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PROGRESS REPORT -
RECONSTRUCTION AND STUDY OF THE VINCA ARCHITECTURE
AND ARTIFACTS USING VIRTUAL REALITY TECHNOLOGY.
CASE STUDY AT PARTA AND MIERCUREA SIBIULUI SITES

Cosmin SUCIU

University Lucian Blaga Sibiu, cos_suciu@yahoo.com *
Martin WHITE

University of Sussex, M.White@sussex.ac.uk >

Gheorghe LAZAROVICI

University Lucian Blaga Sibiu, ghlazarovici@yahoo.com *
Sabin Adrian LUCA

University Lucian Blaga Sibiu, sabinadrian.luca@ulbsibiu.ro

RECONSTUCTIA S1 STUDIUL ARHITECTURII S1 ARTEFACTELOR CULTURII
VINCA FOLOSIND TEHNOLOGIA REALITAT1I VIRTUALE. STUDIU DE CAZ:
PARTA SI MIERCUREA SIBIULUI
Rezumat

Studiul de fasa reprezinta o abordare interdisciplinara necesara ingelegerii
arhitecturii vinciene. O scurta prezentare generala a realitatii virtuale (VR)
deschide drumul pentru cateva exemplificari ale modului Tn care s-au realizat
modelele virtuale si materialele mutimedia. Modalitarile tehnice de acces ale
publicului si ale cercetatorilor la aceste materiale sunt de asemenea discutate atat
pentru acest moment, dar si pentru viitor.

1. Background

An important part of our work involves the reconstruction of the excavation
data representing the Vinca architecture and especially the Neolithic settlements
from Parta and Miercurea Sibiului using virtual reality technologies. Besides the
reconstruction of the Vinca architecture we would like to integrate environment data
and artefacts excavated from the sites. For this, we have available materials from
the Neolithic stations that are already gathered. The materials from Parta

! Marie Curie fellow in the Marie Curie Training Site for Computer Graphics and Virtual
Reality (MAVRIC), Department of Informatics, Centre for VLSI and Computer Graphics,
University of Sussex.
2 Director of the Centre for VLSI and Computer Graphics, Reader in Computer Science.
® Doctoral supervisor.
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(Lazarovici et alii 2000) are published, but the materials from Miercurea Sibiului
are unpublished because the excavations are very recent.

Part of this reconstruction work has been done in the Marie Curie Training Site
for Computer Graphics and Virtual Reality (MAVRIC) located in the Centre for
VLSI and Computer Graphics, Department of Informatics, University of Sussex.
Here, several heritage projects, but notably the ARCO — Augmented Representation
of Cultural Objects, and recently installed equipment, provided both research
knowledge and expertise as well as resources that is essential for advancing this
reconstruction and research.  Our virtual reconstructions (and associated
animations) require large computing resources such as a ‘render farm’ and
specialised 3D modelling and animation software. At the same time, the Faculty of
History and Patrimony, Lucian Blaga University, is also researching the architecture
of the Neolithic site from Miercurea Sibiului, Sibiu County, Romania, which will
also be integrated with the reconstruction.

To facilitate the virtual reconstruction work we have access to a render farm
composed of two clusters of 8 and 10 machines, respectively, and a further 20
laboratory machines with which to generate large virtual reconstructions requiring
thousands of video frames. Further, MAVRIC provides access to many software
applications that require very expensive licensing costs essential to our research
such as Windows XP professional edition®, 3d studio max version 7°, Macromedia
Dreamweaver MX 2004°, ACDSee’, Adobe Photoshop?, ... as well as the ARCO
System specific software for building virtual exhibitions utilising virtual and
augmented reality®, all of which is not normally available in an archaeology
department.

2. An introduction — about virtual reality in archaeology

The purpose of this interdisciplinary project is to help the archaeologist to
control, present and use the results of their work with the new information and
communication technologies (ICT).

A particular ICT of most relevance to this work is Virtual Reality (VR). A
virtual reality world is an virtual environment (VE) simulated on the computer
through which a person can feel almost as a part of the real world (Allen et alii
2000, 1575). Itis used in archaeology because it can offer:

¢ Three-dimensional models that aid interpretation of the
architecture.
¢ Visualise information of a high complexity.

4 http://www.microsoft.com/windowsxp/pro/default. mspx
® http://www4.discreet.com/3dsmax/

® http://www.macromedia.com/software/dreamweaver/

" http://www.acdsystems.com/English/index.htm

® http://www.adobe.com/products/photoshop/main.html

® http://www.arco-web.org/
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¢ It can combine the visual images with the sound in a real time.
¢ Access through the Internet using virtual reality can be more easily understood
by the large public without losing the quality and the original impact.

This is the technology that can “bring to life” the past in a revolutionary way,
this should take place at the end of each archaeological study.

The costs of archaeological excavations (often from public finances) and
associated work should be returned to the citizen in a cultural way through
understandable forms of presentation. Most published studies address only the
specialists and not ordinary people. The citizen usually only comes in contact with
archaeology through museums, where the information isn’t presented in the habitual
context. Lately, there is a tendency to offer to the public archaeological information
in the most accessible way, for example through virtual reconstructions. It is
generally accepted that virtual reconstructions, from the archaeologist viewpoint,
cannot be 100% accurate. This is because there may be more than one interpretation
concerning a particular archaeological fact. Therefore, it is important to ensure that
the virtual reconstruction represents correctly in most cases only “the proportions
and global data such that if an interpreter is unsure of any specific details, these can
be bypassed, provided that the global idea is still expressed through its proportions”
(Fernandez 2001, 280).

Virtual reconstructions or models are also used for educating students that study
archaeology, but also for the continuous education of the archaeologists. At the
same time, the public can understand the presented subject easily.

Virtual reconstructions can become excellent educational instruments provided
the archaeologist verifies that the archaeological content is accurate. They can be
easily disseminated through:

a) Virtual Theatres: where immersive, simulated with stereographic
glasses and Dolby surround effects, they can deeply involve users that become
avatars of virtual historical scenarios. These structures can greatly enhance
personalised lessons (Bonfigli et ali 2001, 295; Song and alii 2003, 203). The
underlying technology improves, develops and reduces in cost every year, thus
implementing these methods in museums will become very cost effective
(Wojciechowski et alii, 2004, 135).

b) Virtual Sets: historians and/or actors, immersed in specifically
reconstructed virtual environments, can produce TV programmes
communicating theories, hypotheses or didactic explanations in a simple and
immediate way (Bonfigli et alii 2001, 295). We can add here the games
industry, which has an important role in educating the adolescents. If the game
industry uses models that are more close to historic reality, it is then a step
forward for the educational system.

C) Internet: reachable by everyone world wide, enables access to
historical databases linked to simplified virtual environments (VRML/X3D -
Virtual Reality Modelling Language — an open, extensible, industry standard
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and description language for 3-D scenes on the Internet. With VRML/X3D
and certain software tools, you can create and view interactive 3-D worlds that
are rich with text, images, animation, sound, music and video —, or QuickTime
VR), streaming of TV programmes, etc. (Bonfigli et alii 2001, 295). The
connection of 3D models with database content makes easily accessible
historical information that can also be accessed through intuitive interfaces and
appropriate interaction facilitating validation of the reconstruction. In this way
VR cultural products have, as a constitutive part, the background research
material and every user can check the authenticity of the models and use the
information for further personal researches (Gutierrez et ali 2004, 63). Most
countries have invested in 3D archaeology technologies because of the great
impact on the public. It is much more sophisticated when presenting a nations
heritage.

Virtual reality can be used for all historical periods, but it’s easier for those
periods where we have written or visual information that were kept well (e.g. roman
period, Greek, medieval). It is more difficult for the prehistoric periods because the
settlements from this time used materials that easily degrade. They left only a few
marks that can be seen by the public.

