Registered by Austrahia Pest - Pubbication No, VEPBOHSH ISSN 081 3'0426

Australian Rock Art Research Association (AURA)
and International Federation of Rock Art Organizations (IFRAO)

IROCIK AR IRBSIBAIRCIE

Volume 10, Number | MAY 1993

Tasselled Bradshaw figures with paunches and fingers shown,
approximately 100 cm tall. Light reddish-brown, Kimberley, Australia.
(Refer to article by D. Welch, Figure 1, page 24.)



The journal Rock Art Research is devoted to developing theory and methodology for the systematic
and rigorous understanding of palaeoart and related phenomena. Emphasis is given to communication
across the various disciplines related to the study of global rock art. and to synthesising related subjects
around the journal’s focus: the surviving externalisations of early world views.

Contributions should be consistent with these general goals. Notes for contributors appear on the
inside of the journal’s back cover. All major articles submitted will be refereed. While final responsi-
bility for the acceptance or rejection rests with the editor, responsibility for opinions expressed or data
introduced is always the author’s.

Selected manuscripts will be sent to commentators and their reviews may be published in order to
promote scholarly debate, in which case the author will be requested to respond to these comments. In
addition to articles reporting original research of siynificance. the submission of brief reports. conter-
ence reports, reviews and bibliographical entries is also invited.

Rock Art Research is copyright. Applications for copying, reprinting or computer-assisted storing
(for purposes other than abstracting, individual study or review) must be made to the editor.

*

Rock Art Research is published twice a year. usually in May and November. The Australian recom-
mended retail price per single issue is $AT15.00

Annual subscription for Subscribing Members of the Australian Rock Art Research Association (two
issues, surface mail paid to anywhere) is $A20.00

Full membership with the Australian Rock Art Research Association includes journal subscription,
subscription of the AURA Newslerter. other benefits and constitutional privileges and rights. It is
available 1o individuals and institutions. Annual dues $A25.00

Student membership (name of educational institute to be provided) and subscriptions in developing
countries, annual dues $A10.00

Overseas airmail delivery: please add to the above membership fees $A8.00

Back issues of publications are available. Please make all cheques payable to Archaeological Publi-
cations. Qverseas payments must be in the form of bank drafts in major currencies. postal money
orders or by credit card. All correspondence, including applications for membership or subscription,
should be directed to:

The Editor

Rock Art Research

P.O. Box 216

Caulfield South, Vic. 3162
Australia

Telephone: Melbourne (03) 523 0549
%g}
LN 4

Rack Art Research is owned and published by Archacolegicul Publications. it non-protit company.



IROCIK AIRT IRBSIBAVRCIE

The Journal ol the Australian Rock Art Research Association (AURA)

and of the International Federation of Rock Art Organizations (IFRAQ)

ISSN 0813-0426

Volume 10, Number 1

Melbourne, Australia

May 1993

The Board of Editorial Advisors:

Dr Paul G. Bahn (United Kingdomy). John Clegg (Australia). Professor Whitney Davis
(U.S.A.), Dr Paul Faulstich (U.S.A.). Associate Professor Josephine Flood (Australia),
Bernard M. J. Huchet (Australia). Dr Mike I. Morwood (Australia). Professor Osaga Odak
{Kenya). Roy Quercjazu Lewis (Bolivia), Pamela M. Russell (New Zealand).
Protessor B. K. Swartz, Ir (U.S.A.). Dr Graeme K. Ward (Australia).

Founding Editor: Robert G. Bednarik

The principal objectives of the Australian Rock Art Rescarch Association are to provide
forum for the dissemination of research findings: to promote Aboriginal custodianship of sites
externalising traditional Australian culture: 10 co-ordinate studies concering the significance,
distribution and conservation of rock art. both nationally and with individuals and organisations
ubroad: and 10 generally promote awareness and appreciation of Australia’s prehistorie cultural
heritage.

Archacological Publications, Melboume



Rock Art Research 1993 Veluee ), Nuher 1.

CONTENTS Volume 10. Number |, May 1993

3 The archaeology of Upper Palaeolithic art: aspects of uniformitarianism
David W. Cameron (Australia)
With Comments by Bernard M. 1. Huchet. Daniel Tangri, Robert G. Bednarik and
John Halverson. and author’s Reply

18  Rock art in Gabon: petroglyphs in the QOgonué river valley
Richard Oslisly (France)

24 Early *naturalistic' human figures in the Kimberley, Australia
David Welch (Australia)

38  RAR Debates

38 Reply to Comments and an update on the Victoria River District. by Howard P.
MeNickle
40 More information about South Austrialian cation-ratio dates. by Alan Watchman

41 Brief Reports
Australian papers presented at Yinchuan, China. 1991 (ed. Graeme K. Ward)

41 Australign rock pictures in China and the Helan Shan petroglyphs
Graeme K. Ward
47 Address to opening session of First Conference of the Rock Art Reseuarch

Association of China
Robert G. Bednarik

48 The direct dating of rock art
Robert G. Bednarik
5l Why people draw circles
Margaret Bullen
55 Gap Hill. A new Simple Figurative style engraving site in western New South Wales
John Clegg
58 Blue paints in prehistory
Noelene Cole and Alan Watchman
61 Stencil art on the Woronora Plateau
Caryll Sefton
65 Conservation of rock imagery in Australia: funding support. protection projects

and related research
Graeme K. Ward

68  Reviews & Abstracts
With contributions by Patricia Vinnicombe. Robert G. Bednarik and Jan Jelinek

75  Orientation
Minutes of the Second General Meeting of AURA. by Yvonne Forrest - Letter to
the Editor - Schipfer Award - Forthcoming events

78  IFRAOQO Report No. 10

Minutes of the Third Business Meeting of IFRAQO. by Robert G. Bednarik -
Three new members of IFRAO - Addresses of IFRAO Representatives

The contania ol this joumal oo listed 0 the Inreraational Current Awpreness Services und in the tarernaitmal Biblingraphy of Social Science.
Mugjor pupees are abstrsicted by imternation:l abstructing services.

QUIr




Rock Art Research 1993

Vohane 10, Nunber 1. D. W. CAMERON 3

KEYWORDS: Analogy - Testability - Refutation - Science - Methodology

THE ARCHAEOLOGY OF UPPER PALAEOLITHIC ART:
ASPECTS OF UNIFORMITARIANISM

David W. Cameron

Abstract. This paper demonstraes that archaeological studies, particulady those concermed with the
study of rock art, cannot invoke a general principle of uniformitarianism in order to explain the past.
Nor will a more detailed understanding ot substantive and methodological uniformitarianism enable
archacologists to interpret the past through rock art studies. In unceritically borrowing distinet principles
of uniformity from the carth sciences. archicologists have failed to identity a principle of uniformity
that is unigue to archacology - a ‘uniformity® of association.

Introduction

The recognition of two distinet principles of uniformity
within the general term of “uniformitarianism” by geolo-
gists (Hooykaas 1963: Gould 1965; Simpson 1970: Shea
1982) has recently been adopted by some archacologists in
order to help define a scientific methodology for archae-
ology (Bailey 1983, 1986: Fletcher 1986: Foley [1987:
Gould 1980: Isaac 1986 Murray and Walker [988). The
adoption of substantive and methodological uniformitarian
principles (using Gould’s 1965 terminology) by some
archaeologists has tended to hinder the development of a
scientific paradigm for archaeological interpretation. This
is because no distinction is made between interpretations
that are based on associative and substantive uniformita-
rian principles. Methodological uniformitarian principles.
defined as ‘processual principles asserting spatial and
temporal invariance of natural laws’™ (Gould 1965: 223),
are a basic premise to any scientific analysis. Method-
ological uniformitarianism is  thus concerned  with
connecting processes to past and present material condi-
tions. These principles. when applied to the archaeological
record. will enable archacologists to analyse the past with-
out depending on particular ethnographic examples. This is
particularly true for the interpretation of prehistoric art.

The second principle. substantive uniformitarianism, is
a testable theory of change postulating a uniformity of
rates or material conditions (Gould 1965: 223). A distinc-
tion, however. must be made between these propositions
and associative principles.  Principles of associative
uniformitarianism are not subject to a uniformity of rates
or material conditions and thus they cannot adeguately
identify processes. It is suggested here that, if interpreta-
tions of archacological data, and of prehistoric art in
particular, are to escape from the oft-proclaimed unscien-
titic approach. then we must acknowledge that archaeo-
logy has its own unique form of unifermitarianism. It is a
uniformity principle based on associative evidence and
ethnographically  derived analogues.  which  cannot

adequately explain processes. Although a “uniformity” of

association is not necessarily a uniformity as such. it is
maintained as a general principle of uniformity as the

association between prehistoric process and observed
extant result in many cases cannot be refuted.

Recent discussions concerning the use of analogy
within archaeological studies (Bailey 1983, 1986: Binford
1981. 1983: Gould 1980: Gould and Watson 1982: Gamble
1986; [saac 1986: Mummay and Walker 1988: Walker
19840, 1984b; Wylie 1985) usually conclude that the use
of analogy through ethnography is unavoidable and
acceptable given the general principle of uniformitarian-
ism. It is also frequently argued that by invoking unifor-
mitarian principles, analogies can be tested through a
“best-tit” correlation between the archaeological record and
extant behavioural debris (Salmon 1982; Watson in Gould
and Watson 1982: Wylie 1985). Aspects of this can also be
seen in Huchet's C/R model which uses both confirma-
tionism and refutation in order to “test” hypotheses (FHuchet
19904, 1991). As with the “best-tit” model the most parsi-
monious model is accepted. This is not only due to an
emphasis on confirmationism but also due 1o the reliance
on a ‘uniformity of association’ rather than invoking
substantivism.

The only way that analogies can be tested within the
archaeological record is to distinguish between those
analogies that invoke substantivism and those that invoke
interpretation  through  association.  While  substantive
uniformitarian principles are always testable, those that
rely on associative evidence are often untestable. In using
the term ‘testable’ [ refer to testing through refutation and
not best fit. Testability in this paper is based on refutation
as defined by Murray and Walker (1988), and Tangri
(1988. 1989a. 1989b, 1990). That is. when first proposing
a theory we must define exactly the empirical process that
we are using to explain a prehistoric result. After this crite-
rion has been defined. we must then define the sort of data
or result that we would expect to be present if the empiri-
cal process is valid. If" we find data within the archaeologi-
cal record which contradict the use of the empirical
process to explain the prehistoric result, then the extant
process is refuted as a cause. Thus the original hypothesis
must be madified. or another hypothesis must be proposed
and tested in order to ascertain the course of the result.
While refutation can be used against substantivism. it
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cannot usually be used against associative evidence.
because there is no uniformity in process and result and
consequently no way of confirming or refuting a hypothe-
Sis.

Uniformitarianism and its early historical development

When Charles Lyell first published his first volume of
Principles of Geology in 1830, he was attempling to
explain existing geological formations in terms of observ-
able processes rather than biblical catastrophism. Lyell
wits by no means the first to propose that existing condi-
tions. rates and processes should be used to help explain
present-day geological formations. Such concepts had
been broached already by Herodotos (484 B.C.7-425
B.C.?). Leonardo da Vinci (1452-1519). Nicolaus Steno
(1638-1686). Robert Hooke (1635-1703). Abbé Luzzaro
Moro (1687-1740), Georges Buffon (1707-1788) and of
course James Hutton (1726-1797) who is most often incor-
rectly quoted us having been the first to propose uniformi-
tarian principles (Gould 1987; Shea 1982). All to some
degree suggested that existing conditions, rates and
processes should be used to help explain the geological
history of the earth.

Lyell*s principal aim was to remove the then dominant
biblical catastrophist theory by arguing that there was an
‘undeviating conformity of secondary causes® (Lyell 1830):
76) which were responsible for geological change, thus
negating the need to call upon supernatural or spiritual
origins for geologicul formations.

Those geologists who are not avense o presume that the course of
Nature has been uniform from the ecarliest ages. and that causes
now in action have produced the former changes of the earth’s
surtace. will consult the ancient sirata for instruction in regard W
the reproductive effects ol udes and currents. It will be enough for
them 10 pereeive clearty that great effects now annually result
from the operations of these agents. in the inaceessible depths of
lakes. seas. and the ocean: and they will then search the ancient
lacustrine and marine strata for manifestations of analogous
ceffects in times past (Lyell 1830: 31 1),
Lyell argued that the geological forces that shaped the
carth’s surface during the past are the same geological
processes that can be observed today. Lyell argued. as did
Hutton before him. that the stratification seen in numerous
geological deposits was not the result of the biblical flood
but of ‘cumuliative slow changes produced by natural
pracesses operating at relatively constant rates’ (Gould
1965: 223). and could readily be observed operating today.
For Lyell. while new mountains may form and older ones
decay. there is no difference in their basic structure or
complexity through time. They are not only uniform in
their structure. but also in the processes used to explain
their formation and eventual decay.

The development of uniformitariunism was crucial in
removing hiblical catastrophist theory from geology and
was largely responsible for placing geology within the
hard sciences. The principle of uniformitarianism enabled
geologists to test theories of geologic change using empiri-
cism. However. while Lyell accepted that there were two
distinct principles within uniformitarianism, he failed to
specify these and freely moved from one principle to the
other to help explain his “principles of geology’. This is
indeed unfortunate, because it Lyell had specified these
two principles the subsequent debate, which was to
continue for over a century, could have largely been
avoided.

it was not until the 1960s. with the work of Hooykaas
(1963). Gould (1965) and Simpson (1970). that these two
distinct principles of uniformity were finally identified and
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succinetly defined. Lyell's first principle of uniformity
(substantive uniformitarianism using S. J. Gould's 1965
definition) was concemed with establishing empirically
testable rates and conditions which could be used (o help
explain the past. Substantivism thus leads to hypotheses or
statements about the real world that are testable using
empiricism. It also distinguishes between speculated past
and future ‘spiritually” induced conditions and rates from
those that are present today. Geologists must explain past
and future conditions within the confines of empiricism.

In order to refute biblical catastrophist theory Lyell
needed to explain how geological phenomena are formed.
Lyell proposed a second uniformity principle (methedolo-
gical uniformitarianism, using Gould’s 1965 definition)
which asserted the invariance of present day geological
processes but not necessarily rates. in space and time. This
second principle of uniformity was then used to identify
geological processes that gave rise to past and present
geological formations. Gould (1965: 226) has defined the
difference between the two principles us,

The present is a key cither becuuse we can extrapolate observed
cates or conditions 1o past times (substantive uniformitarianism) or
because we establish our natural luws by observing present
processes  and then  extrapolating  the  laws  (tmethadological
uniformitarianism). Both postulate uniformity. but. sccording to
whether this be a unilormity of rates of the muterial processes
themselves or the abstract luws by which they operate. two distinet
concepls arise.
Substantive uniformitarianism is concerned with estab-
lishing the ‘terms of reference” for geologists. This was
achieved through the use of present-day material condi-
tions and rates or intensitics of process as the testable
‘theory” for geologic change. Methodological uniformita-
rianism is concerned with the identification of universal
laws of processes that can be used to explain the develop-
ment of past and future conditions. Methodological
uniformitarianism is thus vital in the way we organise our
knowledge of the real world; it is not concerned with
making dogmatic statements about how it must be (see
Rymer 1978).

