd century. Terracotta, height: 21.5 cm.




    British Museum, London. Egyptian Antiquity.
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    67. Anonymous. Adoration of the Magi, c. 200.




    Fresco. Capella Greca, Catacomb of Priscilla,




    Rome. Romanesque.
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    68. Anonymous. The Good Shepherd, c. 250.




    Fresco. Capella Greca, Catacomb of Priscilla,




    Rome. Romanesque.
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    69. Anonymous. King Hunting Rams,




    plate, 5th-6th century. Silver, mercury gilding,




    niello inlay, diameter: 21.9 cm. The Metropolitan




    Museum of Art, New York. Persian Antiquity.
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    70. Anonymous. The Missorium of Theodosius,




    387-388. Silver, partially gilded, diameter: 74 cm.




    Real Academia de la Historia, Madrid. Byzantine Antiquity.
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    71. Anonymous. Scipio’s shield, end of




    the 4th century or beginning of the 5th century.




    Silver, partially gilded, diameter: 71 cm.




    Cabinet des Médailles, Bibliothèque nationale




    de France, Paris. Byzantine Antiquity.
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    72. Anonymous. Medal of Emperor




    Constantine the Great, 315.




    Silver, diameter: 2.4 cm.




    Staatliche Münzsammlung München,




    Munich. Romanesque.
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    73. Anonymous. Medal of Emperor Constantine




    the Great and the sun god, Sol, 313.




    Gold. Cabinet des Médailles, Bibliothèque nationale




    de France, Paris. Romanesque.
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    74. Anonymous. Embellished bottle,




    Roman period, 4th century.




    Terracotta, height: 30.5 cm.




    Egyptian Museum, Cairo. Egyptian Antiquity.
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    75. Anonymous. Bracelet, end of the 4th century




    or beginning of the 5th century.




    Gold and coloured stones, diameter: 7.5 cm.




    Cabinet des Médailles, Bibliothèque nationale




    de France, Paris. Byzantine Antiquity.
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    76. Anonymous. Jason and Medea,




    end of the 4th century or beginning of the 5th century.




    Tapestry in polychrome linen, diameter: 7 cm.




    Musée de Cluny, Paris. Egyptian Antiquity.
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    77. Anonymous. Lustre, 5th-7th century.




    Bronze (bobeches in modern glass),




    height: 18 cm; diameter: 48.5 cm.




    Musée du Louvre, Paris. Byzantine.
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    78. Anonymous. Sarcophagus, probably belonging to


    Archbishop Theodor,end of the 5th century or




    beginning of the 6th century. Marble. Basilica of




    St Apollinaris in Classe, Ravenna (Italy). Byzantine.


  




  

    
Middle Ages




     




     




     




    Besides the Celtic monuments to which we have already referred (menhirs, dolmens, etc.) there is very little that is original in the style of the Gaulish period and from the Roman invasion onwards, any traces of the romantic, which were, in any case, more a result of the rudimentary nature of life at the time than of a feeling for art, are swallowed up by the culture of the victorious Romans. The bathhouses, theatres, and arenas are all attributed indiscriminately to the Gauls and the Romans, and Gaulish furniture is so similar to the furniture used in Rome as to be indistinguishable from it. Frankish style is similarly insignificant. The Franks were busy fighting and a more civilised period only begins to flourish when peace returns. The evidence of this civilisation is to be found in the Christian monasteries built beside the tombs of the saints. Clovis’ reign was of no artistic importance but Dagobert had an abbey built at Saint-Denis and left us an armchair which bears his name, although there is very little to distinguish it from a curule chair! At the same time, gold and silver works with a peculiarly Byzantine flavour have been found dating from Charlemagne’s reign onwards. It seems that chests attributed to the Carolingian period decorated with ivory plaques showing mythical animals and using inlaid ivory and marquetry with different coloured woods inspired the arrangements used by Italian ivory craftsmen. What we shall witness next is the arrival in the West of a new art under the auspices of new religious aspirations.




