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(TC: 00:00:00)  
Sian Toogood: Hello, and welcome back to the Museum Podcast. This is the monthly podcast that delves deep into every aspect of the work of the British Museum. My name is Sian Toogood, I'm the producer of this podcast. This month, Sushma Jansari is still on furlough. However, if you are missing her as much as I am, you can still hear here wonderful voice on her personal podcast The Wonderhouse. If you like podcasts relating to museums, and I know you do, then I think you'll love it. We still have the equally wonderful Hugo Chapman, and he has done a segment later in the podcast to mark the 500th anniversary of the death of Raphael. Now, I, like so many other people during lockdown, have been doing a little bit of spring cleaning. As I was going through some podcast offcuts that got left on the cutting room floor, I found a segment that I wanted to share with you all. Regular listeners may remember that Hugo interviewed Alexandra, a.k.a. Sally Fletcher in the March episode. Sally spoke about working in Turkey at a dig site in between two towns. One know for its pistachios, and one known for its ice cream. Frankly if you thought we left it at that, then you don't know us at all. So here is that snippet of Hugo and Sally talking about the archaeology and ice cream of Karamanmaras. 

(TC: 00:01:14)  
Hugo Chapman: So as a non archaeologist, tell me, obviously in the days of Kathleen Kenyon, some of the material that she was discovering in the Middle East came back to Europe, but that's very different now. 

(TC: 00:01:26)  
Sally Fletcher: Yes, in those days the antiquities laws would allow for something called a division. So the finder would be allowed to find some of what had been discovered out of the country of origin, to other institutions around the world in some cases. Now, any material excavated is kept in its country of origin. So when I was working in Turkey, all our material went to the local museum and-, 

(TC: 00:01:53)  
Hugo Chapman: Which is where? Where can we go and admire your finding skills? 

(TC: 00:01:59)  
Sian Toogood: So, the local museum was in a town called Karamanmaras, which-, 

(TC: 00:02:04)  
Hugo Chapman: Is that the one with the ice cream? 

(TC: 00:02:05)  
Sally Fletcher: It's famous for its ice cream, yes, and the museum actually had a huge extension built in the early 2000s. We were able to have a whole room devoted to the site that we had been excavating, so you can actually go to that museum, see the material I excavated, and read labels that I wrote for it. So it's all there waiting for you. Should you be in south eastern Turkey, do pay a visit. 

(TC: 00:02:32)  
Hugo Chapman: I mean, you know, sounds very tempting indeed, you know, reading your labels then-, 

(TC: 00:02:36)  
Sally Fletcher: Absolutely. 

(TC: 00:02:36)  
Hugo Chapman: The ice cream is so good because of the pistachios? Is that-, 

(TC: 00:02:40)  
Sally Fletcher: No, it's chewy ice cream. They make it with goat milk, so it's not cow's milk ice cream, so it's really, really creamy. It doesn't taste very goaty. 

(TC: 00:02:53)  
Hugo Chapman: That's good. 

(TC: 00:02:53)  
Sally Fletcher: Which is good. 

(TC: 00:02:55)  
Hugo Chapman: I know there are goat lovers out there. 

(TC: 00:02:56)  
Sally Fletcher: That's a plus point, and it has-, 

(TC: 00:02:59)  
Hugo Chapman: The chewiness? 

(TC: 00:03:00)  
Sally Fletcher: The chewiness is to help it not melt into a puddle in the climate, because it's very, very hot. They add an extract from orchid root, and it gives it this consistency of chewing gum. So you can hang the ice cream up on a hook, and cut it with a chainsaw. There are festivals in which this happens. 

(TC: 00:03:19)  
Hugo Chapman: Wow, you know, this is becoming more and more mesmerising by the moment. 

(TC: 00:03:24)  
Sally Fletcher: Yes. 

(TC: 00:03:26)  
Hugo Chapman: Does it not stick horribly to your teeth? 

(TC: 00:03:28)  
Sally Fletcher: No, but you eat with a knife and fork. 

(TC: 00:03:31)  
Hugo Chapman: Right, okay. Stunned silence. 

(TC: 00:03:36)  
Sally Fletcher: It's quite hard to eat from a-, you can eat it from a cone, but it's quite difficult. It's much easier to actually eat it with a knife and fork. 

(TC: 00:03:42)  
Hugo Chapman: Because of its, sort of, stringiness? 

(TC: 00:03:43)  
Sally Fletcher: Yes. If you imagine pulling bubblegum from your mouth, a disgusting habit, obviously, but it's like that. It will stretch and pull like that, and doesn't melt as quickly. It's delicious ice cream, it's really good, and world famous. 

(TC: 00:04:00)  
Hugo Chapman: Hopefully even more famous thanks to you talking about it. 

(TC: 00:04:04)  
Sally Fletcher: There was a really famous old ice cream shop in Marash, which would package your ice cream for travel. So you could pick up ice cream to go, packed in dry ice, getting on a flight, transfer by Istanbul, and arrive in London with it still frozen. 

(TC: 00:04:23)  
Hugo Chapman: Wow. Fabulous. 

(TC: 00:04:28)  
Sally Fletcher: They take their ice cream very seriously. 

(TC: 00:04:29)  
Hugo Chapman: Rightly so, well thank you very much, Sally. That was fascinating on so many different levels. 

(TC: 00:04:36)  
Sally Fletcher: You learnt things about ice cream you never wanted to know. 

(TC: 00:04:40)  
Hugo Chapman: No, I don't think there's a fact about ice cream we don't want to know. 

(TC: 00:04:44)  
Sian Toogood: So, in the spirit of Hugo's comment at the end of that segment, that he doesn't think that there's anything that he wouldn't want to know about ice cream, I am now talking to Tasha Marks. Tasha Marks is a food historian, artist, and parfumier, and also founder of AVM Curiosities, which can be found at avmcuriosities.com, which I highly recommend you check out if you have any interest at all in everything food related. Tasha, hello. 

(TC: 00:05:10)  
Tasha Marks: Hi there. 

(TC: 00:05:11)  
Sian Toogood: So, Tasha and I first worked together on a series for the British Museum YouTube channel called Pleasant Vices. This was a series of episodes that gave the history and related recipe around four of the pleasant vices that humans go for. So, alcohol, sugar, aphrodisiacs, and chocolate. Today we are going to talk about a different pleasant vice, I suppose, and that is ice cream. So Tasha, please tell me everything that you know about ice cream. 