Archaeology and uniformitarianism

Recently there has been a great deal of discussion
regarding the use of uniformitarianism within the archae-
ological literature (Bailey 1983. 1986; Binford 1981
Fletcher in press: Gamble 1982: Gould 1980: Gould and
Watson 1982: Isaac 1986: Murray and Walker 1988:
Wylie 198S). It is unfortunate. however. that very tew
archaeologists make the distinction between the principles
within the general term uniformitarianism. While Bailey
(1983, 1986) and Murray and Walker (1988) do differenti-
ate between methodological and  substantive
uni formitarianism, they both give a uniformity of associa-
tion as an example of substantivism (Cameron in press). R.
A. Gould (1980. Gould in Gould and Watson 1980). Isaac
(1986) and Fletcher (in press) define succincetly the ditfer-
ence between methodological and substantive principles,
but it is only Fletcher (in press) that makes a further
distinction between what he calls ‘operative’ and “non-
operative’ uniformitarian principles that should be recog-
nised when discussing the available archacological
evidence.

The current use of substantive and methodological prin-
ciples within archaeology can be seen in the de¢velopment
and use of relative dating techniques. For example, in
dating prehistoric pictures. it can be demonstrated that
given the differential rate at which particular figures were
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applied (substantivism). we can ascertain that those figures
beneath are chronologically earlier than those that overlie
them. Thus we can propose the methodological principle
of superpositioning in order to relatively date art. This can
also apply to rock art found within archaeological deposits.

For example. at Roc de Sers in the Charente valley of

France. a low reliet frieze depicting ibexes. horses. bison
and men has been dated to be no later than the Solutrean
(about 17 000 BP). This date has been established because
the frieze had fallen from its original position during
prehistory and was found between two dated stratigraphic
horizons (Leroi-Gourhan 1982). Hence it can be no later
than the overlying deposits. These chronological proposi-
tions are clearly methodological in nature.

Another example of substantive and methodological
propositions currently used in archaeology can be seen in
the study of faunal material from open air sites. The iden-
tification of bone fragments within a 15000 year-old
archacological deposit will enable the methodological
proposition of sexual reproduction 1o tell us that this bone
is from a species of reindecr. This implies that at some
time in the past the rest of the reindeer skeleton was
attached to this bone. The species identification. however,
is based on the substantive proposition of a slow, gradual
rate of evolutionary transition which enables us toidentify
the biological constant of past and present reindeer
species. IFrom this one bone we can infer that reindecr was
present in this general location 15 (X0 years ago (Gamble
1986: 18). While the presence of this one bone within the
deposits may be useless for ethnographic reconstructions,
such material. scattered across a long time span and a wide
spatial distribution, can be extremely informative for the
study of large-scale process (Fletcher in press). This form
of methedological uniformitarianism is currently widely
applied to the archaeological record. particularly when
invoking the use of MNI (Minimum Number of Individu-
als) in archaeological analyses.

A major problem arises in archaeology, however. when
archaeologists try to explain how this single reindeer bone
found its way into the archaeological record. The explana-
tions often rely on associative evidence. While the pres-
ence of the bone will not change our conclusion regarding
the presence of at least one reindeer from the single rein-
deer bone found in the archaeological deposits, the human
behavioural activities associated with it (butchering etc.)
can alter dramatically given these same factors. Gamble
proposes that inferences about past human behaviour can
be gained through the use of ‘uniformitarianism by which
the present provides observational data on processes which
let us unlock the information contained in the records of
the past’ (1986: 18). This statement is clearly based on
methodological propositions. Gamble’s subsequent insight,
however. into “the set of decisions that were made with
regard to unlocking the energy in that animal carcass’
(1986: 18) is largely based on associarive uniformities
founded on the stone tools associated with the skeletal
material, spatial distribution and extant analogies. The “set
of decisions’ involved in the butchering of the carcass is
dependent largely on associative uniformities regarding the
processes involved in the formation of the archaeological
material condition, which cannot easily be tested.

Currently many archaeological interpretations are based
on associative uniformities. Archaeologists using extant
analogies may identify similar patterns in the archaeolo-
gical record to those observed in the present, but there is
no way of ascertaining whether the contemporary process
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which results in the contemporary material condition is
also responsible for the prehistoric material condition.
Similar patterns observed in the ethnographic and archae-
ological record need not be a result of a similar
behavioural process. Archaeology cannot deline a constant
correlation between process and material condition. It can
only correlate prehistoric archaeological material condi-
tions to contemporary material conditions through the use
of association/analogy. This type of approach cannot deal
satisfactorily with cultural change through time and/or
space. The problem with this type of approach is best
summed up by Gould (Gould. in Gould and Watson 1982:
KVARK
... detaited similarities of form in class of historic and prehistoric
antifacts. like ground and polished stone aXes. may urm out o have
been produced by widely differing lithie reduction and shaping
prowesses ... they seatain only interesting coincidences. What we
are concermed with here is the intereonnectedness of things, not
merely their correlation.
The identification of similarities between past and
contemporary behavioural patterns and the subsequent
confirmation of the contemporary process to explain the
prehistoric result must be viewed with some caution.
Archacological statements  which are based on  such
untestable associative correlations between contemporary
and prehistoric  material conditions are distinct  from
testable substantive principles. This is one of the major
problems with [Lewis-Williams® ‘neurological bridge’
between historic shamanistic imagery and its applicability
to the interpretation of Upper Palaeolithic art (to be
discussed presently).

The use by archaeologists of ethnographic data has
often resulted in the confirmation of extant processes and
results as explanations for the past. For example.
Marshack’s interpretive analysis of Upper Palacolithic art
as a component of ‘ritual’ practice (1972, 1977. 1985,
1989). Lewis-Williams® (1980, 1981, 1983, 1984, 1987),
lewis-Williams and Dowson’s (1988, 1989) and Lewin’s
(1991) *shamanistic religious” interpretations are examples
of uniformities based on ethnographic analogies. A similar
scheme is put forward by Huchet (1990b) in his discussion
of cicatrices depicted on anthropomorphs in the Laura
region of north Queensland. He argues that his ‘visual
comparative approach’ suggests that these depictions give
support to the rituil/ceremonial significance of the art. All
of these themes. however. rely on an association between
extant behavioural process-result and their projection onto
the archaeological record for @ means of explanation.
Indeed. Marshack (1989) justifies (see below) his unifor-
mity of ethnographic association based on a ‘best-fit’
confirmationism. similar to the scheme proposed by
Salmon (1982) and Wylie (1985). The problem with these
methodological interpretations is that they are based on
untestable associative propositions rather then testable
substantive principles.

Gould (1965) has suggested that it is no longer neces-
sary 10 invoke substantivism, as its very premise
(uniformity in rate and material condition) has been
refuted in almost all aspects of geology. He also argues
that methodological uniformitarianism should be dropped
because it is merely a definition of science. However. if we
reject testable substantivism we are in danger of proposing
methodological statements about the past which are based
on untestable associative principles (Cameron in press). By
definition, substantivism is testable and because of this it
must be considered vital to any methodological proposal
that attempts to explain past material conditions in terms
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of contemporary processes. For example. the recent analy-
sis ol the Upper Palaeolithic paints used at Niaux has
demonstrated that four paint recipes were used at this site,
and that each recipe displays a technological homogeneity
(Cloues et al. 1990). This conclusion is based on the
substantive principle that the rates at which ingredients
were mixed were constant. It enables the methodological
proposition to be proposed that the differential proportions
of ingredients in each recipe. it duplicated at any time. will
always result in the same paint being obtained. In order to
determine the scientific value ot a methodological propo-
sition we must maintain a distinction between testable
substantive principles and untestable associative princi-
ples.

In summary, because no clear distinction has previously
been made regarding the distinction between substantive
and associative uniformities, a pseudo-debate has occurred
regarding the testability of analogies within archaeology.
Substantivism is concemned with continuity between past
and present material conditions and argues that constant
rates have produced the result (e.g. a constant rate of #C
decay). These uniformities are testable. Methodological
proposals are concerned with connecting processes (o
material conditions by arguing that processes have never
changed (e.g. 3C decay enables us to use this constant
process to formulate radiocarbon dating). In other words.
only one process can have produced one particular condi-
tion. While this hypothesised correlation between a parti-
cular process and material condition must remain uncer-
tain. we can concentrate on the implications of that process
and try to refute it. Associative uniformities arc like
methodological propositions in presuming one process
results in one material condition and they are also like
substantivism in that they presume a constant correlation
between contemporary and past material conditions. Asso-
ciative uniformitarian principles. however. are based on
untestable correlations between the past and present mate-
rial conditions and the processes used to explain their
formation.

Associative uniformitarianism and the analysis of
Upper Palaeolithic art

The work of Marshack (1972, 1977, 1985, 1989, 1992)
invokes both methodological and associative propositions
in his analysis of the function of Upper Palacolithic art.
Marshack does not draw any distinction between these
uniformities and usually calls on a “best-fit" confirmation-
ist paradigm to “test’ his results. Marshack's microscopic
analysis of the Blanchard plague. for example. enabled
him to identify that a number of the incised lines were
distinet and were the result of differential rates of applied
pressure. The substantive correlation between past and
present conditions enabled Marshack to identify a number
of “different cross-section prints’, which led him to the
methodological proposition that a number of tool points
were used in the manufacture of the incised lines on the
plaque.

This type of analysis can readily be tested using the
empirical data-buse by trying to reproduce similar “cross-
section prints” from a number of differing engraving
points. Marshack’s microscopic analysis of the Blanchard
plaque has revealed that different engraving points may
have been used. Marshack argues that ditfering tool points
can be identified as having been used as a result of distinct
incision morphologies. The presence of these morpholo-
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gies are reflected in the distinet “style of stroke and pres-
sure” (1972: 447) that can be observed. Marshack argues
that the image on the plaque was nos conceived and
executed at a single moment. as twenty-four morphologies
or styles of “stroke and pressure” can be identified. Hence
he concludes that the Blanchard plaque represents at least
twenty-four different periods of execution. He then goes
on to argue that this time-factoring interpretation most
likely represents primitive tallying/arithmetic. and/or a
calendrical device. indicating the complexity of the cogni-
tive abilities of the maker.

Whilte Marshack’s calendrical proposition for the Blan-
chard plaque may indeed be correct, it is just as likely that
the marks could have been produced in one briet moment
of time by a group of people sitting around a fire. The
association between “different marks/points equals time
depth® is no more valid than “different marks/points
equalling communal activity’. A number of similar results
can be achieved by a number of different processes.
Marshack's interpretation is scientifically meaningless in
the sense that it is bused on an untestable associative prin-
ciple.

While Marshack’s morphology of tool points may be
open to question (see d'Errico 1991, 1992, discussed
below) he has, however, shown using substantivism that
Upper Palaeolithic people did indeed produce time-
factored art. By invoking the substantive proposition that
weathering rates remain constant, given particular condi-
tions, Marshack has identified a number of differential
rates of wear and erosion and over-engraving on numerous
artefacts (Marshack 1972: 447, 1979: 278, 1985: 95, 198Y:
23). Hence in accepting this proposition (which can be
empirically tested), Marshack can identify time depth in
the creation of a number of art objects.

D’Ermico (1991, 1992) and Bednarik (1991) have come
1o similar conclusions and confirmed some of Marshack’s
substantive propositions in their microscopic analyses.
However. they have shown aspects of Marshack’s substan-
tive commentary to be inaccurate. DD'Errico’s objections
are based on Marshack’s reliance on identifying modes of
production through interpreting the direction of the inci-
sions and the use of differing tools through a description of
morphology. The interpretation of many of these ‘distinct’
morphologies have been shown by d’Errico (1992) o0 be
questionable. A number of Marshack’s distinct morpholo-
gies can be shown to be the result of the same tool. For
example. d'Errico (1992) has presented evidence that
marks on the La Marche bone which Marshack attributes
to differing morphologies, and thus tool points (hence
time-factoring), are the results of the same tool being
rotated or the user exerting differing degrees of pressure to
inscribe the lines. As stated by d’Errico (1992: 62).

The cagraver, in effect, aimed © produce the Turgest number of
morphological differences between the sets while using o mininal
mumber of feoly (highlighting by Jd*Emico).

While d’Errico would perhaps be the first o suggest that
this does not refute Marshack’s calendrical thesis, it is the
substantive method outlined by d Errico (1991, 1992) that
will help us identity such events. The identifications of
such events, however, still do not confirm Marshack’s
calendrical proposition. At most, all it indicates is that
various engravings were done at different times. Hence
Marshack’s methodological proposition which is based on
an associative assumption that “time lapse equals calen-
drical device’ and thus complex cognitive abilities, must
be viewed with some caution.
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The numerous interpretations of Upper Palacolithic
paintings and engravings as representative of particular
social  functions  (such as hunting, fertility. religion,
lunguage ete.) also largely rely on associative unitormities
that underline an association between prehistoric images
and their prehistoric and extant “meaning’. These include
Collins and Onians (1978). Conkey (1983). Davidson and
Noble (1989). Gamble (1982, 1986). Graindor (1987),
Huchet (1990bh). Lewis-Williams (1980, 1981, 1987).
Lewis-Williams and Dowson (1988) Marshack (1972,
1977, 1979, 1985. 1989) and Rosenteld (1977). Collins
and Onians’ discussion of the “origins of ant” is closely
aligned with other “characteristic marks of” his humanity”
(1978: 1). These include burials. “cave bear cults” and
human migration. It is this collective association between a
number of archaeological and evolutionary behavioural
events (including the emergence of “modern man’. espe-
cially by Onians 1978: 17) that are used to help “explain’
the emergence of art. In using such associations. however,
nothing is explained. only confirmed.

The interpretation of Upper Palaeolithic paintings and
engravings as representative or schematic ligures of
human. animal or geographical images is also based on an
associative uniformity, one which underlines an associa-
tion between prehistoric images and their prehistoric and
extant ‘meaning’. In some cases, the function of these
images is also considered given their extant and archaeo-
logical association. For example. Lewis-Williains (1980),
1981. 1987) and Lewis-Williams and Dowson (1988)
imply that Upper Palaeolithic art should. from their
examination, be considered as representative of shamanis-
tic religious practices. This conclusion is based on an
implied similarity between the postulated extant trance
imagery of San rock art and Upper Palaeolithic rock art.
Even if there were such similarities, we would have no
way of knowing whether the correlation with shamanism
applied in the past. The implied methodological propuosi-
tion that shamanistic imagery will result in a similar
depiction throughout time and space (their ‘neurological
bridge’) cannot be maintained. A number of social,
cultural, trance-like or non-trance-like episodes may or
may not result in similar depictions. The similarity
between past and present material conditions is not based
on substantivism. but is based rather on associative
evidence. Thus we cannot invoke the present process (o
explain the formation of the prehistoric material condition.
Hence the associative correlation between Upper Palae-
olithic and Holocene shamanism cannot be maintained.