    The catacombs where the early Christians took refuge from the persecution of the Roman Emperors were to be the birthplace of this Christian art, which would evolve little by little away from the old thinking. Hot wax paintings, richly-sculpted sarcophagi and a wealth of tools, receptacles and so on bear witness to the momentum of this new world view, which would be marked by a use of allegory and symbolism borrowed, in particular, from Pagan thought. However, one distinguishes in the rough execution of their work, which was of a much poorer quality than that of Rome’s public buildings and imperial palaces, a thrust which was moving gradually away from those roots. When the vast Roman Empire tired of creating martyrs and inventing new forms of torture while its enemies expressed their faith through images of peace, happiness, unity, and hope, accepted the new faith, the images created in the catacombs began to decorate the walls of churches and basilicas. These images did not take on an identity entirely of their own until after the advent of Constantine when Christian art could safely develop inside these religious buildings.




    At this point painting (sculpture was rather rare, found in the form of low reliefs on sarcophagi and was very similar in its themes to decorative painting) began to depict historical subjects, including Christ, the Virgin, the Apostles, Abraham and Moses, Jonah and Daniel, just as the artists of antiquity had depicted Perseus, Hercules and Theseus. It was not until basilicas had finally replaced profane buildings that Christians used images to celebrate their religion, through representations of their martyr’s victory. Justinian, who had recourse to the Greek artists who imported a style of architecture which paid homage to Constantinople into the West, established the Byzantine style.




    The Byzantine style is essentially an eastern style. It speaks of India, Persia, and Syria - of Asia, in fact, and celebrates the wealth of detail and the magnificence of their decoration. Although the profusion of decoration found in the Byzantine style is less than tasteful, it has great character. In painting, figures stand out against a golden background and mosaic work has never been more widely used than it was during this period. Rich fabrics from Asia were also typical. These were painted or embroidered, covered with gold or silver leaf, precious stones, cabochons and large pieces of chased metal. Favourite motifs were flowers, animals, and ‘episodes from the life of Christ’. There might be up to six hundred figures on a tunic or cloak. Beds, seating, chests, vessels, and so on were made of delicately worked ebony, ivory, gold, silver, and bronze. This emphasis on luxury, seductive as it is, corrupted their taste and reflects the unusually free and pleasure-seeking manners of Byzantium. It was a time when wealth was a gateway to immorality and Byzantine art benefitted from the resulting splendour and pomp.




    The Eastern peoples of antiquity were similar to modern Eastern peoples in the sense that they were content with a small range of furniture. Luxury was limited to the fine textiles that covered the frames provided with straps and webbing on which they slept. There were no chairs, tables or any of the other items of furniture we use today (except in royal palaces). Small chests and cabinets were used for all of these purposes. The lack of furniture can be ascribed to the fact that it was difficult to obtain suitable wood and to the fact that everyday life was simple as there was, at the time, very little middle ground between extravagant wealth and poverty. By contrast, at least as far as one can judge from remains and from frescoes and mosaics, the furnishings of the royal palaces were sumptuous. There were heavy solid thrones with cylindrical backs made up of a number of circles joined together, square seats with a cushion and heavy round legs and uprights. The decoration was hieratic and done in garish colours with alternating motifs. There were also mosaics and frescoes. There was an abundance of chandeliers, candelabras and worked bars. In summary, the Byzantine style was majestic. It used Greek ideas but rejected the Greek focus on simplicity and it is this difference that gives it its risky but captivating beauty. Its stylised decoration has the merit of imitating nature through routine and repetition and is an example of real beauty in an ornamental style.