3. Technology and methodology we used

o a short cultural presentation of the Vinéa culture

Vinca culture marks the end of the early Neolithic. It belongs to “The Eneolithic
Balkan-Anatolian” (Lazarovici et ali 2000, 276; Maxim 1999, 63). Vinca Culture is
extended on a large area that includes Macedonia, Metonia, Croatia, Bosnia, West
Bulgaria, Oltenia, Banat, Vojvodina, South Hungaria and Transylvania, but it
influences other cultural areas that are out of the origin space (Lazarovici 1977, 19)
also. The name of the culture comes from the eponym settlement at 14 km from
Belgrade, on the right side of the Danube and it is extended over 10 hectares. The
geographical localisation encourages the mediation between cultures that flourished
from the Aegean in the South to Central Europe in the far North.

Important events, material and spiritual changes are seen in the levels with
almost 10 meters of human works remaining, accumulated over the long period of
time when people lived in this area. Vinca settlement distinguishes itself as a
reference point in the analyses of Neolithic and Eneolithic culture’s birth and
development, from Central and South East Europe (Tasi¢ 1990). The first diggings
at Vinca were made by Miloje M. Vasi¢ in 1908. Vinca settlement represented the
central point of Neolithic and Eneolithic chronological systems’ implementations.
The systems are based on Vinca’s stratigraphy for building some almost stable
chronological steps with the help of many cultures and groups, often with different
typological characteristics that differ from the eponym settlement.

Concerning the chronological systems for Transylvania, we apply the Holste’s
system, modified by Vladimir Miloj¢i¢ (Lazarovici 1979, 75-77, table 7; Drasovean
1996, 25) and completed by Gheorghe Lazarovici (Lazarovici 1977, 21-25;
Lazarovici 1975, 12-18; Lazarovici 1979, tabel 7). There are known four
evolutionary phases (A, B, C, and D) each one with its specific subdivision.
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Map 1. Geographical localization of Vincian’s settlement from Parta and Miercurea
Sibiului.

e Case study presentation of Parta and Miercurea Sibiului

Parta is one of the important Neolithic settlements from North Banat. This can
be seen from the systematic excavations, stratigraphic observations, lots of
materials, but mostly from its monumental civil architecture (houses with floors, big
houses), military architecture (fortification systems) or religious architecture
(sanctuaries and shrines) — such evidence reveals a large Neolithic metropolis
developed in Banat (Lazarovici et alii 2000, 13). The settlement is a tell with a
complicated vertical stratigraphy and an architecture based on massive
constructions with wooden structures, covered in clay. A lot of excavations, over
the years and interdisciplinary studies made this settlement as the most excavated
and researched area from the West of Romania until now.

Miercurea Sibiului is a particular Vincian settlement in Transylvania,
characterised by massive structures made of wooden beams with less clay.
Systematic excavations on the surface revealed a distinguished architecture that
makes it the most important settlement in Transylvania. The earlier phases of Vinca
Culture were pointed out in Transylvania relatively recently by our team (Luca et
alii 2000).

In 2003 campaign there were discovered the earliest ving¢ian complexes (pit
houses By, g and holes Gy, 1112, 13, 14). The pit houses and the early vingian holes
belong to an aspect of chronology situated towards the end of the A phase. In the
2004 campaign, 4 dwellings were totally or partially researched. They were surface
dwellings, with the floor made of river stone dated from Vinca As;-B;. A few
engrossed complexes were shaped (V Ag; St-C IB-IIA, 11IB) (Luca et alii 2005;
http://www.cimec.ro/Arheologie/cronicaCA2005/rapoarte/151.htm).
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o Examples of reconstructions and interpretation, advantages
and target public.

For creating the virtual models of the architecture and the environment we used the
3d studio max, 7.0 version, developed by Discreet for which the Centre for VLSI
and Computer Graphic, University of Sussex has licence. If the models are very
easy to make, the most difficult part is to realise the material’s texture that must
look real. All the objects are made in 3D Studio Max using the plans and the offered
technical specification. Objects are made using different techniques. The textures
are applied on these objects (using large images in .jpeg or Bitmap format). The
next step is doing the animation. After the scene was animated and after the lighting
and effects were added, the rendering comes. For this purpose we used a “render
farm” made up of 12 computers which transformed the scene into a movie. We used
.avi video format (Audio Video Interleave — format was developed by Microsoft.
The AVI format is supported by all computers running Windows, and by all the
most popular web browsers. It is a very common format on the Internet). The
movies have a very good resolution, but they are very large (sometimes 700 MB for
a 2 minutes movie). We used Adobe Premier for adjusting the movies in .avi
format.

For web streaming, we used tools provided by Microsoft, Windows Media
Encoder 9 Series with which we transformed the movie from .avi format into the
wmv (Windows Media File format was developed by Microsoft) format with the
web streaming characteristic. We used a middle setting which permits a fast loading
in browser of the movie: Multiple Bit rate video (CBR) with a Total Bit Rate = 250
kbpr, Frame Rate = 27.7 and Output Size = 320x260. The size of the movie can be
reduced to 1-2 MB. We used the HTML code to load Windows Media Player
automatically in browser. We tested how the movie loads in Internet Explorer 6.0,
Mozzila 5.0 and Opera 8.5. With these characteristics the movies are uploaded on
all browsers quite rapidly.

We made educational movies with the reconstruction’s process of different
architecture elements from Parta and Miercurea Sibiului, and for the validation of
different archaeological interpretations. We had a dialog with the specialists that
excavated at Parta and Miercurea Sibiului so that now we have a whole view over
Vincian life from the two sites.

Virtual reality offers an integrated archaeological view. The materials are also
presented in a more accessible way for the public. We have integrated the virtual
structures in VRML/X3D format for the web environment because building a
“virtual museum “on line is very important.

For the architecture, we used the observations gathered from the Miercurea
Sibiului and Parta sites, from the analogies in the Vin¢ian cultural space, from
project — Cucuteni project (http://arts.iasi.roedu.net/cucuteni/arheo/casa/ ) and
ethno archaeological research of the Romanian-English team coordinated by John
Nandris (Lazarovici et alii 2000, 10). The research results of the wooden installation
permitted the development of ethno archaeological reconstruction.

Example 1. The reconstruction of some wooden and clay floors
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Figure 1. f)

On the site, the clay floor is cleaned (Figure 1. a — real pictures), then it is
turned over (Figure 1. b — real pictures) and the hidden wooden sub-structure of the
floor is revealed and recorded on site through drawings. The drawings and
photographs are imported to 3ds max 7 to use as a reference point for the virtual
reconstruction (Figure 1. ¢ the drawing of the mirror image of the wooden floor
construction as imported into virtual space). In the virtual space (the 3ds max 7 3D
authoring environment) the wooden structure is reconstructed as a virtual model
(Figure 1. d). We have now created a virtual reconstruction of the mirror image of
the wooden floor structure. Next we turn the wooden floor back to original
orientation (Figure 1. e). The wooden beam structure now provides the support of
the floor over which, there is added a mixture of clay, straw and water (Figure 1. f).

Example 2. The reconstruction of a supporting wooden structure

13
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At Parta houses’ excavations reveals foundations constructed from a series of
holes in which pillars are inserted to support the basic structure of the houses. This
was the most frequent system used to build houses (Figure 2. a). At some structures,
there were observed massive pillars, but at others there were observed even small
poles (Figure 2. a-b). In the virtual space, the wooden structure is filled on the plan
(Figure 2. b-c — sanctuary 2). Next we start to create the walls by knitting together a
very dense network of poles and rods.