As discussed previously, the emphasis placed upon
association by archaeologists fails to account for process.
causes or results. This is the problem with the
‘neurological bridge” of Lewis-Williams: archaeologists
using extant analogy may identify similar patterns in the
archaeological record to those observed in the present, but
similar patterns need not be the result of a similar
behavioural process. Ethnoarchaeology in most cases is
unable to identify what is a constant behavioural result
because it cannot define varying behavioural processes
through time. This type of approach cannot deal satisfac-
torily with cultural change through time and/or space
because analogy is used to confirm the extant process
involved in the prehistoric result or to confirm the
constancy of behaviour, rather than to refute it.

This very same criticism of Lewis-Williams® interpre-
tations can also be aimed at Marshack’s religious and
symbolic interpretations of Upper Palaeolithic art (1972,
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1977. 1979. 1985. 1989). Marshack interprets the often
depicted Upper Palaeolithic zigzag meanders us represent-
ing water or streams, based on their association with some
very schematic “lish™ and “water birds™ (1979: 272, 1989:
26). This interpretation of water. however. becomes less
convincing when another schematisation of a “fish” is asso-
ciated with dots, which are then also argued to represent
water (1989: 25). Such unilormities appear to be the
product of the identification of fish ‘schematisation”,
which then result in associative patterning being inter-
preted as water. Again, Marshack’s interpretations may or
may not be accurate. But the very degree of variability
displayed in the representation of water during the Upper
Palacolithic shows that interpretation through association
is unable to demonstrate prehistoric intent or mcaning.
Such interpretations are beyond the realms of substantive
or methodological uniformitarianism.

Gamble (1982, 1986) interprets Upper Palacolithic art
in terms of its differential production, in order to identify
potential behavioural change. He suggests (1982: 101) that
the difference between Neanderthal and Cro-Magnon
populations was that Cro-Magnons had the ability to form
strong social and cultural alliances based on passive
communication. which was founded on a shared emphasis
on female figurines. This. coupled with a deterioration in
climatic conditions, resulted in a reduced demographic
viability tor Neanderthal populations. While this search for
a general tactor of behavioural norms and anomalies is a
distinet advance. in that it does not invoke interpretative
discussions of individual artefacts and particular events, a
major problem is his assumed association of female
figurines to Co-Magnon populations as well as a correla-
tion between ‘climatic deterioration” and a decrease in
Neanderthal populations. These correlations are based on
associative evidence. This interpretation is at the mercy of
sampling and differential preservation biases. Indeed. the
very mobility of the art involved in Gamble's analysis
suggests that any such association is tenuous. at best.

Conkey (1978. 1980. 1983) also invokes an interpreta-
tion of Upper Palaeolithic art through an examination of
differential reproduction. As with Gamble. Conkey’s
approach is a distinet advance. in her application of statis-
tical techniques in her search for uniformities and anoma-
lies. While there may be problems in relation to the avail-
ability of a sufficient sample size. this is a problem in
almost all analyses of the archaeological record. Conkey
argues against Gamble’s biological association between
modern Homao sapiens and Upper Palaeolithic art. She
suggests that early developments during the Mousterian
may have ‘gelled’. or *come together® after the emergence
of Homo sapiens. Conkey bases her argument on the
‘explosion” of differing behavioural directions within the
Wiirm IV Solutreo-Magdalenian. Conkey's analysis.
like Gamble's interpretation, is based largely on negative
evidence. Thus, rather than cxamining differential repro-
duction. we may be seeing differential preservation and
sampling: as Conkey herself wams. this period is the only
stadial (pleni-glacial) for which we have a relatively full
and “complete” record (1983: 221),

Rosenfeld (1977), in her discussion of the engraved
‘female” torso figures from the Magdalenian site of
Gonnersdorf, states that it was only after the discovery and
interpretations ol the Gaénnersdorf figures that “similar’
figures from other sites could be interpreted.

Indecd it is fargely from the Ginnersdor!d material that the anthro-
pomarphic identity of most of these other ligures can be suggested
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with some degree of cenainty. Their previous identification as
‘human® was largely intuitive (1977: 93).

The interpretation of the Gonnersdor! figures as repre-
senting profile female torsos is based on a number of crite-
ria that are considered collectively to identily anthro-
pomorphous figures, which are based entirely on diagnos-
tic biological characters. Rosenfeld specifies that. before
any comparison can be mude between figures. it is neces-
sary to make explicit the assumptions that underline such
an interpretation. Thus. in order to come to any meaningful
conclusions. one must take into account the degree to
which schematisation differs between figures. Therefore.
for valid comparisons to be made. the figure must portray
a similar manner of schematisation. Another consideration
is the extent to which selected characters are either empha-
sised and/or reduced. She uses the figures to ascertain
whether or not suggested similar figures from other
contemporary sites can also be considered o represent
profile female torso figures, depending on their similarity
to the Gonnersdorf figures.

Rosenfeld’s methodology is sound in the sense that she
specifies what attributes constitute her specified style.
Thus it is possible to examine individual objects and allo-
cate them as female torso figures according to the pres-
encefabsence of certain attributes. The style is acknowl-
edged as not representing an ontological statement. but
reflects & working parameter. Rosenfeld argues that the
previously suggested female torso engraving (rom Rondu
du Barry can no longer be considered as such. because it
does not emphasise the same morphological characters as
those portrayed at Gonnersdorf. A similar conclusion is
also reached concerning the figures from Gouy (1977: 98-
10§)). Rosenfeld's model, however. cannot be used to iden-
tify “female” schematisation in Palaeolithic art in the sense
that the objects do not necessarily represent female
schematisation. This component of Rosenfeld’s discussion
is based on associative evidence. The very interpretation of
the Gonnersdor! figures as representing female torsos is
based on a simifarity in form between female profiles and
some of the representations present at Gonnersdorf.
Indeed. the interpretation of the Hohlenstein figures is
based on a further association of the schematisation and
character emphasis between them and the Gonnersdorf
figures. Thus Rosenfeld’s characterisation of these figures
as female cannot be confirmed or refuted as it is based on
associative evidence which cannot be tested. While the
interpretation  of dissimilar  objects as a0t female is
untestable, Rosenleld’s scheme will allow similar objects
to be compared to a defined style based on a number of
attributes. This will enable her model to be tested. within
the conlines of her suggested style. In order to test the
model we must look for anomalies within the representa-
tions.

So far | have concentrated on those associative unifor-
mities that cannot be tested. There are. however. some
associative uniformities that can be tested by examining
the empirical evidence. These associative propositions are
distinct from the above propositions in the sense that they
are not explanatory. That is to say that while suggested
unique correlations between present material conditions
can be refuted. they cannot identify a testable correlation
between past and present material conditions and thus they

cannot underpin  methodological  statements  which
examine processes.
Leroi-Gourhan  examined  statistically the internal

spatial  distribution of prehistoric  paintings  within  a
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number of particular sites. This enabled him to analyse the
spatial relationship of painting clusters within particular
caves. The association ol particular depictions could then
be analysed statistically. with no need to invoke interpreta-
tions of cultural or ritual significance ol the art (even
though Leroi-Gourhan did indulge in such interpretations).
For example, Leroi-Gourhan (1979) has demonstrated that
within individual caves there is usually a cluster of repre-
sentative ‘animals’ — ‘bison. wild oxen and horses’ —
that appear within the central position of the cave, while
the next most prominent “animals” — ‘deer. ibex and
mammoth’ — appear in positions other than a central
‘panel’. The last three, less representative pictures of
“animals — ‘lion. rhinoceros and bear” — are always
found in the deepest part of the cave. This scheme is open
to refutation by examining available cave sites and
identifying other similar clusters, which may identily
anomalies and “norms” within the spatial distribution of
cave art. While such analyses are testable. they do not
result in the identification of uniformiries between contem-
porary and prehistoric material conditions, and thus we
are not able to develop meuaningful methodological propo-
sitions because we cannot identify the processes involved
in the difterential distribution of the art.

Davidson and Noble (1989) invoke a refutable associa-
tive uniformity (even though they do not believe that their
hypothesis is testable). They correlate the development of
language to an increase in ‘perception’ as displayed by
Upper Palaeolithic art. Their scheme sufters from an asso-
ciation between art and modern Homo sapiens very similar
to that argued by Gamble (1982. 1986). the result being
that art is treated as a prerequisite for the development of
language rather than as a consequence of a general factor
of behavioural evolution. Davidson and Noble argue that it
is the development of depiction through images resem-
bling things that transforms such communication into
language, during the Upper Palacolithic. The perception of
similarities between objects is considered paramount in the
development of language. They state:

The humin cupaeity 1o sce a resemblance” that is (o say, W take
note of the fact an appearance shares features within something
clse. alrewdy depends on a capucity to reflect upon what is
perecived. And such rellections can only be delivered through
language. or at least some system of simulation (1989: 130).
This interpretation is not based on any methodological
principle as it is clear that such capacities are present from
at least the Lower/Middle Palaeolithic with the Acheulian
tool complex. Indeed. it was not too long ago that the same
tautology was being used to associate the increased
complexity of stone tool manufacture with the ‘origin of
modern Homo sapiens cognitive abilities’ (Brodrick 196(0);
Campbell 1966: Clark 1962: Von Koenigswald 1956
Washburn and Lancaster 1971). Also. as Bednarik (1992)
states. there can be no doubt that the Laetoli child who
followed in the footprints of another individual must have
been visually co-ordinated, and clearly displays some form
of intent. Potts (1987) has also stressed the behavioural
traditions of chimpanzees and macaques. which include
patterns of tool use and food preparation and their subse-
quent transmission of these behavioural patterns across
generations, indicating that language is not the only means
of explaining various cultural traditions (also see Bednarik
1992). Just as these schemes have had to be revised, given
the evidence relating to chimpanzee tool manufacture and
usage (Leakey and Goodall 1970: 4; Goodall 1971: 83),
there is also evidence that chimpanzees have the ability to
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‘reflect upon what is perceived’. Goodall gives us an
example:
She [lucy| selected a glossy magazine {rom the table ... Occa-
sionally. as she leafed through the magazine she identitied some-
thing she saw. using the spms of ASL. the Amencan Sign
Lamguage used by the deaf ... “That dog”. Lucy commented. paus-
e at a photo of a small white poodle. She wmed the page.
‘Blue’. she declared. pointing then signing as she gazed at a
picture of a lady advertising some kind of’ soap powder and wear-
ng a brlliant blue dress. And finally, alter some vague hand
movements = perhaps signed muotterings - “This Lucy's. this mine’,
as she closed the magazine and laid it on her tap (1990: 10).
There is also evidence that wild chimpanzees have this
same ability to reflect upon what is perceived (see Boehm
1989: 38-59: de Waal 1989: 83-7: Goodall 1986: | 14-45).
Further evidence that refutes Davidson and Noble's model
is supplied by Bednarik (1992) who points out that a belict
in memory and language being reliant upon the association
of gestures and ‘meaning” resulting in art is refuted by the
fact that vervet monkeys have been attributed with parti-
cular vocal patterns that differentiate between species.
Thus the association between perception. recognition and
Upper Palacolithic art has been refuted.

Davidson and Noble's hypothesis, however, has the
benefit of testability through refutation by extant record
{chimpanzee ethology). This is an example of an associa-
tive uniformity open to testing, s it proposes a uniforimity
that can be refuted against the extant record. while arguing
for an ability that is unigue to Home. While no amount of
confirmation will confirm their associative uniformity as it
applies to the Upper Palaeolithic. it will only take one
example of an extant species that also possesses these abi-
lities to refute their model. Because we can see cognitive
abilities (as defined by Davidson and Noble) thut are
argued to be specific to modem Homo sapiens within
modern chimpanzees we are able to refute their associative
uniformity.

We may never know whether ‘Neanderthal' or *Cro-
Magnon® populations were both involved in the develop-
ment of art, based on the association between fossil
hominid types and art. but we can ascertain from substan-
tive and methodological principles used to date archaeo-
logical material that by 30 000 years ago hominids were
producing art. As already stated. uniformities of associa-
tion are unable to identify a testable correlation between
contemporary and prehistoric material conditions and thus
any methodological proposition which is based on associ-
ation will not adequately explain the process involved in
the formation of the material condition.

Conclusion

The above discussion of Upper Palaeolithic art has
demonstrated the need to distinguish between metho-
dological. substantive and associative principles. Substan-
tivism results in testable uniformities. It is concerned with
identitying testable correlations between past and present
material conditions. It argues that a constant rate has
produced a particular material condition (e.g. the rate at
which paint ingredients were added and mixed remains
constant). Methodological uniformitarian principles are
vital in the organisation of our knowledge. They connect
material conditions to processes by arguing that the
processes have never changed, in other words, only one
process can produce a particular material condition (e.g.
the particular ingredients used will always result in a
particular colour, thus this will enable archacologists 1o
examine cultural continuity based on paint recipes and thus
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help develop important  methodological  propositions
regarding the Upper Palaeolithic). While the idea that only
one process is possible is uncertain, we can concentrate on
the implications of the process and try to refute it. Asso-
ciative uniformities are usually based on untestable corre-
lations between process and material conditions. They also
presume a constant correlation between past and present
material conditions, as well as using the process which
resulted in a particular contemporary condition to identify
the process used in the prehistoric condition (certain
prehistoric  painting styles and content are similar to
contemporary shamanistic style and content, thus the
processes that resulted in shamanistic art are also argued to
be responsible for the prehistoric material condition). Such
correlations are. however. untestable. as it is at least
conceivable that a number of processes could result in a
similar material condition.

It is argued here that i’ we are ever to create any mean-
ingful interpretations of the Upper Palaeolithic in relation
to the archaeology ot Upper Palaeolithic art, archaeologists
must not make conclusions which are based largely on
untestable associative uniformities. Archaeologists must
rely on substantivism and thus help invoke operational
methodological propositions in order to understand the
past. We must also, however. be careful in acknowledging
the difterential degree of resolution within the archaeolo-
gical record. We should refrain from making grand
sweeping theoretical statements  which arc based on
untestable associative uniformities as they will not
adequately enable us to understand the processes involved
in the formation of the prehistoric material condition.
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COMMENTS

Confirmation and refutation can be
complementary

By BERNARD M. J. HUCHET

The epistemological issues dealt with in this paper have
important implications for rock art studies. 1 found this
paper thought-provoking and useful. There are both posi-
tive and critical points | would like to make.

