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Zivljenje v glini Life in Clay

Neolitska umetnost na tleh Beograda Neolithic Art on the Territory of Belgrade






Mlajsekamenodobna umetnost
na prostoru Beograda

Med mlajso kameno dobo (6200-4500 pred Kr.) se je
do tedaj nepomembno ozemlje danasnje Srbije spremenilo v
sredisce civilizacijskega dogajanja. Postalo je sticisce razlicnih
prazgodovinskih skupnosti, na njem so se prepletali stevilni
vplivi. Na tleh danasnjega Beograda se je izoblikovalo zivahno
kulturno sredisce jugovzhodne Evrope.

Vzdolz izliva reke Save v Donavo, kjer lezi danasnja
Vinca, se je razprostiralo obsezno naselje prvih evropskih
poljedelcev. Razvila se je ena najsijajnejsih in najstarejsih
evropskih kultur, ki je danes znana po vsem svetu pod imenom
vincanska kultura. Na ozemlju danasnjega Beograda so bila
poleg Vince odkrita stevilna neolitska poljedelska naselja, v
Zarkovem, Banjici, na Kalemegdanu, v Jablanici, Koromandinu
in Stublinah. Vincansko ljudstvo je skupaj s prebivalci Kosova,
Pomoravja in Banata izoblikovalo eno najzgodnejsih evropskih
civilizacij tega obmocja.

Arheoloska evidenca najdisc z raziskanega ozemlja,
ki ima zelo ugodno geografsko lego, je v zgodnjepoljedelski
kulturi razkrila tri razvojne stopnje: zgodnje in srednjeneolitsko
kulturo Starc¢evo, iz okoli 6200 do 5300 pred n. st. (Tasi¢ 2006),
in poznoneolitsko kulturo Vin¢a, od 5250 do 4500 pred n. $t.
(Schier 1996).

V starejsi in srednji kameni dobi so se tu naselila
ljudstva anatolskega izvora. Najverjetneje so se razsirila
c¢ez Balkan v obdobjih, ko je zemlja slabo obrodila, morda
pa so se pomikala ob rekah navzgor z iskanjem boljsih
pasnikov za zivino. Ceprav so bila njihova naselja zacasna,
so za njimi ostale stevilne sledi materialne kulture. Danes
oznacujemo to prebivalstvo kot predstavnike kulture
Starcevo, imenovane po najpomembnejsem, istoimenskemu
najdiscu na levem bregu Donave blizu Vince. Njihova
naselitev je trajala vse do priblizno 5300 let pred n. st., ko
je posamezna naselja zasedlo novo prebivalstvo, nosilci
mlajsekamenodobne vincanske kulture.

Neolithic Art on the Territory of Belgrade

During the late stone age (Neolithic) the territory of
Serbia, once a cultural province, became the hub of important
and dynamic events, where the paths of various prehistoric
communities intersected and many cultural influences
converged. At that time the Belgrade area was especially
prominent, as one of the greatest cultural centers of Southeast
Europe. Downstream from the confluence of the Sava and the
Danube, where present-day Vinca is located, the first farmers
made their settlement. That was the birthplace of one of the
grandest cultures of European prehistory, which has become
eponymously world-famous in the field of science. With its
neighbors in Starc¢evo, Zarkovo, Banjica, Kalemegdan, Jablanica,
Kormadin, as well as with their fellow tribesmen in Kosovo,
in the Morava Basin and Banat, Vinca’s inhabitants took part
in creating Neolithic cultures, the first origins of European
civilization in this region.

Archaeological evidence from this geographically very
favorable terrain has enabled the division of culture of early
farmers cattle breeders’ communities into three periods of
development: the Early and Middle Neolithic (the Starcevo
culture), cca 6200-5300 BC (Tasi¢ 2006) and the late Neolithic
(the Vinca culture), cca 5250-4500 BC (Schier 1996).

During the early and middle Neolithic periods this
territory was inhabited by groups of people of Anatolian origin.
They migrated throughout the Balkans, due to the frequent
land exhaustion and in search for new pastures. Simultaneously,
these farmers-cattle breeders’ communities formed temporary
habitations, which preserve the traces of their material culture.
Nowadays those groups are designated as the representatives
of the Starcevo culture, named after the Starcevo site on the left
bank of the Danube, in Vin¢a’s immediate vicinity. That culture
existed in these parts until approximately 5300 BC. Certain
Starcevo settlements were occupied by new populations, i.e.
representatives of the Vinca culture.



Na bregovih reke Donave z bogatim ribolovom in vzdolz
njenih manjsih pritokov, katerih vode so nanesle rodovitno
panonsko in sumadijsko zemljo, so tedanji prebivalci brez tezav
pridelovali zita in redili govedo. Razvili so Zivahno obrt in
razpredli goste trgovske mreze. Razcvetelo se je loncarstvo in
postalo prepoznavna znacilnost njihove materialne kulture.

Donava je s stevilnimi pritoki povezovala prebivalstvo
iz mnogih naselij. Razseznost reke je ljudi navdajala s
spostovanjem in z obcudovanjem: njeni visoki bregovi so
zagotavljali prebivalstvu varnost in nudili izjemen pogled dalec¢
naokoli. Naselitveni prostor odraza ¢lovekovo pripadnost temu
izjemnemu podrocju. Izjemne naravne danosti so omogocile
vincanskemu prebivalstvu prvo stalno poselitev in nastanek
najstarejsih naselij. S stalno poselitvijo, poljedelstvom in z
zivinorejo so ljudje pridelali ve¢, kot so potrebovali za vsakdanje
zivljenje. Presezki pridelkov in izdelkov so spodbudili izmenjavo
med ljudstvi na ozemlju danasnjega Beograda, z izmenjavo
blaga pa so prevzemali tudi obicaje in navade sosednjih
skupnosti.

Gospodarski razcvet je omogocil nekaterim ¢lanom
skupnosti, da so bili izvzeti iz vsakdanjih opravil in so se
posvetili drugim dejavnostim. Ti ljudje so med popotovanjem
po ozemljih drugih skupnosti pridobili nova znanja in izboljsali
svoje vescine, spoznali so nove materiale in njihovo uporabnost
ter jih z izmenjavo tudi pridobivali. Ko so na Avali odkrili
lezisca bakrove rude, cinabarit, so prebivalci Vince in Banjice
kmalu osvojili prvine rudarjenja in premogovnistva. Nakopano
rudo so tovorili v Vinco, jo tam predelovali v izdelke in jih
uspesno izmenjavali z okoliskimi skupnostmi. Rdeca cinobrasta
barva, ki so jo pridobili s predelavo bakrove rude, je postala
priljubljeno barvilo. Uporabljali so ga pri barvanju razli¢nih
vsakdanjih izdelkov in pri obredju. Vinca se je spremenila v
trgovsko sredisce, vodne poti so omogocale Zivahne povezave
z bliznjimi in oddaljenimi sredisci, kot so Starcevo na desnem
bregu Donave in stevilna druga na jugovzhodu Evrope.
Povezave so omogocale tesnejse kulturne stike in mesanje med
prebivalstvom. Blagovna menjava je bila za tisocletno prezivetje
Vince presodnega pomena in je omogocila, da se je razvila v
moc¢no kulturno sredisce in postala zibelka evropske civilizacije.

On the banks of the Danube, which offered an abundant
catch of fish, and of the smaller rivers, which deposited mud
from fertile Sumadija and the Pannonian Plain, the population
cultivated cereals with a minimum effort, bred cattle, pursued
trade and crafts, especially making pottery as a characteristic
feature of their material culture. The Danube and its many
tributaries served as waterways which connected the
inhabitants of this area with other places, all the while standing
as landmarks and guideposts. It is certain that the Danube’s
hugeness caused admiration in the minds of the people of that
long-gone era, and its elevated right bank offered a beautiful
view far and wide, so the choice of location doubtless points to
man’s need to belong to that very space. All that made it possible
for the Vin¢a communities to settle in one place for the first
time and start up a peaceful sedentary life. With the advent of
sedentarisation, plant cultivation, advancement of agriculture
and cattle breeding, surplus products appeared, facilitating
the exchange among Neolithic communities throughout the
Belgrade area of materials that was lacking on their respective
territories, and by the same token, the encounters with the
customs and culture of other communities.