We know this is how the wooden supporting structures of the walls were
constructed from the excavated ‘fired’ clay leaving an imprint of the wooden
structure. When the structure burns, the clay changes its firmness, it becomes very
hard and it keeps maintaining the marks of the rods and the pillars (Figure 1; Figure
2. d right image).

Figure 2. a)

Figure 2. b)
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Figure 2. ¢)

Figure 2. d) Wooden structure (left —virtual space, right- marks in wall remains).

Figure 2. e)
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Figure 2. f) The roof’s straw structure.

Figure 2. g) The floor and the walls, first sanctuary (left — outside, right — inside).

There are added beams on the structure (Figure 2. d-e). The structure must be
rigid, so osier, lime tree crust or bark, twisted rye, and animal bowel were used to
tie the beams, rods and poles together. The wooden structure of the roof is then
made (Figure 2. €). The roof is covered with dry hay sheaf, straw, bulrush or cane
(Figure 2. f). Afterwards, a mixture of clay, straws and water is added (Figure 2. g)
to finish the walls. In an archaeological experiment for an Eneolithic house (a house
of 7x4 m), there were used for the wooden structure of the house 2 oak trees, 33
lime trees and 245 hazel nut rods. The four walls needed 15 tonnes of clay and 3080
litres of water'®. The majority of the excavated complexes in Parta are around 11x6
m so the quantity of wooden and clay material used is huge.

Example 3. Double statue from Sanctuary 2

This monumental statue reproduces a divine couple: Big God Mother and her
acolyte, Bull God. From the Bull God, there were found fragments from an ear, a
part of the horn, fragments from the forehead and also the muzzle/snout. Elements
that attest to the practise of the bull cult are all over the sanctuary and in some
complexes with the presence of the bull’s forehead with horns.

10 hitp://arts.iasi.roedu.net/cucuteni/arheo/casa/
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Figure 3. a) The double statue’s plan, ; ; 3 e
second sanctuary, Parta. Figure 3. b) The double statue- in situ. Parta

(after Lazarovici et alii 2000, pl. 80, 3).

Figure 3. ¢) The double statue- interpretation Figure 3. d) The virtual

attempt (drawing). reconstruction of the superior part
of the double statue. Front view.

Figure 3. ) The virtual reconstruction of
the double statue’s base with the red
motive’s incision.

The archaeologists succeeded in explaining in detail the way in which the statue
was built, but they also noticed other interpretations. Of the monumental statue
partially remaining; many elements were extended over a large surface (Figure 3. a-
b). The excavator illustrates an interpretation (Figure 3. c). In the virtual space, we
tried to give a truthful image of the statue (Figure 3. d-e).

Example 4 The reconstruction of a pot from pit hut Bs/ 2003 from Miercurea
Sibiului on the basis of the pot profile

Using 3ds max 7 we can import a archaeologist drawing of a pot with its profile
and use the NURBS tool to draw round the profile (Figure 4. 1). Next the NURBS
curve can be extended by using the Lathe function to rotate the profile thus

17
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generating a wireframe pot whose surface can be then textured by adding a UVW
mapping for material adjustment. (Figure 4. 2).

Figure 4. 1) - fragmentary pot with entire | Figure 4. 2) The pot with the texture (the
profile from bottom to top. Prepared for | original colour in a .jpeg picture). Virtual
modelling. Virtual space. space.

Figure 4. 3) The end results in perspective
view of the pot in virtual reality space.

The pot is now realised as a virtual reconstruction or 3D replica (fine
technology, grey colour, polished), (Figure 4. 3).

Example 5 The reconstruction of house Pg from Parra and the dissemination of
information for the public (available on our web site at:

http://arheologie.ulbsibiu.ro/santiere/parta/en/p8.htm).

Each architectural model has a description in which way it was reconstructed
(Figure 5). There can be also be seen animations which show how the building was
most likely constructed, but you can immerse yourself in the virtual space and you
can explore the model directly in the browser. From 3D studio max you can export
the model in VRML format. To view the model in VRML you must use a VRML
viewer. We recommend Cortona VRML Client which is free, it goes fast and it

doesn’t create problems and it’s available for a lot
(http://www.parallelgraphics.com/products/cortona/) of browsers and operating
systems.

Technical details are an important element of virtual reconstructions and they
are presented in an attractive way. For these technical details, the original source
where they had been published is presented each time.

18
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=\ "o
B Frg G

Figure 5. 1) The original | Figure 5. 2) The plan of the Pg | Figure 5. 3) The pillar ’s

drawing plan (after | structure and the elevation of | structure / the structure of
Lazarovici and alii 2000, | poles (virtual space). Top | pillars (virtual space).
figure 87). Top view. view. Perspective view.

Figure 5.4) Detail with the way of the storey | Figure 5. 5) The elevation of clay walls and
reconstruction (virtual space). Top view. of the storey (virtual space). Perspective
view.

5. Conclusions, future work and opportunities

In the future, all the interdisciplinary work associated with our archaeology
should be published on our web site where possible as an online resource for access
by our students to aid their understanding. In addition, the public can also access
this resource for their learning. This article serves as an example instrument for
understanding the work we have done until now illustrating the use of virtual
reconstructions and collation of these virtual reconstructions with other
archaeological data on the Internet as a so called virtual museum or exhibition
online. This is an ideal medium for guiding our students and the wider public in
understanding the Neolithic way of life. This does not necessarily remove the need
to publish our work in the classic format, but the online method using virtual
reconstructions is an important supplement to the classical archaeological reports
and provides an interesting and enjoyable way of presenting complex information to
the student and public alike.

Within our archaeological institution we publish all our informations (books,
reports, monographs, presentation, study guides, etc. including our virtual
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reconstructions) in order to make this information available in digital format for all
and to create a better educational impact and good quality of presentation. Thus our
digital publications including virtual reconstructions can also be accessed instantly
from all over the world.. Digitisation of all our resources is costly, but the
maintenance costs are lower over long term and the number of those who have
access to the Internet grows very fast. For example our site
http://arheologie.ulbsibiu.ro/ is a subdomain of http://www.ulbsibiu.ro/ hosted by
Lucian Blaga University. Since it has been created (in October 2004), it was
accessed by 42243 visitors that accessed 140200 pages (from a few hundreds
visitors a month in 2004 to over 7 thousands in December 2005).

Besides the classical information: courses, books, etc. we have an initial online
resource in the style of a virtual museum opened to the public, see link below. Such
information can also be used by the public when they visit the real museum using
web accessible devices.

Until now, we could only interact with the visitors in a traditional Museum by:

1. in a traditional way, the artefacts and a label, maps or short
descriptions,

2. in a traditional curator who can give more details, usual for groups,

3. through an audio set, borrowed by visitor at the entrance, the visitor
can hear the explanations from the audio device,

4. through television sets,

5. through immersive rooms (3 D reality) — very expensive and only
for groups,

6. movie rooms,

7. kiosks and touch screens points.

All of them cannot give the independence for visitors and only no. 5 can offer
everything (sound, image and a virtual reality feeling). Until now, only the audio
device gave some independence.

In the next 2-3 years the new Mobile phones with Bluetooth wireless
technology, large resolution screens, capable to run movies, will be a reality. At the
same time, PDA devices are improving in performance.

20
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Visitors will use them like an Avatar for explanations (audio, texts, animations,
images, movies). Visitors will be able to search through the mobile devices (for
audio, texts, animations, images, movies) in the actual museums archive in the same
time PDA devices can be offered by museums. Visitors, in the front of a monument
or object with their mobile or PDA device will see the virtual reconstruction of the
original habitat, more information about the object like descriptions, object design,
pictures or audio materials. The visitors will be able to save samples of the
information viewed such as movie clips, explanations etc, for reviewing them later
on the bus, or at home and the educational message will be reinforced deeper than
usual.

Satellite picture: Tell 1 from Parta.