As Cameron clearly shows, arguments based on associ-
ations can be very misleading. This is particularly a prob-
lem with the so-called ‘archaeology of art” approach (e.g.
Lorblanchet 1992: Morwoad 1992). whereby researchers
try to relate ¢/l available archaeological and environmental
data to the rock art evidence in order to produce a model.
In archacology. this all-encompassing approach  may
produce questionable results, since space is the only vari-
able which can be ascertained as shared by all clements
studied at a given site or in a specific region. We have no
guarantee that all recorded cultural and environmental data
operated contemporaneously and in a systemic manner in
relation to one another. Morwood (1992). for instance.
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argued for a systemic relationship between rock art. stone
artefact technology. economy. environment and social
aspects in his account of the prehistory of the upper
Flinders region (Queensland). But why argue for a
systemic relationship between these elements. when there
are as yet no demonstrated principles derived from
Aboriginal ethnographic contexts which can ascertain a
link between all the variables modelled by Morwood.
Bednarik (1989) has made very pertinent comments on a
similar association problem at Koongine Cave: a problem
resulting from Frankel’s uncritical claim ol an association
between art. occupation debris and dates. There are many
other examples of presumed but undemonstrated associa-
tions in the literature, some ol which are clearly docu-
mented in Cameron’s paper. It may well be that few or no
other archaeological remains can or should be related to
rock art and that. as a result. we may be forced to treat an
as an independent archaeological text. This is an episte-
mological problem worth reflecting on for the benefit of
the future of rock art studies as a scientific discipline.

However, | believe there is a problem with Cameron’s
notion that we should rely only on laws. and dismiss asso-
ciative unilormitarianism, because there are many aspects
of human behaviour which do not conform to universal
laws. In such cases. associative uniformitarianism is the
only avenue for identifying. interpreting or explaining past
behaviour. through contextual analysis. This is where the
use ol ethnographic analogies that rely on associations can
be uselul. provided these analogies are treated as hypothe-
ses to be tested. and other procedures are followed. as |
have explained elsewhere (IHuchet 1991a). It we were to
dispense with the use ol analogic arguments it is doubtful
that the function of any art figure or art site could be
established beyond reasonable doubt. since all arguments
to do with function of the art are based on associative
evidence. This is because the function is never the art,
rather. the art performs one or several functions. To turther
complicate matters. these functions are likely to change
through time and space (Huchet 1992a). Thus. laws caimot
be applied to establish the function ol rock art. In short, |
challenge Cameron to cite one work which has. according
to his scientific standards. established beyond doubt the
function of any body ol prehistoric art. Yet. establishing
the tunction of art is important il we are to say anything
about various social aspects ol past societies (Huchet
19924).

For an essay on refutationism, Cameron’s paper is as
good as they come in the archaeological literature. But
when using refutationism in archacology (even though,
theoretically. refutationism is a very powertul concept) it
is no safer than confirmation as it is generally impossible
to ascertain that something has been adequately refuted or
contirmed. due to the impertect nature of the archaeologi-
cal record as well as other factors (Huchet 1991b). 1t is
thus impractical to expect archaeologists 1o rely on refuta-
tionism only. The contirmation of hypotheses is relevant
because archaeologists need at least some answers, some
confirmed hypotheses. The problem, ol course. lies in the
biased attitude ol many researchers who only ever try to
conlirm one hypothesis — an approach known as “strict
empiricism’. A more adequate approach is that whereby
several alternative hypotheses are tested and evaluated in
relation to one another and the available evidence. This
approach was initially proposed by many of the New
Archaeologists and | have described it as the C/R approach
(Huchet 1990a, 1991b). Since we do need temporarily
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corroborated hypotheses to organise. describe. classity and
explain our data. confirmation ol hypotheses is a necessary
part of" archacology. provided the hypotheses have been
put through a ‘rigorous’ process ol evaluation. Certainly. it
is advantageous to eliminate some hypotheses through
refutation.

Overall, the level of scientificity in archacology is very
low, compared to Cameron’s expectations (see Huchet
1992b). even though some steady process has been made
since the 1960s (Huchet 1990u. in press). The level of
scientificity set by Cameron (see also Tangri 1989a) is too
high. This may have the unfortunate effect of discouraging
many researchers from even attempting to rely on scien-
titic empiricist methodology. 1 agree that the standards of
our discipline need to be raised. but a more moderate form
ol scientific empiricism is called for (Huchet 1992b).
Nevertheless, 1 do not deny that Cameron’s and Tangri’s
views on science are very pure and based on the sound
cpistemological theory of retutationism.

Bernard M. J. Huchet

Departient of Archucology and Anthropology
The Australian National University

Canberr, ACTL 0200

Australia

The assumptions we use
By DANIEL TANGRI

The article by Cameron on uniformitarianism and
prehistoric art is one that provides much food for thought.
I must declare here that 1 talked about the paper with
Cameron: indeed. | am acknowledged by him for having
done so. Consequently. | cannot claim the luxury of being
impartial. This is not to say that our views completely
coincide. There are areas on which we broadly agree. but
there are nonetheless matters on which our views diverge.
One such matter is Cameron’s claim that not all associa-
tive principles are testable or. more specilically. refutable.

It is unfortunate that Cameron’s discussion ol associa-
tive principles is rather brief. | felt that a clearer definition
ol these principles would have been helptul. For example,
my vision ol such instances is ol analogues whose validity
lies in a posited association between material debris and a
reconstruction based on ethnographic evidence. As the
analogues are based on an association between object and
interpretation, rather than a methodological proposition
about the causes of things, or a substantive proposition
about the rates at which events occur, | think it is worth-
while adding this extra dimension to our understanding of
uniformitarianism. | believe that Cameron sees such ana-
logues as being seldom refutable. His beliel stems from the
age-old problem ol underdeterminism, in which conflict-
ing interpretations may be cntailed by the same evidence.
For example, Cameron notes that Lewis-Williams™ claims
about shamanistic depictions in ancient art from southern
Alrica are based on associative principles, and the difti-
culty in testing these lies in the possibility ol there being
several equally likely explanations ol the images.

My major point here is that not all theories or hypothe-
ses with the same paositive instances have the same
confirming instances. Two theories or hypotheses which
may be entailed by identical evidence may nonetheless
have different tests. One might be able to prefer one asso-
ciation over others by finding separate evidence that
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refutes those others. The major case of this sort in archace-
ology is the refutation of diffusionism in Europe, in part by
separate radiocarbon evidence that was not entailed by the
evidence on which diffusionism was based. In relation to
Cameron’s example used above. | would argue that Lewis-
Williams®™ claims about the antiquity of shamanistic depic-
tions in southern Africa may indeed be subjected to some
form of test, Itis clear that there is (as Cameron points out)
no logical reason why modem shamanistic imagery should
be identical to ancient. Yet all this really means is that we
can never prove Lewis-Williams™ claims to be true. It does
not mean that we cannot test those interpretations. Il one
were to note all the images connected with shamanism in
modern or ethnographic San art. the contexts in which
those images accur and their co-occurrence or unigueness.,
and compare that data with the ancient evidence, one
might be able to check whether or not the ancient depic-
tions do or do not Tit the associated pattern. [ they do. the
antiquity ol shamanism would not be proved but would. in
Popper’s terms. be corroborated. It they do not. then
clearly the difference must be explained. and the theory
modilied or rejected. Consequently. if it is accepted that
the truth of our interpretations is irrelevant and that what
matters is the degree (o which they match available

evidence. one might be abie 10 test various beliels even if

they are based on associative analogues.

Despite this beef that | have T must emphasise my view
that there is much in Cameron’s paper that is both uselul
and productive. The clear delineation between method-
ological. substantive and associative principles of unifor-
mitwianism is a much-needed  clarilication. especially
given Bailey's (1983) and Murray and Walker's (1988)
inability to use Stephen Jay Gould's original delinitions
carrectly. My one wish would be that archacologists would
one day go beyond endless clarifications and arguments
about meaning and semanties and look at the assumptions
we use and operate with., to see whether it is these rather
than our terminology or epistemology that renders us inca-
pable of feaming anything new or uselul about the past.
Obviously. though, we are all equally guilty of this sin.

Damel Tangri

Department of Anthropology, A 14
University af Sydney. N.S.W. 2X16
Australii

Refutability and taphonomy:
touchstones of palaeoart studies

By ROBERT G. BEDNARIK

Refutation is the most rigorous epistemological tool we
have. whatever its shortcomings may be, and it is
Cameron’s preferred approach as much as it is mine. 1 find
his paper thoroughly convincing. A few rather unimportant
points are mentioned in passing, before 1 will try to
develop his arguments a little further:

a. Dating by archacological stratification is by no means
reliable. The dictum that the lower of two strata must
always be the older is not true in geology. nor in
archaeology. and the notion that the objects occurring in
one stratigraphical unit inust all be of the same period is
often a fallacy (consider deflation phenomena).
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b. A single reindeer bone does not necessarily entitle us to
infer that reindeer were present in the general location
at a particular time. Many finds have been displacel, by
a great variety ol post-depositional processes, not all of
which are likely to be apparent to most excavators.

¢. Zigzags and dots are not the only patterns Marshack
identifies as depicting water in Palacolithic imagery. He
has suggested that long. subparallel lines indicate water
(Marshack 1989: Figs 14, 20). as do meandering lines.
testoon lines. stippling. or even just vacant space. 1f
stippling occurs in an animal outline, he says it depicts
fur. and if a zigzag line occurs there. he does not deline
it as water. Marshack’s notion that certain marks depict
water is in part attributable to his beliel that he can
identily iconic outlines of wuter creatures, such as the
three animals he perceives on the Kirillovskaya tusk.
There is in fact no Kingfisher on that tusk. nor a fish.
nor a turtle. While some of Marshack™s iconic
interpretations may well be correct. within an episte-
mologically sound framework they should be disre-
garded.

d. Cameron raises the subject of the Gonnersdor!” female
figures, and the question of their similarity with the
female profile. It seems to me that there is an enormous
range in contemporary female physique. and there may
have been a similar range in Palueolithic times. There-
fore it might be preferable to reformulate the proposi-
tion thus: there are a number ol motifs which, il our
taxonomic designation is correct. are intended to depict
the same object. and which resemble the prolile of some
human females. Classilications ol artefacts are, alter all.
themselves artelacts. especially those of archacologists,
and are not objective entities by any standards (Adams
and Adams 1991).

The concept of  “behavioural  debris™  perceived  in
archaeology is a useful starting point for debate. The ques-
tion of how this so-called archacological record relates to
what really happened in the past is of course the crux of all
archacological interpretation. It is primarily a taphonomic
question. because nearly all quantifiable characteristics off
archacological  “data® are  the result  of  taphonomic
processes (1 use the term in its extended sense. including
primary and secondary taphonomic processes: Bednarik
1993a). in rock art as in archacology. The prospects of
scientific study of palaeoart will remain very slim without
the coherent identification of thar part of the extant
characreristics of the evidence thar is not the result of
raphonomic processes. This first prerequisite for a scien-
tific study of rock art has remained largely ignored for the
past hundred years and we need have no illusions of scien-
tific rigour in this discipline until we come to terms with it.
Without such reconciliation the scientilic discipline of
palacoart studies will remain restricted to simple empiricist
tasks: direct dating, paint analysis ete.. i.e. safe. repeatable
and readily falsifiable procedures.

Cameron raises several interesting subjects which serve
(o illustrate how a bias in archacology can consistently
select in favour of hypotheses that are unlikely to be
correct. For instance. during the 1980s. a tendency deve-
loped among certain prominent archacologists 10 view
sceptically earlier claims for the cognitive or intellectual
laculties of hominids. It became fashionable to question
carly fire use. dwelling building, language. hunting. non-
wtilitarian behaviour and self-consciousness. The hominids
of the Lower Palaeolithie became once again wild beasts,
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scavengers without home bases. and ultimately. the Nean-
derthals® ability of speech was disputed. The result was an
unproductive debate about the role of the hyoid bone and
Broca’s area, and at least one bold claim that the Nean-
derthals really belong to the apes rather than the humans.
This is not a new argument but it has been a very long
time since we heard it previously. On close examination,
these New Archaeology arguments were not about
evidence. but about the perceived lack of it. Often the
protagonists were inadequately informed about the subject,
for instance the arguments about cognitive faculties such
as human “consciousness’ could benefit from a much less

humanistic emphasis. After all. ethological evidence of

self-consciousness among apes is not new. We know that
if paint is dabbed on the forehead of young chimpanzees.
they will touch it when viewing themselves in a mirror.
Humans recognise their own image at the age of about |8
months. gorillas take perhaps twice as long. To claim that
bead manufacture in the Szeletian is the first evidence of
human self-consciousness is not only based on inadequate
archacological facts (beads were produced much earlier,
possibly up to 300000 years ago: Bednarik 1992b: 34),
it suggests also ignorance about primate ethology. which
in contrast to archaeology is a science.

Confirmationism is itself” an epistemologically unsound
philosophy of science, but when it is based on negative
evidence (the argument ‘we have not yet found it, hence it
does not exist’) it is devoid of any value, unless a current
absence of evidence is cited as part of a refutationist
proposition. For instance. until 1990 it was correct to state
that there is no evidence that art was practised in Pleis-
tocene China: this is a refutable claim and it was duly
refuted (Bednarik and You 1991). However. it would not
have entitled one to postulate that Ice Age art did not exist
in China. and then incorporate this claim into a4 model. for
instance. a map of the world distribution of Pleistocene art.
As soon as it is published, such a model is taken as gospel
and will be included in all kinds of further models.
hypotheses and theories, the authors of which have no
regard for the tentative nature of most of the evidence they
buse their notions on. A great deal of what passes for
“archaeological knowledge’ is based on negative evidence.

It is fairly self-evident that the objective study of
contemporary human societies is not entirely without diffi-
culties. and yet one would assume that in the case of living
cultures. all the phenomena. rules and processes defining
them are knowable. (The endless controversies of anthro-
pologically reported meanings among non-Western
peoples suggest that one could question Davidson and
Noble's naive belief that language clarifies shared mean-
ings. It would be easy to construct a viable argument that
the communication between ethologists and apes is scien-
tifically more precise than the communication between
anthropological interviewers and subjects.) When exami-
ning pre-Historic societies. more than 99.99% of all the
vartables one would need to be familiar with are not acces-
sible to us, and most are unlikely to ever become knowable
by empirical deduction. Primary taphonomic processes
have erased them from the record, and since these
processes are far from random it is obvious that they
selected in favour of certain phenomena. Archacologists
often treat what they regard as data as i’ they conveyed
evidence approaching a one-to-one relationship with the
circumstances of their historical context. This is not being
said as a criticism of archaeology, rather [ use archaeology
as a metaphor for the reality-building processes of humans:
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through imposing taxonomies on the physical world acces-
sible to human sensory faculties. humans have constructed
a confirmationist framework of reality (Bednarik 1990/91).
In both cases. all we really have arc artificial constructs:
both archaeological interpretation and anthropocentric
reality are conceptual artefacts (Bednarik 1992b). Provided
that they are couched in self-contirming systems of knowl-
edge. they conler confidence, but that is no proof for their
validity.