(TC: 00:05:45)  
Tasha Marks: I think one of the nicest things is actually in lockdown at the moment, I'm finding myself eating much more ice cream than usual. I don't know if it's just the proximity to the freezer, or because it's hot, or because we want that, sort of, taste of nostalgia and comfort. I think ice cream always has that dual function of being both something we link to childhood and something a bit special. Actually, I really enjoyed getting Sally's, or hearing Sally's experience of the chewy ice cream in Turkey, because I got to try some when I was working on a project in Istanbul, and it really is a very special and unique ice cream. 

(TC: 00:06:23)  
Sian Toogood: Yes, I mean, I've-, I think I, like everyone else, have been dreaming about going on holiday since lockdown began, and that-, re-listening to that description of ice cream really sold Turkey to me, much more than all the beautiful pictures of Istanbul, or Bodram, or anywhere. Is that where ice cream originates, is that why it's so different? Or-, 

(TC: 00:06:50)  
Tasha Marks: Well, ice cream is one of those things that has had almost complete global reach, which is what's quite special about it, but before you can have ice cream you need to have ice. The technology for storing and keeping ice was actually developed in ancient Mesopotamia. So it's been around since about 2000 BC. It's not remotely a new thing, but it is in Europe. So it developed across, you know, places like Turkey and Iran, and all across the east, China, way before it came to Italy and England, the places we might now associate with ice cream. 

(TC: 00:07:28)  
Sian Toogood: It seems so contrary for it to originate in somewhere so hot and dry, but I suppose that that kind of makes sense, because it is a very good refresher in a hot, dry place. 

(TC: 00:07:43)  
Tasha Marks: Absolutely. Even in the hottest places, you've got mountains often, and in the depths of winter it still gets cold enough for ice or snow to form. So what they would do, they would gather up the ice and the snow, and they would store it in a snow pit. There's actually a really lovely photograph in the British Museum collection of an ancient ice house in Iran. So these are semi-, mostly subterranean buildings that are, sort of, shaped like a funnel. So you have this, sort of, slight-, it almost just looks like a stone shed above the earth, and then below is this very, very deep funnel shaped building, with a vent at the bottom to get rid of the melted ice. It's put in there over winter, or it's, sort of, gathered from the mountains, put in there in large lumps, and it stays frozen all through the year. 

(TC: 00:08:36)  
Sian Toogood: So this ice cream, this original ice cream, is it a recognisable recipe to how we would recognise ice cream today? Or is it very dissimilar? 

(TC: 00:08:49)  
Tasha Marks: Yes, so it is slightly different in that the, sort of, early ices were more like, sort of, slushies, or sort of semi-frozen drinks. So there's a Turkish drink called a Sherbat, which is like a, sort of, slushy lemonade. Well, not lemonade because it's not fizzy, but a sort of lemon, rosewater, lovely slushy concoction. There's quite a lot of reports of that in, the, sort of, early 16th century and English travellers going and trying that and wanting to bring it-, or European travellers wanting to bring that back. So these, sort of, semi frozen drinks were sold in London around then, but it wasn't until you get the idea of adding salt or saltpetre to ice to make it colder that we get the technology for actually freezing liquid solid, and then we begin to get ice cream as we know it. The first recipe for ice cream that was handwritten in Europe was in 1665. So you're looking at a huge gap between the technology for storing ice, and actually the beginnings of ice cream as we know it. 

(TC: 00:09:55)  
Sian Toogood: It sounds like those, I mean, frankly delicious sounding (TC 00:10:00) slushy ices, that sounds like they don't have the same, sort of, dairy component that we would traditionally think of as ice cream, you know, where it's really thick, and unctuous, and creamy. 

(TC: 00:10:12)  
Tasha Marks: I mean, there were frozen creams, even in ancient China in 1000 BC, but definitely that wasn't the primary flavour. One of the biggest differences is that ice cream in Europe went hand in hand with the import of sugar, because you need a certain level of sugar to make ice creams the texture that you want them. 

(TC: 00:10:36)  
Sian Toogood: What about other flavourings? You know, so I mean, traditionally we all think of vanilla as being the, sort of, first and most popular, and in some cases best flavour possible. 

(TC: 00:10:48)  
Tasha Marks: I think you know that I disagree with you there hugely. I absolutely loathe vanilla. 

(TC: 00:10:53)  
Sian Toogood: I might have been goading you just a little bit, just for fun, and I don't apologise for it, but yes, I mean, traditionally, and a lot of people disagree with you, that vanilla is the primary ice cream flavour. Was that always so, or is this another, kind of, assumed tradition? 

(TC: 00:11:11)  
Tasha Marks: Yes, not at all. I mean, vanilla didn't come to Europe, or the first mention of vanilla being used to flavour ices wasn't until the 1690s. 

(TC: 00:11:22)  
Sian Toogood: Okay, so about 30 years after. 25 years after. 

(TC: 00:11:24)  
Tasha Marks: Yes, and I mean, throughout the history of ices and ice creams, you're much more likely to get perfume flavours. So things like orange flower blossom, rosewater, nutty flavours like pistachio. So actually, vanilla, when it even came here in the 17th century, was very rare. It definitely was not the go to flavour, and in any ice cream shop from around that time, they were super experimental with their flavours. I mean, they had, you know, artichoke ice cream, and parmesan ice cream. 

(TC: 00:11:57)  
Sian Toogood: Absolutely not. That sounds disgusting. 

(TC: 00:12:02)  
Tasha Marks: I mean, actually, parmesan ice cream isn't too bad, but I mean, there was cucumber ice cream, there was brown bread ice cream. 

(TC: 00:12:09)  
Sian Toogood: Brown bread? Oh well, maybe sugar. 

(TC: 00:12:12)  
Tasha Marks: Brown bread's lovely. It's really caramelly and, sort of, biscuity. 

(TC: 00:12:16)  
Sian Toogood: Yes, I can see that, with that, kind of, brown sugar, like, type idea, but yes. That's so interesting, because as a complete layperson I would have assumed, you know, maybe a lemon, you know, a citrus flavouring because it's so easy and strong. 