Economic stability, especially at the time of the Vinca
culture, also brought about the fact that some household
members should be exempt from everyday works and start
specializing in particular activities. Because of that they could
travel farther than usual, enrich and improve their skills in
various crafts, and to obtain new raw materials. After cinnabar
was discovered on Mt. Avala, the inhabitants of Vin¢a and
Banjica Neolithic settlements must also have mastered the
primary technology of coalmining, so they transported the
excavated ore to be processed in Vinca, followed by its exchange
for products of other communities. Cinnabar processing
yielded the purple color, which was very valuable and served
for ornamenting objects used in everyday life, as well as in
performing many rituals. Vin¢a thus became an important
center for the exchange of goods, and its waterways connected
it to numerous settlements, like Starcevo on the Danube’s right
bank, and farther to the north and southeast of Europe, which
resulted in closer contacts with neighboring populations, in



Clovesko vrenje v oddaljeni preteklosti je poleg zadovoljevanja
vsakdanjih potreb spodbudilo tudi k izrazanju notranjega
clovekovega sveta. Odrazilo se je v velikem stevilu umetnisko
oblikovanih predmetov, posebej figurin, ki izpricujejo visoko in
celovito razmisljanje cloveka neolitskih kultur na obravnavanem
ozemlju.

Figuralna plastika se je kot izraz umetniskega snovanja
pojavila na obseznem obmocju in postala izjemno pomembno
pricevanje v materialni kulturi neolitskih skupnosti na tleh
danasnjega Beograda. Najboljsi vpogled v ustvarjalnost
neolitskega cloveka nudijo raziskave dolgotrajnih naselij
vinc¢anske kulture iz Banjice, Vince, Grabovaca, Jablanice 1 in
2, Kormadina in Zarkova (slika 1), kjer so stevilne generacije
ustvarile nesteto umetniskih stvaritev. Njihov umetniski izraz
dalec presega obrtnisko spretnost oblikovanja teh predmetov, ki
so sluzili obredju ali so se uporabljali pri vsakodnevnih opravilih.
Manjsa skupina predmetov je bila odkrita tudi na najdiscih
Popovici, Mali Drum, Jugovo v Grocki, Brestovik, Kalemegdan,
Batasevo in Agino Brdo. Ceravno nam predmeti nudijo le
okrnjen pogled v umetnisko snovanje predhodnikov danasnjega
Beograda, so velikega pomena tudi za poznavanje odnosov med
sredis¢em in naselji na obrobju vin¢anske kulture. Pomembni pa
so tudi za razumevanje naselbinskega in gospodarskega razvoja,
za poznavanje umetnosti in verovanj tedanjega prebivalstva.

Sodobni svet je neolitske figurine razumel razlicno,
njihova razlaga se je spreminjala v skladu s poznavanjem celotne
neolitske civilizacije. Profesor Vasi¢, prvi raziskovalec vincanske
kulture, je figurine skupaj z najstarejso vincansko dobo pristeval
h grski arhaicni kulturi in jih obravnaval kot grobne pridatke.
Navkljub tej napacni razlagi je prepoznal na figurinah portretne
znacilnosti prebivalcev sodobne Vince, kar je ostalo kasneje
po krivici prezrto (Vasi¢ 1936b: XXX). V drugi polovici 20.
stoletja so se znanstveniki trudili uvrstiti Starc¢evo in Vinco v
krog evroazijskih neolitskih kultur, vendar so pri tem obicajno
izpuscali figuraliko (Garasanin 1951: 38—43, 63—65). Sodobni
znanstveniki obravnavajo figurine v krogu verskih in obrednih
navad najstarejsih poljedelskih skupnosti (Gavela 1956a;
ibid. 1956b; Garasanin 1968; Tasi¢ 1973). Najpomembnejse
razprave se odmikajo od golih tipoloskih obravnav neolitske

knowledge exchange, and probably in establishing interethnic
relations. It seems that the very trade was instrumental in Vinca
settlement’s millennial survival, bringing it into the center of

a powerful culture, and it is no wonder that it is sometimes
considered the cradle of European civilization. Such a bustling
human activity, in a bygone era, apart from satisfying everyday
needs, must have inspired the wish for expressing their inner
being. That was particularly manifested in the making of a large
number of objects of art, first of all figural plastic, which testify
to a high and complex state of mind of the Neolithic man in
these parts.

As an expression of the first artistic aspirations, figural
plastic appears in a wide area, occupying an important place in
the material culture of Neolithic communities on the present day
territory of Belgrade. The best insight into all aspects of Neolithic
art is offered by long-lasting settlements of the Vinca culture,
like Banjica, Vinca, Grabovac, Jablanica 1 and 2, Kormadin and
Zarkovo (Fig. 1), where many generations left a large number of
artifacts. Their artistic value often exceeds the artisan’s skill in
the production of objects used in ritual and religious rites or in
usual daily activities. A much smaller group consists of objects
from the Popovic settlement — Mali Drum, Jugovo in Grocka,
Brestovik, Kalemegdan, Batasevo and Agino Brdo. Although
evidence from these sites gives us only a fragmentary insight
into the art of ancestors of modern Belgrade, it also has a major
importance for the study of relations between the center and
periphery of the Vinca culture, in the field of both urban and
economic development and art and religion.

Contemporary interpretations of Neolithic figural
plastic have changed in accordance to the way of studying
Neolithic culture in general. Although Vinc¢as first explorer,
professor M. Vasi¢, in line with his basic definition of the Vin¢a
culture, misdated the figurines to the Archaic Greek period,
seeing almost exclusively their sepulchral character (Vasi¢
1936b: XXX), he did recognize portrait features in them — of
actual faces of Vincas inhabitants, which many of the later
researchers neglected. In the second half of the 20th century,
in a scholarly effort to include the Star¢evo and Vin¢a cultures
into the framework of the Eurasian Neolithic, the discussion
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materialne kulture in pristopajo k umetniski ustvarjalnosti
poeticno ter filozofsko, kar je navdihnilo tudi studije profesorja
D. Srejovica (Srejovic 1964; ibid. 1984). Najsodobnejse raziskave
se posvecajo celostni podobi materialne kulture, kamor
vkljucujejo tudi umetniske stvaritve. Kontekstualne obravnave
pa omogocajo njihovo razumevanje v luci sodobnih pomenov
(Tripkovic 2007; 38—39, Tasic 2008).

Danes, ve¢ desetletij po raziskavah v Jablanici, Vin¢i,
Zarkovuy, Banjici in Kormadinu, je posodobitev pogledov na
umetnisko ustvarjanje, stil in interpretacijo vsebin vincanske
figuralike neobhodno potrebna. Zanimanje za neolitske figurine
je namre¢ ponovno ozivelo in rodilo se je veliko stevilo med
seboj zelo razli¢nih interpretacij, podprtih s sodobno digitalno
fotografijo.

Stevilne umetniske upodobitve, figurine iz Starc¢eva in
Vince ter z drugih najdis¢, prebujajo v nas izjemno pozornost in
budijo temeljno vprasanje o njihovem pomenu.

Splosno znano je, da so neolitske upodobitve in predmeti
v obliki cloveske ali zivalske figure, amuleti, oltarji in posode
z obraznimi potezami imeli magi¢no moc in so sluzili kot
pripomocki pri verskem ali vsakodnevnem hisnem obredju.
Predmeti so bili najdeni v razli¢nih okolis¢inah, v naselju,
odpadnih jamah ali na kultnih prostorih z oltarji. Spremljali so
pripomocke za caranje, bili so vkljuceni v obredje zrtvovanja,
zaklinjanja in povezovali so ljudi z nadnaravnimi silami.
Figurine so demoni v ¢loveski podobi, niso bozje podobe in
ne podobe bozjih moci, moc¢ so posedovale zgolj trenutno in
imele ¢asovno omejen ucinek. Ljudje so se pred zacetkom del
posluzevali magije, da bi si podredili nadnaravne sile in dosegli
zazelene ucinke. Glede na cas in okolis¢ine, v katerih so bile
figurine odkrite, je skoraj gotovo, da so povezane s poljedelskimi
opravili. Oblikovanje predmetov pa je hkrati tudi spodbudilo
zivljenja, narave in vsega zunanjega sveta.

Vsaka od starcevskih in vincanskih figurin je celota
zase in vredna obravnave kot umetniska skulptura. Ze samo
oblikovanje v glini, materialu, ki dovoljuje plasti¢cnost, nam
omogoca, da spremljamo stilisticni razvoj v na¢inu izrazanja
na ta nacin, da lahko govorimo o stilisticnih posebnostih

of the meaning of figural plastic was to an extent disregarded
(Garasanin 1951: 38-43, 63—65). However, new interpretations
appeared promptly, which saw Neolithic figural plastic in
the religious and cult spheres of life of the first agriculturist
communities (Gavela 1956a; ibid. 1956b; Garasanin 1968; Tasi¢
1973). The most influential papers on this aspect of Neolithic
material culture, deprived of sterile typology and almost
poetically and philosophically inspired, derived from professor
D. Srejovic’s pen (Srejovi¢ 1964; ibid. 1984). In recent times, in
the process of interpreting the entire material culture, including
figural plastic, special attention is paid to contextual analysis,
without which it is impossible to shed light on the actual role and
meaning of the evidence (Tripkovi¢ 2007, 38—39, Tasi¢ 2008).