Of particular concern should be the tendency of some
confirmationists to oppose contradictory evidence. not
because of some objective arguments. but simply because
it tends 1o refute their favoured theories (usually their
own). Motivated by human vanity, some scholars go to
extraordinary lengths to discredit data which they had not
been aware of at the time they presented their theory, and
rather than conceding that they were inadequately
informed they retreat to a strategy of trying o reject any
contradicting data — not because they favour refutation,
but because they are unable to accept the effects of their
own superficiality. As | have said before. the dynamics of
academe are at fault, not the individuals concemed: if
academe rewarded those who excel in self-critique. rather
than those who strive most to be ‘right’. science would
gain enormously.

Cameron clearly favours a philosophy championed by
Karl Popper (e.g. 1968) and Imré [Lakatos (1970). who
believed that & scientific methodology for judging when
one set of empirical beliefs is better than another is possi-
ble. I do agree with him in principle, but not without
cautioning that my personal experiences in science suggest
Thomas S. Kuhn's model to be probably closest to the
truth. Kuhn (1962) has examined episodes in the history of
science. which led him to argue that change trom one
theory to another is essentially non-rational: there is no
method in it, and science is itself’ a contingent social acti-
vity. Choice of paradigm is presupposed by scientific
rationality, not founded upon it, and Kuhn distinguishes
between ‘normal” and ‘revolutionary science’. Feyerabend
(1975) goes even one step further. denying that there is a
‘scientific method™ and arguing that scientific establish-
ments are as effective in closing minds as were the reli-
gious powers of past centuries (though. admittedly, they
are not at liberty to use physical torture nowadays). A
courageous statesman among rock art specialists, Professor
Jack Steinbring, has recently addressed the role of personal
weaknesses and faulty. often weak, egos of influential
academics. and of how the academic setting facilitates
their influence (Steinbring 1992).

Both Kuhn's and Feyerabend's propositions are funda-
mentally correct in my experience. In the sense of the
former’s terminology, palacoart studies have recently
reached a “crisis point” and are now undergoing a scientilic
‘revolution’. There is no method in this revolution. nor can
academe control it (although it seeks to), changes are not
due to some conscious program, but are affected by
random factors: the predispositions and priorities of some
individuals, personal enmities and alliances. various
classes of external factors, social and intellectual currents
in society, to name just a few. The visible manifestations
of the current revolution in palaeoart studies are conspi-
cuous enough: from a ludicrously backwards sphere of
interest just ten years ago, a fully tledged discipline is
emerging. It is my hope that it will adopt a refutationist
philosophy, combined with a taphonomically guided
methodology (Bednarik 1993b). If it does, it will become
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as scientific as any of the hard sciences. To preserve its
integrity it will be necessary for the discipline to be under
the aegis not of academe. but of a body lacking vested
interests and seeking no power of its own. Power corrupts,
and the power of academe is enormous. If it cannot be
moderated by scholarly societies in the future, it will
continue its march towards a universal technocracy ruled
by academic mediocrity (academic excellence derives
from individual initiative, while the dynamics ol academic
institutions favour mediocrity and compliance).

Robert G Bednarik
Editor, KAR

Sharing meaning with
chimpanzees and scientists

By JOHN HALVERSON

This seems to me largely an exercise in futility. Redu-
cing archacology to physics and chemistry is not a
proposal that is likely to elicit much enthusiasm. It might
make archacology more “scientific’. but would certainly
take most of the fun out of it. Surely for most archacolo-
gists. ‘interpretation’, that is. the reconstruction of human
lives from artefacts, is the only real purpose of the disci-
pline. Substantive and methodological uniformitarianism
are indispensably foundational, but by themselves will not
take archaeologists where they want to go.

In any case. the problems and perils of “associative
uniformitarianism’. especially ethnographic analogy. are
well known to everyone. perhaps too well known to need
reiteration. Indeed. the present article seems like a replay
of Tangri (1989). And Faulstich’s (1989) elagquent
concluding comments on that article hold as well for this
one. Recently Lewis-Williams has discussed the problem
very cogently in an essay aptly titled “Wrestling with
analogy” (Lewis-Williams 1991); he knows, as we all do.
that analogy is not proof. that it is at best a hypothesis-
generating heuristic. However. the ‘entoptic hypothesis’
does not depend on analogy alone. but invokes what could
be called biological uniformitarianism, the assumption that
the human species has always had the same basic physi-
ology. This also cannot be “proved’ but it is “substantive’
enough to be a practically necessary presupposition,
securely based on what we think we know about evolution.
There is nothing wrong, then. with the notion of a
‘neurological bridge’. which in this case means that the
human brain has always been capable of generating hallu-
cinations and entoptic phenomena. Lewis-Williams' notion

was preceded by Bednarik's (1984: 28) similar proposal of

‘phylogenetic longevity of the phosphene types'.
Lewis-Williams is also fully aware that similar archae-
ological remains can be produced by dissimilar activities'
(1991: 153), that *altered states of consciousness can be
experienced in a variety of circumstances other than
shamanism™ (ibid.: 158), and that shamanism itself is
culture-specific and variable (ibid.: 159-60). Hence the
resort to a ‘best-fit" criterion of judgment — plausibility

where proof is not possible — which seems inevitable if

there is to be any interpretation at all. It is also a scientific
criterion in a practical sense, for the basic question of most
scientific investigation is what theory best explains, or fits,
the data. Ptolemy or Copernicus? Creationism or evolu-
tion? To be sure, what constitutes *best’ is a philosophical

Votume 10, Number |

0. W. CAMERON 13

bottomless pit. but it is a philosophical pit. not a scientific
one, and “best fit" can be argued intelligently and produc-
tively. In this arena what matters is the quality of argu-
ments as much as the facts in the case. which are often not
in dispute. Refutability is an excellent criterion. but is not
restricted to empirical counter-evidence. Arguments can
also be refuted. Of course, strictly speaking. no hypothesis
is disproved by being badly argued. but its acceptability
can be undermined to the point where the effect is much
the same. In fact, this seems to be just what Cameron is
attempting in his brief criticisms of Marshack. Gamble and
others.

In the case of Davidson and Noble. Cameron belicves
he has found a testable hypothesis and has retuted it. |
doubt they will agree. As for the Temerlins® Lucy, who
was obviously familiar with depictions and had some
(signed) language. they might well claim that her perform-
ance actually constitutes an experimental confirmarion of
their position. Lucy was. so to speak. an arificially
humanised ape: Cameron claims evidence for reflection
among untutored apes as well. Since this is presented as
the decisive empirical evidence that refutes the Davidson-
Noble hypothesis. he might have given the reader some-
thing more than just some page references. For my part. |
could find little in the passages cited that clearly suggests
chimpanzee reflection in the sense that Davidson and
Noble use the term. Perhaps Cameron would be willing to
elaborate a little on what he found in these reports that he
interprets as reflective behaviour. Not that | think evidence
is necessarily wanting: the classic experimental observa-
tions of Kohler (1927) and Menzel (1972), for example.
seem to reveal episodes of reflection (that is. mentally
rehearsing recent events) and subsequent actions based on
such reflection.

However. none of this may matter much to Davidson
and Noble, for they seem persuaded that we cannotl know
whether chimpanzees without language reflect because
they have no way of telling us: ‘nothing can be exchanged
with them via a system of shared meanings™ (Davidson and
Noble 1989: 126). A chimpanzee with language (of a sort)
is not a product of natural evolution and hardly relevant to
an evolutionary argument. According to their premises.
then, their hypothesis is not retuted by Cameron’s putative
counter-evidence.

Of course. their premises may be, and probably are,
wrong. It we really had no shared meanings with other
species (dogs. tor example. as well as chimpanzees). they
would be totally alien and inaccessible to us, which they
clearly are not. Indeed. the chiet vulnerability of their
hypothesis is that the argument for it is not coherent. There
is, for example, the consistent petitio principii that identi-
fies “seeing resemblance’ with the linguistic implication of
‘taking note of”. or explicitly. the ability “to make claims’
(Noble and Davidson 1989: 339). Such a gratuitous identi-
fication immunises the hypothesis from the obvious
empirical objection that other species, including pigeons,
apparently see resemblances very well, though they make
no claims about it. But at the same time, it erodes credibi-
lity. And what does it mean to say that reflections “can
only be delivered through language™? That they can exist
or operate only in a linguistic medium? That they can only
be expressed in language? But reflection can certainly
operate as a visual rehearsal of events via mental imagery
without verbal language. And Davidson and Noble them-
selves apparently leave open the possibility that. besides
language. ‘some system of simulation” could express
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reflection. What that might be. or even mean. is not
explained. but another. nonlinguistic system of represen-
fation would belie their thesis. Perhaps they are thinking
here of some kind of gestural language as a system of
simulation. But who knows what they are talking about?

The rather hard Popperian line Cameron advocates has
the danger of throwing baby out with the bath water. Some
of the elements ol Popper’s theory have undoubted value,
such as the requirement of friming hypotheses carefully to
allow for the possibility ol disconfirmation. But other
elements are dubious and appear to some to be at odds
with scientific practice and progress (see. for example.
Kuhn 1970 and Gregory 1981). Bednarik (1992) takes a
somewhat softer (it | dare use such a word about our
esteemed editor) line. though still much in the Popper
spirit. In the context of a critique of Davidson and Noble
and others. he makes the commonsense suggestion that “all
relevant data” should be taken into account to be sure no
disconfirming evidence is overlooked. Prudent advice
certainly, but in this case another difficult question is
raised: just what constitutes disconfirming evidence or
relevant data? Bednarik has compiled a long and useful list
of pre-Upper Palaeolithic markings that some interpret (no
doubt correctly) as  non-utilitarian - and  therefore
(incorrectly) as evidence of “symbolic behaviour™. Clearly
there is no a priori reason to divide the corpus of Palae-
olithic markings into an exhaustive dichotomy ol either-
utilitarian-or-symbolic. as if there were not other possible
motives. Davidson and Noble could scrutinise all eighty-
four items, as Bednurik advises, yet easily conclude the
data are not relevant at all. let alone disconfirming. Once
again, their hypothesis seems immune to Popperian
testing.

In sum, it may be doubted that any toolproof rigorous
methodology is available for the interpretation of prehis-
toric data. but good sense can go a long way. In the mean-
time, ‘risky hypotheses’. which Popper so strongly advo-
cated. have on the whole probably been more enriching
than detrimental in our ongoing dialectic.

Professor Joln Halverson
Stevenson College
University of Californiu
Santa Cruz. CA 9506+
ULS.A.

REPLY
By D. W. CAMERON

The above Comments are mostly constructive and as
such offer much “food for thought®. They have also made
clear to me that in some cases | have not been totally
successtul in expressing in writing my views on uniformi-
tarianism, and thus this short Reply gives me a second
chance to make my position more clear.

There is much in Huchet's discussion that has made me
sit down and review my previous argument relating to
uniformitarianism and refutation. For this | am grateful.
There are aspects of Huchet's Comment that | would agree
with and others which | do not. | tully agree with Huchet's
statement relating to the futility of confirming a proposed
systemic relationship between prehistoric pictures and a
number of cultural functions including stone artefact tech-
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nology. economy. environment and other social aspects. It
is for this reason that | was critical ol Lewis-Williams’
reliance upon associative uniformitarian principles. I must
agree with Tangri who has taken me to task, correctly
pointing out that the associative principle that lLewis-
Williams invokes is indeed testable and thus aspects of
such a systemic approach are open to refutation. I did not
mean. however. to imply that associative principles are
seldom refutable. as Tangri suggests. On reflecting upon
Tangri’s contribution [ must admit that | am more prone to
accept an increased degree to which associative principles
can be tested. compared to my original views. My modi-
fied views in relation to this matter are not based on a
modification or a revision of associative uniformitarian
principles, but are rather the result of Tangri's and
Bednarik’s comments regarding the confines or operative
limits in which our hypothesis and data must operate.
While aware of such confines. | failed to fully express and
reflect upon the subsequent implications that these limita-
tions have upon the testability of associative principles.
Tangri and Bednarik correctly emphasise that if we accept
the limited universe in which our hypotheses and data
operate, then we must also acknowledge that there is no
dogmatic statement of truth. Accepting this we can
concentrate on testing our hypothesis within this limited
universe. This will apply to associative principles as much
as it will to substantive principles. Tangri successfully
emphasises this point with his proposed criteria for refu-
ting Lewis-Williams™ shamanistic interpretations of Palac-
olithic art. Thus | would agree with Tangri in that we can
never prove Lewis-Williams correct, but we can refute his
hypothesis. given the available extant cultural evidence
and the confines or ‘state of reference’ for our investiga-
tion. If a non-shamanistic culture is indeed seen to reflect
similar artistic depictions as seen in southern Africa. then
the associative uniformitarian  principle that  Lewis-
Williams invokes to support his model will be shown to be
inappropriate and thus his model must be modified or
rejected.

One point on which T do not agree with Huchet is his
comment in regards to the need to accept untestable asso-
ciative principles because human behaviour is not
governed by universal laws. | would fully agree that it is
impossible nor desirable to try to construct laws of human
behaviour as to do so would have to be based on extant
behaviour which is clearly inappropriate, given that we as
archacologists and/or palacoanthropologists are concerned
with past human behaviour. Where | disagree with Huchet
(and much of the previous and current comments is appro-
priate o Halverson’s obvious misunderstanding) is that we
should only rely upon restable associative uniformitarian
principles. which [ suggest do exist. In this way we can
dismiss or modity a proposed hypothesis which is shown
to conflict with the available data. This will further our
knowledge of the past based on some fundamental under-
standing, rather than a proposed scenario based on
untestable associative evidence. The most interesting data
are those that do not fit our proposed model. However, we
must be aware of our proposed ‘laws” in order to see when
they are being broken. From this observation we will learn
something new about the past. In order to do this we must
be aware of the uniformitarian principles that we are
invoking and the degree to which they are, or are not, open
to testing. While it may or may not enable Huchet to iden-
tify the ‘function® of the art that he is examining, testable
substantive and associative principles will help us at the
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very least propose appropriate questions. This may mean
that questions we would like to answer are currently unan-
swerable and if we do propose an answer based on
untestable associative uniformitarian principles, then we at
the very least should be aware of the tentative criteria on
which our conclusion is based.

It is for the above reasons that | must also question
Huchet's view that refutation is of limited value to archae-
ologists, given the imperfect nature of the archacological
record. Bednarik in his Comment also successfully argues
against such a position. as he points out the dangers of
relying on negative evidence and conlirmationism.
Huchet's position would be a valid one it we are searching
for some ultimate truth. but as archacologists we must be
aware of the way we organise our knowledge of the real
world. and that in no way will this enable us to make
dogmatic statements about “truth® or “how it really was'.
While Cameron (in press b) and Cameron and Groves
(submitted) refute Binford's xuv«.nl_lnl_ hypothesis™ and
Potts” “stone caching hypulhcsls in a cladistic analysis of
extant ape behaviour using 30 variables. who is to say that.
given 25 variables or an additional ape genera or an addi-
tional early hominid meodel. that Isaac’s “central place
foraging hypothesis™ (which was not refuted by the avail-
able cvidence) would not also have been refuted! Thas
point is further emphasised by Bednarik's comments
regarding the examination ol pre-Historic societies in
which case we are lucky to have less than 0.01% of the
appropriate variables for study. Thus any scarch for “truth’
must be seen as futile.

