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Uvod = Introduction = Uvod

otoka Loéinja, najjuznijeg veceg oto-

ka na Kvarneruina Gornjem Jadra-

nu, potjcéc antropomorfna sitna
plastika, tzv. dama iz Cikata. Nazalost, arhe-
oloski kontekst njezina nalaicnja nije poz-
nat. Smatra sc dajc kao pojcdinaéni nalaz
nadena 1975. godine, vjerojatno, prilikom
gradnjc turistickog kompleksa Villa Diana,
uz sami obalni dio jédnc od najljcpéih uva-
la na prostoru otoka Losinja (s/. 1). Figurica
se, prilikom prijaénjih objava,' nalazilajoé u
privatnom posjedu obitelji Stojana Dimitri-
jevica, nckadaﬁnjeg profcsora prapovijesne
arheologije na zagrebackom Filozofskom
fakultetu, i naknadno jc, 2002. godinc, pre-
danau Loéinjski muzej gdjc jei danas smje-
$tena.” Rijcéjc ovrlo zanimljivoj inadas-
chcdinstvcnoj kcramiékoj skulpturi koja
potjeceizzeljeznodobnih kultura isto¢ne
obale Jadrana posljcdnjeg prapovijesnog ti-

suéljeéa stare ere.’

1 Kukoc¢ 1985: Majnari¢-Pandzic 1998, 317-318, sl 140.
2 Cus-Rukoni¢ 2003.
3 I%[L‘(]( K.l\ ur2oiz. Srl]klliil jcu izvornom k)l’lll\'ll (71)'

javljena kao ¢lanak u Arheoloskom veseniku.

rom island of Losinj, the southern-

most major island in the Kvarner re-

gion and the UpperAdriatic, origina-
teted small anthropomorphic figuriné, i.e.
Lady from Cikat. Unfortunately the context
ofits discovery is not known at all. Howe-
ver, itis believed that it was discovered asan
isolated find in 1975, MOst probahly during
the construction of the tourist complcx Vil-
la Diana along the coastal part of onc of
the most beautiful bays of the island Losinj
(fig. 1). The figurine was, during previous
publications,‘ kept in the private property
of the family of Stojan Dimitrijevi¢, a for-
mer profcssor of Prehistoric archaeology at
the Faculty of Philosophy in Zagreb, whi-
le in 2002 it was handed over to the Lo-
sinjski muzej where it is kept today.” This
unique and very interesting find is the only
ceramic ﬁ'gurinc discovered on the territo-
ry of Iron Age cultures on the eastern coast
of the Adriatic in the last prchistoric mil-

lennium BC.’

1 Kukoc¢ 1985: Majnari¢-Pandzic 1998, 317-318, sl 140.
Cus-Rukoni¢2003.

3 Ble¢i¢ Kavur 2012. The 01’1\:‘111(1| article was })lllﬁli'

511(({ n lllL’ {\l'llL’U]Ud\l \’CSLI\I]\.

otoka Lo§inja, najjuznejsega vecje-

ga otoka na Kvarnerju in na Gor-

njcm]adranu, izvira antropo-
morfna ﬁ'gurica, t.i.dama iz Cikata. Zal
arheoloski kontekst njenega odkritja ni
znan, domneva pase, dajc bila odkrita kot
posami¢na najdba leta 1975, najverjetne-
je ob gradnji turisti¢nega kompleksa Vil-
la Diana ob obali enega najlcpéih zalivov
na otoku Losinju (s£. 7). Figurica sc je v ¢asu
prejénjih strokovnih objawl nahajala vlasti
druzine Stojana Dimitrijevi¢a, nekdanjega
profcsorja prazgodovinske arhcologije na
zagrebski Filozofski fakulteti. Pozneje, leta
zooz,jc bila prcdana Loﬁinjskcmu muzcju,
kjcr se nahaja sedanes.” Gre za izjemno za-
nimiv ter edini poznani primerck kerami¢-
ne ﬁ'guricc $ prostora zeleznodobnih kuleur
vzhodne obale Jadrana zadnjega prazgodo-

vinskega tisoélctja prcd nasim §tctjem.’

1 Kukoc¢ 1985: Majnari¢-Pandzi¢ 1998, 317-318, sl. 140.
Cus-Rukoni¢ 2003.
3 I%Ik( ](' Kil\'lll' 2012. (:\[LH\L‘I\ J(,‘ [\l] VSVOoji })I'\(\TIH, Ul‘r'

liki objavljen v Arheoloskem veseniku.



Slika 1. Otok Losinj i polozaj uvale Cikat (prilagodeno prema Google Earth 2013).
Figure 1. Island of Losinj and the location of the Cikart Bay (adapted from Google Earth2013).
Slika 1. Otok Losinj in lega uvale Cikart (prilagojeno po Google Earth 2013).
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asitna, puna plastika obiljeiava sta-

tuu visine 10,4 cm, najvece sirinc u

prcdjelu ramena od 6,6 cm, te pro-
mijera glave od 4.8 cm (s/. 2—5). Figura je tre-
tirana vrlo pojednostavljeno aliistodobno,
istaknutom pozom, naznacenim gesta-
mai znakov[jcm, ozbiljno isvecano, mog-
li bismo re¢i ¢ak iintimno, ncposrcdno ov-
jckovjcéujuc’i decentni, uko¢eni zenski
lik. Plastika je modelirana u glini s podo-
sta primjesa, ponajvise usitnjenog kame-
navapnenca i/ili kvarcita, pajesama kera-
mika priliéno grube fakture, na dijclovima
nezgrapno i zdepasto izvedena (s/. 2-3). Na-
ime, to je i samome autoru toga djc]a ote-
zavalo ili priliéno ograniéavalo mogucnost
preciznijegili profinjenijeg izvodenja kako
akeai proporcija, tako i brojnih dctalja koji
suna njcmu prikazani. Zbog osobitosti ma-
terijala, ﬁgura imaiizrazito hrapavu po-
vrsinu kojaje danasna mjestima manje ili
vise oste¢ena. Navedene joj primjese zapra-
vo pospjesuju vizualnu dinamiku koja se,u
odredenim perspektivama, reflektira pre-
sijavanjem ili izmjenom tonova, ¢cime otva-

ra zivost Citave povrsine. No, povrsina nije

his small massive figurine is a statu-

ette of‘only 10.4 cmin height, broad-

estin the shoulder regionat 6.6 cm
and with a head of 4.8 cm in diameter (ﬁgs.
2-5). The figurine is treated in a very simpli-
fied manner, presenting a distinct pose with
indicative gestures and symbols, serious and
ceremonial, focusing dircctly on the eternal-
isation of a decent, stiff female image. The
ﬁgurine was made from clay with many ad-
ditives, mostlywith crushed limestone or
quartz, creating pottery ofa rclativcly rough
facture, in some parts clumsy and stockily
finished (_ﬁgs. 2—3). This also constrained, or
atleast to alarge degree limited, the author
of this work to prcciscly and rcﬁncdly clab-
orating the ﬁgurc itselfand its proportions.
Due to the characteristics of the materi-
al, the ﬁgurinc has acquircd a coarse surface
which is today on several spots more or less
damagcd. The additives in the pottery actu-
al]y accelerate the visual dynamics whichin
spcciﬁc perspectives reflects with lustre and
the change of shades, thus again creating the
vivacity of the whole surface. Yet, the surface

is not uniform, since individual parts were

ajhna polna plastikaje visokale

10,4 centimetrov, v prcdclu ra-

men meri 6,6 cm, premer g]ave
paje 4.8 cm (s/. 2—5). Figurica je obravnavana
zelo poenostavljcno, vendar s $VOjo povdar—
jeno drzo, naznacenimi gestami in znaki de-
lujc resno in svec¢ano, lahko bi rekli celo in-
timno, ob[ikujoé decentni, togi zenski lik.
Figuricajc modeliranaiz glinc s stevilnimi
primcsmi, predvsem Zdrob]jenim apnencem
in/ali kalcitom, kar posledi¢no ustvarja do-
kaj grobo fakturo keramike. Tako so neka-
terideli upodobitvc izdelani nevesée in ¢o-
kato (s/. 2-3). Njena tekstura je ze njenemu
izdelovalcu otezkocalaali vsaj mo¢no ome-
jevala moznost bolj natan¢ne in prefinjence
izdelave akeain njcgovih proporcev kot tudi
posamcznih na njcm prikazanih dctajlov.
Zaradi znacilnosti materiala ima ﬁgurica iz-
razito hrapavo, danes na stevilnih mestih
tudi bolj ali manj poékodovano povrsino.
Navedene primesi pravzaprav pospesuje-
jo vizualno dinamiko, ki se v razli¢nih po-
gledih kazez odsevanjcm ter sprcmcmbami
barvnih tonov, s ¢imer omogoca zivost ce-

lotne povrsine. Vendar povrsinani povsod

I1
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Slika 2. Dama iz Cikata (Losinjski muzej, inv. br. LM 750, Foto: Arhiv Losinjskog muzcja).
Figurc2.Lady from Cikat (Losinjskimuzcj, Inv.nr. LM 750, Photo: ArhivLosinjskog muzcja).

Slika 2. Damaiz Cikata (Losinjski muzej, inv. LM 750, foto: Arhiv Losinjskega muzcja).



svugdje jednaka, buduci da su pojedini dije-
lovii dodatno obradivani, izdvajanjem usi-
juili pletenice, ili pospjesivani izvedbamaii
zahvatimau drugim technikamaiu druga»
(:ijim odnosima, npr. urczivanjcm, polira-

njem i premazivanjem.

Buduc¢ida glina dozvoljava potpunu kon-
trolu prilikom oblikovanja i dodavanjem
masc, za razliku od drugih klasi¢nih mate-
rijala, idealna jeza slobodniji pristup izrad-
bi djcla, pogotovo dctalja i ckspcrimcnti»
r;mju, $to se odrazavaina samoj éikatskoj
figurici. Temeljem ¢injenica, djelo je vjero-
jatno bilo realizirano progresivno, u proce-
suod Vidljivo nekoliko postupaka; mode-
liranjcm ﬁgurc u samoj glini prikazani su
osnovni elementi tjelesnosti i funkcional-
nih detalja. Figuraje izradena u barem tri,
naknadno spajana dijela (glava, trup, noge),
koja ugornjem dijclu, tj. na kaloti,iu pre-
djelu trupa, tj. u pupku, imaju kruzne per-
foracije (s/. 3-). Tijelo je zato iznutra Suplje
Stoje tehnicko rjesenje kojim se sprecava-
lo pucanjc voluminozne keramike prilikom
suécnja/pcécnja. S obzirom naisto, spojc-
ne sunoge, na najtanjcm dijclu polomljenc.
Naknadno su dovrsavani i dekorativni ele-
menti, vjerojatno i premazivanje citave po-
vrsine te eventualno dodavanjc ukrasa od

drugih matcrijala‘

Morfoloski, tijclo statue prikazano je cilin-
dri¢no, robusno i zaobljcno, ali izrazito p]it—
ko poput rcljcfa, Ciju plastiénost, osim po-
vrsine, naglaéava kontrast svjetla isjene na
odredenim blago izvedenim prijelazima (sL.

2—4). Tako je ostvarena dojmljivija i]uzija tje-

also additionally treated — with the expo-
sure of the ears and the braid, or further ac-
centuated with executions and interventions
in different techniques and in different rela-
tions — as for example the incising, polishing

and coating,

Since clay permits total control during
the f—orming and adding of the mass, un-
like other traditional materials, it is per-
fect for aliberal approach to the fabrica-
tion of the work, cspecially in the details
and experimentation, which is reflected
on the figurine from Cikatitself. Based on
the facts, we can assume a progressive real-
ization of the figurine. With the modcling
in clay the basic elements ofcorporcality
with the functional details were produccd.
The ﬁgurinc was composcd ofatleast
three, conscqucntly tused parts (the head,
the trunk and the legs), which on its up-

per part, (calotte) and on the frontal part of
the trunk, have circular perforations (ﬁgx
3-5)- The empty cavity inside the body isa
technical solution preventing the volumi-
nous pottery from bursting during the dry-
ing/firing. Therefore the added legs were
broken off on the thinnest part where thcy
were fused to the body. Finally the decora-
tive elements were executed — most prob-
ably also the coating of the whole surface
and the eventual adding of decorations

from other materials.

Morphologically the body is prcscntcd as
a cylindrical, robust and rounded mass,
formed in an extremely low relief. Ies plas-

ticity emphasizes the contrast of‘light and

enaka, $3j SO bili nekateri deli $e dodatno ob-
delani - lo¢eno so obdelana usesa in lasjc,
splcteni vkito, drugi deli pa obdelaniz dru-
gimi technikamiin drugaénimi odnosi do
povrsine — na primer z vrezovanjem in poli—

ranjem oziroma premazovanjem.

Glede nato,da glina dopuééa popo]no kon-
trolov procesu oblikovanja in dodajanja
mase, je za razliko od drugih klasi¢nih ma-
terialov idealna za svobodnejsi pristop k
oblikovanju izdelka, prcdvscm dctajlov ter
eksperimentov, kar se odraza tudi na ¢ikat-
ski ﬁgurici. Na osnovi navedenih dcjstcv
lahko domnevamo, da je bila izdelovana
postopoma - v procesu lahko opazujemo
nckaj zaporednih postopkov. Z modelira-
njem figure iz gline so bili prikazani osnov-
ni clementi telesa ter funkcionalni dctajli.
Figuraje bilaizdelanaiz najmanj treh, kas-
ncjc spojcnih delov (glava, trup in nogc),

ki imajo vzgornjem delu, to je na vrhu gla~
ve terv prcdclu trupa, tojev popku, okro-
gle odprtine (s/. 3-5). Telo je znotraj vot-

lo, kar je bila techni¢na resitev priizdelavi. S
tem so prepreéili pokanje keramike v pro-
cesu suéenja/iganja. Ker so bile noge na
telo prilcpljcnc, SO s¢ namestu spojitvc cudi
odlomile. Naknadno paso bili dokon¢ani
dekorativni elementi, verjetno tudi premaz
celotne povrsine ter morebitno dodajanje

okrasja iz drugih materialov.

V morfoloskem smislujc telo ﬁgurice pri-
kazano cilindri¢no, robustno in zaobljcno,
vendar hkrati kot plitev relief, tako da po-
leg same povrsine povdarja njeno plastic-
nost tudi kontrast svetlobe in senc na po-

sameznih, blago izvedenih prehodih med

DAMA = THE LADY = DAMA IS



Slika 3. Damaiz Cikata, prcdnjai straznja, gornja i donja strana

(Losinjski muzcj, inv. br. LM 750, Foto: Arhiv Losinjskog muzcja).

Figure 3. Lady from Cikar, the frontand back, upper and lower part ofthe ﬁgurine
(Losinjski muzej, Inv. nr. LM 750, Photo: Arhiv Losinjskog muzcja).