(TC: 00:12:35)  
Tasha Marks: You're absolutely right. I mean, lemon and citrus flavours were also super popular. I would say it is more likely to be the original ice cream flavour. You've also got things like ambergris being used, from a sperm whale's stomach. You have orange flower blossom. So yes, there was much more fragrant flavours. I mean, I've got a menu here from an Georgian ice cream shop, and you have so many more flavours than you'd have from any ice cream shop today. Things that are super experimental, but then you've also got seasonal fruits like damsons, and peaches, and cherries, and blackcurrants, and apple cream. You've also got cinnamon ice cream, coconut, cranberry, marancino, the cherry liqueur, you've got greengage ice cream, gooseberry ice cream. I mean, you name it, it was on that list. So I think that we're really letting the side down with what we have on offer today. 

(TC: 00:13:35)  
Sian Toogood: Yes, I suppose it does seem strange how conservative we've become in flavours across the board, based on my own reaction to the parmesan ice cream. I'd give the brown bread a go 

(TC: 00:13:52)  
Tasha Marks: I made both of those ice creams for-, I did a pop up 18th century ice cream parlour at Kensington Palace a couple of years ago. 

(TC: 00:13:59)  
Sian Toogood: Of course you did. 

(TC: 00:14:02)  
Tasha Marks: Yes. We did 3000 portions of 18th century ice cream with an ice cream company called Ruby Violet. So they took the challenge on of making these 18th century recipes, and we made a brown bread and marmalade ice cream, which was delicious, like a breakfast ice cream of sorts, and we made a quince and cucumber ice cream, we made an apricot and orange-flower blossom which I think is my personal fave ever, and we made a chocolate water ice. So you often had cream ices and water ices. The idea of an ice cream was a bit later. They often called them icy creams, or water ices, or cream ices. Also, I mean, just using all natural ingredients. We have a lot of stabilisers and things in ice creams today, and I definitely recommend anyone who fancies giving it a go, if you make ice creams at home, just the flavour is so much better. Actually, I mean, I have-, so on my desk I have an 1870s Selvetier, which is what they used to use to make the ice cream before freezers were invented. It's basically a pewter tin or casing with a handle on top, and you would put that pewter container into a large a bucket filled with ice and salt, and then you'd put your mixture for the ice cream inside the pewter container, and you can turn that with the spaddle, which is basically like a flat spoon. It freezes the ice cream in a couple of hours max. Sometimes in minutes you can begin to see it happening, which is quite amazing. You can makeshift a Selvetier at home just using, like, a biscuit tin and a bucket. 

(TC: 00:15:35)  
Sian Toogood: Yes, that sounds like the level of kitchen equipment that I have in my house, actually. Although I do think we have, in the collection, a couple of Napoleonic era ice pales that would have had metal inserts for ice cream. They're, like, kind of, they're strange looking because they look a bit like a gold vase, but they have these two amazing elephant heads on either side. Anyway, that's just apropos of nothing. 

(TC: 00:16:16)  
Tasha Marks: Just to say, you have an illustration in the collection of a Silvetier in action, of an Italian street vendor serving ice cream from the street using a Silvetier. So it was something that was used in the street to serve ice creams. 

(TC: 00:16:29)  
Sian Toogood: Good, well Hugo especially will be very pleased that you have managed to bring a print into this discussion. So I can't believe I'm asking you such an obvious question, especially given how delicious it is. How does ice cream become so, kind of, universally popular? 

(TC: 00:16:50)  
Tasha Marks: I mean, when ice cream first came to Europe in the 17th century, it really was just for the very wealthy. So it was something that was enjoyed on the tables of nobility, really. I should say, really, that the way that the more wealthier classes enjoyed it was very different from the working classes later on in history. So in the Georgian era it was very popular to have these elaborately moulded ices, so you would have these amazing ice centre pieces that would be like an illusion or a trick, a bit like the sugar sculptures that existed in the centuries before. So they were meant to entertain, and delight, and be edible. Obviously the actual ice cream cones haven't been invented yet, so moulding your ice was a, sort of, functional way to make it beautiful and serve it as well. The ice cream pale that you mentioned earlier that's in the British Museum collection, that would also be something that could have been served on the table. So they would fill that with ice and salt, they'd have a little insert that had the ice cream in it, and the'd also have a lid that had the ability to have more ice and salt added to the top. So you had this very cold chamber that you can put on the table, but it was all linked to this very elaborate material culture. Very decorative, very opulent. Then as sugar got more affordable, which we know goes hand in hand with the transatlantic slave trade, is that the ability for other classes to experience ice cream, and to try it, became a possibility. As well as that, it was really Italian immigrants coming to the UK who brought the technology and the expertise to make ice cream. So they would often set up these little street stalls where they would sell ice creams, and they'd often be a penny each. 
 
So we're looking at something that is becoming much more affordable, and by the time we get to the Victorian era, you have these, sort of, street vendors and their penny licks. So, penny likes, again, was how ice cream would have been served before the ice cream cone was invented. These are very solid, heavy glasses that have a slight indentation at the top. They idea is to give the illusion that they are filled with ice cream, whereas actually the indentation is probably maybe a centimetre deep. So these glasses would be given to the public, they would get to lick their ice cream out of this container, and then they would have to give it back to the street vendor, who would often put it into a bucket full of dirty water to rinse it off before giving it to the poor, unfortunate next person. So this was spreading all sorts of things like cholera and tuberculosis, so actually that was solved by the ice cream cone being invented. So we have a lot to thank the ice cream cone for. I guess, you know, beyond the Georgians and their fantastical service wear of ice cream, most of our experience of ice cream is probably eating it off of a stick or out of a cone. In which case, it's just a race against time to scoff it as fast as you can before it melts down your arm. 

(TC: 00:19:52)  
Sian Toogood: Yes, unless we're going back to Turkey and eating our ice cream with a knife and fork. 

(TC: 00:19:58)  
Tasha Marks: Yes, actually, that was a very strange experience. (TC 00:20:00) 

(TC: 00:20:01)  
Sian Toogood: I have to say, it appeals to me, but then I am one of those people who has no compunction about eating pizza and burgers with a knife and fork. So you know, don't at me. 

(TC: 00:20:12)  
Tasha Marks: That's a whole other podcast, with what your horrific eating techniques might be. 

(TC: 00:20:20)  
Sian Toogood: It just makes it easier. It just makes it easier to eat. 