Bednarik raises a fundamental concern for the future
study of rock art as he states that we must be concerned
with a ‘coherent identification of that part of the extant

characteristics of the evidence thar is nor the result of

raphonomic processes’ (Bednarik's emphasis). 1 cannot
agree more and would suggest that such a beliel underlies
my paper, as we cannot possibly achieve such an identifi-
cation without coming to terms with the three basic prin-
ciples within uniformitarianism. It is the use of substantive
and methodological principles which will enable us to gain
such insights, while conclusions based on associative prin-
ciples may merely ‘muddy the water® if they are not based
on firm refutational grounds. For example. Bednarik
correctly takes me to task on my discussion of the Roe de
Sers  fricze  through archaeological — stratification.  As
archaeological deposits are clearly prone to taphonomic
processes such conclusions are readily refuted. given the
available substantive and methodological principles used
to examine and explain taphonomic process.

I am more than a little puzzled by the comments of

Halverson. It appears that he is concerned about archaeo-
logical studies becoming “too scientific’. | do not think that
the status quo of archacological research should be main-
tained because to go any further may take the fun out of
the profession, and may mean placing archaeological
studies within an accountable framework similar to that
which is currently enjoyed by physics and chemistry. |
think that this is a disappointing and potentially dangerous
position to take. Given Halverson's comments 1t would
seem that he is in favour of the Shanks and Tilley
approach of what Tangri (1989) refers to as a “nihilistic
solipsisms’. Halverson states that while methodological
and  substantive  uniformitarianism are  indispensably
foundational, they by themselves will “not take arclizeolo-
gists where they want to go’. | would argue that if we do
not become familiar with the distinction between these
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principles as well as the third principle of associative
evidence, then archaeologists are in great danger of going
the WRONG WAY! Halverson displays a naive under-
standing  of scientific and archaeological theory and
method and should be aware that archaeologists cannot,
and should not. try to fit “round data® into ‘square holes’.
merely because that is the stated interest of the archaeolo-
gists. While | fully agree that most archaeologists are
interested in interpretation. | would suggest that such
interpretation must be based on first uniformitarian princi-
ples. which by definition must be testable. I feel that such
an approach need not remove the “fun’ from the profes-
sion, but would rather add to the ability of archacologists
to say something meaningful about the past and thus
contribute to ongoing research.

Itis clear from Halverson's comments that he does not
agree with the basic premise of my paper. nor with the
recent contribution by Tangri (1989), as he suggests that
Lewis-Williams®™ approach can be accepted on the grounds
that the “basic question of most scientilic investigation is
what theory best explains, or fits. the data’. This is
preciscly the opposite to my understanding of” how science
werks, or should work: hypotheses are proposed and then
the data are examined with the aim of refuting the
hypothesis. A critique of Halverses's oali nato
approach s given elsewhere (Camieron above: Tangri
1989) and needs not be repeated or expanded here.

Halverson suggests that because Lucy was able to
perform sign language. this may be considered to confirm
Davidson and Noble's position. Does Halverson suggest
that it was the teaching of sign language to lLucy by the
Temerlins that enabled her to suddenly develop the ability
to reflect! | thought that she must have had that ability in
the first place in order to learn sign language. Halverson
also suggests that Lucy’s ability to reflect is of no real
consequence in an evolutionary sense because Lucy is nol
a product of ‘natural” evolution. This is a rather curious
concept. One would think that the importance of Lucy is
not how she developed the ability to communicate. but
rather the Fact that she is able to do so. Thus it must be of
interest {rom an evolutionary standpoint. There are a
number of examples of chimpanzees that passed on what
they had learned. not only from other chimpanzees but also
from humans.

Bednarik gives further examples of the ability of chim-
panzees to reflect upon options and surroundings. Goodall
(1980) and Bochm (1989) present evidence that chim-
panzees have the ability to identify a number of indi-
viduals through their vocal communication and can do so
even when well beyond the range of sight of that indivi-
dual. Added to this is the ability of chimpanzees to recog-
nise and ignore the most simple imitation calls made by
experienced licldworkers when they are also well out of
sight. Also, Goodall gives examples of accepted modes of
communication for sex by males, but then observes the
large range of options that are available to the female who
may or may not comply. This implies decision making
which is based on the reflection of the numerous options
that are available to any given reguest, Qptions are
certainly available to other non-ape species. but given the
close biological (genetic, anatomical and behavioural) ties
between humans and chimpanzees this further implies the
complex strategies involved in decision making by the
great apes in general. It is inappropriate to exolain and
interpret great ape behaviour by a comparison to the
behaviour of dogs and cats. There are numerous further
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examples of the complex cognitive abilities of chimpan-
zees which [ need not repeat here, but again refer those
interested to the references given.

In conclusion 1 would like to thank the reviewers for
taking the time to read my paper and to make critical
comments. In doing so they have given me the chance 1o
better express my views and see some aspects from a
different vantage point, and for this I am grateful.

David W, Cameron

Department of Archacology ancl Anthropology
Austratian National University

G.P.O. Box -4

Canberri. ACY 2601

Ausiralia
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Résume. Cer  article  démontre  que  les  recherches
archéologiques. en particulier celles concernant 1'étade de art
rupestre, e peuvent  pas invoguer wn principe  général
d'uniformitarianisme pour expliquer le pussé. Une compréhen-
sion plus  approfondie de  'uniformitarianisme  substantif’ et
méthodologique sera anssi incapable d'aider les archéologues <
imerpréter le passé par 1'éde de V'art rupestre. Dita ' empran
non critigue de certains principes d'uniformite anx sciences de la
wrre. les archéologues ont manqgué d'identifier un principe
d'uniformité  unique  a larchéologic — wne  uniformité’
d'association.

Zusammenfassung. Diexer  Artikel — demonsiriert.  dafp
archiologische Sudien. besonders jene, die sich mit Felskunst
hefassen, sich nicht auf ein allgemeines Pringip von Uniformi-
tarianisneys berufen kiinnen, wm die Vergangenheir zu erklciren.
Ebenso wird einmehr detailliertes Verstehen von substamtiellem
und  methodologischem — Uniformitarianismus — Archiologen
befiihigen. die Vorwelt durch Felskunst zu dewten. Mit dem
unkritischen Borgen ausgeprdgrer Prinzipien von Uniformird in
den Erdwissenschafren haben Archéiologen versagr. ein Prinzip
der Uniformirdit 2w identijizieren, das einzigartig fiir Arcliciologie
ist— eine "Uniformititt’ von Assoziation.

Resumen. Fste articuln demuestra que los estudios arque-
olégicos. particulurmente aquellos relacionados con el estudio
del urte rupestre, no pueden imvocar el principio general de
iniformidad a ohjeto de explicar el pasado. Tampoco, una mds
detallada comprensién de wuna uniformidad real ¥ sistemditica,
permitivd o los arquedlogos interpretar el pasado a rravés de
estudios de arte rupesire. Al copiar. sin rigor critico los distintos
principios de uniformidad de las ciencias de la tierra, lox
arquedlogos no han logrado idemificar el principio de uniformi-
dad que e tinico para la arqueologiv — una “uniformidad’ por
asociacion.
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ROCK ART IN GABON:
PETROGLYPHS IN THE OGOOUE RIVER VALLEY

Richard Oslisly

Abstract.

Rock art was first discovered in Gabon in 1987 when the site of Elarmékora was found.

Since then. @ systematic search for petroglyphs on the numerous rock outerops along the valley of the
Ogooué river has resulted in the discovery of numerous new sites. Preliminary studies suggest that
these petroglyphs are contemporary with the Iron Age. being chronologically close to the beginning of

the Christian Era.

This paper reports the discovery of a form of open air
rock art in the upper and middle stretches of the Ogooué
valley. Gabon, where it is found engraved on ovoid boul-
ders and flat outcrops. Previously this form of ant was only
known from the borders of the Congo Basin (Fig. 1): the
Bidzar petroglyphs in Cameroun (Marliac 1981: 212), the
Calola. Bambala and Capelo rock art assemblages in the
upper valley of the Zambezi in Angola (Ervedosa 1980:
445). the engraved rocks of Kwilu site in Lower Congo
(Nenquin 1959), together with Mpatou. Lengo, Bambari
and Bangassou sites in the Central African Republic
(Bayle des Hermens 1975: 343). The Elarmékora site,

Gabon, was discovered in 1987 (Oslisly 1987). at the end
of a long research program on Iron Age sites in the
Otoumbi region. In central Africa, a Copper Age is
unknown and the Neolithic period is immediately followed
by the Iron Age. about 2400-2300 years BP. Thanks to a
systematic search of the paragneiss outcrops in the Ogooué
river valley, many further sites have been found (Fig. 2):
Epona in the Otoumbi region. Kongo Boumba and Lindili
in the Lopé-Okanda Reserve. We heard of the Kaya Kaya
site on the upper Ogooué only twenty years after its
discovery,
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Figure 1. Map of rock art sites on the marginy m o G L--.‘
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Bidzar 15 Bambala
2 Bwalé Cave 16 Musseque Cave
3 Toulou Cave 17 Quissadi Cave
4 Koumbala Cave 18 Lovo Cave
S Djébel M¢la Cave 19 Mbafu Cave
6 Bambari 20 Kwilu
7 Mpatou 21 Mvangui Cave
8 Lengo 22 Bouenza Caves
9  Bangassou 23 Kaya Kaya
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10 Kiamakonde Cave 24 Lindili
Il Kiantapo Cave 25 Kongo Boumba
12 Kasaolwa 26 Elarmékora
13 Calola 27 Epona 5
14 Capelo 28 Ave Maria Cave
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Figure 2.
Distribution of
open air rock art
sires in Gabon.
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The Ogooué has been used as a route for trade and the
movement of cultural products since the distant prehistoric
past, by Stone Age hunter-gatherers, Neolithic peoples and
Iron Age populations living on the river's banks (Oslisly
and Peyrot 1987). Our research from [982 to 1992 has
shown that the middle stretches of the Ogooué valley were
an important archaeological centre.

The Elarmékora site

The site’s map coordinates are 0°5°15"S: 11°10"15"E.
It is located on the pavements of outcrops of paragneiss
above the river and consists of about 240 petroglyphs.
Each figure has been first roughed out with barely visible,

fine rectangular lines, followed by the probable use of

metal chisels. This was subsequently pecked to produce
thousands of small. homogeneous, cup-shaped depressions
of great sharpness which exclude the use of stone tools.
The apparent animal motifs convey an impression of an art
of hunting symbolism. Most of them are associated with
triangular motifs resembling projectile heads of assegai.
Although no intentional layout is apparent in the location
of the figures. they are grouped into five topographic zones
(Oslisly 1988):

Zone A. This is the main concentration. in which more than
120 motifs have been found. Some of them occur in
isolation but most belong to one of eight distinctive

() erona
@) tLanfxora
(3 Kanso BOUNBA

@) uinoiLl

() Kkava Kava

SAVANNAH

FOREST

groups. The triangular form is the most frequent (60%).
both with and without shaft (Fig. 3). Animal motifs
(21%) depict small quadruped animals and probably
lizards. They are sometimes closely associated with
triangular motits which is suggestive of a hunting
symbolism (Fig. 4).

Zone B. This group is about 15 m to the west of zone A. It
consists of about 30 figures of which 53% are triangles.
A dozen small lines. probably sharpening grooves,
seem to support the hypothesis of the use of iron
chisels. About 6 m lower. five triangular forms are
arranged around a small motif we interpret as a hoe.
which would make it the only known depiction of a
non-hunting implement at this site (Fig. 5).

Zone C. On a 250 m-high summit. there are 23 well-made
concentric circles (85%) and a unique seven-petal rose
motif. together with a figure evoking interpretation as
an insect with a giant head (Fig. 6). About 10 m to the
east. three figures stand out among others of a group.
Two are of lizard form. the third is reminiscent of a
tortoise carapace (Fig. 7).

Zone D. Located on a large pavement on the north-east
slope of the spur occur 42 pecked motits. almost all of
which are circles.

Zone E. A group of seven figures. including two animal
motifs.
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Figure 3. The evolution of triangular forms
perceived ar the Elarmékora site. Gabon.
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Figure S. Small motif interpreted as a hoe,
32 em high. Zone B. Elarmékora.

Figure 4.
Animal figures
and rriangular
motifs with
‘attaclments’,
Zone A,
Llarmékora.

Figure 6. Motif resembling an insect with a
large head, at Zone C, Elarmékora.
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Figure 7. Lizard figures and motif resembling
a tortoise carapace, at Zone C, Elarmékora.
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Figure 8. Concenrric circles, Epona.
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Figure 9. Circles with a figure resembling a throwing
knife. Epona.
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The Epona site

This site’s map coordinates are 0°6°20"S: 11°8°50"E.
Adjacent to a gallery forest. 3 ki south of Elarmékora. are
ovoid rocks bearing more than 410 petroglyphs on their
surfaces. These blocks of piaragneiss occur in three groups
on the gentle slopes ot a savannah hill. Once again, single
or concentric circles are the most abundant motifs (98%).
Small circles appear arranged around a large circle (Fig.
8). and sometimes concentric circles are arranged in the
fashion of flower petals. Five lizard-like forms contrast
with the predominant circle motits and there is a figure
resembling a throwing knile (Fig. 9). In central Africa. the
throwing knife (single or double bladed) is the specific
weiapon of the Bantu populations.

The sites of the Kongo Boumba region

Five new sites with a total of 280 petroglyphs were
discovered in the Lopé-Okanda Reserve, 40 km to the eust
of Elurmékora. The Kongo Boumba art occurs on numetr-
ous piled blocks of rock along the banks of the Ogooué
river. Subspherical boulders of paragneiss very likely
eroded by the combimed processes of weathering and
fluvial action of the river in the distant past. Groups ot
geomeltric figures are found on many of them. Nearly all
molifs are circles, spirals. concentric circles, lines of
circles arranged chain-like. and dissected cireles (ct. Fig.
10). Chain arrangements predominate (35%). and they
range in length from about 2 m. to § m when diverging
like the branches of a candelabrum. We also noted the
presence of various meandering lines similar to snakes
near the chains of small circles. As in Elarmékora. the
petroglyphs were made with metal tools. as demonstrated
by the homogeneity and sharpness of individual peck
marks on this very tough rock. Traces of surface flaking
are evident. and exfoliation may lead to the loss of these
petroglyphs which are an important testimony of the
cultural past of the Ogooué valley.