Slika 3. Damaiz Cikata, sprcdnji in zadnji, zgornjiin spodnji del ﬁguricc
(Losinjski muzej, inv. LM 750, foto: Arhiv Losinjskega muzcja).



lesnosti i voluminoznosti, ponajvise u pr-
snome dijelu tijela, potpuno izostavljenih li
negiranih samih prsi. U njegovoj ¢jelini ne-
dostaju donji ckstremitetii lijevo uho.Izti-
jcla izhijaju jcdino zaobljcna ramenai nagla»
$ene ruke te na krackom, a $irokom, vratu
predimenzionirano postavljena sfericna gla-
va.U prvome su planu, medutim,jasno mo-
delirane ruke poloiene dakle izravno, sime-
tricno preko prsi. Premdabez podrobnijih
anatomskih detalja, posebno imaju obrade-
nu $aku s masivno, neskladno i neprecizno
prikazanim prstima. U plitkome je reljefu,
vrlo plo§110 i shematski, izraden frontalni dio
glavc kojijc izvucenipovisenu prcdjclu do-
nje écljusti, gdjcje onai n;1jvi§c ostecena. Bla-
go reljefno prikazan je nos, dok su usnice na-
znacene tek urezivanjem. Na ¢eonom dijelu
glave ﬁgure nalazise plitko udubljenje, vje-
rojatno povezano s realisti¢nim oblikova-
njem same frizure. Rijeé jeo pletenici kojaje
spustena do ramena, ali u jednoj kitici, »Y«
oblika, pada do polovice ledai zasigurno jc
natome dijclu odlomljcna (sL3-5).U plitko»
me rcljcf—u naznaécnajc i srcdi?;nja linija stra-
injicc. Zavrénom obradom, tj. urczivanjcm
istaknute su, izuzev usnica, realisti¢no i/ili s
ukrasima isticana pletenica, vulva i narukvi-
ce na obje ruke (s/. 2—5). To su dakle elementi,
poneki vilo dobro razvidniiu pogledu ﬁgure
iz profila, koji ¢e biti odlu¢uju¢i pri pokusaju
poblizeg definiranja te interpretiranja te jedi-
ne sitne antropomorﬂle punc plastike s po-
druéja Kvarnera, kaoiiz éitavog isto(:noja»

dranskog priobalja.

Figurica naime, kako se vidjelo iz njezina

opisa, nema zivahan odnos volumena i pro-

shade on the smoothly claborated transi-
tions (figs. 2—4). In this way an impressive il-
lusion of‘voluminosity was created, mostly
in the thoracic part with the complete ne-
gation of the breasts. Despite its complete-
ness, the lower extremities and the left car
are missing, Only the shoulders are pro-
truding from the body togcthcr with the
emphasizcd hands and, positioned ona
short neck, the oversized spherical head.
The clearly modeled hands are placed in
the foreground directly and symmetri-
cally across the chest. Although lacking
the anatomical details, they havea special~
ly modeled palm with massive and dispro—
portionately 1‘epresented ﬁngers. The face
is modeled in low relief, very flac and sche-
matical. Only the frontal partis claborat-
ed, protruding and elevated on the por-
tion of the lowcrjaw - cxactly on the spot
whereiitis also damagcd. The nose is rep-
resented in low relief, while the lips arein-
dicated only with incisions. On the frontal
part of the head a shallow hollow is located,
most probably connected to the realistic
modeling of the hairstyle which is missing.
The latter is presented in the form of a braid
let loose on the shouldersina sing]e »Y«
shaped form falling to the middle of the
shoulders (figs. 3-5). Also the central line

of the buttocks is indicated only in low re-
liet. With incising, besides the realistic and/
or decorative braid, the nostrils, vulva and
bracelets on both hands were represent-

ed (ﬁgs 2—-5). These are the elements, which
will be decisive in the actempt at a closer in-

terpretation of this anthropomorphic ﬁgu—

ploskvami (s/. 2—4). Tako je ustvarjena mo¢-
na iluzija telesnosti in voluminoznosti, pred-
vsem v delu oprsja brez oblikovanih prsi, ki
SO skoraj negirane. Plastiki manjkajo spo-
dnje okoncine ter levo uho. Iz telesne mase
izstopajo le zaobljena ramena, poudarje-

ne roke ter na kratkem, a $irokem vratu pos-
tavljcna prcdimenzionirana gl;wa. Vv osprcd-
justojijo roke postavljcnc simetricno prcko
prsi. Brezizdelanih anatomskih dctajlov
imajo poscbcj obdelano le dlan z neskladno
in nenatan¢no prikazanimi prsti. Vv plitvcm
reliefu je zelo ploﬁéato in shematsko izde-
lan sprcdnji del glavc, kijc izvle¢en in povi»
sanv prcdclu spodnjc écljusti, ki je zato tudi
najbolj poékodovana. Nos je le blago prika»
zanv rclici:u, medtem ko so ustnice prikaza»
ne zgolj zvrezom. Na ¢elnem delu glave sc
nahaja plitva vdolbina, najverjetneje poveza-
naz realisti¢no oblikovano frizuro. To pred»
stavlja kita, ki je spuscena naramena ter v
obliki ¢rke »Y« pada do sredine hrbra, kjer
je odlomljena (sZ 3—s). Prav tako je v plitvem
reliefu nakazana tudi srediséna linija zad-
njice. S konéno obdelavo, z vrezovanjem, so
bile poleg ust poudarjenc tudi realisti¢no
in/ali z okrasi oblikovana kita, vulva ter za-
pestnice na obeh rokah (s/. 2—5). To so torej
clementi, nekateri zelo dobro vidni tudi pri
stranskem pogledu na figuro, kibodo odlo-
éilnega pomena pri poskusu natancnejsega
deﬁniranja ininterpretiranja te edine male
antropomorfne po]ne plastike S podroéja
Kvarnerja oz. celotnega vzhodnojadranske—
ga obalnega pasu.

Figurica namre¢ ne kaze, kot jc to razvidno
iz njenega opisa, iivahnega odnosa volum-

nas prostorom. Talastnost izhaja predvsem

DAMA = THE LADY = DAMA IS
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Slika 4. Dama iz Cikata, rentgenski snimci

(Losinjski muzej, Inv. br. LM 750, Photo: Arhiv Losinjskog muzcja).

Figure 4. Lady from Cikart, X-ray pictures
(Losinjski muzej, Inv. nr. LM 750, Photo: Arhiv Losinjskog muzcja).

Slika 4. Dama iz Cikata, rentgenski posnetki
(Losinjski muzej, inv. LM 750, foto: Arhiv Losinjskega muzcja).



stora. Tomu ponajvise pridonosi lincar-
nosti kompaktnost kontura, te zatvorenost
i sku¢enost mase, zbijene i p]oéno istanje-
ne nanckim dijelovima, poglavito glave i ti-
jcla. Omcdujc J(_ medutim, vise ploha kojc
su priliéno zategnute, ali Zaobljenc imeke,
ostvarenim blazim prije]azima izjednc u
drugu‘ Time je uvjetovanai kompozicija
umjctniékog djcla kojajc simetri¢na i she-
matizirana ali uravnotezena, u pcrspcktivi
stati¢naikrutaali odajc aktivan ¢in decidi-
ranog konccpta antropomorfnog, idealizi-

ranog motiva zene, dame iz Cikata (sl 2-5).

Formalna ras¢lamba svih bitnih osobitosti fi-
gurice iz Cikata uvjerava kako njezinu idcjnu
istvarnu krcaciju ne mozemo traziti u autoh-
tonom stvaralastvu tadaénje crcsko—loéinj-
ske oto¢ne skupine, niti povezati uz produk—
cijuliburnskog kulturnog kruga, kako sc to
domnijcvalo ranijc.']cr, porcd éinjcnicc Sto
je onaidalje jedinstveni poznati primjerak
na prostoru ieljeznodobnih kulturaisto¢ne
obale Jadrana, oblikovnost, likovnost te ko-
deks shcmatizirano—simboliékog zapisa tog
sitnog umjctniékog djcla ukazuju na bliskost
umjetnosti etrurskog dijc]a koz’nizz‘mnogori—
jentalizirajuceg stila i njegova znatnijeg Sire-

nja tijckom 7. st. pr. Kr."

1 Kukoc¢ 1985, 12; f\].lilmri(r|),1m|/1g 1998, 317; Cus-
-Rukoni¢ 2003

> Navode se samo osnovni naslovi koji donose opce-
niti })I'('g](‘(‘] na temu )K_']J(‘/llﬂ(i(\lﬂ]()g {)i/(’/'l/‘l'//:
zante stupnja srednje Iralije te imaju /astupllcnu
svu vazniju stru¢nu literaturu, npr. Cristofani 1978,
64-80; Brendel 1995, 49-109; Torelli 1997a, 69
103; Colonna 2000: Delpino, Flourentzos 2000:

Naso 2001; Torelli (ed)

7.An!m]]1\(‘ rasprave \'1d|('r| kod Imjnu\ul[l rado-

1; Spivey 2006, 40-52;

va Annctte Rachje (2010) i Albert Nijboer (2010).

rine from the territory of the bay of Kvarner
as well as from the completc castern Adri-

atic costal belt.

The ﬁgurinc does not have, a livcly relati-

on between the volume of the ﬁgu reand
the space surrounding it. This is mostly cau-
sed by the linearity and compactness of the
contours and the reticence and contracte-
dness of the mass, which is comprcsscd and
flatin some portions of the head and the
body. The mass is meanwhile restricted with
several surfaces which are rather stretched
butalso rounded and softened with smooth
transitions from one to another. This also
conditions the composition of the artistic
work itself, which is symmetrical and sche-
matized, but balanced - statical and stiff in
perspective but transmitting an active act of
areconciled concept ofan anthropomorp—
hic, idealized motif of a female - of the Lady
from Cikat (frgs. 2-5).

The formal analysis of the figurine from
Cikat demonstrates pcrsuasively thather
idcological and material creation cannot be
sought for in the autochthonous creativity
of the contemporary Cres-Losinj archipel-
ago, nor could we link it to the production
of the Liburnian cultural circle." Since, be-
side the fact that she is still the only known

example on the territory of the Iron Age

1 Kukoc¢ 1985, 12; f\].1||m|'i¢?|)‘1m|/ig 1998, 317; Cus-

-Rukoni¢2003.

iz njene linecarnosti in kompaktnosti potez
ter zapreosti in stisnjenosti mase — zbite in
na posameznih delih, predvsem v partijah
glavc in telesa, ploskovito stanjSanc. Zame-
juje jo sicer vec p]oskcv, ki so dokaj zateg-
njene, vendar zaobljene in mehke, ustvarje-
nez b]agimi prehodi izenev drugo. Stem
je pogojena tudi sama kompozicija umetni-
ne, ki je simetricnain shematizirana, ven-
dar uravnotezena, vpcrspektivi stati¢na in
toga, s cimer odkriva SVOj aktiven posvctilni
konceptantropomorfnega, idealiziranega
motiva zenske — dame iz Cikata (51 2—5).

Formalna analiza vsch pomembnih znacil-
nosti figurice iz Cikata prepricljivo kaze,
danjenc idejne in dejanske kreacije ne mo-
remo iskati v avtohtoni ustvarjalnosti te-
danjcga crcéko—loéinjskcga arhipclaga, niti
je ne moremo povezati s proizvodnjo li-
burnskcga kulturnega kroga, kot se jeto
domnevalo v preteklosti.’ Poleg dejstva, da
gre $e vedno za edini znani primcr S pros-
tora zeleznodobnih kulcur vzhodne obale
Jadrana, kaicjo oblikovanost, likovnost ter
kodeks Shcmatizirancga simboliéncga za-
pisa tega majhncga umctniﬁkcga dela po-
dobnostiz umetnostjo ctruﬁéanskcga dela
/eoinizirﬂnegd oricntalizirajoécga sloga in

HJCgOVC siricve v 7. st. p['. n. st.

1 Kukoc 1985, 12 f\lklllmrurl)ann|/ig 1998, 317; Cus-
-Rukoni¢ 2003.

2 Navajamo samo osnovne naslove, ki prinasajo splo
sni pregled na temo zeleznodobnega orientalizira
Jocega obdobja srednje Tralije ter vsebujejo vso va-
znejso strokovno literaturo — npr. Cristofani 1978,
64-80; Brendel 1995, 49-109; Torelli 1997a, 69-103;
Colonna 2000; Delpino, Flourentzos 2000; Naso

2001; Torelli 20015 Spivey 2006, 40-52. Zanimive

razprave so tudiv najnoyv L‘j\l]\ delih Annette RLIT'W]L‘

(2010) in Alberta Nijboerja (2010).
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cultures on the eastern coast of the Adri-
atic, the form, artistic elaboration and the
code of the schcmatical/symbo]ical record
of this small artistic product exhibit close-
ness to the art of the Etruscan part of the
Oricntalizing stylc koiné and its expansion

during the 7" cent. BC.*

2 Only the fundamental works presenting general
overviews of the Iron Age Orientalizing period of
LL'HH}I' [F;l]}' JHL{ i|\k Ill(i]”g r!](‘ nlL\J(H'(Unrl'll)llri\)”\
in scientific licerature are presented. For example
Cristofani 1978, 64-80; Brendel 1995, 49-109; To-
rL‘”i Iyy‘)*LL 69 103; (,z()[()nlhl 2000; L)(‘!P]HU, I‘]UU'
rentzos 2000; Naso 2001; Torelli (ed.) 2001; Spi-
vey 2006, 40-52; See interesting discussions in the
works of Annette Rathje (2010) and Albert Nijbo-

er (2010).

Slika s. Dama iz Cikata

brema Majnari¢-Pandzi¢ 1998).
F )

Figures. Lady from Cikart

(according to Majnari¢-Pandzi¢ 1998).
Slika s. Damaiz Cikata

(po Majnari¢-Pandzic 1998).



[kono

orfoloski opis, tj. potpis, pri-

kazujc djclo u tjclcsnoj nago-

sti, bez odredene odjcc'c. Me-
dutim, opazase kako,itakva kakvajcst,
dama iz Cikata nije u potpunosti prikaza-
nanaga, niti bez »neke poscbnosti«.‘ Nave-
deno se ¢ini realnim, ukoliko porcd zauzete
poze i atribute, karakeeristi¢ne frizure i na-
znacenih estetskih elemenata kojc bi mogli
biti pripisani nakitnom ansamblu, te samu
otmjcnu ili sakralnu »Nagosts, podrazu—
mijevamo dijclom speciﬁénc nosnje ono-
dobnog stilskog konccpta antropomorfnc

umjctnosti.l

Kodificirani prikaz atributa, iako snazno
reduciran, i¢itava se ponajprije iz prikaza
nakitnog ansambla. Polukruzne ¢e tako li-
nije/brazde ispod cijele sake, izvedene du-
bokim i debelim urezima, imati znatno veéi
simbolicki znaéaj od cistog izvcdbcnog rjc-
senja (s/. 2—5). Valjalo bi ih razumijevati kao
ukras narukvica, buduci dajc i'igura prika—
zanabez odjcc’c, i s obzirom da kod svih po-

znatih primjcraka ctrurske orijcnta]iziraju—

1 Kukoc 1985,5-6; Niiijniii'ii'ri)imii),l( 1998, 317.

> Bonfante 1989: 1993: 2000.

nﬁﬁa-lconognqﬁnf

Ikonognﬁﬁa

orphologica] dcscription, i.e.

the signature presents the work

in its corporal nudity without
any traces ofspcciﬁc clothing. However, it
can be observed that the LZady from Cikatis
not comp]ctcly naked, nor without »any pe-
culiarity«. This scems real if, beside the pre-
sented pose and actributes, the characteris-
tic hairstyle and aesthetic elements, which
could be ascribed to the jcwclry ensemble,
we understand the clegant or sacral »nudi-
ty«<asapart of the spcciﬁc attire of the con-
temporary stylistic concept ofanthropo-

morphic art.”