At present, when several decades have elapsed since
the first research of Jablanica, Vin¢a, Zarkovo, Banjica and
Kormadin, we feel the need to review the art, style and meaning
of Vinca plastic once again. Revived, Neolithic artifacts find
their infinity in different interpretations and in the new form of
digital photography.

Many figural plastic art pieces from the Starcevo
and Vinca cultures draw attention and ask the fundamental
question: what do they mean? It is common knowledge that
various Neolithic artifacts (anthropomorphic and zoomorphic
figurines, amulets, altars, prosopomorphic lids) served for magic
and religious cults, as an integral part of the rites performed in
everyday life. They were found in various contexts in settlements,
pits, and cult places. They were accompanying objects in sorcery,
sacrifices, invocations and bringing supernatural beings into
connection with the essence of all phenomena in nature. The
figurines represent demons in human form, but they do not
have the meaning of the gods and their power, possessing just a
momentary effect. Before some works began, man most often
used certain magic to pacify the superior power so that it could
provide him with what he wanted. Regarding the time and
circumstances in which figural plastic presented here originated,
the starting point for its interpretation must be related to the
development of agriculture. Forming these objects it animated
the human imagination to intimate and establish a new
relationship with life, nature and other worlds.



in umetniskem izrazu neolitske umetnosti. V figuralnem
upodabljanju, kot tudi v oblikovanju kerami¢nega posodja
nasploh, lahko razpoznavamo prve znake umetniskega
izrazanja, ki se odlikujejo po izjemnem ustvarjalnem duhu
in inovativnosti. Z vidika estetike imajo stvaritve izjemno
pomembno vlogo, omogocajo izrazanje lepote, so osupljivo
privlacne in nudijo izkustvo cutnosti. Pojav oblik v neolitski
umetnosti, ki razvije tudi stil dobe, moramo obravnavati
kot umetniski izraz in analizirati jih je treba z namenom,

da bi prepoznali elemente, $e danes znacilne za umetnisko
ustvarjanje.

Figurine najveckrat upodabljajo stojece ali sedece
zenske s poudarjenimi telesnimi znaki, podoba je gola ali
odeta v bogato okraseno noso. Upodobitev ni bila prepuscena
slucajnosti: zenska je upodobljena kot simbol plodnosti,

v vlogi bozanske Velike Matere ali najvisjega bozanstva,

ki je imelo najpomembnejso vlogo v zivljenju neolitskih
poljedelcev in je bilo hkrati upodobljeno kot clovesko bitje

s poudarjeno osebnostjo. Obcasno so najdene tudi bradate
figurine poudarjeno cokatih moskih, polnejse postave. Pri
nekaterih figurinah so opazne asimetri¢ne obrazne poteze,
kar kaze, da gre za portretno upodobitev cisto dolocene
osebe. Neolitski umetniki so cutili moc¢no potrebo po
zdruzevanju ¢loveske in bozanske narave v kamnu, kosti,
glini in lesu. Na ta nacin so ustvarili izjemno samosvoje in
zakljucene umetniske upodobitve. Dela so pri¢a povezovanja
cloveskih in nadnaravnih moci, pri tem pa ne vemo, kateri

od njih je umetnik dal prednost. Navsezadnje poznamo

ta pojav tudi v sodobni umetnosti, npr. pri stenskem
freskantskem slikarstvuy, kjer umetnik navkljub kanoniziranim
svetniskim podobam doda figuri lastni portret. Tudi v
neolitski umetnosti lahko opazimo dolocena odstopanja

od obicajnih magi¢no-religioznih vzorcev upodabljanja.
Tematska razlicnost figurin kaze na pojav krajevnih stilov

in celo na obstoj umetniskih krogov. Razpoznati je mo¢
umetniske stvaritve z mnogimi znaki naturalizma in realizma,
stiliziranja, kot tudi poskuse upodabljanja, kjer se nastete
znacilnosti zlivajo in se na eni sami upodobitvi pojavljajo tako
moske kot zenske znacilnosti.

Every figurine in the Starc¢evo and Vinca cultures can
be viewed as an organic unity and discussed as if we were
watching an artistic, sculptural form. Only shaping in clay,
in a plastic material, allows us to follow the development of
a stylistic phase through the manner of formation, so we can
even talk about the style and art of the Neolithic era. In figural
plastic, like in pottery production in general, we discern the first
signs of art, excelling in creativity and invention, and from the
aesthetic point of view it has an important role in offering the
beautiful, attractive, even sensual experience. The emergence
of plastic forms in Neolithic art, in which the style of the period
is revealed, has to be treated as art and analyzed in order to
find those elements in them that we nowadays recognize in
every work of art. Most often it is a representation of a woman
standing or sitting, with emphasized sexual attributes, naked or
in richly adorned clothes. The choice was not made at random
because the woman is a symbol of fertility, the Great Mother,
the principal deity that had a very important place in the life of
Neolithic farmers, but she was also represented as a genuine
human being, with a striking individuality. In some statuettes
we can see bearded men, slightly plump, square-built. Others
show an asymmetrical face, which means that those were also
the first portraits. The Neolithic artists had an inner need to put
across human and superhuman features onto stone, bone, clay
and wood, thus creating very independent and definite artistic
wholes. That is the intersection of the code of man's power and
that of superior power, but we do not know which of them
is primary and which is secondary. Even nowadays in fresco
painting we can notice that certain artists, apart from strictly
canonized images of saints, added an individual trait to a face,
perhaps their own portrait. In Neolithic art, we can also feel a
particular distancing from some usual magic-religious patterns.
The thematic diversity of figurines points to an early tendency
towards establishing regional styles, even to the establishment
of actual small circles of artists. In the figurines we can discern
the types of artistic forms, with numerous signs of naturalism,
realistic representation, stylization, as well as the forms full
of ambiguity in which we can see a fusion of masculine and
feminine features.



Ce gledamo neolitsko antropomorfno figuraliko kot
celoto, prevladujejo naturalisti¢ne teznje v najstarejsi in srednji
dobi neolitika, v t. i. star¢evski kulturi. Te figurine so oblikovane
pokoncno, kot nekaksni stebricki, neredko fali¢nih oblik (fig. 2),
z opazno izoblikovanim tilnikom, lo¢enim od trupa, in z zelo
natancno izoblikovanim obrazom s slikovito izrazenim nosom
in o¢mi, nakazanimi z vrezi. Upodobitve so opazno brezosebne
in povsem stati¢ne. Pri posameznih pa so zaznavni poskusi bolj
zivega upodabljanja z nakazanim gibanjem in prostorskostjo:
linije se zaoblijo in odmaknejo od toge pravokotnosti. Prvi¢
v neolitski umetnosti zaslutimo oblikovanje ramen, zadnjica
paje, kot simbol plodnosti pri figurinah Venerinega tipa,
poudarjena. Ikonografija statuet je silno enostavna,
brez znakov, ki bi nakazovali bolj specifi¢ne
funkcije. To preprecuje, da bi prepoznali katero
od bozanstev ali kipec povezali s katerim od
magicnih obredij, povezanih z vsakdanjimi
poljedelskimi ali zivinorejskimi opravili na
polju ali doma. Po koncanih ritualih so figurine
namrec razbili in zavrgli, ker so izgubile svojo
magicnost.

Viewing Neolithic anthropomorphic plastic as a whole,
itis visible that naturalist elements are present in the early
and middle Neolithic, i.e. at the time of the Starcevo culture.
Starcevo figurines are characterized by pillar-like, phallic forms
(fig. 2), with a neck undistinguished from the body, and attention
is drawn completely to the formation of facial details, with a
plastically presented nose and incised eyes. The representations
are impersonal and show a strict, static form. In some statuettes
we can see the tendency towards a more relaxed motion in
space, the lines begin to curve and abandon the frame of the
rectilinear contours. For the first time in Neolithic art there is
an intimation of the arms and a much emphasized steatopygy,
like in Venus-type figurines. These statuettes’ iconography
is very simplified, without attributes that associate with a
more specific function, so they cannot be related to the
appropriate deities, and they were certainly intended for
magic rituals regarding everyday works with domestic
animals, in tilled fields and in settlements. When the
desired aim had been accomplished through their use, they
were broken and thrown away, losing all value.

Kipec v obliki ¢loveske podobe
Srednji neolitik, star¢evacka kultura
VI. tisocletje pred n. 3t.