(TC: 00:20:21)  
Tasha Marks: It's like eating a Mr Whippy with a spoon. It's just wrong. 

(TC: 00:20:24)  
Sian Toogood: I mean, now that you say it. I would do that. That would not trouble me in the slightest. You know, I will put my hands up and say that I am much more of a tub person. I just don't care for the cone, especially on that, kind of, Mr Whippy, self-serve type scenario. It's just too dry and desert-like, and not dessert-like. Boom boom. 

(TC: 00:20:54)  
Tasha Marks: I'm actually really sad that the Turkish ice cream is unlikely to come here any time soon, because the thing that makes it chewy and stretchy, the salep, which is the orchid root, is very restricted from export because it's seen as such as highly prized substance in Turkey, where it comes from. It's quite rare. So it's very of its area. 

(TC: 00:21:19)  
Sian Toogood: Which harkens back to back in the day, if we want to be specific. Didn't they used to guard the secrets to making ice cream quite jealousy? 

(TC: 00:21:34)  
Tasha Marks: Yes, in Ye Olden Times they-, 

(TC: 00:21:36)  
Sian Toogood: Yes, in Ye Olden Times. This is a museum podcast, of course we have to be very, very specific. 

(TC: 00:21:44)  
Tasha Marks: Yes, yes, back in the day. So, in the 1600s, when we first started writing down recipes for ice cream in Europe, the first recipe was written by a lady called Lady Ann Fanshawe, and it was in her handwritten recipe books. She wrote the whole recipe down, but then forgot to mention to put salt in the ice to cool it. So her recipe actually never would have worked. 

(TC: 00:22:09)  
Sian Toogood: Oh, Lady Ann! 

(TC: 00:22:09)  
Tasha Marks: Then in later recipes-, I know, what a mistake. Then in later recipes, they didn't say to stir it or to mix it while it was freezing. So it would have frozen in a solid lump, which is not the ice cream we want. Then really it's only until we get-, there was actually a very famous ice cream shop in London called the pot and pineapple, which you also have a trade card of in the British Museum collection. It's absolutely beautiful. 

(TC: 00:22:39)  
Sian Toogood: Yes, I don't think it was far from the museum, was it? 

(TC: 00:22:42)  
Tasha Marks: Yes, it was in Berkley Square. I think it's now a NatWest building, unfortunately. 

(TC: 00:22:46)  
Sian Toogood: Oh how depressing. Not that, you know, I have anything against NatWest, but an ice cream shop is vastly preferably. 

(TC: 00:22:55)  
Tasha Marks: Yes, but it existed for quite some time as an ice cream shop, and it was visited by royalty, and nobility, and the burgeoning middle classes. So it was still a very fancy institution, but yes, it was one of the confectioners who worked there, Frederic Nutt, who wrote a book called, 'The Complete Confectioner'. In that book is the first, like, actually quantifiable recipes for ice cream. So that was published in the early 1800s, and really only until then could the average cook begin to actually make ice cream at home. There was also a really great Victorian chef called A.B. Marshall, who is actually one of my favourites. Everyone talks about Mrs Beaton, but A.B. Marshall was my favourite because she was just such a great businesswomen, and she'd produce all these amazing ice cream moulds. She made ice cream makers that you could buy, these huge, big contraptions so you could make ice cream at home. Actually in 1894, she published her book called Fancy Ices, which has the most stunning cover, and that had lots of recipes in but it also advised using liquid oxygen to make your ice cream. So for anyone who is at the moment going to those nitrogen ice cream bars and saying, 'Oh my god, this is so amazing and so new' well I'm afraid one of the first recipes for that was in 1894. So it's actually an antique. 

(TC: 00:24:26)  
Sian Toogood: So Tasha, just before we wind up, is there anything else that you wanted to add about ice cream. 

(TC: 00:24:31)  
Tasha Marks: Yes, ice cream is brilliant. Actually, there's a great quote that does the rounds when it's talking about ice cream, and it was by Voltaire, although I can't actually find any original translation of this. He said, 'Ice cream is exquisite. What a pity it isn't illegal.' Though he may not have actually said those words, I feel much the same. 

(TC: 00:24:50)  
Sian Toogood: Ah Voltaire, a man after my own heart. I think that is probably all we have time for, and we are if not ice creamed out, getting close to it. I believe you are writing a piece for the British Museum blog? 

(TC: 00:25:03)  
Tasha Marks: Yes, so I've been delving into the collection and having a look at some of the ice cream related objects that you have in the collection, some of which I've spoken about today. I'm going to be writing a blog post about those in due course. 

(TC: 00:25:16)  
Sian Toogood: Also on the British Museum blog, even as we speak, are blogs by Tasha that related to the Pleasant Vices episodes. So once again, those were on chocolate, beer, sugar, and aphrodisiacs. You can also check out some amazing ice cream related images on Tasha's Instagram. That's @avmcuriosities. Right now we're going to go over to Dr Jamie Fraser, who is talking about olive oil production in the Levant. 

(TC: 00:25:44)  
Jamie Fraser: My name is Dr Jamie Fraser, I'm the curator for Anatolia and the Levant in the Middle East department at the British Museum. The Levant being that part of the Eastern Mediterranean that borders with the Middle East, so Syria, Lebanon, Jordan, Israel, Palestine, and Anatolia being Turkey. Today I thought I would chat just a little bit about one of the exciting projects we're doing in the Middle East department about the archaeology of olive oil. Now I'm sure you've heard of the very famous Mediterranean diet. This diet predicated on the holy triumvirate of grain, grape, and olive. So bread, wine, and oil. This is not a fad diet, like the keto diet, or something that's emerged very recently on social media. This diet is absolutely integral to the fabric of how cultures have developed in this part of the Mediterranean for millennia. One of the reasons it's cited as being so healthy, even today, is that it delivers its main source of fat as plant-based fat. Olive oil, rather than, say, a north European diet that delivers its main fat base as animal derived fat. So diary or through meat. The first time that people really start to exploit or harvest olives probably dates to around the neolithic period. So about 6000 BC give or take. What they're doing is harvesting wild olives, olives grow wild in the Levant and southern Anatolia. So fast forward to about 5000 BC and we've got to a point where people have domesticated the olive tree, and have started planting orchards, and really farming it multiculturally, properly. By that 5000 BC mark, this is the copper age, the Chalcolithic period, oil has transformed the way people are living their lives. It gives people a source of lighting in their lamps. You don't have to go to bed with the sun anymore, you can keep reading in the living room. 
 