The codified presentation of the attrib-
utes, although strongly reduced, can be
rccognizcd, first of all, from demonstra-
tion of the jewelry ensemble. In this per-
ception the semicircular lincs/groovcs be-
low the fist will have a considcrably more
important symbolical character than just
beinga solution of the realization (frgs.
2-5). Thcy should be pcrccivcd asadecora-

tion indicating the presence of bracelets,

1 Kukoc 1985, 5 (i;i\lil]HL\I'IL'I)Llll(llik 1998,317.

> Bonfante 1989; 1993; 2000.

orfoloski opis oziroma podpis

prikazujc go]o telo brez kaksne

obleke. Vseeno palahko opazi-
mo, da dama iz Cikata ni prikazana ne po-
polnoma gola, niti brez »kaksnih poscbno-
sti«<.' To se zdi realno, v kolikor po]cg drze
tudiatribute, zelo znacilno frizuro in po-
udarjcnc estetske elemente, ki bi jih lahko
pripisa]i nakitu, ter izbrano oziroma sakral-
no »goloto« razumemo kot del svojevrstne
nose takratncga slogovncga konccpta an-

L2
tropomorfnc umetnostl.

Kodificirani prikaz atributov, Ceprav moc-
no okrnjen, lahko razberemo najprej iz jas-
no prikazncga nakita. Tako imajo pol-
krozne ¢ree/brazde v zapestjih, izdelane

z giobokima ter debelima vrezoma, znat-
no vedji simbolni pomen od samo izvedbe-
ne resicve (s/. 2—5). Treba bi jih bilo razumeti
kot zapestnice predvsem zato, kcrje ﬁgura
prikazana brez obleke, upostevati pa je tre-
ba tudi dejstvo, da pri vsch znanih prime-
rih drobne etruscanske oricntalizirajocc

plastikc dlani niso lo¢ene od ostalega dela

1 Kukoc198s,5-6; Niiijniii'ixrl)imi{)u 1998,317.

> Bonfante 1989; 1993; 2000.
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Slika 6. Novilara — Srevici, grob 83, bronc¢ana

figurica (premavon Hase 2003).

Figure 6. Novilara - Srevici, grave 83, bronze
8 8

statuctte (according to von Hase 2003).

Slika 6. Novilara - Srevici, grob 83, bronasta

Hgll rica (P() von Hase 1003,\,.

Slika 7. Rimini, Spadarlo, bron¢ana figurica
(prema Babbi 2008).

Figure 7. Rimini, Spadarlo, bronze statuctte
(according to Babbi2008).

Slika 7. Rimini, Spadar](), bronasta ﬁgurica
(po Babbi2008).



ée sitne plastike sake nisu odvajane od ruku
urezivanjem linija, nego je to iskljuéivo pri-
kaz ukrasnog clementa; ili zavrsetka odje—
ceili upravo narukvica. Isto se odnosiina
mozebitne ukrase za kosu na pletenici, a
daona nije umotanau prekrivalo ili mara-
mu.” Ukoliko pak usnu resicu ne is¢itavamo
samo kao odlomljenuili oste¢enu (s/ 3-5),
nego u njoj vrlo cksplicitno prepoznajemo
asocijaciju na nckada namjerno probu§e~
ne i/ili ostavljene otvore u usnim resicama,
au koje suse uobiéajeno dodavale nausnice
od drugih, metalnih, materija]a, tadascina
tom primjeru jasno pokazujc tzv. prikrivcni
simbolizam naoko bezizraiajnog ili uobica-

jenog deta]ja.

Formalno bi stoga, u komparativnoj analizi,
glede uobiéajenog dekora na takvim sitnim
plastikama a posebice glede pridodavanih
nausnica, dama iz Cikataimala paralelu kod
bronc¢ane ﬁguriee iz picenske nekropo]e
Novilare-Servici, nadenoj urelativno boga—
tom zenskom grobu 83 (s/. 6). Shodno kon-
tekstu repertoara nalaza grob je datiranu 7.
st. pr. Kr.* Novilarska statua zene ima istaku
na kaloti, tijclo ploéno modelirano ilikovno
naznaceno, ali jednu ruku drzina predjelu
abdomenai ima jasno naznacen pojas. Ka-
rakeeristike lica i frizure takoder su realisti¢-
no prikazane, dok su otvori na ugima osta-

li sasvim postojano ocuvani, zbog Cegaseu

3 S. Kuko¢ se ne odlucuje za inter pretaciju pmdsm\ -
]]cnng.L ved dupu\'m mogucnost pr ikaza L'JPC ma-

rame ili frizure lxh‘rcnig e (Kuko¢ 1985, 11).

4 Beinhauer198s, t.134B: 135: 136; vidjetii: Lollini 1976,

174175, ﬁ: 23.

5 Beinhauer198s, t. 135: 1497; von Hase 2003, 3

3

1ig. 6; Babbi 2008, lig. 128G.

2270

since the ﬁgurine is presented without any
clothing. Reconsidering the fact thacin all
known cxamplcs of Etruscan Orientaliz-
ing small figurines the fists are not separat-
ed from the hands by incised lines, but the
latterare exclusively the depictions of dec-
orative elements — prescnting the cnding of
the clothes or the bracelets. The same goes
also for the decoration of the braid of hair,
since the lateer is not wrapped in the cover
of ascarf.’ If we do not perceive the earlobe
asjust broken or damaged (flgx 3-5), but
recognize in it explicitly the association to
the once picrced and/or left openings, into
which compound carrings made from oth-
er, metallic raw materials were added, then
we can clearly observe in this case the so—
called concealed symbolism of an — at the
first glancc - cxprcssionlcss or common de-

tail.

Thatis Why, formally, ina comparative anal-
ysis rcgarding the usual decoration on such
small figurines and especially regarding the
added carrings, the Lad)/ from Cikat has

a close comparison in the bronze figurine
from the Picenian necropolis of Novilara—
Servici which was discovered in a rich fe-
male grave 83 (fig. 6). Regarding the context
of the repertory of finds, the grave was dat-
ed to the 7" cent. BC.* The figurine from
Novilara has a protuberance on the calotte,
the body is flac and artistically accentuat-
ed, butitholds one hand on the abdomi-

3 S. Kukoc¢ does not interpret the pr(‘wnrul feature
but permits the pmsllﬂ]u\ of a representation ofa
cap scarfor haircut/braid (Kukoc 1985, 11).

4 Beinhauer 1985, t 134B8; 135; 136; Sce also: Lollini

1976,174-175, fig. 23.

rok z vrezanimi linijami, kisovedno upora-
bljene za prikaz okrasa — zakljucka obleke
ali prav zapestnic. Isto velja tudi za morebi-
tne okraske na kiti, pri cemer slednja niza-
vitav prckrivalo ali ruto.’ Ce usesno mecico
ne beremo zgolj kot odlomljcno ali poéko»
dovano (57 3-5), ampakvnjcj jasno prepo-
Znamo asociacijo na nekdaj namerno pre-
bodenc in/ali pus¢ene odprtine v usesnih
mecicah, v katere so navadno vstavljali uha-
neiz drugih, kovinskih, materialov — potem
se tudivtem primeru jasno kaze tako ime-
novani prikriti simbolizem na prvi pogled

brezizraznega oziroma obicajnega detajla.

Formalno bi zato, ¢e primerjamo obic¢ajen
okras na takih malih plastikah, predvsem
pa zaradi dodanih uhanov, dama iz Cika-
taimela primerjavov bronasti ﬁgurici s pi-
censke nekropole Novilara—Servici, odkri-
ti v relativno bogatem zenskem grobu 83 (s,
6),kije bil na podlagi celotnega repertoar-
jadatiranv 7. st. pr.n. $t.* Novilarska figuri-
cazenske ima na kaloti izrastek, telo plosca-
to modelirano in likovno poudarjeno, eno
roko pa drziv prcdclu trebuha zjasno ozna-
¢enim pasom. Znacilnosti obraza in frizure
SO prav tako realisti¢no prikazane, luknje v
usesih paso ostale ohranjene v celoti,’ zato
se, gledano primerjalno, ta ﬁgurica tudi ne-
koliko oddaljuje od éikatskega primerka.

Novilarska ﬁgurica kaze znacilno drzo in

3 S.Kuko¢ se ne odlo¢i za inter pretacijo pmdsm\ lje-
nega, .llﬂpdk dnpmm moznost PH}(JZJ L’.lpu rute
oziroma frizure/kite (Kuko¢ 1985, 11)

4 Beinhauer 1985, t. 134B, 135, 136; g]e] tudi: Lollini
1976, 174175, sk, 23.

s Beinhaueri98s, t.135: 1497; von Hase 2003,368-370,

sl. 6; Babbi 2008, s1.128G.
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komparativnoj ras¢lambi i nekoliko udaljuje
od éikatskog primjcrka. Novilarska ﬁgurica
ima karakeeristi¢nu pozu kao i gestu picen-
skog »orijcntalizirajuécg« sti]a,6 s cgzak-
tnom namjenom ukrasnog privjeska na pek—
toralima tipa Numana.” U smislu istaknutih
atributa, srodnija bron¢ana ﬁgurica potjece
iiz Riminija, Spadarolo (s/. 7), kojaima iden-
ticnu pozu i istaknutu gestu, ali nema nazna-
¢enih elemenata odjcéc aprsasu prikazana

. A . 8
urczanim koncentricnim kruznicama.

Vrlo srodna keramicka ﬁgurica poznataje
nadaljc iiz Nyergest’]jfala. Cuva se u Nacio-
nalnom muzejuu Budimpeéti, bez pob]iiih
podataka [¢) mjcstu nalaicnja. Ona je tako-
der pri]iéno ostedena, ali sujoj jasno vidlji~
vi otvori na u$nim resicama, i frizura kojajc
naledima pustena ujednostrukoj pletenici.
Intcrprctiranajc upravo kao posljcdica kul-
turnih kontakata i utjecaja s prostora ital-

skih Picena.’

Morfoloska ilikovna rjesenja uizvedbi gla-
ve ¢ikatske dame ukazuju, medutim, na ne-
sto bliskije paralele kod istovremenih pri-
mjeraka keramickih kanopskih urniiz
Ecrurije. One nerijetko imaju naglasenu li-
niju na ceonom dije]u iznad lica, brojne
otvore za naknadno umctanje drugih ukra-

sa,au pravilu, kadasu prikazivanc zenske fi-

6 Colonnai992, 110-117
[abone 1990, 88. Unato¢ tomu, paralelu s tom sic-
nom bron¢anom plastikom isticala je jos i S. Ku
i\'(‘k, ({U(hl\f l%[{[ill(]\(\ u lnt(‘l'l\l'cfilll|1]H })](‘R‘IHL (<
kao kronoloske determinante, koja se nije pokazala
u potpunosti pouzdanom (Kukoc 1985, 11)

8 Babbi2o008, i‘lg 128F

9 Szabo 1983, 229, fig 22-26.

nalarecaand hasa clearly marked belt. The
characteristics which distance itin a com-
parative analysis from the Cikat ﬁgurine
are the face and the hair, which are realis-
tically presented, and the holes in the ear
lobes, which are complctely prcscrvcd.S The
ﬁgurine from Novilara exhibits the typical
pose and gesture of the Picenian »Orien-
talizing« style,(' with the exact intention of
it bcing a decorative pcndant on the pecto-
rals of the Numana type.” Regarding the re-
vealed ateributes, a similar bronze ﬁgurinc
comes from Rimini, Spadarolo (fig. 7). It ex-
hibits the same posc and gesture, but does
not have the marks representing the cloth-
ing, and the breasts are rcprcscntcd with

. . . . . 8
]LIS[ lllCISCd concentric ClI‘ClCS.

A similar ceramic ﬁgurine is further known
from Nycrgcst’ljfal. Icis prcservcd in the
National museum in Budapest without any
detailed information about its placc of dis-
covery. Although itis quite damaged, the
holes in the ear lobes are still visible as well
as the hair which runs down the back in a
braid. It was intcrprctcd as the consequence
of cultural contacts with and influences

from the territory of the italic Piceni.”

5 Beinhauer198s,t.135: 1497; von Hase 2003,368-370,
Iig. 6; Babbi2008, fig. 128G.

6 Colonnai99z, o117,

7 I‘A[‘UH(' 1990, NS I)L'\})]r(‘ rlh\f. ri]]\ SHL]]] Iﬂ'UH/L‘
Iigurme was mentioned as a parallel already by S.
Kuko¢, who used it L‘X(]UM\'L’]} incheinter pretation
Ui"r[l(‘ 17]'1”(' asac |H'UHU[U‘:"|( ill (ik’r('l'ln]lhl”\' W ]]i( ]]
did not stand as iwcmg completely reliable (Kukoe
1985, 11).

8 Babbi2o008, l'i«?Y 128F

9 Szabo1983,229, hg 22-26.

gesto picenskega »orientalizirajoéega« slo-
ga6 in funkcijo okrasnega obeskana pekto—
ralu tipa Numana.” Glede na izpostavljene
atribute izvira sorodna bronasta ﬁgurica iz
Riminija, Spadrolo (s/. 7). Ima enako drzo
ter gesto, vendar nima oznac¢enih elemen-
tov obleke, prsipaso prikazanc zvrezanimi

P . Vo .8
koncentricnimi kroznicami.

Zclo sorodna kerami¢na ﬁguricaje pozna-
natudiiz Nyergest’ijfala. Hrani se, brez na-
tanénejsih podatkov o kraju odkritja, v Na-
rodnem muzeju v Budimpe§ti. Tudi taje
dokaj poékodovana, vendar so $e vedno jas»
no vidne luknjc vusesnih mecicah ter fri-
zura pri kateri so lasje na hrbru spus¢enav
obliki kite. Figurica je bila interpretirana
kot posledica kulcurnih stikov ter vplivov S

prostora italskih Picenov.”

Morfoloske in likovne resitve glave ¢ikat-
ske dame kazejo na nckoliko blizje pri-
merjave s socasnimi primcrki kerami¢nih
kanopskih urniz Ecrurije. Slcdnjc imajo ne-
redko poudarjeno linijo na ¢elu nad obra-
zom, $tevilne odprtine za Vstavljanje dru-
gih okrasov ali materialov, in pri zenskih
ﬁgurah praviloma prebodena usesaz uha-
niiz preproste bronaste zice, v¢asih pa celo
iz zice iz plemenitih kovin (s/. 8). To ob-

dobje razvojainvzpona antropomorfnega

6 Colonnai992, 11o-117.

7 Tabone 1990, 88. Kljub temu pa je primerjavo s to
malo bronasto plastiko poudarjala ze S. Kukoe,
K(‘})lril\ /gﬂi] l‘l'i i]\r(‘l'})l'(‘rdk]]] |\|t(' |\Ur I\l'(‘”ﬂ]“\l\l
opori, ki pa se ni pokazala kot povsem zanesljiva
(Kukoc¢ 1985, 11).