Zgana glina, visina 4,0 cm
Grabovac, Durica vinogradi
AP/7650

Anthropomorphic figurine
Middle Neolithic, Starcevo culture
6th millenium BC
Burnt clay; height 4,0 cm
{,5' J Grabovac, Durica vinogradi

4 AP/7650



Prva stopnja neolitske umetnosti

Vincanske figurine so v nasprotju s starejsimi,
starcevskimi zelo $tevilne in dovoljujejo, da razpoznamo tri
razvojne stopnje umetniskega upodabljanja. Najstarejsa stopnja
se kaze stilne znacilnosti upodabljanja starejse starcevske
kulture. Vendar cilindri¢ne oblike z vrezanimi obraznimi
potezami Ze kazejo harmonic¢no usklajenost proporcev,
opazno je tudi naturalisticno upodabljanje podrobnosti.
Cloveska podoba je $e vedno nespretno modelirana, glava in
telo ticita tesno skupaj, detajli se omejujejo na trioglat obraz
in kratke strclje na ramenih, ritnice so poudarjene in pogosto
upodobljene na napacnem mestu. Zaradi prevladujocega
vpliva starejsega, star¢evskega upodabljanja delujejo statue iz
zgodnjevincanske razvojne stopnje se vedno neskladno. Vendar
se zaradi hitrega gospodarskega razvoja pokazejo spremembe
pri umetniskem upodabljanju, ki hitro premostijo zahteve
starega kanoniziranja in razvije se svez, nov umetniski stil,
ki postane znacilen za vso neolitsko umetnost jugovzhodne
Evrope (fig. 3).

First phase of development of the Neolithic art

Unlike Starcevo figurines, Vinca figurines occur in a
much larger number and have three phases of development.
The oldest figurines thematically and stylistically preserve the
Starc¢evo tradition of cylindrical forms with engraved details on
the face. Their only difference is the more harmonic proportions
and more natural representation of some details. A human
figurine, still unskillfully modeled, tends to present the head
and the body as closely as possible, and now the marked details
include the triangular face, short stubs of the arms, appended
breasts and glutei that are sometimes misplaced. These
early Vinca figurines seem disharmonic just because artistic
creation was still under a very strong Starcevo influence. Made
after Starcevo traditions, thanks to the economic progress,
Vinca plastic very soon managed to wrestle itself away from
that canon and to introduce a new style into human figural
representation, which was to secure its leading role in the
Neolithic art of southeast Europe (fig. 3 ).



Kipec v obliki cloveske podobe
Pozni neolitik, vincanska kultura
V. tisocletje pred n. st.

Zgana glina; visina 5,5 cm
Banjica, Usek

AP/1930

Prva stopnja neolitske umetnosti
First phase of development of the Neolitics art

Anthropomorphic figurine
Late Neolithic, Vinca culture
5th millenium BC

Burnt clay; height 4,0 cm
Banjica, Usek

AP/1930

Kipec v obliki cloveske podobe
Pozni neolitik, vincanska kultura
V. tisocletje pred n. t.

Zgana glina; visina 4,7 cm
Banjica, Usek

AP/1933

Anthropomorphic figurine
Late Neolithic, Vinca culture
5th millenium BC

Burnt clay; height 4,7 cm
Banjica, Usek

AP/1933



Kipec v obliki cloveske podobe
Pozni neolitik, vincanska kultura
V. tisocletje pred n. 3t.

Zgana glina; visina 5,5 cm
Banjica, Usek

AP/1929

Anthropomorphic figurine
Late Neolithic, Vinca culture
5th millenium BC

Burnt clay; height 5,5 cm
Banjica, Usek

AP/1929

Kipec v obliki cloveske podobe
Pozni neolitik, vincanska kultura
V. tisocletje pred n. 3t.

Zgana glina; visina 5,4 cm
Zarkovo, Ledine

AP/69

Anthropomorphic figurine
Late Neolithic, Vinca culture
5th millenium BC

Burnt clay; height 4,0 cm
Zarkovo, Ledine

AP/69



4 Druga stopnja neolitske umetnosti

Second phase of development of the Neolithic art

Kipec v obliki cloveske podobe Anthropomorphic figurine

Pozni neolitik, vincanska kultura Late Neolithic, Vinca culture
V. tisoCletje pred n. t. 5th millenium BC

Zgana glina; visina 7,8 cm Burnt clay; height 7,8 cm
Banjica, Usek Banjica, Usek

AP/1158 AP/1158




Kipec v obliki cloveske podobe Anthropomorphic figurine

Pozni neolitik, vincanska kultura Late Neolithic, Vinca culture
V. tisocletje pred n. $t. 5th millenium BC

Zgana glina; visina 11,9 cm Burnt clay; height 11,9 cm
Grabovac, Durica vinogradi Grabovac, Durica vinogradi
AP/7685 AP/7685

Kipec v obliki cloveske podobe
Pozni neolitik, vincanska kultura
V. tisocletje pred n. $t.
Zgana glina; visina 11,5 cm
Popovi¢, Mali drum
AP/2702

Anthropomorphic figurine
Late Neolithic, Vinca culture
5th millenium BC

Burnt clay; height 11,5 cm
Popovi¢, Mali drum
AP/2702



Druga stopnja neolitske umetnosti Second phase of development of the Neolithic art

Umetnisko izrazanje se je nenehno razvijalo in v drugi The evolution of plastic proceeded continuously, and in
razvojni stopnji zasledimo popoln realisti¢ni pristop (fig. the second phase the realist tendency gained full prominence
4). Cloveske figure postanejo tridimenzionalne, z mnogimi (fig. 4). This phase is characterized by a three-dimensional
nazorno izrazenimi detajli. shaping of the human figure and an abundance of details, now

‘ Najteija flalogg je b'ila upodol?itgv obraza (ﬁg. 5—8‘). plastically modeled.
Iskali so ¢im bolj resnicen izraz, nos je izdelan plasti¢no in The artists found it most difficult to shape the face (fig.

zelo realisticno, celoten obraz pa je podolgovat, peterokoten.
Povrsina je modelirana v eni sami ploskvi z obrvmi, brada

je zelo povrsno nakazana, licnice so poudarjene. S tem je bil
dosezen zelo 7iv, poln izraz podobe.

5-8). Seeking a representation as close as possible, they modeled
the nose plastically, and set the large eyes into a horizontal,
natural position, thus elongating the entire face and making
it assume a pentagonal shape. There are no more level
surfaces — the brows, rudiments of the mandible,
and cheekbones are boldly stressed. They
achieve a fullness of shape, looking very
lively.

Kipec v obliki cloveske podobe
Pozni neolitik, vincanska kultura
V. tisocletje pred n. 3t.

Zgana glina; visina 6,7 cm
Vinca, Belo brdo

AP/253

Anthropomorphic figurine
Late Neolithic, Vinca culture
5th millenium BC

Burnt clay; height 6,7 cm
Vinca, Belo brdo

AP/253



Zgana glina; visina 5,0 cm
Zarkovo, Ledine
AP/66

g

f‘

"
Pozni neolitik, vincanska kultura f;
V. tisocletje pred n. t. S

S5

I

Anthropomorphic figurine
Late Neolithic, Vinca culture
5th millenium BC

Burnt clay; height 5,0 cm
Zarkovo, Ledine
AP/66



Kipec v obliki cloveske podobe
Pozni neolitik, vincanska kultura
V. tisocletje pred n. t.

Zgana glina; viina 4,4 cm
Zarkovo, Ledine

AP/71

Anthropomorphic figurine
Late Neolithic, Vinca culture
5th millenium BC

Burnt clay; height 4,4 cm
Zarkovo, Ledine

AP/71
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Kipec v obliki cloveske podobe

Pozni neolitik, vincanska kultura

Konec V., zacetek IV. tisocletja pred n. $t.
Zgana glina; visina 5,3 cm

Jakovo, Kormadin

AP/10136

Anthropomorphic figurine
Late Neolithic, Vinca culture
5th millenium BC

Burnt clay; height 5,3 cm
Jakovo, Kormadin
AP/10136




Prsi, boki in zadnjica imajo zelo naraven, poln videz,
roke so v komolcih upognjene, dlani po¢ivajo v narocju
ali so iztegnjene predse. Pri posameznih figurinah so noge
upodobljene v koraku naprej (fig. 11). Zenske in moske
genitalije so poudarjene (fig. 11-14). Upodobljene so tudi
razli¢ne priceske. Na splosno dajejo stvaritve vtis, da je umetnik
odlicno poznal clovekovo telo in ga je upodobil v gibanju in v
vsej telesnosti. Visoka vescina upodabljanja pride najbolj do
izraza pri sedecih ali klececih figurah (fig. 9, 10).

[stocasno je umetnik vesce prikazal z oblacili pokrite
roke bozanstev, ki so morda magicni instrument ali pa
realisticna podoba resni¢nih nos upodobljenih oseb. Vsekakor
so podobe izjemno pomemben vir podatkov o oblacilni kulturi
neolitskega prebivalstva (fig. 15). Na figurinah tezko najdemo
dve enaki nosi. Nekatera oblacila se nosijo prepasana z vrvico,
druga spodrecana nad krilom. Morda so nose in ogrinjala
oznacevali razlicen druzbeni status upodobljenih oseb ali pa
celo njihovo pripadnost dolo¢enemu klanu.