It provides a means for preserving food for much longer, particularly dairy products, and of course it changes the way people cook and the breadth and depth of their cuisines. Now fast forward again to about 3000 BC, and that's the period, particularly in the Lavant, in the Southern Lavant, so Jordan, Israel, Palestine, where we see the fluorescences of the regions earliest cities. Or at least what I mean by that is the fluorescence of large central sites, surrounded by monumental fortification walls, in which a large number of people live, and you see the development of political offices such as kings, or temples, that control power structures. Now the development of those cities in this part of the world is fundamentally based on the exploitation of olive oil, and in particular the trade of olive oil with Egypt. Now the Middle East has always been an oil economy, it just starts off being one of olive oil. That's because olive only grows in particular areas. Particularly upland, well watered areas. It doesn't like flood plains, because its roots, its very oily roots, rot. So think of, say, the Nile delta of Egypt, which floods every year. Really bad idea to try an olive farm there. Don't do it. The hills of Jordan, the hills of Israel-Palestine, however, are perfect. This is probably one of those, kind of, goldilocks zones for olive exploitation where olives are first domesticated from the outset. Anyway, around about the fourth millennium BC, sort of, 3500 to 3000 or so, people in the southern Lavant go, 'This olive oil commodity, others seem to like this' and the Egyptians go, 'That's great. We can use that in our embalming and a whole lot of sacred rights. In fact, we'll call it one of our seven sacred oils. 
 
Then a complicated trade network develops where oil has been sent down to Egypt, and Egypt has sent back probably flax, textiles, and cattle. Now that's all well and good for the development of these earliest cities in the region, but something happens to that early urban experiment in the southern Lavant, and all of those early cities collapse. The whole urban (TC 00:30:00) system disintegrates. Now, this isn't like the zombie apocalypse. This isn't, you know, the coronavirus of the bronze age world. This happens very gradually over the course of several centuries, but I mean, I think of it like I'm up in the International Space Station, looking down at night, and gradually, one by one, the cities all switch off their lights until there's no cities left. The population disperses into rural village communities. Now, you put six archaeologists in a room to work out the reasons why this collapse happens, and you're going to get eight different opinions, and about seventeen broken legs. One of it is probably climate, one reason is probably political upheavals, but you have to understand, I think, the role of olive oil and the role of olive oil trade, if you are to understand this collapse of the early urban experiment. That comes down to the fact that the Egyptians, who are driving this demand for olive oil, increase their technologies of maritime shipping and they suddenly realise their ships can actually reach the Northern Levant, so Syrian and Lebanon, who are also developing olive oil surpluses for trade, and if they do that they can hook back through the winds and the currents, hit Cyprus, trade also for copper, and very precious metal, and come back to Egypt that way. Which means they bypass the Southern Levant completely. That means that these early urban systems have developed, these early urban cities that developed party based on this trade of olive oil, suddenly have the rug whipped out from underneath them because this main export commodity is not longer in demand. At least, not from them. That might be why these systems gradually collapse. 
 
Now one of the issues we're looking at in this olive oil story is, well, what happens when that demand is removed? What happens to the olive oil industry when it's no longer driving an international export market, but it's actually part of a local fabric. How does it get reconfigured? How does it get reimagined? In order to answer that question we've been excavating at a site called Khirbet um al-Ghozlan, that is located in Jordan. Now, Khirbet um al-Ghozlan in Arabic means The Ruins of the Mother of the Gazelles, which is lovely, I think. It's located on a steep, very well defensible knoll or hilltop that overlooks a very steep sided valley called a Waddi, that's named the Waddi Rayyan. It's about halfway up the Waddi, so it's about 400 metres above sea level in areas that olives grow really well. Well, if you work there in the spring, and I've spent a few springs there, it is the most beautiful place on the planet. It's green, it's lush, and there are wild flowers everywhere. Lupins, poppies, I mean, honestly, it's like digging with Julie Andrews. It's great. The key thing about this site is that it's really, really small. It's only about 100 metres by about 50 metres. It's tiny. Most archaeologists, if they came across it as a survey, would go, 'Oh this is a village, or a hamlet, or even a farmstead' but it's enclosed by a monumental circular circuit wall. In fact, where you walk onto the site through a, kind of, a saddle connecting it to a ridge-line, that wall is built of massive boulders, two rows wide, that really stop access onto the Khirbet um al-Ghozlan knoll, the hilltop. That doesn't, kind of, work with how we understand archaeological landscapes. Ultimately, the big, driving question behind this project is, 'Why on earth would you go to all that effort to defend such a titchy, scrappy little hilltop site in the middle of nowhere?' It doesn't make sense. 
 
Well, I think what we're dealing with is an olive oil factory. SO olive grows really well in these hill zones of Jordan and Israel-Palestine. There are several of these enclosure sites from this period of urban collapse. It's called the early Bronze Age fore-period. So we're talking about 2500 to 2000 BC. All of them are located in upland, hilly areas, which are perfect, that goldilocks zone, for growing olive. When people harvest their olive, it's a huge, concentrated, kind of, month-long effort where all the fruit that is ripe is being picked and pressed, the olive oil is extracted. That means, for about a month, you've got, like, a bank vault in the landscape, a cache of one of the most precious commodities you can have in that bronze age world. That needs to be defended. Now, I got back from Jordan a few months ago, just before the apocalypse happened. I was in Jordan in November, December, to do some excavations at the site, but also because that autumn period of November, December, particularly November, is when the modern olive harvest happens today in this area. So we wanted to have a look at some of the processes that are involved in harvesting olives today, because that is of course the best analogy to interpreting what we were finding in the dirt at Khirbet um al-Ghozlan if it was an olive factory as well. 
 