8 Babbi2008,sl.128F

9 Szab61983,229,sl.22-26.



gure, imaju probuéene usi s nausnicama od
jcdnostavnc bron¢ane zice ili ¢ak od zice
plemenitih kovina (s/. 8). U to se vrijeme ra-
zvija dm‘ropomwfﬂo u ctruééanskoj umjet-
nosti, iako jei tadalice pocesto prikazano
spljoﬁtcno poput maski, povezano iskljuéi-
voisamo s op¢om koncepcijom ljudskog
obliéja.'o U tome praveu treba poscbno na-
glasiti sli¢cnost s urnom iz Castig]ione del
Lago, datiranom u drugu po]ovicu 7.St.pr.
Kr." (s/. §) koja, ne samo morfologijom i sti-
listikom glavc, vedistavai geste, tj. ckstre-
miteta i poloiaja ruku, doista snazno p0d~

sjcéa na nasu ¢ikatsku statuu.

lzuzev antropomorﬁziranih komplcksnih

i kompozitnih urni iposuda, u Etruriji se,u
razli¢itim oblicima i namjenama, pojavlju»
je uznatnijem broju i antropomorfna ke-
ramicka plastika. Onaje osobito izrazajna
vec¢ od poéetka 7.St.pr. Kr. kada se izdva-
jau lokalnoj produkciji orijcntalizirajuc’cg
stila. Izradivali suje kao statusni simbol za
ukraﬁavanjc intcrijcra bogatih, knezevskih
zenskih grobnica.ll Najveéi broj sitnih ke-
ramickih statua poznatjeiz grobnicc Re-
golini-Galassi u Cerveteriju (s/. 9). Ondje su
nadena ¢ak 33 primjerka, izradena bucche-

ro tehnikom.” Nadalje, u Tarquiniji, uizni-

10 Cristofani978, 180-181; Brendel 1995, 107-109; Bri-
guct 1998, 127; Steingriber 2003, 81-82.
11 Brendel 1995, loiﬁg 74; 75; Briguet 1998, sl. IV—46;

Haynes 2000, 106, lig. 89; Minetti 2004, 431.

12 Cristofani 1978, 106-107; I)\llﬂg‘ldl({ Andersen

1993, 29-30; Sciacca 2000, 306; Naso 2001, 122-123;
Babbi 2008, 167-168.
13 Hayne >, 79, fig. 60; Sciacca 2000, 306; Bon-

fante 2003, fig. 62; Babbi 2008, 148-149, t. 31, Iig‘

o

25C; Di Fazio 2011, 718.

Morphologic and artistic solutions in the
shaping of the head indicate somewhat clos-
er parallcls to the contemporary cxamplcs
of ceramic canopicurns from Etruria. They
have an accentuated line on the forehead
above the face, and numerous holes for the
insertion of other decorations, almostasa
rule, when female ﬁgurincs are portraycd;
thcy have picrccd carswith carrings made
from simplc bronze wire or sometimes even
wire made from precious metals (ﬁg. ). This
is the period of the development of anthro-
pomorphic dcpiction in Etruscan art, al-
though the face was dcpictcd flattened al-
mostasamask, linked exclusively with the
gcncral conception of the human face.” In
this direction one should accentuate the
similarity with the urn from Castiglionc del
Lago dated to the second half of the 7‘h cent.
BC" (ﬁg &) which, not onlywith the mor-
phology and stylc of the head, butalso with
its ﬁgure and gesture rcally strongly resem-

blCS our statuc.

In Etruria, beside the anthropomorphic
complex and composite urns and vessels,
anthropomorphic statucttes also appear
numerously in different forms and purpos-
es. Thcy became distinctive from the be-
ginning of the 7% century BC in the local
production of the Orientalizing style. The
intention of their production was primari-
ly the creation of a status symbol oriented

towards the decoration of interiors of rich,

10 Cristofani 1978, 180—181; Brendel 1995, 107-109;

Briguer1998, 127; Steingriber 2003, 81-82.

11 Brendel 1995, 107, ﬁg T4, 753 Bnglu‘r 1998, ﬁg IV
46; Haynes 2

,106, Iig. 89; Minetti 2004, 431.

prikazovanja v etru$c¢anski umetnosti, pa
Cepravse je takrat obraz pogosto prikazoval
sploscen kot maska, je povezano izklju¢no
insamo s sploénim konccptom ¢loveske-

ga obraza.®V tcj smeri je treba poscbcj po-
udariti podobnost Zurno iz Castiglionc del
Lago, datiranov drugo polovico 7.st.pr.n.
st (s1. §). Ta's svojo morfologijo in slogom
glavc, pa tudis $VOjo drzoin gesto—tojes
poloiajem rok, zares mo¢no spominja na

naso ¢ikatsko ﬁgurico.

Se pav Etruriji polcg antropomorﬁzira—
nih komplcksnih in kompozitnih urn ter
posod od zacetka 7. st. pr. n. $t. naprej po-
javljav razli¢nih oblikah ter funkcijah tudi
stevilna antropomorfna keramic¢na plasti-
ka zlasti orientalizirajoécga sloga. Izdelova-
liso je kod statusni simbol za kraéenjc not-
ranjosti bogatih, kncijih zenskih grobnic.ll
Najvcéjc stevilo majhnih kerami¢nih fi-
guricje znanih iz grobnicc Regolini—Ga—
lassiv Cerveteriju (s/. 9)- odkritih je bilo
kar 33 primerkov, izdelanih z bucchero teh-
niko.” Vizjemni grobnici Poggio Gallina-
ro v Tarquiniji je bilo odkritih 5 figuric izde-

lanih v enaki tchniki,” ki so ob¢utno bliijc

1o Cristofani1978, 180-181; Brendel 1995, 107-109; Bri-
guct1998,127; Srcmgmhu 2003, 81-82.

11 Brendel 1995, 107, sl. 74, 75; Bngn(‘r 1998, sl. [IV-46;
Haynes 2000, 106, sl. 89; Minetti 2004, 431.

12 Cristofani 1978, 106-107; Damgaard Andersen

1993, 29-30; Sciacca 2000, 306; Naso 2001, 122-123;

Babbi 2008, 167-168.

13 Haynes 2000, 79, sl. 60; Sciacca 2000, 306; Bonfan
te 2003, sl. 62; Babbi 2008, 148-149, t. 31, sl. 25C; Di
Fazio 2011, 718.

14 Haynes 2000, 81-82, sl. 64; Sciacca 2000, 305306,

sl. 421-423; .\](‘gl'mll Catacchio 2007, sl 25; Babbi

2008, ,718).

147-148, t. 30, sl. 25A-B; Di Fazio 2
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Slika 8. Chiusi, kanopske urnc iz nalazista Castiglione del Lago i Dolciano
(prema Brendel 1995; Briguet 1998; Haynes 2000).

Figurc 8. Chiusi, canopicurns from Castiglione del Lago and Dolciano
(according to Brendel 1995; Briguet 1998; Haynes 2000).

Slika 8. Chiusi, kanope z najdis¢ Castiglione del Lago in Dolciano

(po Brendel 1995; Briguet 1998; Haynes 2000).



mnoj grohnici Poggio Gallinaro, zabiljeze-
no je s figurica izradenih istom technikom,™
a koje su osjetno blize ¢ikatskom primjerku
(s 10). Podudarnosti tih ﬁgura vidljive suu
zauzetoj pozii gesti, te po poloiaju glave, s
posebnim osvrtom naizradbu i oblikovanje
éc[justi i karakeeristika lica, te, napokon, po
prikazu kodificiranih atributa.” Za razliku
od éikatskog i novilarskog primjerka, opi-
sanc figurice na sebi nose perisomu kojaje u
struku svezana pojasom.m Kaoikod vedi-
ne drugih ctrus¢anskih sitnih plastika zena,
na kojima s€ jasno prepoznaju odjec’a, obu-
¢ainakit, alii primjetno drugaéije frizu-

re, odraiavaju statusne simbole primijenje-
ne za onostrani zivot.” Frizure suu pravilu
bile izradene od dvije p]etenice koje pada—
jupreko ramena na izrez.” Osim kod figuri-
caiz spomenute grobnice Regolini Galassi

navedene su karakeeristike prisutne i kod fi-

14 Haynes 2000, 81-82, iig. 64; Sciacca 2000, 305-306,
fig. 421-423: Negroni Catacchio 2007, fig, 25: Ba-
bbi 2008, 147-148, t, 30, fig. 25A-B; Di Fazio 2011,
718). Figurice su visine od8dorocm.

15 Sa podru¢ja Chiusija poznate su, naravno u istoj
poziigesti, minijaturne zenske iigurc prii\'u/imc na
kompleksnim siculastim posudama tzv. tipa Gua-
landi-Paolozzi (Colonna 2000, 63; Haynes 2000,
82, Fig, 64: Babbi2008,164, Fig. 143G -H).

16 Richardson 1983, 18—20; Bonfante 2003, 19-29. Pe-
risoma jc Cesto Pi‘ll\’dZLlle na tijelima orijentalizira-
JU('(.' ctrusc nlll\l\k' ll”\iL'r”U\“, g(l](ﬁ sc H()\llll Ul‘l'il\()
kao i u ostalom dijelu Sredozemlja, najeesée pove-
zana uz odje¢u muskarca, bududi da su zene Ugld\'«
nom Pl']l\d/,illl(‘ u r;i/]l(imj mijct’i 72 ]\'upiiu]c. Peri-
soma je bila jednako prihva¢ena kako u onodobnoj
modi tako i u umjetnosti a odrzala se znatno duze
1 |1LII\U” LI\(V({C”JJ Un\ik‘t”lk‘l\k)‘;‘ kill]()ii<l ‘»‘ﬂ]l]gl\’f
nagosti« u Grekoj (Bonfante 1993, 48; Bonfante
2000,276; Bonfante 2003, 28-29, 8485, 218).

17 Bonfante 1993, 48-49; Bonfante 2003, 220-222

)

Negroni Catacchio 2007, 549551, lig. 23:24.

princely female tombs.” The largest num-
ber of small ceramic ﬁgurines is known
from the Regolini-Galassi tomb in Cervet-
eri (ﬁg. 9). There 33 examples produced with
the bucchero technique were discovered.”
Furcherin Tarquinia, in the extraordinary
tomb of Poggio Gallinaro, 5 figurines pro-
duced with the same technique were dis-
covered* - forma]]y they resemble the ﬁg—
urine from Cikat (fig. 10). They exhibit the
same pose and gesture, position of the head
with a similar manufacture and shaping of
the jaw and the characteristics of the face,
and finally, they exhibit the same coded at-
tributes.” Contrary to the Cikatand No-
vilara exampies, the ﬁgurines wear a perizo-

. . . . 6 .
ma Wthh 18 thd up at thC WQ.IS[.l Asin tl’lC

12 Cristofani 1978, 106-107; Damgaard Andersen
1993, 29-30; Sciacca 2000,306; Naso 2001, 122-123;
Babbi 2008, 167-168.

13 Haynes 2000, 79, fig. 60; Sciacca 2000, 306
Bonfante 2003, fig. 62; Babbi 2008, 148-149. t. 31,
iigv 25C; Di Fazio 2011, 718.

14 Haynes 2000, 81-82, fig. 64: Sciacca 2000, 305-
306, fig. 421-423; Negroni Catacchio 2007, fig. 25
Babbi 2008, 147-148, t. 30; fig. 25A-B; Di Fazio
2011, 718). The iigurint’s measure from 8 to 1o cm in
height.

15 ]‘1’(\“1 rli(,' r(.'l'i'ir(”"\ (Vf’(,:]”ll\i arc I\'”(\\\ n, ()f’k()ll]'\(f
in the same pose and displaying the same gestures,
miniature female figures represented on complex
\i[l]li\ ]ll\L' \'('\\L'l\ (\f’ (li(‘ SO Ldll(.‘d (illillilndi
Paolozzi type (Colonna 2000, 63; Haynes 2000, 82,
hg. 64; Babbi2008, 164, i‘ig. 143G-H).

16 Richardson 1983, 18—20; Bonfante 2003, 19-29.
Perisoma is often represented on the bodies in the
Ecruscan Oricnealizing style are where, as in the
restc (‘f’ rli(‘ i\'l(‘(iil’(‘l'l}lll(‘;ln, ]r was worn lﬁ\ men,
since females were represented in different forms
of bathing suits. Perizoma was equally accepred
in contemporary fashion as well as in art, but also

l'LlHJlHC(‘] Iﬂl]‘_{(l' in use even after ll‘i( IHU'(M{U(UOH

¢ikatskemu primerku (s/. 70). Podobnosti so
vidne tako v njihovih pozah ter gestah kot
tudi v polozaju glave ter izdelavi in obliko-
vanju ¢eljusti in znacilnosti obraza, pa tudi
v prikazu kodificiranih atributov.” Za raz-
liko od éikatskega in noviiarskega primer-
ka nosijo opisane ﬁgurice na sebiperz'somo,
kijevpasu prevezana.m Tako kot pri ve¢ini
drugih ctruscanskih malih zenskih plastik,
na katerih se jasno prepoznavajo oblcka,
obutev in nakit ter tudi opazno drugaene
frizure, vse to izraza statusne simbole, upo-
rabljene za onostranstvo.” Frizure so bile
pravi]oma sestavljene iz dveh kit, ki sta pa-
dali preko ramen v obliki ¢rke V." Razen pri
figuricah iz grobnice Regolini-Galassi so
navedene znacilnosti prisotne tudi pri ﬁgu-
rici iz slonovine iz grobnice Barberiniv Pra-
enestah.” Njihove izvedbene in slogovne
znacilnosti kaiejo, da jevcasu orientalizira-

jocega s]oga zzacetka 7. st. pr.n. st moralo

]‘igui'it ¢ so visoke od 8 do 10 cm.

15 S PUL{I'OC]A Chiusija so poznane miniaturne zenske
i‘igui’c z enako drzo in gestami, Pl‘ll\’dZL\HL‘ na kom-
}\|c]\'snih situlastih ]m\miiih ti. tipa Gualandi-Pao-
lozzi (Colonna 2000, 63; Haynes 2000, 82, sl. 64:
Babbi2008,164,sl. 143G-H).

16 Richardson 1983, 18—20; Bonfante 2003, 19-29. Pe

risoma )¢ POQUS[O }WI'II\'CL/,[LH[L na LC]L\'lh Ol'lCHL[LII’/l'

l'L\]UCC “trus "111]5]\’( umetnosti, l\’(\f [Udl v (\Sf&ll(‘iﬂ

LIC[U Sl'('(l()/k'lﬂ]]«l, IiLlJP()\:"USt('JC I((Yi’ i]ik)\]\'il Ul)!('l\nl
- git’ti( na to, da so bile Zenske navadno prikazane
v razli¢nih l\'UPLllﬂlli oblekah. Perisoma je bila ena-
I\'U SP\'L‘jL'le A4 fk'ddli)l ﬂiU(II |\U[ flldl umetnosti ter se¢
je obdrzala se dmlgo po uv Cly]tl\'ll\’l umt’imi]\cga ka-
nona »moske golutt\« v Greiji (Bonfante 1993, 48;
id.2000,276;id. 2003, 2829, 8485, 218).

17 Bonfante 1993, 48-49;id. 2003, 220-222.

18 Ncgmni Catacchio 2007, 549551, 5. 23, 2.4.

19 Bonfante 2003, 176, sl. 62, 63; Babbi 2008, 166, sl.
148B.
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Slika 9. Cerveteri, Regolini-Galassi, bucchero figurice (prema Sannibale 2013)..
Figurc 9. Cerveteri, Regolini-Galassi, statucttes in bucchero (according to Sannibale 2013).