Figurine s kratkimi udi so na temenu preluknjane, kar
najbrz pomeni, da so jih nosili obesene okoli vratu in so morda
sluzile kot potrebscina pri opravljanju ritualov. Kakor koli,
umetnik je pri oblikovanju kipcev upodabljal razli¢ne oblike in
okrasje, kar skoraj gotovo pomeni, da so bili kipci narejeni samo
za enkratno uporabo in so sluzili v povezavi z nadnaravnimi
silami. V nasprotju s starcevsko in z vincansko najstarejso
stopnjo lahko trdimo, da imajo kipci druge razvojne stopnje
globlji religiozni pomen.

The breasts, hips and glutei muscles have a natural shape;
the arms are shaped wholly, with the bent elbows and hands
resting on the stomach, or extended forward, sometimes even
raised. Some figurines’ legs are spread and placed as stepping
forward (fig. 11). Male and female genitals are emphasized (fig.
11-14), and sometimes different hairstyles are presented. All
that leaves an impression that the artists well knew the human
body and had mastered its motion, so the entire figure received
a complete and boldly shaped form. Modeling skill especially
mattered in sitting or kneeling figurines (fig. 9, 10).

Simultaneously, the artist's deft fingers clothed the deity,
either a magical instrument or a realistically presented model,
in various skirts and gowns, which is an important source of
information to the reconstruction of Neolithic women’ clothes
(fig. 15). Two identical aprons can hardly be found. Some are
threaded on a string around the waist, some are rolled over the
skirt or gown. Perhaps the aprons signified a different status
or a membership in a certain group or clan. It is interesting to
note that the figurines are perforated on the back of the heads,
temples, short stubbed arms and hips, which could be used for
hanging or inserting various accessories, by means of which
certain individuality, possibly even some ritual, was expressed.
In any case, while forming the figurines, the artist achieved
different forms and aspects of ornamentation, which may mean
that the figurines were used for one action only, to associate
the believer with a certain supernatural power, and we can say
that, unlike the Starcevo and earlier Vinca statuettes, they had a
deeper religious sense.
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Kipec v obliki cloveske podobe
Pozni neolitik, vincanska kultura
V. tisocletje pred n. t.

Zgana glina; viina 10,0 cm
Banjica, Usek

AP/1473

Anthropomorphic figurine
Late Neolithic, Vinca culture
5th millenium BC

Burnt clay; height 10,0 cm
Banjica, Usek

AP/1473

10

Kipec v obliki ¢loveske podobe
Pozni neolitik, vincanska kultura
V. tisocletje pred n. t.

Zgana glina; viina 9,2 cm
Banjica, Usek

AP/1928

Anthropomorphic figurine
Late Neolithic, Vinca culture
5th millenium BC

Burnt clay; height 9,2 cm
Banjica, Usek

AP/1928




11

Kipec v obliki cloveske podobe
Pozni neolitik, vincanska kultura
V. tisocletje pred n. t.

Zgana glina; visina 6,6 cm
Banjica, Usek

AP/1159

Anthropomorphic figurine
Late Neolithic, Vinca culture
5th millenium BC

Burnt clay; height 6,6 cm
Banjica, Usek

AP/1159

Kipec v obliki ¢loveske podobe
Pozni neolitik, vincanska kultura
V. tisocletje pred n. 3t.

Zgana glina; vidina 5,2 cm
Zarkovo, Ledine

AP /5120

Anthropomorphic figurine
Late Neolithic, Vinca culture
5th millenium BC

Burnt clay; height 5,2 cm
Zarkovo, Ledine

AP/5120
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Kipec v obliki ¢loveske podobe

Kipec v obliki Zivali Zoomorphic figurine SORIEEEONS
Pozni neolitik, vin¢anska kultura Late Neolithic, Vinéa culture POZ."' rv1eo!|t|k, vmcavnska kultura
V. tisocletje pred n. §t. 5th millenium BC V t'5°C|eFJ€ Pfffvfi n. st.

Zqgana glina; visina 5,8 cm Burnt clay; heigth 5,8 cm Zgafna glina; viSina 3,7 cm
Brestovik, Beli breg Brestovik, Beli breg Vinca, Belo brdo

AP/2706 AP/2706 AP/34

Anthropomorphic figurine "
Late Neolithic, Vinca culture &
5th millenium BC §

Bumt clay; height3,7cm




15 Upodobitve nose na neolitskih figurinah

Representations of clothings on Neolithic figurines

Kipec v obliki cloveske podobe Anthropomorphic figurine Kipec v obliki cloveske podobe Anthropomorphic figurine
Pozni neolitik, vincanska kultura Late Neolithic, Vinca culture Pozni neolitik, vincanska kultura Late Neolithic, Vinca culture
V. tisocletje pred n. t. 5th millenium BC V. tisocletje pred n. St. 5th millenium BC

Zgana glina; visina 8,0 cm Burnt clay; height 8,0 cm Zgana glina; viina 5,4 cm Burnt clay; height 5,4 cm
Banjica, Usek Banjica, Usek Banjica, Usek Banjica, Usek

AP/693 AP/693 AP/701 AP/701




Kipec v obliki cloveske podobe
Pozni neolitik, vincanska kultura
V. tisocletje pred n. $t.

Zgana glina; viina 5,6 cm
Banjica, Usek

AP/1851

Anthropomorphic figurine
Late Neolithic, Vinca culture
5th millenium BC

Burnt clay; height 5,6 cm
Banjica, Usek

AP/1851

Kipec v obliki cloveske podobe
Pozni neolitik, vincanska kultura
V. tisocletje pred n. $t.

Zgana glina; vidina 7,2 cm
Popovi¢, Mali drum

AP/5124

Anthropomorphic figurine
Late Neolithic, Vinca culture
5th millenium BC

Burnt clay; height 7,2 cm
Popovi¢, Mali drum
AP/5124




Tretja stopnja neolitske umetnosti

V zadnji razvojni stopnji izgubijo podobe vse
realisticne, tridimenzionalne in osebne poteze, ostanejo brez
izrazne polnosti predhodne stopnje. Upodobitve izgubijo
razkosje in blesk umetniskega izraza, nagibajo se k abstrakciji,
shematiziranju in linearnemu predstavljanju. Kipci postajajo
cedalje bolj ploscati, z detajli, nakazanimi s preprostimi vrezi in
poslikavo. Umetnik vrezuje, slika, reze in poudarja posamezne
dele telesa z namenom, da bi dosegel vtis tridimenzionalnosti
telesa. Mandljaste oci so vrezane, pogosto jih obrobljajo
trepalnice, s ¢cimer skusa umetnik nadomestiti polnost naravne
oblike. Vse preostale povrsine pusca prazne (fig. 16). Figurine
okrasi vzdolZ trupa z vrezovanjem razlicnih motivov, ki izgubijo
vsakrsen pomen. Komolci, kolena in zadnjica so obicajno
oznaceni s spiralnim vzorcem, kar izboljsa vizualizacijo cloveske
podobe. Okras je izveden z barvanjem, nekateri deli so obarvani
¢rno, drugi rdece. Nacin okrasevanja najbrz ni bil povezan
z obredno in religiozno uporabo figurin, niti ne prikazujejo
tetovaze upodobljenih oseb, kot menijo nekateri raziskovalci.
So zgolj nacin vizualnega izrazanja, stil upodabljanja, ki je bil
obicajen v tem casu in je na splosno tezil k abstrakciji.

V nadaljnjem razvoju vin¢anske umetnosti se nadaljuje
shematiziranje podobe, obraz se opazno skrajsuje in postaja
sirsi. Dolg, kljunast nos je povezan z brado. Pri oblikovanju
telesa postajajo spodnji deli cedalje bolj kratki in potisnjeni
v ospredje, kar navkljub shematizaciji pripomore k vtisu
polne telesnosti. Sprememba stila verjetno ni bila nakljucna,
najverjetneje jo smemo povezati s spremembami v vincanski
druzbi, ki pa jih zal ne poznamo. Morda je k temu pripomogla
gospodarska kriza, ki je prinesla nestabilnost in z novimi
priseljenci stevilne nevarnosti, kar je najbrz pripomoglo k
spremembi tisocletnega druzbenega reda. Ljudje so se bali
za svoje premozenje: v strahu pred izgubo zemlje svojih
prednikov poljedelcev so skusali svoje okolje obvarovati, kar
se zrcali v spremembi clovekovega razmisljanja in njegovega
dojemanja celotnega zivljenja. Spremembe se odslikavajo tudi v
umetniskem ustvarjanju in verovanju. Se vedno so upodobljene
zenske v razlicnih polozajih. Figurina iz Jakova z zeno na tronu

Third phase of development of the Neolithic art

Unlike this phase of Vinc¢a art, imbued with realism,
three-dimensionality, personality, fullness and exuberance of
form, in the most recent stage of development the figural plastic
loses the splendor and lavishness of artistic expression, resorting
to abstraction, schematics and linear representation of form.
The figurines now become flat, two-dimensional, details are
engraved, and plasticity is imitated through various pictorial
methods. The artist incises, paints, shortens and emphasizes
certain body parts to construct the impression of three-
dimensionality. The almond-shaped eyes are incised, often
framed with eyelashes, whereby the artist tries to compensate
for an absence of a full natural form, while other surfaces remain
empty (fig. 16). Figurines are decorated with incised lines that
freely move along the body and form various motifs, without
a definite meaning. The elbows, knees and glutei are usually
marked with spiral lines, which visually achieves a sculptural
representation of a human figure. The ornamental expression is
made complete by painting some body parts red or black. Such
amode of ornamentation was probably not related to the use
of statuettes in rituals and cults, nor did it represent a tattoo,
as some experts think. It is a manner of visual expression, i.e.

a special style devised in the art of the time, tending towards
abstraction.