Figure 10. Extensive petroglyph arrangement of spirals, concentric circles and chains of circles. at Kongo Bowmba 1.
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Figure 11. Animal figure and net-like motif. Kongo
Boumba 5. Rock A.

Kongo Bowumba 1 site (0°5°40"S: 11°28°10"E). On a
savannah hill slope. three piles of ovoid boulders over-
look a gallery forest. as in Epona. Sixteen of the blocks
bear a total of about 130 petroglyphs. On one of them,
an area of nearly 9 m?2 presents a large composition
made of circles and serpentine lines. combined with
spirals and concentric circles (Fig. 10).

Kongo Boumba 2 site (0°5°35"S: 11°28°25"E). On a flat
paragneiss dome, this newly-found group of petro-
glyphs comprises about 30 figures among which
concentric circles predominate. We also discovered the
first cruciform representation here, next to two lizard
forms.

Kongo Boumba 3 site (0°5°45"S; 11°28°5"E). Three small
rocks reveal some petroglyphs: roughly pecked circles.
concentric circles, a lizard-like shape and a probably
double-bladed throwing knife.

Kongo Boumba 4 site (0°6°S; 11°28°15"E). Overlooking a
forest is a group of boulders bearing more than 30
pecked circle petroglyphs, together with seven lizard-
like figures.

Kongo Boumba S site (0°6°50"S: 11°28'40"E). Looking
down upon a path, two enormous rocks present (lat
surfuces with petroglyphs. On Rock A, two zoomorphs
are found, one above a net-like maze (Fig. 11). while
Rock B bears two lizard-like figures and round pecked
areas.

Figure 12. Vulva-like motifs at Kava Kaya.

The Lindili site

Located at map coordinates (0°9°10"S: 11°30°50"E. 8
km south of the cultural area of Kongo Boumba. a rocky
hillock rises above a marsh. More than 20 figures are
engraved on its rock surfaces. They comprise, on the one
hand. circles including a chain of 11 concentric circles.
and on the other hand, pecked zones and meandering lines.

The Kaya Kaya site

This site was discovered in the course of uranium
prospecting by the company Franceville (COMUF). Its
existence was mentioned to us in order to determine its
importance. and to record the petroglypbs. It is located 15
km downstream from Franceville in the upper Ogooué
valley. at the map coordinates 1°35710"S; 13°27°58"E. On
a small tributary, the Missitigui river, oblong blocks of
sandstone bear about 30 motifs. Located under the network
of plants of a narrow gallery forest. the site consists of
vulva-like motifs engraved on phallus-shaped rocks. This
association leads us to suggest that it may have served in
rituals of initiation or fertility (Fig. 12). Concentrated on
three rocks. the figures were engraved with metal tools
such as chisels, as shown by the presence of fine rectili-
near grinding tracks on one of the blocks.

Discussion

At the present time. the Ogooué valley contains the
major part of the sites, with the discovery of more than
1000 recorded petroglyphs, essentially on paragneiss
rocks. This open air rock art seems closely related to its
geological environment, being distributed in savannah
enclave landscapes which occasionally abound with rock
outcrops. As is the case for the majority of open air rock
art sites. the age of the art is not obvious. Various factors
are relevant in considering the age of the petroglyphs: the
condition of the rock surface and the natural weathering of
the figures: the techniques used by the engravers: and the
archaeological environment. These approaches are limited.
however, since oral tradition as well as history are silent
about the petroglyphs, which are ignored by the contem-
porary local population. Thus it is difficult to determine
the antiquity of the art. By considering the patina on the
figures and the fact that they were certainly made with iron
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chisels (Oslisly 1989). and according to the chronology of

the Iron Age which is well known in the middle Ogooué
villey. we would expect the age of the petroglyphs to lie
somewhere between 2500 and 1800) years BP.

The archaeological site closest to the Elarmékora Hill
petroglyphs is about 200 m from them. It consists of an
occupation deposit of the Tron Age (Gif 8051: 1850 + 60
BP), with slags and ceramic tragments bearing decorations
made of concentric circles like those found on the nearby
rock outcrop. In addition. an accumulating body of radio-
carbon dates (2300 - 1800 BP) around the beginning of the
Christian Lra indicates a flourishing lron Age occupation
of this region (Oslisly and Peyrot 1988. 1992).

The same can be said of the Kongo Boumba sites with
their numerous concentric circles, motifs that can also be
found in the decorations of the ceramics (Fig. 13) of the
Okanda tradition (Oslisly 1986. 1992) in the same area.
from the second century B.C. (Gif 7776: 2110 = 70 BP) 10
the second century A.D. (Gif 7524: 1840 £ 60 BP) on the
sites Okanda 2 and 5. and Lindili 1.
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Figure 13. Rim sherds with concentric circles decorarion,
Early Iron Age. Okanda tradition (2300-1800 BP ).

The age of the site of Kaya Kaya is more difficult to
assess because the petroglyphs visible on the very hard
sandstone blocks show evidence or erosion; they are blunt
and polished by the waters of the small Missitigui river.
They were made with the help of metal tools and they may
date to about the beginning of the Christian Era. because
the entire region at the contluence of the Mpassa, Ogooué
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and L.ebombi rivers has a very rich archaeological context
with an Iron Age presence since the fifth century B.C.

With 1000 known petroglyphs. the Ogooué valley axis
has emerged as a very important region of open air rock art
in western central Africa.

Dr Richard Oslisly
Projet Paléogab

4 rue du Niger
75012 Paris
France

Final MS feceived 15 Februory 1992

Résumé. L'art rupestre est connu au Gabon depuis 1987,
année de la décanverie du site d'Flarnnmekora.  Depuis, e
recherche  systématique  des  pérroglyphes  sur les nombrenx
affleurements rocheux le lemyg de la vallée de 1'Ogoond. a amené
la déconverte de nowveaux sites. Les premiéres études nous
permetient d'estimer ces pérroglyphes. comme contemporaines de
1'dge du fer, hien cerné aux prémices de l'ére chrétienne.

Zusammenfassung. Felskunst wurde in Gabon ersimals in
1987 entdeckt. als der Fundorr van Elarmékora gefimden wurde.
Seither har eine systematische Suche fiir Petroglyphen af” den
sublreichen Felsen, entlang des Tales des Ogooud Flufies, zur
Entdeckung mehrerer newer Fundstellen  gefiibre, Préilimindire
Studien deuten an. dafd diese Petroglyphen in die Eisenzeit Zu
stellen sind. und chronologisch nahe des Anfangs der christlichen
Zeitrechnung fallen.

Resumen. Se descubria arte rupestre por primera vez en
Gabdn en 1987 cuando el sitio de Elarmékora fue encontrado.
Desde entonces, una sistemdtica bisqueda por petroglifos en lay
aumerasas formaciones rocosas a lo largo del valle del rio
Ogooué ha dado como resaltado el descubrimiento de nonerosos
nuevos sitins. Estudios preliminares sugieren que estos petragli-

Jos s contempordneos con la Edad  del Hierro, estando

cronoligicamente cerca del comienzo de la Era Cristiana.

REFFRENCES

BAYLE DES HERMENS. R. de 1975. Recherches préhistoriques en
Républiqne Centrafvicaine. Labethno, Paris.

ERVEDOSA. C. 1980. Arquaelogia Angolana. Edigoes 70. Lisbon.

MARLIAC. A. 1981. Recherches sur les pétrogiyphes de Bidzar au
Cameroun septentrional. Orstom 92: 212,

NENQUIN. J. 1959, Sur deux gravures rupestres du Bas-Congo. Bullerin
de la Société Royale Belge d’Ambhropologie et de Préhistoive Y :153-
8.

OSLISLY.R. t986. Archéologie des enclaves savanicoles de la moyenne
vallée de I'Ogooué. Unpubl. D.E.A. thesis. Université de Paris 1.

OSLISLY. R. 1987. Découverte des premigres gravures rupesires su
Gabon. Nvame Akume 29: 26-7.

OSLISLY. R. 1988. Gravures rupestres wu Gabon: les pétroglyphes
d'Elarmekora. L'Anthropologie 92: 373-4.

OSLISLY, R. 1989. Les gravures rupestres de la vallée de I'Ogooud. Nsi
6: 103-13.

OSLISLY. R. 1992, La préhistoire de la moyenne vallée de 1'Ogooué
(Guhon). Unpubl. Ph.D. thesis, 2 volumes. Université de Paris 1.

OSLISLY. R. and B. PEYROT 1987. L'urt préhistorigue gabanais.
Edition Rotary Club de Libreville. Multipress. Libreville.

OSLISLY. R. and B. PEYROT 1988, La préhistoire du Gabon. Editions
du Ministere de I'Education Nationale du Gabon, Institut Pédagogique
National, Libreville.

OSLISLY. R. and B. PEYROT 1992, L'amrivée des premiers métallur-
gistes sur 1'Ogooué {Gabon). Afiican Archaealogical Review 10: 129-
38,

FAR 10-283



24 Rock Art Rasearch 1993

Volume 1), Nunher ),

N. WELCH

KEYWORDS: Bradshaw figures - Art traditions - Anthropomorphs - Kimberley

EARLY ‘NATURALISTIC’ HUMAN FIGURES
IN THE KIMBERLEY, AUSTRALIA

David Welch

Abstract. This paper describes the carliest surviving paintings of anthropomorphs in the Kimberley
region of Western Australia. These paintings appear as ochre stains bonded to quantz-sandstone rock,
and most survive as monochrome “naturalistic’ forms. From these human figures. at least two tentative
main groups emerge. These two groups, “tasselled figures” and “hent knee figures™. are discussed here

in detail.

Introduction

An overview of the Kimberley region. which comprises
the northern part of Western Australia, and a discussion of
the previous literature regarding the rock art has already
been presented in this journal (Welch 1990). For several
decades the rock art of the region has been broadly divided
into two groups. ‘Bradshaw figures’ was the term used to
describe the older human figures 1) now bonded to the
rock. ‘Wandjina® is the name given by Aborigines to
paintings of certain mythological beings. These paintings
are more recent, and survive with thickly applied
pigments. often comprising red, white and black colours.
The term ‘Wandjina figures’ came to be used to describe
paintings from this period (Table 1).

One aim of the author’s research has been to discover
whether a chronological sequence of art styles exists in the
Kimberley. In order to do this. aspects of the art such as
rock type used. the physical appearance of weathering,
rock spalling, and superimpositions have been studied.
Initial research revealed that the older ‘Bradshaw figures’
could be divided into at least two chronologically different
groups. The older group survived mainly in monochrome.
naturalisic  2) human forms and was called the
‘monochrome art period’. The latter group was found to
comprise mainly human figures in a stylised form where
often the body was depicted in sections with straight parts
and in a frontal stance. Gaps often occurred where pigment
was missing (Welch 1990). These paintings were said to
belong to a possible ‘bichrome art period’ (Table 1).
Further research conducted on now 700) Kimberley art sites
has provided enough superimpositions to determine that,
within the previously named ‘monochrome art period’,
there exist at least two major. chronologically different
groups of paintings. and they are the subject of this paper.
The specific evidence supporting the notion that these two
groups are chronologically different have been presented
in a separate paper (Welch 1992a).

Iy Throughout this paper. motif’ definitions sre only intended to convey
the author’s impression of iconic meamng. [t is not being suggested that
these impressions  provide  objective identifications  of  the  malifs
deseribed. Ed.

2) *Nawralistic’ in terms of European perception and cognition. Ed

The purpose of this paper is to introduce the reader. by
way of the accompanying illustrations. to these two major
groups of painted human figures. which are here named
‘tasselled figures™ and “bent knee figures’.

Carly human figures

The oldest human figures of the Kimberley consistently
appear to be painted in a broadly naturalistic form with
tassels hanging from their bodies. tapering headdresses.
clbow ornaments, bracelets. a simple belt or waistband
such us could have been made from string or hair around
their waists, and generally depicted with straight legs.
Some have now been found to have boomerangs. These
images are usually found to survive in light shades of red
and 1 have termed these the ‘tasselled figures™ (Figs 1-17:
Figs | and 8 are on the covers of this issue).

The second major group comprises human figures.
often with an upper amm projection, headdresses with a
lurge knobbed extremity, thick forearms, mostly depicted
holding boomerangs, sometimes a possible Ily-whisk. and
skirts. Their legs are most commonly shown bent at the
knees. These figures lack tassels and often survive with a
dark pigment varying from a mulberry to blackish colour
(Figs 18-34). In the following analysis of human figures
the knees are said to be bent when their angle is at 5° or
more from the straight.

| found it difficult to decide on a name for these paint-
ings that would distinguish them from both the earlier
tasselled figures and from other paintings not yet placed
into a chronological group. For example, boomerangs are
common in this group, but they occur also in association
with many other paintings. A common distinguishing
feature of this group is that figures are depicied wearing
different types of waist appendages than the eurlier group.
Several torms, discussed below, could be interpreted as
representing skirts, bags or tufts of decoration in a belt or
waistband. While | called the most common form of waist
appendage a ‘skirt” or ‘apron’, | learned that my colleagues
researching Kimberley rock art were calling this a *bag’ (J.
Schmiechen, pers. comm.) or a ‘sash’ (Walsh 1992). Some
sub-groups are simplified and lack a waist appendage,
unless such features were in a now vanished paint (Fig.
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Welch (1990)

Monochrome art period <

— Tradition of figures with straight parts and missing pigment

Bradshaw figures
Bichrome art period

Wandjina figures

Table 1. Chronological divisions of Kimberley rock art.

18). Other examples have all these regalia but are depicted
with straight legs (Figs 20. 21), while others are fully
embellished with all the regalia found associated with
lgures of that time, and bent knees are featured. The diffi-
culties of finding descriptive terms for the various features
found in such a large body of rock art are compounded by
the idiosyncratic differences between individual artists. In
view of the ambiguities of the waist appendages | opted to
name these [igures after another feature common to the
majority of examples. calling them ‘bent knee ligures” for
now. These include all the figures Walsh (1992) has
referred to as ‘sash Bradshaw figures’.

Although | have called these figures ‘naturalistic’ in
order to distinguish them from stick figures and other
forms. both tasselled figures and bent knee figures do
display certain stylisation of their body portions. For
example. the tasselled figures usually have a very thin
trunk and some have long thin fingers or an exaggerated
paunch (e.g. Figs 1-3). They may also have exaggerated
pectoral muscles curving in to the axillae (Figs 3, 5). Both
tasselled figures and bent knee figures often have small
feet (Figs 2, 5. 21. 32). In two unusual cases. loes are
obvious (Figs 20. 28). The feet in Figure 20 appear to have
been retouched. but because the pigment used appears to
be the same as the rest of the painting it is not clear
whether this was done by the original artist or not.

As well as the naturalistic forms, there are stylised
forms of tasselled figures (Fig. 9) and of figures derived
from bent knee figures (Fig. 35). Other early naturalistic
figures include full-bodied examples that do not [it into
either of the two main groups described above, but which
may be contemporaneous with some bent knee figures.
Figure 38 shows three female figures without any body
decoration, but with lines about them and ‘in’ them as if
they have been speared. Figure 39 shows two other human
forms without body decoration.