Slika 9. Cervereri, Regolini-Galassi, bucchero figurice (po Sannibale 2013).



gurice od slonovace iz grobnice Barberiniu
Pracneste.” Njihova izvedbenai stilska obi-
ljcija sugcriraju kako jeuvrijeme orijcnta—
lizirajuéeg stila pocetnoga 7. st. pr. Kr. mo-
ralo do¢i do znakovite promjene u modi, pa
takoiu obiikovanju frizura. Opscino obra-
zlazudi tu tezu, Nuccia Negroni Catrac-
hio povczujc, ii(onografskim repertoarom,
tu sitnu plastiku s prizorom tkalja i predi-
lja na prijestolju iz Verucchia (s/. 1), gdje su
sve one prikazanc upravo s jcdnom plctc-
nicom.” S obzirom na navedeno, autorica
je potaknu]a promisljanjai 0 mogucoj pri-
padnosti tih Zena nekom specificnom soci-
jainom statusu? No, Larissa Bonfante jevec
ranije dokazala kako i frizura ¢ini, tj. odre-
duje karakeeristike mjesne nosnje, pa je
tako za rano 7. st. pr. Kr. znacajna dugacka
plctenica koja pada nizleda, a koju ¢e sredi-
nom istog stoijcc’a zamijcniti moda tzv. si-
rijskib kovréa, odnosno dvostruke pletenice
koje padaju naizrezs prednjc strane.” U us-
poredbama karakeeristi¢nih frizura s plete-
nicom vrijcdno jc zaro istaknuti jos i piksi—
du iz tumula I u Paniji kod Chiusia (s/. 72).”
Impresivna posuda izradenaje u slonova-
¢i, datirana u tre¢u ¢etvrtinu 7. st. pr.Kr. i,
u ctruséanskoj obradi, prcdoéava cpizodc
iz grékog mita o Odiseju. U ¢itavom reper-
toaru njczinajc ikonograﬁja shva¢ena kao
prikaz pokojnikova putovanja u onostrani

svijct, uzvisenom po, novom, modelu mit-

19 Bonfante 2003, 176, lig. 62; 63; Babbi 2008, 166, lig.
148B
20 Kossack 1998, 134-137; Torelli1997b, 59-73; Nielsen

3: Boiardi, von Eles 2002, 255-268; Bon-

21 Bonfante2003,7

22 Briguer1998, 106, s1. IV-19;: Colonna 2000, 63-65.

majority of other Etruscan small ﬁgurines
dcpicting females on which the clothes,
shoes, jewelry and hairstyle are clearly
rccognizablc, thcy reflect symbols of status
used for the afterlife.” The hairstyics were
gcncraiiy made from two braids faiiing
across the shoulders down to the décolle-
tagc.lx Besides the ﬁgurincs from the men-
tioned Regolini-Galassi tomb, the listed
characteristics are present also in the ﬁgu-
rines made from ivory from the Barberini
tomb in Praeneste.” Their realization and
stylistic features suggest thatin the périod
of the Oricntalizing stylc: atthe beginning
of the 7 cent. BC a change in fashion must
have taken placc which was also reflected
in the hairstyic. Expiaining cxtcnsivciy this
thesis, Nuccia Ncgroni Catacchio linked,
with its iconographic rcpcrtoirc, these
small figurines with the depictions of weav-
ersand spinners on the throne from Ver-
ucchio (ﬁg 11) where they were all dcpictcd
witha singlc braid.” In regard to the above
listed, the author hypothcsized abouta pos-
sible affiliation of these females to a spccif—
ic social status. It was actually, Larissa Bon-
fante who had alrcady demonstrated how
the hairstyle creates or actually determines

the characteristics of local fashions. In this

of the artistic canon of »male nudity« in Greece
(Bonfante 1993, 48; 2000, 276; 2003, 2829, 8485,
218)

17 Bonfante 1993, 48—49; Bonfante 2003,220-222.

18 Negroni Cartacchio 2007,549 sst, fig. .

19 Bonfante 2003, 176, fig. 62; 63; Babbi 2008, 166, Iig.

&
148B.

20 Kossack1998,134-137; Torellitg97b, s9-73; Niclsen
1998, 70-73; Boiardi, von Eles 2002, 255-268;

Bonfante 2003, 214, B1.

priti do vedje sprcmembc vmodi ter posle—
di¢no tudiv obiikovanju frizur. Ko Nuccia
Negroni Catacchio Zgovorno in obsezno
razlaga to tezo, povezu je to malo plastiko z
njenim ikonografskim repertoarjem — s pri-
zorom tkalk in prcdiik na prcstoiu iz Veru-
cchia (s/. 1), kjer so slednje prikazane z eno
kito las.”” Glede na to jc avtorica prcdiagaia,
dabi pri teh zenskah mordaslo za nek po-
seben druzben po]oiaj. Sicer paje Larissa
Bonfante ze prej dokazala, da tudi frizura
ustv;lrja, oziroma dolo¢a znacilnosti lokal-
ne nose. Tako je pravza7.st. pr.n. St.zna-
¢ilna doiga cnojn;l kita, ki p;lda po hrbtu. V
sredini istega stolctjajo zamenja moda tako
imenovanih .\‘z‘rz’jxkib kodrov oziroma dvoj-
nih kit, ki padajo v obliki ¢rke V spredaj.”
Zato je pri primcrj;lvah znacilnih frizur z
enojno kito pomcmbno izpostaviti $e piksi—
do iz tumula I v Paniji pri Chiusiju (s/. z2).”
Impresivna posodajc bila izdelana iz slono-
vine, datirana jevtretjo cetrtino 7. st. pr. n.
$t.in v etruscanski maniri prikazujc poglav—
jaiz grskcga mita o Odiscju. V celotnem re-
pertoarju je njena ikonograﬁja razumljc:—

na kot prikaz pokojnikovcga potovanjav
onostranstvo, ki je po novem modelu mit-
ske hcroizacijc tirenske elite prikazano kot
vzviseno.” Na njenem cetrtem registru je
med ostalimi prizori prikazana tudi povor-
ka stirih zalujocih zena (threnos), interpre-

tiranih kot svecenice, ki, écprav popoino-

20 Kossack 1998, 134-137; Torelli1997b, 59-73; Nielsen
1998, 70-73; Boiardi, von Eles 2002, 255-268; Bon-
fante 2003, 214, iig. B1.

>, 83-84, 87.

Bonfante 2

3

=
x»

Briguet 1998, 106,s. 1V 19; Colonna 2000, 6365

3 Menichetti 2001, 215-216, 218.
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Slika 10. Tarquinia, Poggio Gallinaro, bucchero figurice
(prema Negroni Catacchio 2007).

Figure 10. Tarquinia, Poggio Gallinaro, statuettes in bucchero

(according to Negroni Catacchio 2007).

Slika 10. Tarquinija, Poggio Gallinaro, bucchero figurice
(po Negroni Catacchio 2007).



Slika 1. Chiusi, Pania, piksida iz slonovac¢e (prema Colonna2o00).
Figure 11. Chiusi, Pania, ivory pixis (according to Colonna 2000).

Slika 11. Chiusi, Pania, slonokos¢ena piksida (po Colonna 2000).



Slika12. Verucchio, drveno prijestolje i detalj (prema Boiardi, von Eles 2002).
Figure12.Verucchio,woodenthroncand detail (accordingto Boiardi,vonEles 2002).

Slika 12. Verucchio, lesen prestol in detajl (po Boiardi, von Eles 2002).



ske hcroizacije tirenske elite.” Na njezinom
jc cetvrrom rcgistru, izmedu ostalih scena,
prikazana i povorka od ¢etiri ialujuéc: zene
(lbrmo&), intcrprctiranc kao svecenice kojc,
iakou potpunosti odjevenc, nose dugaéke
plctcnicc naledimaidrze objc ruke poioic—
ne na prsa (s/. 22).”*

Napokon, ikonograﬁja tako predstavljcnih
poza i gesti, ruku na prsnome dijelu (izrav-
no, gore, dolje ili po sredini), prcdstavlja
ctruscansku adaptaciju izvorno isto¢cnome-
diteranskih, poscbno levantskih estetski
kanoniziranih motiva.” Levantski motivi su
tu premoc¢ stekli zbog razlic¢itih okolnosti,lé
pri ¢emu istupaju svakako sirijski moti-

vi ponajprije krilatih »nagih« bozica plod-
nosti kojc podriavaju svoja prsa, kao sto jc
to poznato kod npr. Bozice iz Karkemis-
ha.” Ipak, misli se kako jeto nerado adopti-
rana formau Etruriji sto pak ilustrira mala,
cicgantna ﬁgurica od slonovace iz Circolo
della Fibula u Marsiliana D’Albegna (sZ. 13).
Ona se, unato¢ podudarnostima iuzorima,
tj. izravnom utjecaju sjevcrnosirijskog stva-

¥ .s 8
ra]astva, smatra lokalnom krcacqom.l Iz-

23 Menichetti 2001, 215-216, 218.

24 Haynes 2000, 110-111, lig, 91; Bonfante 2003, 177,
fig. 70: Babbi2008,164. fig. 144 A.

25 Bonfante 1989, 545-546, 548, 558—562; Miller Am-
merman 1991, 220-226; Colonna 1992, 108—112; Ma-
cIntosch Turfa 1998, 66-69; Lesure 2011, 200-201.

26 Veliku je i||ugu utome U(ligl'illil sama «ii]'.i\lmm tzv.

OI'IJCHLJ]JCJ, P(\gl&\lkﬂ L’l][( 1 A)lWl'LIi]l\l*l]\l]\‘lﬂl}l

(Naso 2001, 122; Magness 2001).
27 i\})i'. Winter 2010, 340-342, iig 3; opcenito na tu
temu vidjeti kod: Marinatos 2000.

28 Bonfante 1993, 49; Cianferoni 2000, 132-133, k. 88;

Bonfante 2003, Iig, 153, sl. 161-162; Babbi 2008, 165,

1ig. 146F. To dokazuje i ¢injenica $to je ligui'im pr-

way it was at the beginning of the 7‘]‘ cent.
BC thata iong braid f—aiiing aiong the back
was characteristic, but it became rcplaccd
in the middle of the century by the fash-
ion of so called »Syrian curls«, i.c. of dou-
ble braids falling into the décolletage in the
front.” When comparing the characteristic
haircuts with a single braid one should also
consider the pixis from mound I in Pania
near Chiusi (frg. 72).” This impressive ves-
sel, made from ivory and dated to the third
quarter of the 7 cent. BC, presents, in the
Etruscan manner, the episodes from the
Greek myth about Odysscus. In the rep-
ertory its iconography is considered as be-
ing the presentation of the voyage of the de-
ceased into the afterlife — prcscntcd as the
departure of a noble person, according to
the new model of mythological heroisa-
tion used by the Tyrrhcnian clite.” On her
fourth register,among other scenes, is de-
picted a procession of four mourning wom-
an (threnos), intei‘preted as being priestesses

WhiCh, aithough COI'llplCtCly drcsscd, wcear

long braids on their backs and hold both

hands placed on their breasts (fig. 72).™
Finally the iconography of such presented
poses and gestures with hands on the chests
(straight, up, down or in the middle) pre-
sents the Etruscan adaptation oforiginal—
ly eastern Mediterrancan, especially Le-

vantine esthctically canonized motifs.”

21 Bonfante 2003, 70, 83-84,87.

2 Briguet1998,106, fig. IV-19; Colonna 2000, 63-65
23 Menichetti2o01, 215-216, 218.
24 Haynes 2000, 1io-111, hig. 91; Bonfante 2003, 177,

fi
25 Bonfante 1989, 545-546, 548, s538—562; Miller

o; Babbi 2008, |(5+,1ig‘ 144 A
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ma oble¢ene, nosijo na hrbtu dolgc kite ter

imajo roke polozene na prsi (s/. £2).™

Kon¢no pa prcdstavija ii(onograﬁja tako
prcdstavljcnih drzin gest, to jc rok na prsih
(ravno, pod, nad ali pana sredi), etrusc¢an-
sko prcurcditcv izvorno vzhodnosredo-
zemskih, prcdvsem levantinskih estetsko
kanoniziranih motivov.” Levantinski moti-
Vi so to premoc¢ dobili zaradi razli¢nih oko-
lisein, ™ pri ¢emer izstopajo vsckakor sirski
motivi krilatih »golih« boginj, kakr$na je
npr. Boginja iz Karkemisha.” Vseeno pase
misli,dasov Etruriji le nerado uporablja»

li tamodel, kar ponazarja malain cicgantna
ﬁgurica iz slonovine iz Circolo della Fibu-
lav Marsiliana D'Albegna (s/. 13). ki jo, kljub
podobnosti ter ncposredncmu Vplivu se-
vernosirske kreativnosti, smatrajo za lokal-
no stvaricev.” Omenjena skupina ﬁguric iz
Poggia Gallinara (s/. 10) predstavlja glede

na samostojno izvedbo drzin poloiajcv te-

24 Haynes 2000, 110-111, sl. 91; Bonfante 2003, 177, sl.
70; Babbi2008,164,sl. 144A.

25 Bonfante 1989, 545-546, 548, s558—562; Miller
Ammerman 1991,220-226; Colonna 1992, 108-112;
MaclIntosch Turfa 1998, 66-69; Lesure 2011, 200
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Pomembno vlogo pri tem je odigrala sama diaspo-
ra tako imenovanih orientalcey, predvsem clice in
obrenikov—-mojstrov (Naso 2001, 122; Magness
2001).

27 Npr. Winter 2010, 340-342,51. 31 splosno o tej cemi

g](‘j: Marinatos 2000

28 Bonfante 1993, 49; Cianferoni 2000; Bonfante
2003, sl. 153, 161-162; Babbi 2008, 165, sl. 146F. To do
kazuje tudidejsevo, daje bila figurica prvotno prek-
rita z zlatimi listici, tako njene prsi kot tudi genita-
lije niso bile vidne. O severnosirijskih vplivih glej:
Colonna, von Hase 1986; ter nov ¢jsi pristop k temi

v.van Killii}Wkli 20I0.
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Slika 13. Marsiliana D'Albegna, Circolo della
Fibula, ﬁgurica od slonovace

(prema Cianferoni2000).

Figure 13. Marsiliana D’Albegna, Circolo
della Fibula, ivory statuette

(according to Cianferoni 2000).

Slika 13. Marsiliana D’Albegna, Circolo della
Fibula, slonokos¢ena figurica

(po Cianferoni2000).

Slika 14. Populonia, Poggio alla Guardia,
jantara ﬁgu rica (prcma Ncgroni

Catacchio 2007).

Figure 14. Populonia, Poggio alla Guardia,
amber figurine (according to Negroni

Catacchio 2007).

Slika 14. Populonia, Poggio alla Guardia,
jantarna ﬁgurica (po Ncgroni
Catacchio 2007).




dvojena grupa figurica iz Poggio Gallina-
ro (sL. 10), prema samostalno postavljcnoj
pozii drzi tijela, prcdstavlja, medutim, on-
djc prvu tako zabiljcicnu pojavu.w Rijc(: je
o jcdnoj od najstarijih izvedbiu mjesnoj bu-

cchero tehnici.”