Only this way we are open to the wide public that indirectly finances our
activity. All virtual exhibitions and multimedia files associated with this progress
report are available on:

http://arheologie.ulbsibiu.ro/virtual.htm
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THE GRADESNICA SCRIPT REVISITED

Marco MERLINI,
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ABSTRACT. The article (The present article is under the frame of the project
MU.S.EU.M. (Multimedia system for a European Museum) within the Leonardo da
Vinci program) presents new evidence on the signs of the GradeSnica platter
through a direct check of them and applying to them a matrix of semiotic markers
and rules in order to inspect the internal structuring of the sign system developed in
Neo-Eneolithic times in the Danube basin. The matrix is intended: a) to verify the
possibility that these cultures might have expressed an early form of writing; i.e. the
so called “Danube script’”; b) to investigate the organizing principles of this system
of writing; c¢) to distinguish inscriptions of the Danube script composed of two or
more signs, without of course knowing what any of them stand for, from compounds
of signs associated with other communication codes, among which decorations,
symbols, and divinity identifiers. The matrix has been recently tested on some
recent discoveries selected from the core area of the Danube civilization and from
the peripheral regions in order to document the existence and how widespread the
Danube script was.

One inscribed object, many version of its signs

Sometimes also the celebrities under the spotlights for decades still have hidden
unexpected features. The well known GradeSnica platter It is kept at the Museum of
history of Vratsa with inventory number A-2700. The object is displayed on line in
3D and accompanied by a identity card at the “Virtual Museum of the European
roots” managed by the MU.S.EU.M. project:
http://www.europeanvirtualmuseum.it/museum/schedabase.asp?reperto=113)  was
unearthed in 1969 in North-western Bulgaria on the second building level of the
dwelling n. 1 from a prehistoric settlement next to the village of GradeSnica (Vratsa
County). In the same site signs have been discovered on the bottom of pottery
incised before firing. The signs from GradesSnica have different shapes: some of
them depict stylized human figures, other represent geometrical patterns, other are
very difficult to interpret. Anyway they are more than 40 and B. Nikolov considered
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that they compiled the most ancient set of ideograms from this area of South-eastern
Europe (B. Nikolov 1974: 33).

Concerning the GradeSnica platter, the problem of its dating is not secondary
after the claim of the discoverers B. Nikolov, V. Mikov and G. Georgiev that it was
bearing signs of literacy and that its marks on four rows are from the oldest script in
Europe or even in the world (V.l. Georgiev 1969: 32-35; B. Nikolov and V.I.
Georgiev 1970: 7-9; B. Nikolov and V.l. Georgiev 1971: 289). It is worth noticing
that the signs on the Transylvanian Tartaria tablets had been relegated to Cotofeni
cultural horizon in order to argue that the marks on the GradesSnica platter, as well
as on the Karanovo seal and other Bulgarian artifacts, are the first written record in
human history (G.I. Georgiev and V.l. Georgiev 1969).

The discoverers attributed the findspot to the first half of the Chalcolithic period
corresponding, according to them, to the cultures of Karanovo V (Marica culture),
the late Vinca-Turdas and Boian-Vidra- Gumelnita 1 (B. Nikolov, 1970; B. B.
Nikolov 1974: 34). On the basis of uncalibrated C14 results, the linguist V. I.
Georgiev placed the GradeSnica shallow receptacle in a later period; i.e. in the
second half of the fourth millennium (Georgiev 1970: 8; for a critic viz Winn 1981:
214). Makkay inclined to the early Vinéa C phase (Makkay 1990: 78). Gimbutas
considered GradeSnica to be a Vinca settlement and ascribed the shallow vessel to
the Vinca B culture dated around the 5000 BC (Gimbutas 1982: 87) or the early 5"
millennium BC (Gimbutas 1991: 313). This date has been substantially challenged
by J. Todorovi¢ who believed that the GradeSnica evidence could not be
synchronized with Vinc¢a B framework because of the higher level of development
of its script compared to that of Turdas (Todorovi¢ 1970: 82). Nowadays
scholarship agrees to inscribe the Grade3nica platter to early Chalcolithic; 111 phase.
Accepting this date, it is chronologically positioned before another Bulgarian icon
of the Neo-Eneolithic script: the Karanovo seal which is ascribed to Karanovo VI
(B. Nikolov et al 1970).

However if the dating of the GradeSnica artifact is quite settled, are we sure that
it actually bears signs of literacy and not merely decorations, symbols, or even
simple scratchings? Its marks has to be analyzed by semiotic criteria, but one
immediately discovers that most of the authors, dazzled by a first-eye of its shape
and its aligned signs along reading rows, consider it to be a tablet or a plague (Winn
198: 210, Renfrew 1973: 177, Masson 1984: 108) even if it is actually a little,
rounded shallow tray (12.5 cm. long by 10.5 cm. wide and 2 cm. high) with evident
lips and two holes for suspension (Gimbutas 1991: 313 fig. 8-12). The
misunderstanding started from the excavator who judged it a “plaquette en argile,
ayant forme d’un petite pot, sur laquelle sont incises des signes écrits” (B. Nikolov
1974: 33).

According to the archaeologists in charge the small tray was discovered, in a
cultic place, together with a well-preserved figurine and two clay vases (B. Nikolov
1970). The bottom of one vase is inscribed with an anthropomorphic figure, while
the bottom of the other is bearing script-like signs. Therefore the context of the
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Gradesnica evidence is religious although there is not an adequate amount of
information to discuss if the mentioned occurrences (the place, the location, the
assemblage, and the marks) formulate a symbolic system employing signs of
literacy. For example only a protein residue analysis would tell us what the platter
was used for (to display/offer sacred liquid or oil, for example?)

Another problem involves the outline of the signs: which are actually the marks
incised on the Bulgarian artifact? Few badly-taken, developed and reproduced
photos of them have been published. The situation is made more complex by the
fact that sometimes the signs have not an obvious silhouette because of indecisions
on the part of the scribe (Fig. 1) (Masson’s judgment about his/her un-handiness is
too severe), the platter is filled by scratches (Fig. 2) and some areas are covered by
abrasions. A number of drawings are available but some signs they are depicting are
divergent (B. Nikolov 1970 figs. 6 and 7, 1974 figs. 68 and 69, 1986; Masson 1984:
109 fig. 9; Todorova 1986: 211 fig. 116; V. Nikolov 1990: 49). Even the discoverer
published in different articles dissimilar version of the marks. Unfortunately most
of the information circulating out of the Bulgarian scholarship is based on these
unclear photos and conflicting sketches (Masson, for example had only the
opportunity to work on the image from the inside of the platter published on the
cover of a book).

During the spring of 2005 | had the opportunity of checking the object
personally at the National Museum of History in Sofia. The platter is made of clay,
the color is grey and the preservation state is quite fair. It was never restored.
Inscriptions are incised on both sides, many of the signs are crudely marked and
sometimes they are superimposed by scratches and fortuitous lines made after
firing, nevertheless in general they are quite distinctive in shape. In the next
paragraphs | will present some epigraphic observations on the signs of the
Gradesnica little tray and then | will apply on them a matrix of semiotic markers
and rules in order to evaluate the possibility of the presence of elements of literacy
(Danube script — | employ the term "Danube signs"/"Danube script”" as general
allocution for the form of literacy which flourished in Neo-Eneolithic times in the
great Danube basin (Danube civilization) and "Vinc¢a signs"/"*Vinca script" strictly
limited to the Vinéa culture which developed in the central area of it. This
terminology is coherent with the challenge to demonstrate that the "early
civilization" status can no longer limit itself to the regions which have long
attracted scholarly attention (i.e. Egypt-Nile, Mesopotamia - Tigris and Euphrates,
the ancient Indus valley), but it has to expand to embrace the Neo-Eneolithic
civilization of the Danube basin. The presence of a system of writing is only a mark
- although important - of the high status of the civilization which flourished along
the Danube river at these times) and to distinguish the potential text, without of
course knowing what it stood for, from compounds of signs associated to other
communication codes, among them decorations, symbols, divinity identifiers (A
version of the matrix of markers and rules has been published in “The ‘Danube
Script’ and the Gradesnica Platter. A Semiotic Study based on most recent autopsy
of the Bulgarian item”, Lolita Nikolova & Jude Higgins (eds.) Prehistoric
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Archaeology & Anthropological Theory and Education. RPRP 6-7, 2005. Another
version has been published in “Semiotic approach to the features of the ‘Danube
Script’”, Documenta Praehistorica XXXII, Ljubljana, 2005). Of course these
indicators and guidelines are in progress because one will be able to distinguish
without errors the different communication channels only when one is be capable of
reading the script. But, on the other hand, one will not even be capable of reading
the inscriptions if one is not able to isolate their signs from the others. It is really a
loop that one has to break step by step and by progressive approximations.