In further schematization, the face shortens, and
broadens horizontally. Only a very elongated nose is modeled,
which unites with the chin and assumes the beak shape,
thus giving rise to the beaked-face figurine type. In shaping
these figurines’ bodies, the lower part is much shortened and
foregrounded, creating an illusion of formal plasticity. That
change of style could not have been coincidental. It indicates
that some thing was happening in Vinca communities at that
time. Due to an economic crisis, instability and dangers that
new populations brought along, these areas experienced a
crisis in the organization of life. People were afraid for their
fortune, realizing that they were losing their ancestral land, they
retreated into themselves and into narrower frames, trying to
protect themselves from their environment, which reflected



ne predstavlja bozanstva v ¢cloveski podobi. Najverjetneje je on the change in thinking and understanding of life in general.

abstraktna podoba osrednjega zenskega bozanstva, ki ima Those changes could not have passed unnoticed in artistic
glavno vlogo pri obredju rodovitnosti. Vkljucuje vseobsegajoce creation, as well as in religious attitude. We can still notice a
moci in upanje na clovekovo odresitev na drugem kraju in v feminine figure formed in various positions. The Jakovo throne
drugacnem casu. figurine does not present the deity with human features; that

is a figurine with an abstract image, which in its position and
appearance symbolizes the central role of the feminine deity
in the fertility cult, possessing an all-encompassing power and
hope of salvation in another safer time and place.
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Tretja stopnja neolitske umetnosti
Third phase of development of the Neolithic art

Kipec v obliki ¢loveske podobe
Pozni neolitik, vincanska kultura
V. tisocletje pred n. 3t.

Zgana glina; visina 13,5 cm
Jakovo, Kormadin

AP/7778

Anthropomorphic figurine

Late Neolithic, Vinca culture

The end of the 5th millenium BC
Burnt clay; height 13,5 cm
Jakovo, Kormadin

AP/7778

Kipec v obliki cloveske podobe
Pozni neolitik, vincanska kultura
V. tisocletje pred n. 3t.

Zgana glina; viina 7,3 cm
Jakovo, Kormadin

AP/8203

Anthropomorphic figurine

Late Neolithic, Vinca culture

The end of the 5th millenium BC
Burnt clay; height 7,3 cm
Jakovo, Kormadin

AP/8203




Kipec v obliki cloveske podobe
Pozni neolitik, vincanska kultura
V. tisocletje pred n. 3t.

Zgana glina; vidina 6,9 cm
Jakovo, Kormadin

AP/7805

Anthropomorphic figurine

Late Neolithic, Vinca culture

The end of the 5th millenium BC
Burnt clay; height 6,9 cm
Jakovo, Kormadin

AP/7805

Kipec v obliki ¢loveske podobe
Pozni neolitik, vincanska kultura
V. tisocletje pred n. $t.

Zgana glina; visina 6,5 cm
Jakovo, Kormadin

AP/6340

Anthropomorphic figurine

Late Neolithic, Vinca culture

The end of the 5th millenium BC
Burnt clay; height 6,5 cm
Jakovo, Kormadin

AP/6340




Figurine v obliki zivali

Poleg ¢loveskih podob se v neolitski umetnosti pojavljajo
tudi upodobitve Zivali. Najveckrat so to domace zivali, pes (fig.
17), ovca, koza, prasic, posebna pozornost je bila namenjena
biku, ki je bil simbol moc¢i in plodnosti, manjkrat pa se pojavljajo
upodobitve rib in pticev. Med divjimi Zivalmi je najveckrat
upodobljen jelen (fig. 18). Ob¢asno najdemo podobe zelv, ki
so najbrz tudi povezane z obredjem plodnosti. Najstarejse
upodobitve zivali so realisticne, kasneje se upodabljanje omeji
na najpomembnejse znacilnosti posamezne vrste.

Animal figurines

Apart from anthropomorphic ritual plastic forms,
animal figures were also frequently modeled in the Neolithic.
Those include mostly domestic animal figurines, the dog (fig.
17), sheep, goat, pig, especially the bull as a symbol of strength
and fertility, less frequently fish and birds. As far as the wild
species are concerned, the deer was most often represented (fig.
18). Occasionally the turtles were also modeled, which can be
related to the fertility cult, and bears. Animal figurines were first
represented realistically, and later formed summarily, where we
can identify only the distinctive trait of the species.

Kipec v obliki Zivali

Pozni neolitik, vincanska kultura
V. tisocletje pred n. 3t.

Zgana glina; dolzina 8,4 cm
Banjica, Usek

AP/1934

Zoomorphic figurine

Late Neolithic, Vinca culture
5th millenium BC

Burnt clay; length 8,4 cm
Banjica, Usek

AP/1934



Vloga kipcev ni povsem jasna, morda so sluzili za Their role is not completely clear, but it is assumed that

ritualno rabo in zagotavljali plodnost. Tajinstven je kipec they were used in rituals whose purpose was herd protection
zleknjene zivali, ki spominja na sfingo. and fertility enhancement. An interesting statuette is that of a
Upodobitve miti¢nih bitij so silno redke, njihov pojav reclining animal, resembling a sphinx.
govori v prid domnevi, da so imela v zivljenju neolitskega Representation of mythical beings is very rare, but their
cloveka poseben pomen. Tudi pri upodabljanju Zivalske emergence certainly points out to the fact that they had
figuralike si je umetnik prizadeval izraziti a special meaning in the life of the Neolithic man. In
znacilnosti na nacin, ki je lasten kiparstvu, ’#\ zoomorphic figurines as well, the artist took pains to
ter ga je izboljseval z modeliranjem in P » imitate a form with characteristics of a sculptural work,
okrasevanjem. 7 Rt through modeling and ornamentation.

Kipec v obliki Zivali

Pozni neolitik, vincanska kultura
V. tisocletje pred n. st.

Zgana glina; dolzina 7,8 cm
Jakovo, Kormadin

AP/6334

Zoomorphic figurine

Late Neolithic, Vinca culture

The end of the 5th millenium BC
Burnt clay; length 7,8 cm
Jakovo, Kormadin

AP/6634



Pokrovi v obliki obraznih mask ali Prosopomorfic lids
prozopomorfni pokrovi o , o

Prosopomorphic lids account for a special type of Vinca
art, and occur on its entire territory. Those are uncommon
cylindrical objects, with a representation of human or animal
faces, featuring ears, nose, eyes and various decorations. It seems
that they had a multiple role in the Vin¢a mans life, for vessel
covering, but also as objects with apotropaic properties. They
were used for covering amphorae containing special purposes
liquid, seed or reserves of some products used on special
occasions.

Prozopomorfni pokrovi so nenavadne cilindri¢ne
posode z upodobitvijo cloveske ali zivalske maske z usesi in
nosom z razlicnim okrasjem. Posode so posebnost vincanske
kulture, pojavljajo se na njenem celotnem ozemlju. Domnevno
so bile ve¢namenske in so sluzile kot pokrovi z magi¢no mocjo
zascite pred zlimi duhovi. Verjetno so v posodah z nenavadnimi
pokrovi hranili posebne tekocine, morda namenjene obredju,
morda pa je bilo v njih semenje za prihodnjo setev ali kar koli
drugega, kar je sluzilo za posebne priloznosti.

Pokrov

Pozni neolitik, vincanska kultura
V. tisocletje pred n. $t.

Zgana glina; visina 9,6 cm
Banjica, Usek

AP/886

Prosopomorphic lid

Late Neolithic, Vinca culture
5th millenium BC

Burnt clay; heigth 9,6 cm
Banjica, Usek

AP/886
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Pokrov

Pozn
V. tis

Zgana glina; vidina 18,2 cm

Banj
AP/1

Prosopomorphic lid

Late

5th millenium BC

Burn

Baniji

AP

Najbolj opazen del upodobitve obraznih posod so siroko
razprte, v¢asih z vrezi obrobljene o¢i (fig. 19, 20). Brez dvoma
imajo poseben misticen pomen. Oci so v starem veku veljale za
ogledalo duse. Pripisana jim je bila posebna zla ali ¢carovniska
moc¢, hkrati pa so imele tudi apotropejsko moc in so varovale
pred uroki. Morda so pokrovi varovali vraca pred neomejeno
bozansko mocjo, pred katero se je izpostavil
med opravljanjem magi¢nega obredja.