Prema etrusc¢anskom shvaéanju umjetnic-
koga stila te sustavu simbola ikonograf-

ske Vrijcdnosti, zenske ﬁgurc treba prika-
zivat odjcvene te prsa uciniti nevidljivima.
Ponekad jeto dovoljno jcdnostavnim po-
krivanjem S plctcnicama ili s rukama, zbog
écgajc izvorni motiv podosta prcurcdcn.;'
Etrusc¢anske statue, ako izuzmemo monu-
mentalnu kamenu skulpturu iz Orvieta,”
nisu stoga nikada bile prikazane u potpunoj
aristokratskoj ili hcroiziranoj nagosti, Sto jc
bio primjer s razvijenim grékim klasi¢nim
radovima.” U svakom sluéaju, prikaz »StO-
jece nage bozice«< na prostoru Etrurije pri-
licno jc rijcdak. Kadasei pojavljujc takav
»panmcditeranski« motiv,” pojavljuje se

u smislu obiljciavanja statusa iznacaja po-

kojnice, ane usmislu re]igioznih ili kulenih

votno bila pl'ckm'um sa zlatnim listi¢ima, pa niti
njezina prsa, niti g('nimll]u nisu bili \it”]l\i, O sje-
vernosirijskom utjecaju vidjeti kod: Colonna, von
Hasc 1986; i noviji pristup temi kod: van Kampen
2010.

Babbi2008, 163-165.

o

30 Bartoloni2009,164.

31 Richardson 1983, 19-20; Bonfante 1993, 48; 2003, 71,
82-84, fn. 45;2009,188—-190.

32 Npr: Miller Ammerman 1991, 218; Bonfante 1993,
49; S}n\c\ 2006, {ig 13; Simon 2006, 47-48, Iig,
V.4 - s navedenom starijom referentnom liceratu-
rom.

33 Bonfante 1989; 2003, 21.

34 Marinatos 2000, 1-34; Lesure 2011, 11-12, 156 —206.

The Levantine motifs gained this suprema-
cy due to different circumstances,™ among
which most popular are the motifs ofSyr—
ian winged »naked« goddesses of fertilicy
holding their breasts, as known for cxamplc
in the Goddess from Carchemish.” Still it
is believed that thisisan unwi]]ingly adopt-
ed formin Etruria, as illustrated by the
small and elegant figurine made from ivo-
ry from Circolo della Fibula in Marsiliana
D’Albegna (fig. 13) which, despite the cor-
rcspondencc and the origins, is considered
as being alocal creation.”™ A separate group
of figurines from Poggio Gallinaro (fig. 10),
according to their original posc and poise,
present there the first such documented ap-
pcarancc,29 one of the oldest productions
in the local bucchero tcchniquc.sO Accord-
ing to the Etruscan perceptions of artistic
style and systems of symbolic iconographi-
cal values, female ﬁgurincs should be repre-

sented as C]OtllCd With breasts made almost

Ammerman 1991, 220-226; Colonna 1992, 108-112;
MaclIntosch Turfa 1998, 66-69; Lesure 2011, 200

201
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A major role was played by the diasporas of the so
called Orientals moxr]_\' of the social clite and
flll(l(’\l]\(.’ll masters 1\]\..1\\) 2001, 1225 :\IJ‘SHL’S\
2001).

27 For example sce Winter 2010, 340-342, fig. 3:

gk']\k'lll“\ sce: A‘\Ix“'i”&fﬂ% 2000.

28 Bonfante 1993, 49; Cianferoni2000,132-133, cat. no.
88; Bonfante 2003, fig. 153; 161-162; Babbi 2008, 165,
hg l+6] ] ]”\ 1S d(f”](\”\“llrk'({ LV\ rllk' f’:l(t r]Llr Tl!(‘
figurine was initially covered with golden leavesand
consequently neither her breases nor her genitals
wcere \'l\llW](‘. ];\)lr rllk' ”(‘l'rh S\ rian i”Hl](‘”k CS scce:
Colonna, von Hase 1986; and a novel approach: van
Kampen 2010.

29 Babbi2008,163-165.

30 Bartoloni2009,164.

les prvi tam zaznani pojav.w Gre zaenoiz-
med najstarcjéih izvedb v lokalni bucche-

ro tehniki.”

Skladno z etrusc¢anskim pojmovanjem
umctniékcga sloga in sistema simbo-

lov ikonografske vrednosti je bilo potrcb—
no zenske ﬁgurc prikazovati oble¢ene ter
prsi narediti nevidne. Véasihje zadostova-
lo preprosto prckrivanjc skitamiali z ro-
kami, zato je bil osnovni motiv dokaj spre-
mcnjcn.sl Etruscanski kipi, ¢eizvzamemo
monumentalno kamnito skulpturo iz Or-
Victa,;l niso bili nikoli prikazani A popol—

ni aristokratski oziroma heroizirani goloti,
kotje bil to primer z razvitimi grskimi kla-
si¢nimi deli.” V vsakem primeruje prikaz
»stojece gole boginje« na prostoru Etru-
rije dokaj redek. Tudi kadar se pojavlja tak
»pansrcdozcmski« motiv,” gre za oznace-
vanje statusa in pomena pokojnicc, ne paza
rch’gioznc ali kulene prcdstavc, kiso bilev

navadiv Etruriji tega casa.”

Takoje cudi pri mali plastiki iz Popu]onijc
iz Circola dci Monili v Poggio alla Guardia

29 Babbi2008,163-165.
30 Bartoloni2009,164.
31 Richardson 1983, 19-20; Bonfante 1993, 47-50; id.
2003, 71,82-84, 0p. 45; id. 2009, 188-190.
32 1\']\1’: Miller Ammerman 1991, 218; Bonfante 1993,
49: Spivey 2006, sl. 13; Simon 2006, 47-48,sL. 1V-4
znavedeno starcjso referencno liceraturo.

33 Bonfante 1989;id. 2003, 21

34 Marinatos 2000, 1-34; Lesure 2011, 1-12, 156-206.
35 Miller Ammerman 1991, 217-218; prim. Bonfar
te 1993, 48-52; id. 2000, 274; id. 2006; Kmu\Lu})f

2006; Di Fazio 2011.
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predodibi koje su bile prakticiranc u Etru-
riji toga doba.”

Primjer je to i kod sitne plastike iz Popu-
lonije, iz Circolo dei Monili u Poggio alla
Guardia (s/. 72).¢ Rije¢ je 0 maloj jantarnoj
statui koja je morfoloski, stilski i ikonograf-
ski najsrodnija ¢ikatskom primjcrku. Tije~
lo je prikazano zdepasto, ncproporcional—
noi tjclcsno nago, a njezina se »nosnja«
ipak odlikuje bogatom nakitnom garnicu-
rom koja se dade lijcpo prepoznati, odvise
ogrlica do vise narukvica.” Izuzev poloia—
ja ruku, na statui je takoderizrazena dugaé-
ka plctcnica do pojasa, ukragena ukosenim
ivodoravnim urezima, kao i kod ¢ikacske fi-
gure. No, oblikovanje $ake i izduzenih pr-
stiju, kaoi blago radirene noge, te ruke po-
lozene ispod prsi ipak ceje razlikovati od
dame iz Cikata. Navcdcnajc statua ¢esto
bila usporedivana $ jantarnom sitnom pla—
stikom, kao privjeskom iz Satricuma, grob-
nica VI koja je doduse sva osjetno losi-

je izvedbe od populonijskog primjerka (s/.
). Valja ovdjc spomenutii jantarne privje-
ske u obliku zenskih ﬁgura iz ascolanskog
podruéja (st. 15).chnajc minijaturna ﬁguri-
ca, visine samo 4 cm, prikazana u stojecem
po]oiaju s karakeeristi¢cnom gestom polo-

zenih ruku na prsima, ali joj je glava i kosa

35 Miller Ammerman 1991, 217-218; usp Bonfante

1993, 48-52; 2000, 274; 2006; Krniisi\'ulii 006; Di

Fazio 2011

36 Ncgi'oni Catacchio 1989, 661, ﬁg. 477-478;1993,191,
\[. L({

37 Negroni Catacchio 2007, 540, hg e,

38 Bartoloni 1976, 342-343, t. XCIV: 2-3; Negroni
Catacchio 1989, 661, iig 480; 1993, 191, sl. 3a; Babbi

2008, fig. 128E; Nijboer 2010, 8, fig. 5.

o

invisible. Sometimes this could be achieved
by simply covering them with braids or
hands - consequently the original mo-
tifbcing largcly modified.” Etruscan ﬁgu—
rines, if we exclude the monumental stone
scu[pturc from Orvicto,” were never rep-
resented ina complctc aristocratic or he-
roic nudity, as was the case with the devel-
opcd Greek classical works.” In cvery case
the representation of a »standing naked
goddcss« is rclative]y rare on the Etruscan
terricory. Andwhen sucha »>pan Mediter-
ranean« motifzippf:ars,H itdoes so asan cle-
ment signifying the status and character of
the deceased and not only in the sense of re-
ligious or cultural convictions which were

practiscd in Etruria of that pcriod.”

This is the case with the small figurine from
Populonia, from Circolo dei Monili in Po-
ggio alla Guardia (frg. 14). Itis made from
amber, which most closely resembles mor-
phologically, stylistically and iconograph-
ically the ﬁgurinc from Cikat. The body is
stumpy, disproportional and physicai[y na-
ked, butits »attire« is distinguishcd by a

clcarly rccognizablc rich set of—jcwclry con-

31 Richardson 1983, 19-20: Bonfante 1993, 47-50:

2003, 71, 82-84, f.n. 45; 2009, 188-190.
32 |"Ul' (‘\.lll]l‘i(" r\ll”('l' [\HHHL‘I'HLIH 1991, 1|S:

o. 13; Simon

Bonfante 1993, 49; Spivey 2006, IiP

2006, 47-48.fig. IV.4 — wich listed older referential
ill’(‘l':ll’lll'(‘

33 Bonfante 1989; 2003, 21.

34 Marinatos 2000, 1-34; Lesure 2011, 11-12, 156-206.

35 Miller Ammerman 1991, 217-218; compare:

Bonfante 1993, 48—32; 2000, 274; 2006; Kmuxi\upi

2006; DiFazio 2011
36 Negroni Catacc hio i<)<\’<).(7(é|,|ig‘ 477-478:1993,191,

iig.id.

(s 24)* Gre za majhen jantarni kipec, ki je
oblikovno, slogovno in ikonografsko nabol;
podoben ¢ikatskemu primerku. Telo je pri-
kazano ¢okarto, neproporcionalno in golo,
vendar se njena »nosa« vseeno odlikujc z
bogato nakitno garnituro, ki jc lcpo prepo-
znavna oziroma scstavljena iz vec ogrlic in
zapestnic.” Razen polozaja rok je na figuri-
ci prav tako kot na ¢ikatski izrazena dolga,

s posevnimiin vodoravnimi vrezi okrase-
na kita las, ki sega do pasu. Ob]ikovanje dla-
niin podaljéanih prstov kot tudi rahlo raz-
$irjene noge ter roke, poloiene pod prsi, pa
jo od dame iz Cikata razlikujejo. Navede-
na ﬁgurica je bila ve¢krat primerjanaz malo
jantarno plastiko ter z obeskom iz Satri-
cuma, grobnica VI ki paje ob¢utno slab-
scizdelana kot primerek iz Populonije s/
15). Tukaj je potrcbno omeniti tudijantar-
ne obeske v obliki zenskih ﬁgur s podrOC‘ja
Ascolija (s/. 15). Ena miniaturna figurica, vi-
soka zgolj 4cm,je prikazana v stojecem po-
loiaju z znacilno gesto na prsa poloienih
rok, vendarima glavo inlase pokrite zruto/
tancico, ki ji pada po hrbtu. Glede na for-
malne znacilnosti je umes¢ena v 7. st pr. n.
St. ter povezanas scvcmosirijskim Vpiivom,

ki pani bil nujno posrcdovan prcko Etru-

.39
I'lJC.
36 .\](‘gmm Catacchio 1989, 661, sl. 477-478; id. 1993,
191,sl. 2d.

37 Negroni Catacchio 2007, 540, sl 11¢.
> el

38 Bartoloni1976,342-343,t. XCIV: 2-3; Negroni Ca-
tacchio 1989, 661, sl. 480; id. 1993, 191, sl. 3a; Babbi
2008, sl. 128E; Nijbocr 2010, 8, sl. 5.

39 Naso 2000, 132-133, t. 29; Maclntosh Turfa 2005,

225

225-227,kat. §t. 240242,




prckrivcna maramom/velom koji pada niz
leda. S obzirom na formalne karakeeristi-
ke smjestena je uvrijeme 7. St. pr. Kr.i po-
vezanauz sjcvemosirijski utjecaj, ne nuzno

etrurskog posrcdniétva.”

39 Naso 2000, 132-133, t. 29; Maclntosh Turfa 200s:

sisting of several necklaces and bracelets.”
With the exception of the position of the
hands, the ﬁgurinc has a modeled braid fall-
ing all the way to the waist, decorated in the
same manner as in the ﬁgurinc from Cikat.
But still, the forming of the fistand clongat~
ed ﬁngers aswell as widened lcgs and hands
placcd below the breasts create a difference
in rcgard to the Lad)/ from Cikat. The ﬁg—
urine was often comparcd to small amber
ﬁgurincs such as the pcndant from Satri-
cum, tomb VI* which is actua”y less well
made than the example from Populonia
(ﬁg. 15). One should also mention the amber
pendants in the form of female heads from
the territory of Ascoli (fig. 75). One minia-
ture ﬁgurinc, only 4cmin hcight, is repre-
sented standing with the characteristic ges-
ture of hands placed on the breasts, while

the head and hair are covered with a scarf/

37 Negroni Catacchio 2007, 540, fig. 11c.
38 Bartoloni 1976, 342-343, t. XCIV: 2-3; Negroni
o 3a; Babbi

O

Catacchio 1989, 661, iig. 480: 1993, 191, fi

2008, ligA 128E: Nijboer 2010, 8, Iig. 5.

Slika 15. Jantarne ﬁguricc iz nalazista Satrico
i Ascoli(?) (prema Babbi 2008; Naso 2000).

Figure 15. Amber figurines from Satrico
g g
and Ascoli(?) (according to Babbi 2008;

Naso 2000).

Slika 15. Jantarne ﬁguricc z najdifsc Satrico

in Ascoli(?) (po Babbi 2008; Naso 2000)
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veil fa]]ing down her back. Regarding the
formal characteristics it was dated to the 7‘1‘
cent. BC and connected to the north-Syr-
ian influence - not necessarily with Ecrus-

P 39
can mcdlatlon.

39 Naso 2000, 132-133, t. 29; Maclntosh Turfa 2005:

7,241, Cat. N0. 240—242.