So how do modern Jordanian farmers harvest and press their olives? Well, it's much the same, although it's sort of mechanised now. The steps are much the same as they always have been. The first thing is, of course, you have to harvest your fruit. After that harvest, people then need to gather them up and sort them out, because there's a lot of debris in that. Twigs, and leaves, and caterpillars, and all sorts of stuff that no one actually wants in their olive jar at the end of the day. The olives, once they've been sorted, sometimes then get washed, but to be honest if you wash the olives, it's probably a bad idea, because introducing water to the process can lead to emulsification. That means minute water droplets get mixed up with the oil, which lowers the quality. So traditionally, Jordanian farmers wait until the first winter rains to wash the summer dust off the fruit and then go, 'Hello, now's the time to start harvesting.' Those boxes, or bags, or sacks of olive fruit are then brought into the olive hill, and the first thing they're doing is they're tipped through a big, kind of, conveyor, and onto a large, circular crushing basin. A large stone, millstone, is ground around the olive fruit, crushing the fruit, crushing its seeds into a kind of fibrous, tapenade-like paste. That paste then gets scooped up and smeared onto circular, nylon, or traditionally hair or straw, mats. Kind of, like, imagine if you were trying to, you know, put peanut butter on a pancake or something. That happens on dozens and dozens of matts. They then get stacked up one on top of the other, so you've got this stack of pancake-like matts, which contains all this paste, which then needs to get pressed. 
 
That could happen in a number of ways, but one of them is to apply huge pressure, like through a vice, pressing down those matts from the top and from the bottom, so the oil is extracted, seeps out from that paste, and then it drips down the side and into a collection tank. Well, I could tell you the Arabic word for those drips, the tears of angels, but frankly I'd be lying. It is a beautiful sight. That oil is then collected and, depending on the purity, it might be ready to go. So, if we were trying to track that process in the archaeological record, one of the things we needed to think about is, 'Well, what would that look like? What would we expect to see as the, kind of, residues of this process in an archaeological site that had been abandoned and covered up, and forgotten about for millennia. The site was remarkable, and the data it yielded just-, it blew our minds the amount of amazing olive related data we were able to get from these excavations. It's really exciting. One of the things that we found was that there's not a settlement up there. It's really just one, or probably two, large compounds. These compounds aren't houses. I think they're store houses. I think these are the compounds where people are placing their olives and their olive jars full of oil. There are several, kind of, larger courtyard areas which have work surfaces. So floors laid down. Embedded within those floors are large crushing stones. So imagine getting, sort of, a small boulder of limestone and grinding up the top until you get a really smooth, kind of, cup hole in that where you can put things like olive fruit and crush it to make that paste that you need. 
 
These had be deliberately embedded within the floor, so people could sit over them, put in perhaps their olive fruit and use those areas to prepare the olive paste. Along the wall lines of all these activity areas, and this was really quite astonishing, were lined up concentrations of storage jars. Now these weren't complete storage jars, all pristine as they'd been left. They'd been broken and forgotten about, but they're all complete because they mend up back together, and that's what our conservator is doing on these jars right now. That's fantastic, because one of the really interesting results from this excavation has been that the flavour of all the ceramics that people are using is (TC 00:40:00) overwhelmingly to do with storage. Now if you dig a normal farming site, or a normal settlement site, you would expect some storage jars, but cooking pots, and serving vessels, and drinking cups, and large platters to serve up food for the family. We were getting hardly any of those other sorts of shapes. Almost all of our ceramics from this site are to do with storage. We also found several types of a very particular stone tool called a Canaanian blade. Now these are long, narrow, linear pieces of flint knife blades, basically. Stick your hand up straight in the air, and that distance from the base of your palm to the top of your middle finger, that's usually the sort of size that they are. Now it's very rare to find these complete. Normally you find them broken up, quite deliberately, into segments, so that they can be hafted into, kind of, curved bits of wood or bone, and used as scythes for agricultural cereal farming. 
 
Not these ones. They're complete, and several of them had, kind of, half crescent notches at one end, where they're been hafted or tied and used as a very different sort of tool. Now they're all denticulated like a knife, like a knife from your kitchen, along both of the edges. I wonder if these are our olive pruning swords, used to prune the olive orchards as you do the harvesting, just as people do today. That's a fascinating thought. It's only a possibility, but we're working on it, because the archeo-botanical data we've got really does sing. Now, what I mean by the archeo-botanical is the traces and the remains of actual plant species. These are all very, very, very small. One of the things we were doing when we were excavating was, whenever we found charcola in the soil, we would carefully cover it in our foil, put it in the sample bag, write where it came from, and its context numbers, and eventually they were all sent to the research laboratories at the British Museum where the amazing Dr Caroline Cartwright, senior research scientist at the British Museum, looked at those bits of charcoal under her scanning electronic microscope, which zooms in at uber high levels, and she can look at the, sort of, cellular structure of the wood, and she can identify the species. This tells us the sort of wood that people were burning at the site. Now, I would expect on a normal farming village to be a whole range of different wood, wild and domestic, that people pick up and burn from whatever they have to hand. When Caroline told me the results, she said, 'This is quite extraordinary. Every single one of those samples is olive wood. I've never seen anything like it. Every single one.' 
 
To me, that suggests that people have a ready supply of olive wood that you would associate with pruning their olive orchards if they're up there for harvesting. It's not only just branches of the olive trees. Caroline was able to identify the small, kind of, saplings, or shoots, or suckers that come off the trees, which people prune if they're maintaining their orchards. That's not the sort of wood you would normally select to burn in your fires when you're making a cup of tea. It's too green, it's too young, it's too scrappy. It's there in this case, because it gets mixed up with those orchard pruning that then get dried and burned on the site. The smoking gun in all of this was the jift. Now, the jift is that crushed olive seed you get from that paste. Now, one of the really fascinating things about the olive extraction process is that paste that gets laid onto those mats, after the oil's extracted. That paste is punched out, and it's not thrown away. It's usually scooped up, and we actually saw some guys at one of these factories shovelling it into sacks. We asked them, 'Why are you doing this?' They went, 'Well this is great fuel for the fire, and also sometimes we like to put it back on our olive trees, because it's awesome fertiliser, and hey, it's free.' So that crushed olive stone jift you would imagine to see, to come across it in the archaeological record, particularly if it's been burned, because it's been charred, and then it preserves. Caroline was able to detect traces of jift in all the organic samples that we collected and sent to her as well. The smoking gun that olive pressing was happening. 
 