A pregnant anthropomorph

Regarding the outside of the artifact, | present a montage showing also the lips
(Fig. 3). One can recognize at one look a human-like stylized figure fixed in a ritual
posture with arms raised, surrounded by numbers of triangular, V-shaped and
meandering motifs. This makes one concentrate instinctively. In fact, as we will
discuss below, the starting sign for decoding the message is the focal point of the
anthropomorph: i.e. the deep dot placed inside the central lozenge which depicts the
torso (Merlini 2004: 87).

The symbolic figure is quite correctly rendered in the published drawings,
although with some discrepancies also in the discoverer’s presentations (see for
example B. Nikolov 1970 vs. B. Nikolov 1974). The stylized figurine is positioned
prominently on the platter. Besides it is in high-relief and its outline is much more
deeply incised compared to the surrounding signs. Generally speaking it is
supposed to be standing (Winn 1981: 212) or sitting (V. Nikolov 1990), with arms
rose in ritual adoration toward a god and possibly looking downwards (V. Nikolov
1990 - it is a unconvincing position that one in adoration remaining in a sitting
posture). However it is reasonable to consider it to be in a dancing pose as
suggested by the high curved arms outgoing from a torso-rhombus and hands as
open spirals as well as the posture rendered in dynamic balance on a little triangle
representing legs. Following the liturgical suggestions one can consider it an
“oranting dancer”. The anthropomorph is composed of a rhombus and four triangle-
like forms: each of them shows a dot incised in the barycentre. The dots follow two
typologies: the one in the central lozenge is much more deeply carved than the
others which form an ideal cross. A sixth dot is less profoundly incised than the
others and is placed at the end of a > motif located in the lower register. The
“oranting dancer” is evidenced and highlighted by a doubled outline: a) the head is
composed of a twofold triangle with a dot inside; b) two arcuate arms create open
triangles with a dot inside; ¢) a double lozenge with a deep dot stands for the body.
Only one single-lined triangle with a dot in the centre constitutes the oscillating
base of the stylized anthrophomorph, actually the legs.

Similarly to the Ocna Sibiului “not phallus” and other incised objects of the
Danube Civilization (Paul on-line, 2002, Merlini 2005a), the back of the
Gradesnica flat platter seems contemporaneously to employ two communication
channels: iconic symbolism and an inscription. The starting sign for interpreting the
message is also the focus of the figurine as well as of the object: the deep point
inserted inside the body-lozenge. Since Palaeolithic times, the lozenge is one of the
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most social used geometric shapes, as the triangle with the vertex downward is, to
express the feminine body as receptacle of fertility. The reason is obvious: rhombus
and triangle allude to the vulva, the pubic triangle, and the womb; therefore they are
connected to the life-source. Such social symbolism covers the entire Neolithic
period up to historical times, as recorded by a famous passage of Herodotus. For
example, in Mesopotamia the lozenge was closely associated with Inana/lshtar
(Farmer 2003a: 20).

In the Danube Civilization a lozenge is frequently depicted on the conspicuous
abdomen of pregnant figurines which, in their turn, show a body in the shape of a
lozenge. Coupling iconic representation with geometric symbolism, the seminal
potentiality of a woman, a female forebear, mythical progenitor, or divinity is
doubly emphasized (Merlini 2004: 89). Consequently if the diamond encloses a
point, like in the Bulgarian shallow vase, it evidently marks the uterus containing
the fetus because impregnation is implied (this conception is very widespread in
time and space. For example in dreams and hallucinations of the Tukano
Amazonian peoples “diamonds or lozenges represent the female organ. When
marked with a central dot, impregnation is implied. A coherent group of diamonds,
each with a central dot, represents the relationship between various exogamous
groups. A vertical chain of diamonds represents a line of matrilineal descent. The
motif stands for biological and social continuity” (Reichel-Dolmatoff 1987:16)).
Does the female GradeSnica anthropomorph tell us about expectancy and birth? Has
one to deal with pregnancy and giving birth of a definite woman, a mythical
ancestor, or a divinity? Was the platter used in liturgies to challenge the
infecundity?

Support to this interpretation comes from other Neo-Eneolithic pregnant
anthropomorphic figures according to which the incision or the paint of a rhombus
with a dot or a dash (in the centre or in all four corners) on the belly-womb (not on
the vulva) or on fat parts of the body (buttocks, thighs and hips) (All fat parts of the
body were significant, considered to be growing, or pregnant) communicates the
condition or period of expecting a baby and “must has been the symbolic invocation
to secure fertility” (Gimbutas 1982: 205). The stability and importance of this
symbol, often arranged in chains, are evident throughout time in all the Neo-
Eneolithic cultures of the Danube basin. A very ancient occurrence (c. 6000 BC) is
from Gladnice, near PriStina and on the bank of the river Gracanica (Kosovo),
which is the first Star¢evo settlement which obtained a reliable data concerning the
vertical stratigraphy (Fig. 4). Over a pregnant statuette in a squatting position of
Gladnice I period, a dot has been deeply dig into the centre of a rhombus which was
positioned above the belly (Gimbutas 1982: 206 plate 203, 160). The schematized
figurine is made of terracotta and is characterized by three and three diagonal
incised lines which mark vulva and thighs.

Dotted lozenges are depicted on the base of the throne on which Lady | of
Kokénydomb is seated: a cultic vase from house 24 unearthed at the site of
Hodmezovasarhely-Kokénydomb (South-eastern Hungary) in the shape of an
enthroned female divinity open in the upper part and without face representation
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(Banner 1959) (Fig. 5). The vase is a bit older than the GradeSnica platter and the
rich decoration on the lower part of its garment shows rhombuses, “Ms”, “Xs”,
circles, striated triangles, zigzags, lines parallels and “script signs” (Gimbutas 1991:
71) made of white incisions and incrustations which are embedded inside panels for
“reading”. Dated at Classical Tisza period (early 5" millennium BC according to
Gimbutas 1982), it was originally painted in red and contained grain and ash: the
offer to the divinity. The seed of the wheat is sowed inside the body of the holy
mother; the ploughing stands for the act of impregnation, the coming out of the new
plant represents birth. Gimbutas suggested that the anthropomorphic vessel could
have been put to ritual use filling it with water and then carrying it over the
countryside (Gimbutas 1982: 208). The symbolic code of Lady Kokénydomb
makes clear that the dot within a lozenge represents not only the fetus in the womb,
but also the seed inside the cultivated land. Therefore the dotted diamond indicates
the sown earth and attests the intimate link between female fertility and vegetation
fertility (Rybakov 1965 1: 30-31). Gimbutas reminded that some figurines were
impressed with actual grains on belly, buttock and thighs (Gimbutas 1974: fig. 156)