Intcrpretacija o Intcrprctation

ama iz Cikata f‘rontalnajc,

apstraktna inepomicna ﬁgura ko-

joj poloiaj ruku moze, shodno
ctruééanskoj idcji, odavati samo uljudno
drzanje (s/. 2—s5). Ali, on moze biti i ceremo-
nijalan, povezan uz neku religioznu/obred-
nu namjcnu sto jc, zasadaisobzirom na
okolnosti, teze odluénijc intcrprctirati?
No, ukoliko prihvatimo da po]oiaj ruku,
snarukvicama, nijc uctivost niti ikonolo-
skiiskaz stid]jivosti, vec izraz visoko razvije-
nog sistema simbola koji je zaizvorno dru-
$tvo nosio odredeno znacenje, tada treba
ponovno obratiti pozornost na jos nekoli-
ko vaznih detalja. Rije¢ je naime o perfo-
racijama kojc senalaze na tjemenu, pupku
iuusnim resicama ﬁgurc. Izuzev tehnic-
kog rjcécnja izradbe ﬁgurc, i sukladno et-
rus¢anskim kompozitnim glavama, pose-
bice onimas kanopskih urni (s/. 8), Zbog
Sto realisticnijcg doéaravanja, uglavnom
su postojece rupice i funkcionalno koriste-
ne za pricvr$civanje kose, dodatnih ukra-
saili dijclova lica/tijcla, maski, oslikavanjai

sl.' Takva mogu¢nost moze biti primjenjiva

1 Brendel199s,109.

Interprctacija

he Lady from Cikatis a frontal, ab-

stractand immobile figurine in

which the position of the hands
according to the Etruscan idea can create a
courteous attitude (figs. 2—s5). But the posi-
tion could also be a ceremonial one, linked
to aritual/ceremonial purposc —a hypothc—
sis which, due to the present circumstan-
ces, is hard dccisivc]y to intcrprct. However,
if we accept that the position of the han-
ds with bracelets is not an expression of di-
scretion or modesty, butan expression ofa
dcvclopcd symbolical system which had a
meaning and was understood by the origi-
nal society, then we should again focus our
attention on another important detail. We
are spcaking about the pcrforations loca-
ted on the top of the head, in the area of the
navel and in the ear lobes. Besides the tech-
nical solutions in the process of the produ-
ction of the ﬁgurine, and according to the
Etruscan composite heads, espccially tho-
s¢ from the canopic urns (fig. ), the exi-
sting pcrforations were, for the goal of reali-
stic presentations, functionally used for the

ﬁxing of modeled hair, additional decorati-

amaiz Cikatajc frontalna, ab-

strakena in ncprcmic’na ﬁgura,

katere poloiaj rok vskladu z et-
rus¢anskimi idcjami izraza prcdvscm vlju—
dno drzo (s/. 2—5). Vendar paje lahko ta
polozaj tudi obreden, povezan z njenim re-
ligioznim/ricualnim namenom, kar pa je
danes, glcdc na okolis¢ine najdbc tcijc po-
jasniti. Cc sprcjmcmo, da poloiaj rok z za-
pcstnicami nine izraz vljudnosti kot tudi
ne ikonoloski prikaz sramciljivosti, am-
pak odsev visoko razvitega sistema simbo-
lov, ki je imel za izvirno druzbo dolo¢en po-
men, je treba naso pozornost usmeriti na $e
nekaj nezanemarljivih detajlov. Gre zalu-
knjc, ki se nahajajo natemenu, v popku ter
vusesnih mecicah ﬁguricc. Razen tehni¢-
ne resitve izdelave ﬁgurc tervskladuz et-
ru$canskimi kompozitnimi glavami, prcd-
vsem tistimi s kanopskih urn (s/. 8), kot cudi
rcalistiénejéega prikazovanja, so bile ob-
stojece luknjice tudi funkcionalno upo-
rabljanc za pritrditev izdelanih las, doda-
tnih okrasov ter delov obraza/telesa, mask,

poslikav ter podobnih detajlov. Mordaje

1 Brendel199s,109.
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i na ¢ikatsku ﬁguricu, po kojoj biu perfora—
ciju u tjcmcnu mogla bici pridodana kosa i/
ili odredeni ukrasi,au perforaciju na trbu-
hu prckrivalo za donji dio tijcla ili neki ob-
likperz’xomﬂ. Kako smo vidjcli iz predoc'cnc
analize, to uopéc ne bi trebalo biti nemo-
guce ako, izuzev kompozitne ukrasne ulo-
ge, utomu razumijcvamo irazli¢itost njiho-
va scmantiékog koriétf:nja.l Damaiz Cikata
najvjcrojatnijcjc bila odjcvcna, kao uosta-
lomisva ovdjc: pokazana sitha plastika is-
tih obiljcija, alijc po odrcdcnoj, sakralnoj
ili svetoj potrcbi mogla biti i razgoliéena u
prcdjclu gcnitalija. One su anatomski pri-
kazane ispravno i realno sto je, nota bene,
odlika ctruﬁéanskog likovnog stvaralastva.’
Nadaljc, izvjesna je mogucnosti i nekad
okacenih naugnica na u§nim resicama te
statue. Ako je dama iz Cikata uistinu nosi-
la nausnice, pogotovo od plcmcnitih kovi-
na, tada bi nam mogla pokazivati isvaona
osnovna svojstva posvecenosti, duhovnos-
tii religioznosti mediteranskih kulenih tra-
dicij;l, kojcjc na primjcru srcdiénjc zenske
»gole« Bozice s kulenih kolica iz Seretewe-
ga dokazivala Biba Terzan," a znatno pri-

je ukazalana njihovu izravnu povezanost
setru$canskim prostorom, odnosno s nji-
hovom idcjom i stvaralackom misli, Luci-
ana Aigner Foresti.’ Pridruziti tomu tre-
baismisao dajc, pored uvrijeic:nih prcdi]ja
ili tkalja kao gospodarica kuc¢e - Pme/apc’,

uzisticanje i pripadnost velikom prestizu,

2 Lv\l‘ |l})|' sa }7(7}]\&\'&'”“]i”\ /]Ll(‘k'lﬂvk‘]\] \VL‘”&'IV(‘ 17
Orvieta (Bonfante 1993, 49-50).

3 Bonfantc 1993, 49.

4 Terzan2003,68,70 7I,1CI[,L+[,“‘§[ 3

5 Aigner Foresti1992,156,162-163, kat. 242.

onsand parts of the falce/body, masks,...and
similar.' Such a possibility could be applicd
also to the ﬁgurine from Cikat which could
have had added spcciﬁc decorations or hair
into the pcrforation on the head and some
clothing oraform of—pcrizoma into the per-
foration in the navel. As seen in the presen-
ted analysis, this is not impossiblc if, besides
the composite decorative role, we percei-

ve initalso the difference in their semanti-
cal use.” We can assume that the Laa_’y from
Cikat was most probably dressed, just asall
the here prcsented ﬁgurincs with similar
attributes, but her gcnitals —fromina spe-
cific, sacral or sacred necessity — could also
have been stripped. This part of the statuc is
correctly and realistically presented which
is, nota bene, a characteristic of the Etruscan
artistic production.’ If the Lady from Ci-
kat wore carrings, cspccially from prccio»
us metals, then it could demonstrate all the
basic characteristics of consecration, spiri-
tuality and piety of the Mediterranean cul-
tural traditions, which were demonstrated
by Biba Terzan on the case of the central
»naked« Goddess from the cultic wagon
from Strcttweg,4 and much carlier by Luci-
ana Aigner Foresti, who demonstrated its
direct connection to the Etruscan territo-
ry, its ideas and creative thoughts.S Itisalso
necessary and sensible to add that, beside

the spinning and weaving ladies as mistress

1 Brendel 1995, 109.
2 (:U”\I‘.H'k‘ \\']rl] t\!(‘ l‘k\[\\.ll\.'”r ]H(‘Ll”]v]\‘br (\f r]l(.'
Venus from Orvieto (Bonfante 1993, 49-50).

3 Bonfantc 1993, 49.

4 Terzan2003,68,70-71; 2011, 241, fig. 1-3.

s Aigner Foresti1992,156,162-163, cat. 242

bila taka resitev uporab]jcna tudi na ¢ikat-
ski ﬁgurici, pri kateri bilahko bili v odprti-
nina temenu pri¢vriceni lasjc ali nck okras,
v odprtini na trebuhu pa prckrivalo zaspo-
dnji del telesa oziroma neka oblikaperisome.
Kot smo videliiz analize to sploh ninemo-
goce, posebej ¢erazen okrasne vlogc vtem
razumemo tudi razli¢nost njihovc seman-
ticne uporabc.l Tako je bila dama iz Cika-
ta najvcrjctncjc oble¢ena, tako kot tudi vsa
druga prédstavljcna majhna plastika cna-
kih znacilnosti, ali pajc bila zaradi neke sve-
¢ane ali svete potrcbc gola Y predclu genita-
lij. Te so anatomsko pravilno prikazanc, kar
je, nota bene, tudi odlika etrus¢anske likov-
ne ustvarjalnosti.3 Daljc obstaja mozZnost,
daso v usesnih mecicah te ﬁguricc bili zata-
knjcni uhani. Ce jc dama iz Cikata zares no-
silauhane, prcdvsem iz plemcnitc kovine,
potem biv njcj lahko prcpoznali vse tiste
osnovne znacilnosti posvecenosti, duhov-
nostiin rcligioznosti sredozemskih kulenih
tradicij, ki jih je na primeru osrcdnje zenske
ﬂgurc, >>go]c<< Boginjc S kultncga vozicka
iz Stretewega, dokazovala Biba Terzan™ ze
Znatno prej pa pokazala njeno ncposrcdno
povezanostz ctrus¢anskim prostorom ozi-
roma njihovimi idcjami in ustvarjalno mis-
lijo Luciana Aigner Foresti’ Temu je pot-
rebno in smiselno, polcg prcdilk in tkalk
kot gospodaric hise - Pme[opz’, ob izpostav-
ljanju ter pripadnosti velikemu prcstiiu, bo-

gastvu oz. najvisjemu druzbenemu polo—

2 Primerjajnpr. s polivalencnim pomenom Venere iz
Orvieta (Bonfante 1993, 49—50)

3 Bonfante 1993, 49

4 [erzan 2003, 68, 70—-71; id. 201 1,241, sl 3

s Aigner Foresti1992,156,162-163, kat. §t. 242.



bogatstvu, tj. najvisem socijainom statusu,
znaécnjc zenas jcdnom pictcnicom obiijc-
zavalo i moguée »svecenice« s poscbnim
utjecajem u ritualnim i duhovnim obredi-
ma?* Zato ¢e nam ialujuc’a povorka »svece-
nica<s pikside iz Panije (sl 12),uz poznate
kontekste mjestainacina deponiranja poje-
dinih, ovdjc navedenih ﬁgurica,? sugerirati
kako u tim samostalnim sitnim piastikama
doista valja razumijevati zalujuc¢e duhovni-
ce kojc suu stilu etrusc¢anske >>gmmmatz'm
del dolore« opiakujuéi >>bdjcic« i tako ostva-
rivale vjecnost pogrci)nog rituala istaknu-

.. 8
te POi(OJnlCC.

Odsustvo podataka o arheoloskom konte-
kstu naiaicnja, odsustvo ikakvog moguceg
diakronog slijeda takvoj vrsti sitne antro-
pomorfne keramicke plastike na prostoru
sjcvcrnoga]admna i Kvarnera, a isi(ijuéivo
tipoioﬁko»stiisko anaiiziranjc onecmogucu-
jc i(oni(rctniju intcrprctaciju ili moguc’u
namjenu dame iz Cikata. Ipak, onaje, kao
specz‘ﬁc’an xu/gjekt, imala dakle predoécne
clemente koji supoticali prepoznavanje nje-
zine socijalnc kvalitete.” Njczini, usvakom
smislu impersona]ni, kodificirani atribu-

ti dodatno sugeriraju na njezinu karakeeri-
zaciju kao vaznog rituainog, ex voto objek—
ta koji se mogao pojavljivati samostalno ili

uz drugc, razli¢ite sad rzaje. Odiomijcnc,

6 Torelli i<)<)*i1» S9-73: H\\ll'iltil, von Eles 2002, 262
264, 270-271; Negroni Catacchio 2007, 554-555,
usp. ( sleba 2009, 80-81.

7 Babbi2o008, 46-48; DiFazio 2011, 717-718, 721

8 Damgaard Andersen 1993, 3032, 56; Torelli 1997b,
31; Di Fazio 2011, 720-723.

9 Nasto ii]L‘lm zactruscanck })I'Hni\'l'i\'(‘ obrazlaze Di

Fazio (2011, 721-7

of the house —as PL’}’ZL’/OPL’, the exposure and
the demonstration of affiliation ofgrcat
prestige and richness — in other words the
highcst social status — the signiﬁcancc of
females with a singic braid must have mar-
ked pcrhaps the »priestesses« with speci-
alinfluences in ricual and spirituai rites.’
For this reason the mourning procession
of »priestesses« from the pixis from Pania
(fig. 12), with known contexts of the place
and way ofdeposition of the individual fi-
gurines here listed,” will suggest thatin the-
se individual small ﬁgurincs we should real-
iy observe the mourning priestesses which
were in the styic of the Etruscan »gramma-
tica del dolore< iamcnting and Watching over
and in chis way ensuring the cternity of the

. . a 8
i)LII'lai rice Oi’ an CXPOSCd dCCC;lSCd.

The absence of data about the archacologi«
cal context ofdiscovcry, the absence ofany
possibiiity of diachronous tracing of such
anthropomorphic ceramic ﬁgurincs on
the territory of the northern Adriatic and
Kvarner and cxciusivciy typoiogicai and
styiistic analyzing makes impossibic any
concrete interpretation or recognition of
apossible purpose of the Lady from Cikat.
Still it contained, as a spcciﬁc subjcct, ex-
hibited elements which triggcred the reco-
gnition of its social quality.’ Codified attri-

6 Torelli 1997b, 59-73; Boiardi, von Eles 2002, 262
264, 270—271; Negroni Catacchio 2007, 554-555;
L‘oinpdi'c(riui\i;;\,ot)ﬁo 81

7 Babbi2008, 46-48; Di Fazio 2011, 717-718, 72.1.

8 l)imgaini Andersen 1993, 30-32, 56; Torelli 1997b,

31; Di Fazio 2011, 723.
9 \\”iii(ii 1S NicC (‘i\ k'xl‘iili]i(‘(i i(il' ti)(‘ i‘.r]'il\( an

o\iimpic by Di Fazio (2011, 721-723).

zaju, pridruiiti tudi moznost, da so zenske
z eno kito las oznac¢evale tudi morebitne
»svecenice« s poscbnim vpiivom v ritual-
nih in duhovnih obredih.® Zato nam zalu-
joca povorka »svecenic« s pii(sidc iz Panije
(5/. 12), skupaj S poznanimi konteksti lokaci-
jc ter nacina dcponiranja posamcznih tui(;lj
navedenih ﬁguric,7 nai(azujc, dajc mogo-
¢e v tch samostojnih malih figuricah zares
videti iaiujoée duhovnice, kisov slogu et-
rus¢anske »grammatica del dolore« objoku—
jo¢ bedele in tako ustvarjaie vecnost pog-

rcbncga rituala izpostavijcnc pokojnicc.x

Odsotnost podati(ov o arheoloskem konte-
kstu odkritja, nemoznost diahroncga zas-
icdovanja take vrste male antropomorfnc
keramic¢ne skuipturc na prostoru severne-
ga Jadrana in Kvarnerja in izklju¢no tipolo-
sko-stilska analiza ne omogocajo konkret-
nej$e interpretacije ter dolo¢itev morebitno
funkcijo dame iz Cikata. Vendar je ta figuri-
ca kotspecificen subjekrimela tu predstavlje-
ne elemente, ki so Vzbujaii prcpoznavanjc
njene socialne kvalitete.” Njcni vvseh ozi-
rih brezosebni kodificirani atributi dodat-
no nakazujcjo, da greza pomcmbcn ritu-
alni ex voro prcdmct, ki se jc lahko pojavijai
samostojno ali pa skupaj z drugimi vsebi-
nami. Odlomljcnc, toda spojene noge ter

biago zakrivljcn poioiaj kaiejo, dadamani

6 Torellitg97b, s9-73; Boiardi,von Eles 2002, 262

264,270-271; Negroni Catacchio 2007, 554555,
prim. ( sleba 2009, 8081

7 Babbi2008, 46-48; DiFazio 2011, 717-718, 72.1.

8 l)iimgimni Andersen1993,30-32, 56; Torelli1997b,
31; Di Fazio 2011, 720-723.