    The chest is an invention of the Middle Ages. Its shape, size, and the richness and quality of the decoration depend on the period when it was made. Chests may be made of wood or completely covered in painted fabric or leather. Along with the chest, the wardrobe is the other essential item of furniture, the only property that people of a certain status had. It was made of solid wood with metal fittings and its doors had a number of solid locks, giving the item the bleak appearance of a miniature fortress. Initially, joiners and carpenters made furniture. Later the task passed to wood carvers, who then became cabinet makers and did more detailed, finer woodwork. Furniture was always portable and still consisted of very few items: chest, stool, bed, and wardrobe. However, these could be used for a variety of purposes with the help of a few cushions. Non-portable furniture only began to appear in the 15th century. It was used to furnish palaces and castles, which had made do, up to that point, with chests, beds, benches, tables, and dressing tables with shelves which were transported by mule or on carts. The chests were used to store cushions and wall-hangings, painted canvases or tapestries, pieces of gold work to decorate the dressing tables and textiles which were used as floor coverings once scattering scented plants or straw on floors fell out of fashion.




    To close this chapter, we should like to say something about jewellery. The invading barbarians were skilled in working precious metals. The Goths, in particular, made wonderful gold and silver work, primarily in Spain. However, in the Middle Ages, artists worked almost entirely for the church. Naturally, goldsmiths’ work and jewellery in the Middle Ages, as during other periods, followed fashions in architecture and sculpture. Champlevé enamelling was used as were precious stones, but the metal setting was rounded (until the mid-13th century). Solid, heavy Romanesque art was obliged to resist the delicacy of jewellery but Gothic art would not have lived up to its reputation for elegance, delicate tracery and filigree work if it had not triumphed in the goldsmith’s art as well as in architecture. We would be prepared to wager that, had more Gothic jewellery survived, we would have been able to distinguish High, Middle, and Late Gothic pieces just as we are able to recognise the equivalent architectural styles. In conclusion, let us simply remember that in the Middle Ages the jeweller’s art was used primarily to embellish reliquaries, shrines, mitres, crosiers, crosses, that these objects were decorated with enamelling which is renowned to this day and that the common people were not entitled to wear jewellery. This last point, which may be aesthetically understandable, although it is certainly undemocratic, perhaps opened the way for the dreadful imitation jewellery which is so much in vogue today.
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    79. Anonymous. St Vitale Basilica, north wall:


    two scenes from the life of Abraham, angels, Moses,


    the prophet Jeremiah, St John, and St Luke, c. 527-548.




    Mosaic. Basilica of St Vitale, Ravenna (Italy). Byzantine.
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    80. Anonymous. Procession of Twenty-Six Martyrs, 493-526.




    Mosaic. Basilica of St Apollinaris in Classe,




    Ravenna (Italy). Byzantine.
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    81. Anonymous. Miniature illustration


    of Vergilius Vaticanus, beginning of




    the 5th century. Illuminated manuscript,




    21.9 x 19.6 cm. Biblioteca Apostolica Vaticana,




    Vatican City. Roman Antiquity.
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    82. Anonymous. The Good Shepherd (detail), 425-450.




    Mosaic. Mausoleum of Galla Placidia,




    Ravenna (Italy). Byzantine.
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    83. Anonymous. Christ as a Warrior, c. 520.




    Mosaic. Museo Arcivescovile,




    Ravenna (Italy). Byzantine.
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    84. Anonymous. The Parting of Lot


    and Abraham, c. 432-440. Mosaic.




    Papal Basilica of Santa Maria Maggiore,




    Rome. Roman Antiquity.
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    85. Anonymous.


    Locket of Empress Maria, Milan (?), 398-407.




    Cameo of silver, gold, emerald, and rubies.




    Musée du Louvre, Paris. High Middle Ages.
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    86. Anonymous. Patera from Cherchell,




    Mt Chenoua, 6th century. Silver,




    partially gilded, diameter: 16 cm.




    Musée du Louvre, Paris. Byzantine.
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    87. Anonymous. Belt buckle,


    Visigothic Kingdom, 6th century.




    Bronze and garnet, 7.1 x 12.3 cm.