The other really fascinating result was that all along the ridge-line behind Khirbet um al-Ghozlan are scattered several olive presses. What we're talking about is, kind of, a basin hewn into the limestone bedrock, maybe kind of a metre by 70cm or so. A big rectangular vat into which you put your fruit, and then apply maybe some matting, and then put pressure on the top, and then at the bottom end of the vat we always see a, kind of, circular channel carved out of the base. That's where the olive oil and juice would flow, and it collects in a much smaller, rounder VAT down the bottom, which is very probably where ceramic store jars were nestled so the oil flowed directly into the jar. We can't date these, these are features in the landscape that could have been made any time, but they are so close to Khirbet um al-Ghozlan spatially and visually that I suspect that that's when they were being used. 
 
So we've got really good evidence for ancient oil production at this site. How would people use the site, then? How would it work? Well, I think one of the lenses into understanding this comes through from a very famous inscribed styla that was found at a place called Gezer in Israel-Palestine. It dates from the 10th Century BC, so quite a bit after Khirbet um al-Ghozlan, but in the kind of paleo-Phoenician, paleo-Hebrew script. What it sets out is a seasonal calendar for what farmers have to be doing at different times of the year. You know what? In October, November, it says, 'Now is the time you need to harvest and press your olive fruits.' It also says, 'July, August, now is the time you need to prune your olive trees.' So I don't think people are, like that Gezer calendar, living at this site. They're coming there seasonally to prune their trees, maybe leave the wood to dry, and they come back later in October, November, and they press the fruit and make the oil. That 10th century example from Gezer is a great analogy, but an even better analogy are the olive oil factories that exist in Jordan today, because that is exactly how the modern olive oil factories work. When we visit these factories in the off season, so before the harvest time, all the equipment is under tarpaulins inside. It's kind of like walking through a school during the school holidays. It has no soul. 
 
Come the harvest time in October, November, the door is unlocked, the lights are turned on, the equipment is unwrapped, and these comes some of the most dynamic places in Jordan, as all the farmers are bringing their olives in to get crushed and extracted into oil. There's movement, and there's light, and dancing, and singing, and the radio's blaring, and people are puffing on cigarettes, and catching up on the local village gossip, and it's a really amazing, dynamic place to be. I think that is exactly how Khirbet um al-Ghozlan was happening, or was functioning, as an olive oil factory 4500 years ago. Exactly the same, just separated by a little bit of time. 
 
Now, why do we all care about this? Well we care about this very much, and we care about it because it helps us better understand how urban societies developed, and fell, and then redeveloped in the Southern Lavant, particularly in the late prehistoric periods. Ultimately why I like this site is because traditionally we've gone in, and we've dug the big sites, the sexy sites, the big temples and the palaces. Not scrappy, little tiny sites like Gozlahn in the middle of nowhere. Well, size doesn't matter. This might be a tiny, tiny site, and some of its most compelling data is microscopic, but even though it's so small it has a huge voice to say about some of the big stories like urbanism and how we approach them. So we've got to look at the whole archaeological landscape, and holistically, in order to really get a better understanding of how these ancient societies worked. 
 
I'll leave you with one quote, it's my favourite quote of any archaeologist of all time, because it really says why I go out and I do this digging at Khirbet um al-Ghozlan and other places like that. The research is really interesting. I think the questions we're looking at are really important, but ultimately, we're really having a lot fun. A South African archaeologist called Caramel Schrire was once asked why did she start archaeology, and she said, 'Well I became an archaeologist so that I could drive around in a big Land Rover, smoking, cursing, and finding treasure.' She's kind of right. Although our treasure is, you know, bits of olive fragments from 4000 years ago, not the gold, silver, frankincense and myrrh that you would expect, and no one really smokes anymore, although there is quite a lot of cursing that still goes on, we do drive around in a big Land Rover and we have so much fun. Kent Flannery, another archaeologist, was asked why he did archaeology and he said, 'Well that's easy. Archaeology is simply the most fun you can have with your pants on. I think he's absolutely right. Once the whole apocalypse is over and you can come back into the museum, please come and visit us in the Lavant and the Anatolian galleries, and if you see me there with my face pressed up against a case, come and say hello. Because I love talking about the collections in the British Museum. They are extraordinary, and there are so many stories to tell, that I would love to share these with you some time in the future. (TC 00:50:00) 

(TC: 00:50:01)  
Sian Toogood: Now, at the top of the show I promised that Hugo Chapman, our stalwart presenter, would do a piece for you on Raphael. So here he is talking in detail about the Phrygian Sibyl, an exquisitely rendered preparatory drawing by Raphael. 

(TC: 00:50:16)  
Hugo Chapman: Hello, it's Hugo Chapman. I'm going to talk about a Raphael drawing. Now why have I selected a Raphael drawing out of the millions of works on paper in the British Museum's collection. Well, it's because 2020 is, or should be Raphael's special year, because it's 500 years since Raphael died at the age of 37 in Rome in 1520. But for obvious reasons, 2020 hasn't quite worked out as those who love Raphael wanted, because of the pandemic. So numerous exhibitions have been closed, or postponed, or delayed, although I'm pleased to say a major one in Rome has just reopened, including a number of drawings lent by the British Museum. Secondly, it's for a personal reason, because Raphael is really the reason why I became a curator at the British Museum, why my career has been about drawings, because I fell in love with Raphael when I looked at his drawings as a student. I found him, as a painter, initially very difficult. He seemed too perfect, too idealised, just too, sort of, goody goody. When we were brought to look at his drawings both in the British Museum and at the Ashmolean at Oxford, suddenly he came alive to me. This extraordinary mind revealed through the way that he worked out his ideas on paper, his analytical intelligence where he is devising how each and every figure fits together into a bigger composition. He really is extraordinarily hard-working on paper, and just has amazing fluency in whatever drawing medium. Ideas pouring out and finding form on paper. You know, he became a real person to me through looking at his drawings. Ever since then I've really loved and revered him. 
 
So the drawing in question is a drawing made in his late 20s, around 1511, 1512, and it's a figure of a seated Sibyl. That is, a prophetess who was seen to have foreseen the coming of Christ. It's a study for a figure in a chapel, commissioned by Raphael's patron, Agostino Chigi, a very rich, vastly rich Siennese banker who commissions Raphael to decorate his chapel in Santa Maria della Pace, a Roman church. It's a rather awkward space because it's-, the centre of the wall is pierced by the top of the niche, a niche which Raphael was meant to be designing an altarpiece of the Resurrection, but it never got painted. So this figure is of a seated Sibyl. So her legs are facing to the left, she's seated as if she's sitting on the side of the arch, and she's twisting her head round to look over her shoulder at a tablet held by an angel. The BM drawing, which measures around 26cm high, so about the size of an A4 sheet, a little smaller than that, is just for that individual figure. It's a study for that one figure. 
 