9 i\.il' zaetrusc Llii\i\(‘ }H'lnlt‘l'i\x' |('}\(V iril/i\‘)i i)i i k.l/iU

(2011, 721-723)

39

INTERPRETACIJA = INTERPRETATION « INTERPRETACIJA



DAMA 1Z CIKATA « THE LADY FROM CIKAT » DAMA 1Z CIKATA 40

ali spojene, noge, te blago zakrivljeni polo—
Zaj, anticipiraju Cinjenicu dadama nije mog-
la stajati samostalno, nego na malom posto-
lju ili prikaécna, izoliranailiu kombinaciji S
vise ukrasa, no iskljuéivo namijcnjcna unu-
tamjcm prostoru, u arhitekeuri povezana
uz ukras intcrijcra ili namjcsitaja.lo Slijcdcc'i
dakle analogijc, éikatskajc dama mogla biti
zavjetovana u mjesnoj, ali bogatoj ivaznoj

ienskoj grobnici.

Stilskom analizom i ikonografskim sadrza-
jemu odnosu na plastikc poznate iz isto¢-
ne obachadrana i njczina zaleda, ¢ikacska jc
sitna puna plastika bila odredena vremenu
2./6. st. pr- Kr. starijeg ieljeznog dobaidefi-
nirana kao osamljeni,jcdinstveni primjcrak
bez konkretnih parale]a, a stilski tretirana
kao izraz $amosvojnog likovnog izrazava-
nja.“ Medutim, kako je raspravljeno; obli-
kovno, stilski i tematski vrlo bliske paralelc
(:ikatskoj daminalaze se kod sitne plasti—

ke iz Ecrurije, izradenc u razli¢itim materi-
jalima, od keramike do cgzotiénih i rasko-
$nih matcrijala slonovace ijantara (J‘/. S—10;
13-15)." Sukladno njima, tj. ikonografskom
programu, damu iz Cikata ne mozemo vid-
jeti umjesnoj interpretaciji etruscanskih
uzora. Valjalo bi ju doista smatrati proizvo-
dom etrus¢anskih ateljea i njihovih majs-
toraiz prve polovice 7.St.pr. Kr. jer od nji-
hovih radova ne odudara niti stilski niti
razinom izvedbe. No, kako prcdloicnc ana-
logije i nisu podudarne u apsolutnosti iko-

nograﬁjc dctalja, ne oéckujuéi ujcdno niti

10 Bartoloni2o00,277.

1 Kuko¢ 1985, 10 12; Majnaric Pandzi¢ 1998, 318

2 Negroni Catacchio 2 .540, 550, hig. 115 25.

butes, which were rcgistcrcd on her,and
which are impcrsonal inall the cxamples,
further suggestits characterization as an
important ritual, ex voto objcct which cou-
Id appear indcpcndcntly orwith other, di-
fferent contents. Broken butjoint lcgs and
a slightly curved statue anticipatc the fact
that the Lady could not stand indcpcnden-
tly, but had to be fixed to a small socle or
attached, isolated or in combination with
several ornaments, and Cxclusivc:ly inten-
ded foran inner space, in architecture con-
nected to the decoration of the interior or
of the furniture.” Following the analogics,
the Lady from Cikat could have been dedi-
cated inalocal, but rich and important fe-

malc tomb.

With the sty]istic analysis and iconographi-
cal content in relation to ﬁgurincs known
from the castern Adriatic coast and its hin-
terland, the figurine from Cikatwas da-
ted to the 7%/6 cent. BC and defined as an
isolated, unique example without any pa-
rallels. Tt was stylistically treated as a refle-
ction of the original artistic cxprcssion.“
However, as discussed, formally, stylisti»
cally and thcmatically very close para]lcls
to the Lady from Cikat could be observed
in the small ﬁgurincs from Etruria where
they are made from similar materials, from
pottery to the exotic and luxurious ones
such asamberand ivory (_ﬁg& 8—10; 3-15)."
In accordance with these, i.c. in its icono-

graphical program and stylistic characte-

10 Bartoloni2o00,277.

11 Kukoc¢ 1985, 10 11;‘\I.ljn‘lrur|).1m|/1n 1998, 318

12 Negroni ( Jatacchio 2007, 540, 550, fig. 11e; 25

mogla stati samostojno, ampak na majh~
nem podstavku ali papripeta, izolirana ali
pa v kombinaciji z ve¢ okraski, vedno pa na-
menjena notranjemu prostoru ter v arhitek-
turi povezanaz okra§cvanjcm notranjosti
ali pohiétva.‘O Po analogijah je bilalahko ¢i-
katska dama pridana kakilokalni, vendar

bogati in pomcmbni zenski grobnici.

Na podlagi slogovnc analize in njene iko-
nografske vscbine v odnosu na skulpeure
zvzhodne obale Jadrana ter iz njenega za-
lcdjajc bila ¢ikatska plastika pripisana casu
7./6. st. pr. n. St. starejse zelezne dobe ter de-
finirana kot osamljcn, enkraten primcrck
brez konkretnih paralel. Tako je bila slo-
govno obravnavana kot izraz samosvojega
likovncga izraianja.” Vndarje analiza pka-
zala, da najdcmo slogovno in tematsko zelo
podobnc primerjave cikatski dami znotraj
spektra male antropomorfnc plastikc Etru-
rije, ki je bilaizdelana iz razli¢nih materia-
lov — od keramike do cksoti¢nih in razko-
$nih materialov, kot sta slonovina injantar
(sl 8~10; 13—15).” Posledi¢no, upostevajoe
ikonografski program in stilske znacilnosti,
dameiz Cikata ne moremo prcpoznati kot
lokalno intcrprctacijo ctrusc¢anskih virov,
saj od njih ne slogovno ne po ravniizdelave
ne odstopa. Trcbajo je razumeti kot proi-
zvod etruscanskih delavnicin njihovih moj-
strov iz prve polovicc 7.st.pr.n. $t. Ker pa
predstavljene analogije glede ikonografskih
detajlovvseeno niso absolutno identi¢ne

ne priéakujcmo, dabomo nasli njeno dvoj—

10 Bartoloni2ooo

i1 Kukoc¢ 1985, 10 12; Majnaric Pandzi¢ 1998, 318

12 Negroni Catacchio 2007,540, 550, sl. 116, 25.



postojanje njezine dvojnicc, onanam s¢
ipak predstavlja kao djelo unikatne likovne

kreacije onodobnog stilskog koncepta.

U stvarnosti, dama iz Cikatajcdan je od iz-
nimno vrijcdnih odraza onodobnih kultur-
nihi posrcdniékih odnosa koji suse odvijali
prckomorskim komunikacijama na pro-
storu sjevernoga Jadrana. Mozda je u tomu
svojevrsnu ulogu odigrao prostor Pice-

na? Ipak, ¢ini se mnogo vjerojatnijim, zbog
dobro potvrdcnog prcstiia takvih simbo-
lickih subjckata kao objckata kod njihovih
>>in1atclja<< te zbog njihovog prcpoznavanja
u cirkuliranju dobara u sistemu privilcgi-
ranih odnosaili saveza eminentnijih osoba
po principu razmjene darova,” tuje ulo-

gu najve¢im dijelom morao odigrati Veru-
cchio, etruscansko srediste na granicamai
enklava naJadranu." Iako za sadajcdinstvc—
ni primjerak, njezino nalaicnjc ine bi tre-
balo prcdstavljati prcvcliko izncnadcnjc ili
potpunu novost, glede na to da brojne im-
portirane predmete etrusc¢anskih radionica
poznajemo iz istarskih nckropola, poscbicc
najbliicg is Kvarnerom ncdjcljivo poveza-

nog l\Iczakcija.ls

U tom posrcdnickom praveu, prcko kvar-
ncrskog otocnog (loéinjsko—crcskog—
—krckog) otodja, mozda mozemo razu-
mijevati i pojavu sitne plastikc od rogaiz

grobova iz Vaca,” buduci da se toj skulptu-

13 Raspravu na tu temu vidjeti u novijem pristupu
kod: Maras, Sciacca 2011

14 Shvacenog u smislu G. Sassacellijeve sintagme:
»centro ctrusco di fronticra« (1996).

15 Mihovili¢ 1986; 1988; Cambi 2002, 15-17.

16 Stare 1975,237-238,242,€.16: 2

ristics, one cannot observe the Ld/l’_)/ from
Cikatasalocal interpretation of Etruscan
patterns. Since it does not differ either styli-
stica”y or in elaboration, it should rca”y be
considered asa product of Ecruscan work-
shops and their masters from the first half
of the 7" cent. BC. But since the presented
analogics do not correspond completely in
the iconographical details — and without
the expectation ofa discovery of a double -
itis considered as a product ofa unique ar-
tistic creativity of the contemporary styli—

stic concepts.

In rcality, the La{{)/ from Cikat is onc of the
extraordinary valuable reflections of the
contemporary cultural and mcdiatory re-
lations which were running with maritime
communications over the territory of the
northern Adriatic. Perhaps in all of this the
territory of Picenum played a crucial role?
Still it seems more plausiblc that, due to the
well confirmed prcstigc of such symbolic
artifacts as objccts owned by their posses-
sors and their rccognisability in the circu-
lation of goods in the system of privileged
relations or alliances of eminent persons
exchanging giﬁs," this role was most likely
playcd by Verucchio — an Etruscan center
on the borders and an enclave on the Adri-
atic.” Although a unique example for the
moment, its discovcry should not be a too
big surprise ora complctc novclty, since im-

POl‘[Cd artifacts from [l’lC Etruscan \VOI‘k—

13 Sce the discussion on this topic in the modern
approach by: Maras, Sciacca 2o11.

14 Consideredin the sense of G. Sassatellis concepr of

»centro etrusco di frontiera« (Sassatelli1996).

nic. Kaze se nam kot delo unikatne likovne

stvaritve takratnih slogovnih konccptov.

Damaiz Cikatajc bila dcjansko eden izmed
izjcmno pomcmbnih odrazov tcdanjih kul-
turnih in posrcdniékih odnosov, ki so pote-
kali s ¢ezmorsko komunikacijo na prostoru
severnega Jadrana. Morda je vvsem tem od-
igral svojevrstno vlogo prostor Picena. Ven-
dar se zdiveliko bolj vcrjctno, prav zaradi
dobro znanega prestiza takih simbolnih su-
bjektov kot predmetov pri njihovih »lastni-
kih« ter zaradi njihovc prcpoznavnosti v
procesu obtoka dobrin v sistemu privilegi-
ranih odnosovali zvez cmincntncjéih oscb,
utcmcljcnih na principih zamcnjavc darov,13
da jeto Vlogo v najvccji meri moral odigra-
ti Verucchio, etrusc¢ansko sredisce 7a mcjﬂh
ter njegova enklava na Jadranu. Ceprav je
do scdaj edinstven prcdmct, njeno odkrit-
jene bi smelo biti prcveliko presenecenje
ter popolna novost glede na stevilne nepos-
redno uvozene prcdmctc ctruscanskih de-
lavnic, ki jih poznamo iz istrskih nekropol,
prcdvscm z najbliijcga, S Kvamcrjcm nelo-

éljivo povezanega 1\Iczal<cija.'i

\% tej posrcdni§ki smeri, prcko kvarnerske-
gaarhipclaga (losinjsko-cresko-krski), mor-
dalahko razumemo tudi pojav male roze-
ne plastikc iz grobav Vaéah,m glcdc nato,
da tej skulpturi kot o¢itnemu okrasnemu

deluinterjerja, to je bogatega pohistva, lah-

13 Razpravo o tej temi glej v novejsem pristopu pri:
A\[LH'A\SK]AKLJ 2011
14 Razumljeno v smislu G. Sassatellijeve sintagme:

»centro etrusco di frontiera« (Sassatelli1996).

15 Mihovili¢ 1986; id. 1988; Cambi 2002, 15-17

16 Stare 1975,237-238,242,£.16: 23, €. 26.
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ri, kao evidentno ukrasnim dijclovima in-
terijera, tj. bogatoga namjestaja, parale]c
mogu pronaci upravo u Verucchiu, grob—
nica B/1971 Lippi, gdjc nalazimo vrlo sro-
dne zenske ﬁguricc izradenc udrvu.” Nap—
rotiv, taj ¢e nam pomorsko»otoéni koridor
ncsumnjivo prcdstavljati pak smjcr nesto
mladcg, ali izrazitijeg, i arheoloskim poda-
cima potkrjepljenijeg prodora arhajskog
umjetnickog ostvarenja Ecrurije sve do Ja-
poda i njihovc umjctniéke bastine, gdje
nam se posebno predstavljajujantarne sitne

zenske glavice spinske produkcijc.'x

17 Bentini2006,23-24.
18 Balen-Letuni¢ 2004, 238, sl. 26, kat. 353-35.8;
Bakari¢

1989, 662, [lg. 473; Cambi 2002, 18-20.

sslo2, 712 usp. \'L‘gl'mll Caracchio

shops are known from the Istrian necropo-
lis, cspecially from the closest Nesactium,

indivisibly connected with the Kvarner.”

We can pcrhaps, in this relation, across the
archipelago of Kvarner (Losinj-Cres-Krk),
understand also the appearance of the
small ﬁgurincs manufactured from horns
in the graves in Vaéc,'s since in this sculp—
ture, cvidently in the decoration of the in-
terior, of the rich furniture, parallels cou-

Id be observed in Verucchio in the tomb
B/1971 Lippi, where very similar figurines
made from wood were discovered.” On the
other hand this maritime — islands corridor
will dcﬁnitcly represent the direction of a
somewhat younger, but more distinctive —
and in the archaeological record substantia-
ted - irruption of the archaic artistic creati-
ons from Etruria all the way to the lapodes
and their artistic héritage, where most evi-
dentare the small amber female heads pro-

ducedin Spina.'x

15 Mihovili¢ 1986; 1988; Cambi2002, 15-17.

16 Star¢ 1975,237-238, 242, t.16: 2-3; 26

17 Bentini2006,23-24.

18 Balen-Letuni¢ 2004, 238, ﬁg. 26, cat. 35.3-35.8;
l{.ll\&l'lk’ 2008: {lg 2, 7, 12 ((7“\})4”'(‘ .\](‘gl'\)“l

2,18-20.

Catacchio 1989, 662, iig. 473; Cambi 2

ko najdemo primerjave pravv Verucchiu, v
grobnici B/1871 Lippi, kjer so bile odkrite
zelo podobne figurice, izdclanc iz lesa.” Na
drugi strani pa nam bo pravta pomorsko—
-otoski koridor prcdstavljal smer nekoliko
mlaj§cga, vendar izrazitcga in z arheoloski-
mi podatki podkrepljenega prodora arhaj-
skcga umctniékega ustvarjanja Etrurijc vse
do]apodov ter njihovc umetnostne dedis-
cine, kjerjc treba se poscbcj opozoriti na

. . . .18
male jantarne glavice spinske produkci C.l

17 Bentini2006,23-24.
18 Balen-Letunic¢ 2004, 238, 5. 26, kat. $t. 35.3-35.8;
Bakari¢2008:sl.2,7,12; prim Negroni Catacchio

1989, 662, sl. 473; Cambi 2002,18-20.
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