Several authors refer the dotted lozenge to a conventional representation of the
seed in the field, but it is a misleading conception for three reasons. Firstly it is
improbable that at the initial phase of farming people formed quadrangular plots.
Archaeological data show that plots of tilled soil usually had geometrically non-
regular outlines (Golan 1991: 218). Secondly the lozenge is a very strange shape
for orderly spatial regulations of fields: | have never seen rhomboid plots of
cultivated land. Thirdly the supposition that the diamond became symbolic of the
quadrangular cultivated plots contrasts the fact that this motif emerged as early as
the Upper Palaeolithic period when the land was not being cultivated yet (Golan
advanced the idea that in Palaeolithic symbolism the rhombus signified a snare for
an animal and the zigzag an animal’s track and that only later these motifs became
symbols of earth and water (Golan 2003: 220)). At the same time, for such very
early cultures it is hard to follow Golan’s suggestions connecting - as in ancient
China, Greek and Rome - the rhombus as well the square with the earth and its
prominent deity in opposition to the circle and the oval which represent the celestial
sphere (Golan 2003: 219). It is much more plausible to connect this symbol with
the cultivated land generally speaking and its power of growing.

Several dotted sketching quadrilaterals, have been found at Sitagroi (Greece)
depicted during the 5™ millennium BC. This mark is the focus of the belly on highly
schematic figurines or charms made in light-brown fabric around the first half of the
5" millennium BC, during the Period II of the settlement (Gimbutas 1982: 207 fig.
159, 160) which was more or less coeval to the GradeSnica culture (Fig. 6). The
lower abdomen from a fragment of a sitting pregnant little figure shows a system of
lozenges and triangles with a point into the centre: the symbols are positioned inside
a frame made of corpulent body, prominent belly; navel emphasized by a hole and
nicely rounded buttocks. The symbolic design has been painted in black on red
slipped terracotta during the Period Il of the tell (around 4500 BC). On the upper
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left an egg has been depicted (Gimbutas 1982: 207 fig. 162; Renfrew C., Gimbutas
M., Elster A. 1986 fig 9.54) (Fig. 7).

Schematic figurines incised with a dotted diamond have been found in the
culture Gumelnita Al phase, c. 4500 BC at Vidra (northern Romania) (Rosetti
1938: fig 12) which was quite contemporary to the GradeSnica platter. The first
statuette has holes for suspensions and is distinctive for a complex ornament over
all the body which seems to be a liturgical garment and is made of a combination of
geometric elements between them a dotted diamond in front and on the back. In
both cases the diamond is the vertex of a triangle with long curved segments (Fig.
8). In the second figurine the dotted lozenge is positioned on the back and a
meander is on the belly (Fig. 9). Dots are transformed into minute disks on the
‘Goddess of Vidra’. Being a key element of its complex excised decoration, dotted-
disked lozenges adorn the nape, the back, the bellies as well as the hips of this
anthropomorphic ritual vase which is one of the masterpieces of the Gumelnita
culture (Fig. 10). Made by “specialized workers with an acute artistic sense” the
‘Goddess of Vidra” may has been used “in large worship rituals regarding the life of
the entire community, thus having a general representativity” (Andreescu 2002:
106). Analogous signs are aligned and incrusted in white on a face of a black
polished clay disc from Ploskata Mogila (Plovdiv, central Bulgaria). The disc is c. 4
centimeters in diameter, belongs to Gumelnita culture, is dated c. 4000 BC and
bears also a dotted triangle (Detev 1952: 337, fig. 333; Gimbutas 1982: 208) (Fig.
11).

The single dotted lozenge also occurs on figurines from Stoicani-Aldeni culture,
local evolution of the Gumelnita/Karanovo VI-Kodzadermen cultural complex with
Precucuteni and Cucuteni influences (Fig. 12). This motif appears as well on
several figurines from Precucuteni and Cucuteni culture. The rounded buttocks of a
Precucuteni-Tripolye A statuette from Lencauti show a complex outline composed
by a diamond-with-dot connected to curved “Ys” and surrounded by “Us”. V motifs
are incised on the womb; curved lines are evident on front and back of legs (Fig.
13). Another figurine belonging to the same settlement and the same period has
dotted lozenges over the hips (Fig. 14) as well as a Cucuteni A figurine from
Frumusica (Matasa 1946) (Fig. 15). Sometimes the dot inserted in the diamond
stretches out in a dash. A lozenge with a vertical stroke is the only symbol on a
figurine from KliScev (Ukraine) (M. Lazarovici 2005) (Fig. 16).

The presence of several statuettes from Cucuteni A culture which are bearing a
diamond inserting a diagonal dash attests to the symbolic importance of this motif.
Four statuettes from Raucesti-Munteni are wearing elaborate garments which are
decorated with this symbol (Dumitroaia 1987). In the first occurrence the dashed
lozenge is on the chest as element of a complex pattern composed of < and > signs
which is surrounding a chevron containing multiple diagonal strokes and two circles
representing the ovaries (Fig. 17). A multiple rhombus with a diagonal stroke
occurs on the belly of a second statuine and echoes a second one positioned on the
womb. The chest is adorned with seven diagonal strokes surrounded by 12 dots. All
the design seems to represent the irrigated earth by rain and may be interpreted as a
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symbolic incantation to ensure falls of rainfall for sown soil (Fig. 18). In the third
statuette the dotted rhombus is a part of a sequence of three vertically aligned
lozenges of different type accompanied with diagonal lines. Also in this occurrence
the rain invocation is obvious (Fig. 19). Finally this symbol is positioned on the
front (the abdomen and the throat) and on the back of a statuette with a necklace
and a multiple three-dotted diamond positioned on the womb (Fig. 20). On a
figurine from Bodesti-Frumusica which is wearing a rounded medallion, a lozenge
with a diagonal stroke occurs in the middle of the shoulders (Matasa 1946) (Fig.
21). The same symbol appears on the back of a statuine from Beresti (Dragomir
1985) (Fig. 22).

The dotted diamond is particularly significant in Trypillya A culture. On a
figurine from Ukraine with prominent breasts and tremendous posterior, a dotted
rhombus over the womb (in fact a womb in shape of a lozenge-wit-a-dot) is part of
a sequence of signs positioned in row on the front (five signs) and on the back
(three signs). On the front one can see in sequence a zigzag line under the breasts, a
snake-like spiral on the belly, a dotted lozenge on the womb, a bi-dotted sketching
quadrilateral on the hips, and a sprouting vegetal sign from the vulva (Videiko in
press). The chain of marks fits bio-energetic points, although in a different way
from Chinese acupuncture and Hindu yoga, and each symbol may indicate one of
them (Fig. 23). In another occurrence the dot within the lozenge over the womb was
punctured and chevrons and stripes all over the body of the figurine as well as the
lack of arms denote snake magic (Fig. 24).

Sometimes the lozenge has two or more dots or dashes inserted inside.
Diamonds with two horizontal strokes positioned one over the other are present on
Cucuteni A statuettes from Margineni (Monah 1997: 316 fig.6) (Fig. 25) and
Trusesti (Petrescu-Dimbovira M. et alii 1999) (Fig. 26). On a figurine from
Frumusica (Matasa 1946) two dashes are diagonally positioned within two
diamonds which are located on the belly and on the chest in a way resembling an
image inside a mirror (Fig. 27). On the back of a statuette from Moldova the strokes
are aligned (Monha 1997: 334 fig 82-5) (Fig. 28).