    Musée de Cluny, Paris. High Middle Ages.
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    88. Anonymous. Missorium, Hercules Strangling


    the Nemean Lion, 6th century. Silver,




    diameter: 40 cm. Cabinet des Médailles,




    Bibliothèque nationale de France, Paris. Byzantine.
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    89. Anonymous. Diptych panel in five parts:


    The Emperor Triumphant (Justinian?),




    Constantinople, first half of the 6th century.




    Ivory, traces of inlay, 34.2 x 26.8 cm.




    Musée du Louvre, Paris. Byzantine.
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    90. Anonymous. Throne of Maximilian,




    546-554. Ivory. Museo Arcivescovile,




    Ravenna (Italy). Byzantine.
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    91. Anonymous. Ariadne, Maenad, Satyr,


    and Eros, first half of the 6th century.




    Ivory, 4 x 13.8 x 75 cm.




    Musée de Cluny, Paris. Byzantine.
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    92. Anonymous. Vase from Emesa (or Homs, Syria),




    end of the 6th century or beginning of the 7th century.




    Hammered, chased, and engraved silver, height: 45 cm.




    Musée du Louvre, Paris. Byzantine.
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    93. Anonymous. Ampulla with a cross, 6th century.




    Clay, 7 x 5 cm. Directorate General




    of Antiquities, Beirut. Eastern.
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    94. Anonymous. Adornments belonging to


    Queen Arnegundem, Merovingian Gaul, 6th century.




    Gold, garnet fragments, blue glass, silver, niello.




    Musée du Louvre, Paris. High Middle Ages.
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    95. Anonymous. Necklace with cross and pendants,


    Constantinople, 6th century. Gold, carved and engraved.




    The State Hermitage Museum, St Petersburg. Byzantine.
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    96. Anonymous. Cross of Justin II (or Crux Vaticana),




    c. 568-574. Gilded silver adorned with precious stones,




    40.7 x 31.5 cm.From the treasury of St Peter,




    Vatican City. Byzantine.
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    97. Anonymous. Medallion with The Triumph


    of the Emperor Qalaat al-Marqab, 6th-7th century.




    Chased gold, medallion: length: 6 cm;




    diameter: 5.4 cm. Musée du Louvre, Paris. Eastern.
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    98. Anonymous. Wedding belt, end of


    the 6th century. Hammered, repoussé,




    and smouldered gold, granulation, length: 74 cm.




    Musée du Louvre, Paris. Byzantine.
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    99. Anonymous. Bracelet, end of the 6th century.




    Gold and glass paste (partly missing), diameter: 6 cm.




    Musée du Louvre, Paris. Byzantine.
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    100. Anonymous. Jug with the face of a goddess,




    6th-7th century. Moulded silver, neck executed




    separately and fixed onto the stomach, retouched with




    a chisel and hollow punch, stabilising the handles




    of the jug. Height: 14.5 cm; weight: 3.58 kg.




    The State Hermitage Museum, St Petersburg. Persian.
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    101. Anonymous. Treasure of Guarrazar.


    Votive crowns, crosses, pendants, and suspension chains,


    Visigothic Spain, 7th century. Gold, sapphire, emeralds,




    amethyst, pearls, quartz, mother-of-pearl, and jasper.




    Musée de Cluny, Paris. High Middle Ages.
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    102. Anonymous. Belt, 7th century. Gold,




    6.3 x 6.4 cm. Musée d’Archéologie nationale,




    Saint-Germain-en-Laye. Byzantine.
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    103. Anonymous. Fragment of a sheath,




    c. 6th-7th century. Wood, copper, gold,




    niello, and stainless steel, 30 x 8 cm.




    Musée de Cluny, Paris. Romanesque.
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    104. Anonymous. Signet ring, c. 6th-7th century.




    Agate, 2.6 x 2.1 cm. The State




    Hermitage Museum, St Petersburg. Persian.
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