Pokrovi so izdelani z izjemno pozornostjo i
in navkljub njihovemu velikemu stevilu {
ne najdemo dveh enakih. Vsak izmed njih
je neizmerno privlacen, je navdihujoce
umetnisko delo, neizmerne kulturne in
zgodovinske vrednosti.

i neolitik, vincanska kultura
ofletje pred n. t.

ica, Usek

635

Neolithic, Vinca culture
t clay; heigth 18,2 cm

ica, Usek
635

The most striking part of the face is the large modeled or
incised eyes, drawing considerable attention (fig. 19, 20). They
have a mystical appearance to which a particular importance is
attached. The eyes are considered to be ,the mirrors of the soul”
and to have an incredible power, evil and bewitching, as well
as defensive — apotropaic. The lids may have served as a mask
to cover the sorcerer’s face from the unlimited power of the
deity he was appearing before. They have a highquality finish so,

despite their large number,
there are no two identical
specimens. Each of them
is an attractive unique
product, an inspired
work of art of a great
cultural-historic value.



Zrtveniki

Tudi oltarji so zaradi svoje nenavadne zunanjosti in
izjemnosti oblik vredni posebne obravnave. Sluzili so pri
obrednih darovanjih in zrtvovanjih, razlikujejo se po velikosti,
obliki, stevilu nog in okrasju. Na vrhu imajo plitko vdolbino, v
katero so najverjetneje vlivali neko dragoceno tekoc¢ino med
obredjem, ki so ga opravljali na domovih v krogu druzine.
Oltarji so razkosno okraseni z vrezanimi linijami, meandri,
trikotniki in pasovi so bili po zganju obarvani z rdeco, rjavo in
belo barvo. Najpomembnejsi del so protomi, izrastki v stilizirani
obliki ¢loveske ali zivalske glavice, ki krasijo vogale oltarja (fig.
21, 24). Zaradi visoke stopnje stilizacije je tezko razlikovati med
¢loveskimi in zivalskimi upodobitvami. Oltar iz Popovica (fig.
22), ki je izredno spretno izdelan in izjemnega umetniskega
izraza, ima dva protoma na ozjih stranicah: enega s cloveskim
obrazom, drugega z zivalsko glavo. Med obrednimi predmeti
najdemo tudi model ognjisca (fig. 23). Pripada skupini izredno
redkih predmetov vin¢anske skupine. Izdelan je izredno vesce
in z navdihujoce misti¢no pojavnostjo najverjetneje upodablja
bozanske sile domacega ognjisca.

Irtvenik

Pozni neolitik, vincanska kultura

V. tisocletje pred n. t.

Zgana glina, 3irina recipijenta 7,6; visina 5,6 cm
Vinda, Belo brdo

AP/6935, 6936

Altar

Late Neolithic, Vinca culture

5th millenium BC

Burnt clay; diameter of the recipient 7,6cm; heigth 7,0 cm
Vinda, Belo brdo

AP/6935, 6936

Altars

Another type of objects draws attention with its purpose
and a very impressive appearance. Those are altars used as cult
objects at sacrifices. They differ in size, shape, number of legs
and ornamentation. They have a shallow receptacle into which
most probably some precious liquid was poured, or were used
for some sacrifices at home, within the family. The altars are
richly ornamented with incised lines shaped as meanders and
hatched triangles, with ribbons colored in red, brown and white
after firing. The principal feature are protomae, in the shape
of stylized human and animal heads, found in the receptacle’s
corners (fig. 21, 24). Due to high stylization, it is difficult to
distinguish between human and animal representations. On the
altar from Popovi¢ site (fig. 22), which was very well crafted and

exceptionally shaped in terms of art, there
are two protomae on the narrow sides,
one with a human, and the other with
an animal face. A cult object is also
worth mentioning — a stove model
(fig. 23), belonging to the group of
extremely rare Vinca culture
findings in our parts. It
was shaped skillfully
and inspiredly,
and its mystical
appearance most
probably presents
the deity of fire.



Predmeti dobro dopolnjujejo sliko duhovnega Zivljenja
vinc¢anske skupnosti, zrcalijo podobo miti¢nosti in pricajo o
vlogi, ki jo je imelo ¢ascenje bozanskih sil v zivljenju neolitskega
cloveka. Z ozirom na rabo oltarjev v specificne obredne
namene je umetnika vodila mo¢ imaginacije in je oltar okrasil
z najrazlicnejsimi oblikami ter tako dosegel razkosen vizualen
ucinek.

Irtvenik

Pozni neolitik, vincanska kultura,

V. tisocletje pred n. $t.

Zgana glina; dolzina 9,1 cm; visina 7,8 cm
Popovi¢, Mali drum

AP/10126

Altar

Late Neolithic, Vinca culture

5th millenium BC

Burnt clay; length 9,7cm; heigth 7,8 cm
Popovi¢, Mali drum

AP/10126

The emergence of objects like these completes a picture
of Vin¢a communities’ spiritual life, which turned its mythical
world and respect for the gods into reality. Having in mind that
the altars were used for specific purposes, the artist loosened
the reins of his imagination and showed his skill with a variety
of forms and very rich visual contents.




Model pedi

Pozni neolitik, vincanska kultura
V. tisocletje pred n. $t.

Zgana glina; vidina 6,5 cm
Progar, Ora

AP/5741

Oven model

Late Neolithic, Vinca culture
5th millenium BC

Burnt clay; heigth 6,5 cm
Progar, Ora

AP/5741
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Irtvenik Altar
Pozni neolitik, vincanska kultura Late Neolithic, Vinca culture
V. tisocletje pred n. t. 5th millenium BC

Zgana glina; dolzina 10 cm; irina 7,2 cm; visina 7 cm Burnt clay; length 10,0 cm
Banjica, Usek Banjica, Usek
AP/1941 AP/194




Amuleti, predmeti, ki so varovali lastnika
pred zlimi duhovi

Amuleti so obeski razli¢nih oblik, ki sodijo k obrednim
pripomockom, vendar pa njihova vloga ni v celoti pojasnjena.
So razli¢no izdelani in okraseni. Trup ima dva ali ve¢ izrastkov,
nekateri so s protomi v obliki stilizirane ¢loveske ali zivalske
glavice. Skoraj dosledno so preluknjani, domnevamo, da so jih
nosili obesene okoli vratu kot amulete ali magic¢ne pripomocke,
ki so lastnika varovali pred zlimi duhovi. Mozno je tudi, da so
kot del okrasa viseli na vhodu v prebivalis¢a in varovali domove
pred nesrecami. Oblikovani so plasti¢no, z veliko mero okusa in
s pretanjenim obcutkom za obliko, so vrsta uporabne umetnosti
(fig. 25, 26).

K uporabni umetnosti sodijo tudi igralne
figurice. V prostem c¢asu se je ¢clovek v
neolitiku — podobno kot $e danes —
rad kratkocasil z druzabnimi igrami.
Domaci umetnik se je z namenom,
da bi druzabno igro vizualno
popestril in razbil monotonijo,
potrudil izdelati razli¢ne igralne
pripomocke. Pojavljajo se konicne
oblike, stilizirane glave, plos¢ice
in zetoni: najverjetneje je za
vsako vrste igre sluzila
drugac¢na oblika.

Amulets

Amulet pendants also belong to the group of cult
objects, whose function has not been explained fully. They have
diverse shapes and decorations. The body has two or more
branches, some of them with protomae formed as stylized
human or animal heads. Being in most cases perforated, they
were probably intended to be worn around the neck as amulets,
or placed on some objects as an integral part of the decoration,
and they could also have been hung around the porches as a
protection against ghosts and evil powers. They are modeled
plastically, with taste and measure, and they certainly belong to
the class of applied arts (fig. 25, 26).

Figurines for games also belong to the sphere of applied
arts. In the hours of idleness and leisure, the Neolithic man, just
like the modern one, found pleasure in different games. The
local artist also made an effort to shape the figurines in various
ways so as to visually brighten the game and eliminate

monotony. Thus conical shapes,
stylized heads, pellets and platelets
appear, most probably depending
on the kind of game.

Amulet
Pozni neolitik, vincanska kultura
IV. tisocletje pred n. t.
Zgana glina; visina 3.2 cm
Jakovo, Kormadin
AP/6342

Amulet

Late Neolithic, Vinca culture
5th millenium BC

Burnt clay; heigth 3,2 cm
Jakovo, Kormadin

AP/6342



Amulet

Pozni neolitik, vincanska kultura
V. tisocletje pred n. $t.