Before we look at it, perhaps we should just talk a little bit about, think about, you know, why Raphael after 500 years is so important. Who was Raphael? Well, he's born in 1483 in Urbino, in the centre of Italy, and he's the son of a court painter, Giovanni Santi. The fact that he's born at the court is very important, I think, because Raphael learns how courts operate and he learns how to prosper at a court. The right person to charm, and to flatter, and to win support. I think his ability, I mean, it's obviously important that he has this extraordinary artistic ability, but his skill in, let's say, courtly politics, I'm sure was part of the reason why he was so successful. Raphael's life is one of success after success, which of course does not equate with what we like of our artists in the modern world. We like artists to, kind of, suffer and, kind of, have problems, and overcome difficulties. Well, that's not really Raphael. Raphael's career seems to be one of just meteoric rising up from his provincial beginnings in Urbino, then get goes on to Perrugia, then he goes in 1504 to Florence to learn from the new art of Michaelangelo and Leonardo and, within a period of four years, largely through drawing, he analyses their work, and he modernises his work and realises that the, kind of heroic scale and dynamism that Leonardo and Michaelangelo bring to Renaissance art, he incorporates that into his style, and then he goes off in 1508 to Rome and very quickly establishes himself at the papal court, and becomes within a period of around eight years, the supreme artistic figure in Rome. 
 
Michaelangelo is sent off back to his native city of Florence by Leo X, which leaves Raphael the top dog in Rome. Rome being the most competitive environment. It is the richest artistic city in the whole of Europe, it is where every ambitious artist wants to go to find favour, and this is where Raphael wins out until his untimely death in 1520. So, this drawing is at a rather key period, this drawing of Sibyl is at a rather key period because it shows Raphael looking very closely at Michaelangelo. He's been sneaked into the Sistine chapel, and he's seen the first half of what Michaelangelo is painting on the ceiling of the Sistine Chapel. This drawing very much registers the fact that Raphael is aware of Michaelangelo's art. This twisting pose is very, very, Michaelangelo-esque. At the same time whereas Michelangelo always, his art is based around the heroic male nude, this is of a very elegant young Sibyl. A very beautiful, idealised young woman, showing the grace that is very much part of Raphael's art. She is looking over her shoulder with her legs facing to the right. So, as I say, a rather awkward pose, but Raphael invests it with a great grace and elegance. So, kind of, the twisting motion, which I'm sure Michaelangelo would have emphasised, is not so apparent, although her right arm, her bare right arm which is the pivot on which she twists, is very apparent. 
 
This is a drawing made at the end of the preparatory process. It's very finished. There aren't many, kind of, changes of mind. It is a drawing made for Raphael to study the fall of light, the light that comes from the right-hand side, so the right side of per body is illuminated, while her left side, the twisting her neck and face, and right arm, are partly in shadow. It is really to define the fall of light that Raphael has made this drawing in red chalk. This is very, highly sharpened red chalk. The red chalk is very, very precise. What's so beautiful about this drawing is that he hasn't wasted a line. He wants to define the fall of light by using the untouched paper, but on the left-hand side he puts in a shadow with very precise strokes of chalk. He's emphasising particular points, whether it's the right eye in the shadow of the Sibyl or the point of her elbow where she's making this pivoting motion. He presses harder on the chalk to make that motion more apparent, to emphasise it. There's this beautiful economy. He doesn't waste (TC 01:00:00) any lines, he doesn't become-, over describe areas over the drapery. He just describes the essentials of this pose, so it's beautifully clear and succinct. You see the qualities that made Raphael, kind of, the model for every artist over the next 400 years. It's that balance, that beautiful synthesis, between the idealised and the naturalistic. That this Sibyl has an idealised beauty based on classical sculpture, yet at the same time there's a feeling of a real body. The movement of her body is a naturalistic one. Everything is kept in balance in this drawing. It is that balance that really makes Raphael the, kind of, supreme idol for European art until the end of the 19th century. 
 
So this drawing, for me, encapsulates why Raphael is so important, why he is so looked at by all European artists over the next centuries. It is that wonderful synthesis, that wonderful balance between the ideal and the naturalistic. There's a beautiful economy of means. No line is wasted. It's just beautifully economical, very, very taught. There's no fat on this drawing at all. He is using this drawing no doubt to pass onto his pupils in order to help them prepare a cartoon, that is a one on one, same sized drawing which would then help him and his assistants paint the figure in fresco on the wall itself. One feels, as so often with Raphael's drawings, that this is a drawing towards the finished work. He doesn't get lost in the drawing itself. It has a function. That function is to prepare the painted figure. You know, that is very much Raphael. He is an artist of great economy. He's always looking towards the finished work, whereas Michaelangelo and Leonardo are both artists who often over elaborate in drawings, who get, sort of, lost in the preparatory process. Raphael is very much an artist who is about the business of creating the finished work. He's a wonderful draftsman in its own right, but this is a drawing that has an end, and that end is painting the finished figure on the wall of the chapel. 
 
This is a drawing that I look forward to when I'm allowed back in the British Museum, to go and open up that box and look at it again. For me it reminds me why Raphael is so great. That elegance, that poise, that ability just so quickly to capture the essence of a figure, not to waste a line. That economy of means. It's all there in that drawing, in that beautiful use of red chalk. The warmth of it. The way that one feels. The living flesh of that figure. The way she twists and turns towards the angel looking over her shoulder. It's a drawing, of course, that everyone can come and have a look at when the study room is reopened to remind themselves of the glory of Raphael as a draftsman. This drawing was the cornerstone of what makes Raphael so great, and the BM is very lucky to have a great collection of his drawings. So do come and have a look at them. 

(TC: 01:04:22)  
Sian Toogood: That's it for this episode. Thank you so much for listening. If you have the time, please do rate and review us on the podcast platform of your choice. Excitingly, you can email us directly at podcast@britishmuseum.org. You can follow the Museum on social media @BritishMuseum, and just a reminder that any and all of the objects spoken about on the podcast today are available at Collections Online, which is BritishMuseum.org/collection. I think that's probably enough urls and @s to last you until next month. Until that happy day, take care. 