In Precucuteni and Cucuteni culture the association between rhombus and
cultivated land on one hand and between dot and seed on the other hand, that we
have above discussed presenting the symbolic code of Lady Koékénydomb, is
emphasized by four-partite dotted lozenges inserted over the abdomen of several
pregnant statuettes which are enthroned or standing in a reclining posture. Number
of scholars certified the employment of these representations in magic-religious
liturgies (Cucos 1974; 1993; M. Mantu, Gh. Dumitoaia, A. Tsaravopoulos 1997:
179, 191, fig. 52, 127; Ursulescu et alii 2001-2002). Most of the figurines have
been found in a fragmentary state indicating that they have suffered some kind of a
de-sacralization process during magic-religious practices or at the end of them (M.
Lazarovici 2005). A Precucuteni-Tripolye A figurine from Lencauti (Moldavia,
Romania) has a quartered lozenge with a dot in each section incised above the belly
(Fig. 29). The design of its tattoo (or garment) is completed with various magic-
religious symbols between them lozenges with a vertical dash, lozenges with two
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diagonal strokes and dotted triangles. A figurine from Cucuteni-Cetatuia (northern
Moldavia, Romania) is marked by an elaborate magic-religious design with signs
including, in the very centre, a lozenge interwoven with a cross and deeply incised
with a dot in the middle of three sections whereas the above section shows a large
spot in high relief (Busureanu 1891). A snake-like sign is depicted on the chest; V-
lines run below the schematized head with elaborate coiffure and pinched-up nose;
parallel curved lines are incised on front and back of stumps arms; a second
diamond with three diagonal dashes is represented on the kidneys (Fig. 30). Made
in fine reddish-brown baked clay, the figurine is high schematized but with a very
polished surface. It belongs to the Cucuteni A phase, mid of the 5™ millennium BC
(Gimbutas 1982: 205). Other figurines from the same settlement and from the same
period share the same symbol (Petrescu-Dimboviza M. et alii 1999). On the belly of
a statuette one can distinguish that three sub-lozenges have a long horizontal dash
inside whereas the forth, on the right, is empty (Fig. 31). On the abdomen of a
second typology of statuettes, two arms of the St. Andrews cross which
quadripartite the lozenge overrun it as a sprouting bud making very clear the
association between the pregnant female womb and the cultivated land growing of
plants (Fig 32. Viz also Fig. 33). The same symbol distinguishes figurines depicted
in Fig. 34 and Fig. 35.

The positioning over the abdomen of lozenges divided into four equal parts with
a dot in each compartment characterizes many other statuettes belonging to
Cucuteni A phase (4300-4100 BC). It is evident on a figurine found at lgesti-
Scandureni (Moldavia Romania) where a quadripartite dotted diamond is inserted
inside another diamond (Coman 1980) (Fig. 36) and on a statuine from Trusesti
where the symbol is incised over the shoulders (Petrescu-Dimbovira et alii 1999)
(Fig. 37). The rhombus divided into four equal and dotted parts is present also on an
incomplete figurine from Dragusani at Botosani (northern Moldavia, Romania)
belonging to the Middle Cucuteni (Fig. 38). In the last instance a similar motif
recurs also over the emphatic buttocks, but its shape is modified in order to adapt it
to the rounded forms and it is surrounded by diagonal strokes (Crismaru 1977: 67
fig. 55/2; Gimbutas 1987: 116 fig. 14-6).

Sometimes the four-partite dotted lozenge incised over the belly is the most
pronounced feature conveying the idea/desire of pregnancy opposed to infertility,
the rest of the female body serving only as a background to the ideographic concept.
This is the case of the lower half of a terracotta figurine from Luka Vrublevetskaja
(Western Ukraine) (Fig. 39). The design of the statuette is completed with spirals on
buttocks and horizontal lines on tapering legs totally schematized. Made of light-
brown fabric, the symbols are incised white-filled. It belongs to Precucuteni-
Tripolye A, late 5" millennium BC (Bibikov 1958: 400, pl. 108).

In the Danube civilization lozenges and triangles with one or more dots or
dashes are encountered not only on (in general pregnant) figurines, but also on
shrine walls, vases, seals, and amulets. For example a polychrome Petresti fruit
stand vase from Pianul de Jos (Transylvania, Romania) (Paul 1992; Gimbutas
1989: 145) is decorated, painted dark and light brown on white, by a complex
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design composed by lozenges-with-seed and lozenges-with-snakecoil which are
arranged in a chain in order to suggest the idea of seeds and serpents in the land, in
the earth (4500-4000 BC). It was found with an assemblage of cult equipment on a
tripod table and was probably used for autumn sowing rituals (Fig. 40).

The sketching quadrilateral with a dot was also employed on amulets to secure
fertility. A clay egg-shape charm with a double diamond surrounding an evident
point was found at Cifer-Pac (near Trnava, South-western Slovakia) from early
LBK culture (Fig. 41). The excavator interpreted it as an anthropomorphic amulet
of female gender (Kolnik 1978). Correlating the symbol on this object and that on
the already mentioned figurine from Gladnice, Ruttkay inferred the direct
assumption that around the middle of the 6" millennium BC the graphic and
symbolic idea was taken by the LBK population from the south neighboring of late
Staréevo culture (Ruttkay 1999. Viz also Kalicz 1990: Taf. 1/1; Pavuk 1994: fig. 3;
Simon 1996: 72, fig. 15). As | have above documented, the cultural chain should be
much more complex and articulated.

The flourishing rhombus as vital symbol of the pregnant four-sided moon
which is dancing and thriving

A final typology of dotted lozenge is particularly significant because it lets us to
move from this symbol occurring on the focus of the GradeSnica anthropomorph to
the outline of the whole figure and from the symbolism of land to that of earth. The
motif that | have in mind is the diamond with a dot in the center and in all four
corners. This symbol is evident for instance in early Trypillya culture (initial stages
of Trypillya B1 according to N. B. Burdo 2004) at Novye Ruseshty | (Republic of
Moldavia), 4800-4600 BC, which on its upper part bears also a dotted lozenge (Fig.
42). According to Gimbutas “many dots within a diamond may signify
multiplication of the seed, a general resurgence of life in the sown field” and the
diamond with five dots (one in the center and one in each of the four corners) may
denote “planting in all four directions”, a feature still present in European folk
belief (Gimbutas 1989: 145). Throughout Europe, sowing in four directions is a
ceremony carried out at the winter and spring planting to ensure that dead
vegetation will come to life again. The graphic result of the five-dotted lozenge is
very similar to the fourfold pattern of GradeSnica similar-human being: a cruciform
design made of a central rhombus and four triangular dotted arms (Fig. 43). This
fourfold pattern is on shown on Bohemian Linear Pottery dishes of the end sixth-
early fifth millennium BC (Gimbutas 1974: fig. 46) (Fig. 44) and it is quite similar
to a quadripartite mark incised on a schematic figurine from Tiganesti (Monah
1997: 316, fig. 64/4) (Fig. 45).