Zgana glina; visina 4,6 cm
Stubline, Crkvine

AP/5010

Amulet

Late Neolithic, Vinca culture
5th millenium BC

Burnt clay; heigth 4,6 cm
Stubline, Crkvine

AP/5010



Zakljucek

Raziskave neolitske figuralike na ozemlju Beograda
kazejo, da so prednamci izrabili vsa svoja znanja in spretnosti,
da bi izrazili duhovne principe in upodobili koncept ve¢ne
ter brezmejne ustvarjalne moci kot izvor vsega obstojecega v
naravi. Umetniski izdelki dokazujejo izjemno vitalnost tedanjega
cloveka. Navkljub arhai¢nosti obrednih navad so umetniske
stvaritve odraz njegovega izjemnega duhovnega bogastva,
izpricujejo silovit predstavitveni svet in bogastvo oblik.

Moc¢ neolitske kulture in umetnosti se skriva v magi¢cnem
in obrednem religioznem svetu. Interpretacije umetniskih
dosezkov nas priblizajo bistvu duhovnosti tedanjega cloveka.
V figuralni upodabljajoc¢i umetnosti v zgani glini se zrcali tudi
ustno izrocilo tedanjega sveta. Izpricuje clovekovo potrebo
po razumevanju in razlaganju vseobseznih naravnih pojavov
in hkrati zrcali tudi odnos med svetom mrtvih in zivih, med
tostranstvom in onstranstvom. Pri opravljanju magi¢nega
obredja in izrazanju mitic¢nih vsebin je clovek neolitika nehote
razkril samega sebe in znacilnosti svojega casa, najbrz veliko
bolj, kot je nameraval.

Navkljub poskusu mnogih raziskovalcev, da bi odstrli
skrivnost neolitske kulture in umetnosti, ostaja $e mnogo
podrocij prazgodovinskega zivljenja zastrtih. Arheologija se
vedno ne zmore v celoti prisluhniti glasovom tedanje dobe,
kot tudi ne more v celoti odstreti prahu z barvitega neolitskega
vsakdana. Figuralna umetnost in drugi predmeti upodabljajoce
umetnosti, predstavljeni v pricujocem katalogu, so $e vedno
nemi in stati¢ni. Trudili smo se, da bi jih vsaj za trenutek
iztrgali iz teme in z njihovo pomocjo prisluhnili sepetu, smehu,
sramezljivim in zanosnim trenutkom tedanjih dni.

Conclusion

Studying the entire Neolithic figural plastic art on the
territory of Belgrade, we can see that the man of that bygone
time used it to express the knowledge acquired in the search
for understanding spiritual principles, the concept of eternal
and boundless creative power being the source of everything
that exists in nature. These very diverse products show in
fact how much the Neolithic, in spite of its archaic and ritual
features, had been exceptionally vital, rich in spiritual content
manifested in impressive, imaginative and inspired forms. The
bases of the Neolithic culture and art lie in the magical and
religious faith. Interpreting its artistic achievements we reach
the essence of the total spirituality of people of that time. Figural
plastic art expressed in clay reflects the oral myth, the testimony
by which man had tried to explain the incomprehensible
natural phenomena, the relation between life and death. By
performing magic rites and nursing believes and myths, people
of the Neolithic epoch had been able to say much more about
themselves and their time than what had been probably their
initial intention.

In spite of the fact that many researchers succeeded to
demystify the culture and art of the Neolithic era, many aspects
of the prehistoric life still remain in the dark. Archaeology is
still not able to hear fully the noise and uproar of prehistoric
everyday life, nor to see the play of colors at the dusk of the
Neolithic day. Figural plastic artifacts and other objects
presented in the catalogue are only seemingly static and silent.
We have dared to liberate, for a moment at least, their whisper,
smile, indecisive and shy motion.






Seznam literature/ Literature

Bailey, D.
2005 Prehistoric Figurines: Corporeality and Representation in the Neolithic, New York.
Bacuh, M.
1906 Tprao3u Ka peraBary TpojaHcKux npobaema, Inac Cpiicke kpamvescke akagemuje 19: 163-289.
1932 Ilpeuciiopucka Bun4a 1, beorpaa.
1936a Ilpeucitiopucka Bunua 11, beorpaa.
1936b Ipeucitiopucka Bunya 111, beorpaa.
1936¢ Ilpeucitiopucka Bunua IV, beorpaa.
Vassits, M.
1902 Die neolithische Station Jablanica bei Medjuluzje in Serbien, Archiv fiir Anthropologie XXVII: 517-582.
I'aBeaa, b.
1956a Magna Mater kao rojam 1 AMKOBHA nIpeAcTaBa, Kusa anitiuka VI: 255-266.
1956b ExoHoMcKe ocHOBe HajcTapujux Hacema y beorpaay n okoannu, logummwak Myseja ipaga Beoipaga 111: 9-21.
lapamanun, A.
1968 Peauruja 1 KyAT HECOAUTCKOTI YOBEKa Ha LieHTpaAHOM baakany, y: Heoauiti yeniiparnoi Baaikana, 261-264, beorpaa,.
1974 TToapyuje Deorpaaa y mpanctopujcko A060a, y: Mciopuja Beoipaga 1, beorpaa, 19-48.
Garasanin, M.
1951 Hronologija vincanske grupe, Ljubljana.
lapamanun, M. u l'apamanun, A.
1952 Heoanrcko Hacene y JKapkosy, Citdapunap 111-1V: 107-126.
Gimbutas, M.
1982 The Goddesses and Gods of Old Europe 6500-3500: Myths and Cult Images, Los Angeles.
Durman, A.
1988 Industrija cinabarita u Vinci, Opvscula archaeologica 13: 1-9.
Drasovean, F. and Ciobotaru, D.
2001 Neolithic art in Banat, Solness.



Jovanovi¢, B.
1994 Gradac Phase in the Chronology of Late Vinca Culture, Ciiapunap XLIII-XLIV, 1-11.
Joranosuh, b. u Fanmuh, J.
1960 Eneoantcko Haceme Ha Kopmaanny xop Jakosa, Citiapunap X1: 113-140.
Kolistrkoska-Nasteva, I.
2005 Prehistoric Macedonian ladies, Skopije.
Pavlovié¢, M.
1990 The Aesthetics of Neolithic Figurines, y: Bunua u wen cseiti, beorpaa, 33—-35.
IlerpoBuh, B.
2001 Moaen niehu us I[porapa, logummwaxk ipaga Beoipaga XIVII/XLVIIIL: 11-23.
2003 I'pancropujcke Kyarype Ha TAY beorpaaa, y: Mysej ipaga Beoipaga, beorpaa, 8—29.
Srejovic¢, D.
1964 Neolitska i eneolitska plastika u Jugoslaviji, doktorska disertacija, Odeljenje za arheologiju, Filozofski fakultet, Univerzitet u
Beogradu.
1968 HeoanTcKa nmaacTHKa HEHTPAAHODAAKAHCKOT noApyyja, y: HeoAuii yenitipainoi baikana, beorpaa, 177-249.
1984 YmeTHOCT U peAuruja, y: Bunua y ilpauciiopuju u cpegrem sexy, beorpaa, 42-57.
Stankovid, S.
1986 Zrtvenici i prosopomorfni poklopci iz Vince, Beograd.
Schier, W.
1996 The Relative and Absolute Chronology of Vinc¢a: New Evidence from the Type Site, in: The Vinca culture, it’s role and cultural
connections, Timisoara, 141-163.
Tasic, N.
1973 Neolitska plastika, Beograd.
Tasié, N.
2006 Absolute Chronology of the White Painted Decoration on the Starcevo Culture Pottery, in: From Starcevo to Vinca Culture, Zrenjanin,
31-43.

2008 Hemu cBepo1M jeAHOT BpemeHa: purypasHa ymetrHoct Bunde, y: Bunua — iipaucitiopujcka meitipoiioia, beorpaa, 139-179.



Todorovig, J.
1981 A recently discovered house in the Neolithic settlement of Banjica in Belgrade, Archaeologica Iugoslavica 18: 13-17.
1967 Grabovac, Djuric¢a Vinogradi, Obrenovac — naselje starc¢evacke grupe, Arheoloski pregled 9: 7-9.
Toaoposuh, J. u llepmanosuh. A.
1961 Bawuya: Hacewe BuH4aHcke KyAiLype, beorpaa.
Tpunkosuh, b.
2007 AomahuHciliBo u Upocwiop y KACHOM HEOAUULY: BUHHAHCKO Hacewe Ha barwuyu, beorpaa.
Seper, M.
1943-1944 Predpovjesne glinene figurine, Vjesnik Hrvatskog arheoloskog drustva XXIV-XXV: 1-50.
1952 Neoliticko naselje na Kormadinu, Arheoloski vestnik 111/1: 24—98.