The earliest occurrence of the typology of the fourfold pattern composed by a
central lozenge-with-a-dot and four triangles-with-a-dot as arms is findable at Catal
Hiylk (Asia Minor) on a seal that may has been used to stamp this symbol on
loaves of sacred bread. The dotted rhombic motif in the centre apparently links the
symbol of a seed within cultivated land or within a womb and the notion of bread as
gift of earth and its associated forces or divinity. The seal belongs to Catal Hiylk
11-1V, second half 7" millennium BC (Gimbutas 1989: 144) (Fig. 46). At Hacilar
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(Asia Minor) on the early Neolithic pottery, dating from the 6™ millennium BC, is
encountered the so-called ‘flourishing rhombus’ or ‘flourishing square’ consisting
of these quadrilateral motifs with shoots at the corners. The design depicted in Fig.
47 (Mellaart 1970: 411) is interpreted by Golan in the following way: the rhombus
containing zigzags represents irrigated land, the triangular appendages at its corner
symbolize vegetation, clouds are pictured as arcs, and short dashes above stand for
rain (Golan 2003: 221). The agricultural symbolism is obvious also in other
flourishing lozenges with triangles (Mellaart 1970: 401; 350) (Fig. 48a and b) or
with other lozenges (Mellaart 1970: 395, 409) (Fig. 49). In fact analysis shows that
they are not arbitrary patterns but that they convey the same set of ideas in a certain
way: according to Golan each of the five elements of the cruciform design is an
earth sign, thus the pattern would imply the idea of “five lands”; the element of the
middle is the particular locality and around it are the “four quarters of the world”
(Golan 2003: 263 — Golan observes that the concept "south, north, west, east, and
the middle of the earth" appeared in ancient Egypt, China, and pre-Columbian
America. The formula recurred in ancient Egyptian texts. A similar idea concerning
the structure of the inhabited world existed in ancient China: the world was
imagined as consisting of "four quarters” and a central part with the "sacred city" in
it, in this case "the great city of Shang", the residence of the rulers of the Yin state.
When the lands of the state were listed, its five parts were mentioned as four
peripheral and the central. In Aztec cosmology, the universe is comprised of four
quarters and the middle region; the same view was shared by the Indian tribes of
North America (Golan 2003: 263)).

Other evidence from Hacilar (Mellaart 1970: 350; 383) can be explicated as
follows: the quadrangle may signify earth, the dot may designate the seed and the
spiral-shapes resembling ram horns may symbolize plant shoots (Golan 2003: 150)
(Fig. 50). Apparently this design is very similar to the silhouettes of the
anthropomorph from GradeSnica but in the later case the curved-spirals appendages
are all bottom down. Concerning the Danube civilization, a hooked and dotted
lozenge similar to this grapheme is positioned on the upper chest of a statuine from
Draguseni (Fig. 51).

However is the dotted lozenge (plain, multiple or quadripartite) a female or a
male symbol? If most of the scholars follows Ambroz who suggested that the
diamond symbolized fertility designating earth, plant, and a woman at the same
time, Golan speculates that “during the Neolithic the rhombus was depicted on
feminine figurines, symbolizing impregnation of the goddess by the earth god”
(Golan 2003: 221). According to him this symbol represents the male deity of earth
and its application on a feminine image means the idea that the male deity, the earth
god, impregnates the goddess, the mother of all life. In any case a common point is
hold on by all the authors: the meaning of the dotted diamond, typical
transformational geometry, is apparent from its position on the figurines and is the
representation of the state “to be pregnant” or “to be growing”. Dotted lozenges on
the round portion of globular vases seem to express the same significance because
this typology of vessel has been conceived of as maternal womb.
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A similar four-folded pattern is present in coeval and subsequent civilizations
attesting to its symbolic importance. Pottery decorated with cruciform design
composed with four triangles positioned on the vertexes of a rhombus has been
found in Mesopotamia dated c. 3000 BC (Golan 2003: 264, fig. 278-2) (Fig. 52).
The symbol occurs also on seals of ancient Indus civilization where it is interpreted
as the cosmic power in the city or citadel (Farmer 2004) (Fig. 53). On Neolithic
pottery of 3 millennium BC from Iran the four triangles around the lozenge
sometimes develop into goats (Herzfeld 1941: 241) (Fig. 54). Scholars are
discussing if the picture depicts animals around a water basin (Parrot 1953) or
animals around the earth and expressing the ideographic message “our locality and
the four quarters of the world”, i.e. “the entire world, the whole earth” (Golan 2003:
264). Another Iranian fourfold painting (Herzfeld 1941: 241) is interesting
comparing the pattern of the GradeSnica figure because it subdivides the outer space
in four quadrants as the Bulgarian does (Fig. 55).

However the most significant comparison is between the layout of the
Gradesnica figure and a more or less coeval Salcuta-Krivodol pintadera modeled as
stylized schematic anthropomorphic figurine in adoration or dancing on an
elongated six-angled base (Fig. 56) (it is hold in the National Museum of History of
Sofia and has inventory number MIS A 5393. The object is displayed on line in 3D
and accompanied by a identity card at the “Virtual Museum of the European roots”
managed by the MU.S.EU.M. project:
http://www.europeanvirtualmuseum.it/museum/schedabase.asp?reperto=123). The
piece was discovered at Pekluk (near Galabovtsi in the area of Sofia) and is very
massive. Light brown color, it is 8.5 cm. in length and 5.9 cm. in height with a
massive cone-like handle. At a close look it is evident that the incised design had
been represented by angular, double, and specular lines converging, but not uniting,
in the centre (is one in presence of two interlaced human-like figures?). V. Nikolov
interpreted it as a lunar cycle which has to be read from left towards right (V.
Nikolov 1990: 45). According to him the first angular symbol represents the first
phase of the lunar cycle as a growing moon, the third symbol (i.e. the opposite
angular symbol) indicates the fourth phase (the descending moon), and the
intermediate symbol, where the two angular parts join, marks a sort of overturning
where full moon becomes half moon. This period includes also the full moon nights
in which the earth's satellite has a perfectly circular shape. The vision of the full
moon was evidently interpreted as a beneficial period for human, animal, and
vegetal fecundation. Probably stamping the magic pattern of the pintadera brought
good luck.

From the above evidence one can conclude that the human-like figure incised
over the outside face of the GradeSnica platter is not the earth as postulated before
but the moon. |1 am also persuaded that is necessary to make a revision of the
symbolism of the dotted lozenge on the above mentioned artifacts generally
interpreted only as sown land to that of earth. Indeed in some cases one has to look
up at the fecund fields of the moon. Anyway | will come back to Nikolov’s
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interpretation of a lunar cycle when analyzing the signs incised over the inner face
of the GradeSnica platter.

In conclusion one can consider the anthropomorph from GradeSnica as a
pregnant lunar figure with cruciform design composed of a strong rhomboid dotted
centre, two dotted triangles for head and legs, and curved arms which create other
two dotted triangles due to a spiral movement. The dotted diamond indicates the
sown soil of the moon attesting the intimate link between moon, female fertility and
vegetation fruitfulness. The like-human moon is dancing with movements directed
to the four corners. The hook-hands or branching lines attached to the curved arms
(actually the arms of the cross) reinforce its dynamic expression. The figure sub-
divides the space in four quadrants. The vital symbol of the pregnant four-sided
moon which is moving-dancing and flourishing while its is dividing the space in
four regions was employed widespread by the communities of the Danube
civilization and was recurrently incised or painted on vessels, figurines, spindle-
whorls, loom-weights, and stamp seals to promote good-luck. It is worth to note
that the Gradednica figure, combining repeated dotted lozenges-triangles and
fourfold pattern, is neither a decorative motif nor a “schematic drawing”, but an
ideogram “necessary to promote the recurrent birth and growth of plant, animal and
human life” (Gimbutas 1974: 89-91).

Is the oranting and dancing moon surrounded by constellations of an
archaic sky?

Nine signs or grouping of signs are inscribed surrounding the humanoid (they
are not six-eight marks as described in literature because of the bad photos. See for
example Winn 198: 213; Masson 1984: 109). Underscoring the circular layout of
the vessel and of the anthropomorph, they are disposed in a round row sub-divided
in four quadrants therefore they follow a precise spatial organization. Moving
clockwise from the upper right quadrant, one can see at first sight a large area
without any sign because of an abrasion, then a triangle which is positioned under
the suspension hole, starts from the back of the hand, breaks through the edge and
apparently continues with a “tail” on the lip. In the lower right quadrant a double A
and a V are very clear (many published drawings catch only its segment on the left.
The sketch published by Todorova (1986) is correct). In this area there are several
scratches made after firing, possibly ritual marks because in a number of cases they
are little V motifs of liturgical origin.

On the low