A summary of the major features found in the twa main
groups follows. All examples surveyed. including heavily
weathered ones. were analysed. The percentage “weath-
ered” (in brackets) indicates the percentage of figures
examined in which the feature in question could not be
determined due to weathering. Further details of the study
are described in Welch (1992a).

Tasselled figures
1. Tassels from the waist/hip 61% (31% weathered). Also
tassels from the upper trunk or arms 34%, and head
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Welch (1992a)

Archaic period: cupules, petroglyphs
Tradition of tasselled figures

Tradition of bent knee figures

A diverse range of coexisting painting traditions
including painted hands with long fingernails

Polychrome art period ? Wandjina period

Contact period

dress 17%.

Bracelets or bands at the elbow 44% (33% weathered).

Single wrist bracelet 32%.

Paunch shown 36% (3 1% weathered).

Fingers shown 32% (41% weathered).

Lack of spears 99%.

. Lack of hooked sticks 100%. (By “hooked stick". | refer
to a short stick with a hooked end such as may represent
a spearthrower or a fighting pick.)

8. Boomerangs present 9% (uncommon).

9. Baton or wand present 3% (not present in bent knee

figures).

10.  Red pigment 55%.

NSl

Bent knee figures

None have been seen with tassels from the waist.

None have been seen with fingers shown.

Boomerangs present 59%. absent 5% (36% weathered).

Mulberry or blackish pigment 84%.

Waist appendage present in 56%. absent 11% (33%

weathered).

Legs bent at knee 56%. absent 23% (21% weathered).

Headdress with large knobbed end 51%.

Headdress with pendant from end 34%.

. Holding triangular object 39%.

10.  Thickened forearms (probable arm bands or brace-
lets) 37%.

I'l.  Upper ann protuberances 36%:.

SRR RRNOR=
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Description of tasselled figures

Tassels trom the waist or hip are the most common
feature, but tassels may also be from the headdress or body
(e.g. Figs 1-3). A common feature of the tassels them-
selves is the occurrence of sets of three as two long and
one short tassel. The tassels may end in a tuft or pompom
and some examples have inverted "V shapes on their ends.
consistent with material such as feathers, grass or fur
having been twined into the string of’ the tassel. This prac-
tice is seen today with feathered strings {rom Arnhem
Land on objects such as arm bands. headbands, waist
girdles. dilly bags. and some ceremonial poles (Isaacs
1984: 80-3. 95. 101, 105, 254-5). The tassels from the
waist would most probably have been suspended from a
hair or string belt, often not visible on the paintings. It is
interesting to note that in historic times. the Wororra tribe
of the western Kimberley wore their belt about the hips.
not the waist (Love 1917: 27). On some of the tasselled
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figures the tassels appear to be suspended trom the hip
rather than the waist (Figs 1. 2. 16: Fig. | is on the front
cover).

No bent knee ligures have been observed with true
tassels. The closest resemblance to tassels is a branch-like
object hanging from the waist (Fig. 20) or the probable fly
whisk which hangs under the arm (Figs 20-22).

Skirts, which may have been made from grass. appear
on both tasselled figures (Figs 2. 3. 8. 10) and bent knee
figures (Figs 29. 30). Other figures with wide skirts cannot
be placed easily in either group. Figure 36 shows details of
the smaller figures seen in Figure 25. The two middle
figures have possible elbow decoration (swellings) and the
figure at right has wrist swellings. These are features of the
tasselled figure tradition. Unfortunately it could not be
determined which painting was the older of the two styles
shown overlapping in Figure 25. Figure 10 shows human
figures with the elbow decoration and sets of three tassels
typical of tasselled figures. However. the figure at right
also appears to have a similar waist appendage (o that seen
in Figure 20. The figure at the left appears to hold objects
which may be branches with berries. Similar branch and
berry motifs. appearing to be of similar age. occur in isola-
tion in other rockshelters in the Kimberley.

Bracelets and anm bands. A swelling presumed to
represent a single bracelet appears at the wrist of 32% of
tasselled figures (with another 33% too weathered to tell).
This feature is absent on all bent knee figures. Figures 2. 3
and 15 show examples of tasselled figures with several
bracelets at the wrist. Ankle bracelets/bands appear on
only 4% ol tasselled figures (Fig. 5) and 1% of bent knee
figures (Fig. 22). Ankle decorations made from grass are
worn in Aboriginal ceremonies of the Kimberley tribes
today (K. Akerman. pers. comm.). Tasselled figures have
clbow decoration which sometimes appears to be only a
band (e.g. Figs 2-3), while at other times there are projec-
tions which may represent feathers. leaves or fur. These
often extend both upwards and downwards and may be
simple in form (Fig. 1) or complex (Figs 5. 7, 8, 11).
Figure 12 is the only example seen so far where a tasselled
figure has arm projections appearing as tufts similar to
those seen on bent knee figures. As will be discussed later.
bent knee figures often have these tufts positioned higher
up the arm.

A large paunch is featured on some tasselled tigures in
profile view. below which appears to be a belt from which
tassels hang (Fig. 1. and Welch 1990: Fig. 26). Although a
waist line is often shown on bent knee figures (Figs 30.
32). it never reaches the naturalistic flow of these paunches
found on tasselled figures.

The presence of fingers. In one sub-group of tasselled
figures, featuring the paunch and a curved body outline,
the fingers are slender and usually correct in number (Fig.
1. and Welch 1990: Fig. 26). In other sub-groups. the
number of fingers is often incorrect (Figs 8. 9. 15). Bent
knee Tligures, on the other hand. never show individual
fingers. The hand is shown attached to a boomerang or
other object and the lingers are not shown. presumably
because they are clasping it. The hands of bent knee
figures are rarely empty. but in one example they are
shown on the hips (Fig. 30).

The lack of weapons associated with most tasselled
figures does not exclude the possibility that weapons were
present in the original paintings. but were painted in a less
durable pigment such as white. Where such objects exist,
they are often shown beside the body and not actually held
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(Figs 8 top. 9, 15. 16). Because the hands are not depicted
actually clasping these objects. on those paintings where
the hands are empty it is not possible to tell if such objects
were present on the original paintings. They may have
disappeared duc to weathering. On 21% of tasselled
figures. no fingers are shown but the hands look as though
fingers in another colour may have been present initially
(Fig. 3). However. it may have been a convention of some
artists to draw hands in this way as if the fingers were
curled into a fist. Support for this latter possibility is found
in Figure 8. where both the top and right hand figures hold
dilly bags. yet fingers are only shown in the top figure.

Lack of spears and the hooked stick. Objects which may
be spears are rarely associated with the tasselled tigures.
Examples in my series include the crook-like object which
could be a single-barb spear and the other long sticks seen
in Figure 7. It is interesting to note that the long “sticks’
are held by two smaller figures that appear to lack an
elaborate headdress. From this example it is not possible to
know whether such long sticks represented spears. digging
sticks or ceremonial poles. However. a possible spear is
seen in the back of a macropod (Fig. 9). which appears to
be part of a single composition with stylised tasselled
figures. Below the macropod is a human stick figure and
the possible spear above is unusual in that the projections
may represent barbs that are pointing the wrong way. and
there is a thickening towards the upper end. An example of
a single-pronged. single-barbed spear has been seen by J.
Schmiechen (pers. comm.). No spears have yet been
observed with bent knee ligures. and no hooked stick
(believed to represent a spearthrower or a fighting pick:
Welch 1990) has been identified with either group. Figure
37 shows a weathered, mulberry-coloured figure holding a
hooked stick. The pigment and weathering reveal that it
may be contemporaneous with some of the bent knee
figures. although it has none of their characteristics. One
cannot be definite about this placement from just one
example. but it is possible that bent knee ligures may have
been only one of several different art types occurring at the
same time. On the other hand. this may be an example of a
figure that has evolved just after the bent knee figures,
when the hooked stick began to appear in the art.

It was noted that no figures from either of the two
groups have yet been identified with shields or uneguivo-
cal clubs, nor have they been portrayed with a boomerang
or other object tucked into their belts, as appears on human
figures depicted in the period of figures with straight parts
and missing pigment.

Boomerangs and short sticks. Where boomerangs
appear with tasselled Tigures they are often shown rising
vertically from, or just beside. the hand (Figs 13. 16).
Similarly. short sticks are shown above and beside the
hands (Figs 2. 9. 12). These short sticks could represent
hunting or throwing sticks. or they could represent batons
or wands. Wands are used today in ceremonial dances in
the Kimberley and are held upward as shown in these
figures (K. Akerman, pers. comm.). The depiction of these
objects sometimes beside, rather than in. the hands may
have been an artistic convention or it may indicate that the
objects were being juggled. or that they were attached by
fine string to the hands.

Painted dots or dashes around the bodies of the human
figures are a featurc seen on some tasselled figures (Figs 3.
15). but not on the bent knee figures. This is also seen on
the dynamic figures of Kakadu art, western Arnhem Land.
It is possible that these dots may have been meant to
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represent movement. body heat or body odour. and in the
Kakadu examples where the dots are in front of the mouth,
breath or voice. Other dots and dashes in Figure 3 appear
to be parts of dilly bags that must have been originally
painted in an additional paint. It is thus possible that other
lines of dots may have been originally tassels painted in
bichrome (Walsh 1992).

Surrounding bands. Two examples are illustrated of
tasselled figures surrounded by what resembles a string
with interwoven decoration. At face value, the band on the
left hand ligures in Figure 3 appears to be almost held as if
it were a skipping rope. However. on the right hand figure
this is not the case. and in Figure 4 the band appears to
surround each arm up to the arm pits and then surround the
body.

The head shape of both tasselled and bent knee figures
is usually portrayed as quite round. which could be a styli-
sation of the art traditions. However, it may indicate
something of the skull shape of these early Australian
artists. This requires further analysis. Another interesting
point is that none of these fgures are portrayed with
beards. necklaces or earrings. Itis again possible that some
ol these features were included in the original paintings in
less durable pigments such as white. Long “strings” ending
in tufts, seen in Figure 7. may represent nose decorations.

Tasselled figures: regional variations and sub-groups

The tasselled figures do not form one homogencous
style. It is evident from the examples shown that many
different artists have contributed to this group of paintings.
In the future it may be possible to ind some chronological
order amongst the sub-groups. but at present no superim-
positions have been found that allow a convincing
chronological sequence to be deduced within this group.
One major regional variation is that, on the King George
River, some of the tasselled figures appear more rigid than
elsewhere (Figs 5. 7. 8). One large panel (Fig. 5) has a
superimposition which shows an orange pigment form
with simple elbow bands, simple three-part tassels from
the waist, and the figures holding “strings’. These have
infill orange but are shown here in thin outline. A red-
brown form. indicated here in black infill, shows four
tasselled figures. very similar in body outline to the orange
form but with more elaborate waist tassels and elbow
decoration and all holding dilly bags with one hand. Close
examination reveals equal rock spalling and it has not been
possible to determine with certainty which was painted
tirst. However. the orange form is more faded in general
and one wonders whether this was the older painting. and
whether darker. red-brown pigment may have been used to
better highlight the painted human figures on the white
quartz-sandstone. Similarly. a panel on the Mitchell
Plateau shows stylised tasselled figures (Fig. 9) which may
have been superimposed on very similar figures. The laded
figures. shown here in thin outline. consist of two animals
and human forms, one with a wide skirt and one with
simple. three-part tassels from the waist. The less faded
figures, shown in black infill. have more elaborate tassels
from the waist, except for the lgure at the right which is
similar to one of the faded forms. Both the taded and
fresher forms are painted in the dark-brown/black colour
and one wonders whether the same artist painted both
forms in order to create a feeling of depth, or whether the
earlier style was copied many years later.

The range of tasselled figures includes all of the north-
em Kimberley coast to at least 250 km inland and at least
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300 km in an ecast-west direction. They may have extended
as far east as Kununurra, where Figure 17 shows a taded
painting that has some of the features of tasselled figures
in that it is graceful. monochrome and has a tapering head-
dress. bracelets and prominent pectoral muscles.

Description of bent knee figures

Boomerangs. There is  an  opportunity to  study
boomerang types shown with carly human figures. Gener-
ally. the boomerangs held by tasselled and bent knee
figures are short. though larger ones are occasionally
portrayed (Figs 18. 31. 32). One difficulty here is that
these may be ceremonial boomerangs. and not the
boomerangs that were used in hunting. The lack of spears.
clubs, and fighting and hunting scenes with bent knee
figures would support the view that these figures are in
ceremonial attire. Hard evidence of carly boomerang types
can be found in examples of boomerang stencils which
occur in the Kimberley.

Mulberry 1o blackish  pigment. The use of darker
pigments appearing as a mulberry colour is striking in the
bent knee ligures. Although weathering can sometimes
change pigment colour. it appears that a specific method of
pigment preparation or an additive such as blood or plant
dye was used by the artists of the mulberry-coloured bent
knee figures. Possible reasxons for the choice of darker
pigment include the fact that it stands out more on the
quartz-sandstone rock. that there may have been a specific
ritual associated with that pigment preparation. or that the
people being portrayed were ol darker skin. The impor-
tance of pigment in the Kimberley rock art has been
discussed elsewhere (Welch 1990, 1992a. 1992b).

It is interesting to note that in many New Guinea High-
land tribes a distinction can be made between “festive” and
‘martial” adornment. Brighter paints such as red. yellow
and white are worn for festive adomment by both men and
women, but for martinl adornment the men  may
completely cover themselves with charcoal which is asso-
ciated with warfare and aggression (O'Hanlon 1989: 89-
93). This is remarkably similar to the tindings of tasselled
lgures in reds which could represent a festive adomment.
and bent knee ligures with their boomerangs and in darker
pigment representing the martial adornment. The drawings
made to illustrate the two different adomments in
O'Hanlon’s book actually show the festive adornment
figures with straight legs and hands by the side. while the
martial adomment [igure is shown with bent knees. arms
raised. weaponry and in black pigment. This is not to say
that both these styles in the Kimberley are two facets of
the same art. As previously explained. the oldest human
ligures appear to be tasselled figures. Bent knee figures
appear to have been painted later. although it is possible
that later artists may still have painted some tasselled
figures.

Waist appendage. A waist appendage is an almost
universal feature in some sub-groups of bent knee figures.
Other sub-groups appearing to be of the same age and
having mulberry pigment and similar accoutrements lack
such a waist appendage (Fig. 18). At least four types of
waist appendage are seen. The most common is depicted
as a triangle shape with three points (Figs 21, 25-27). It is
possible that this three-point form is a stylised depiction of
that which is seen in Figure 22, Here, the posterior waist
projection  shows more detail and several hanging
‘strands’. In some examples (Fig. 27) this is depicted as
leaving the body higher than the waist and a swelling is
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shown which would represent the part tied around the
trunk. Walsh’s term “sash® may best describe this object
because a sash is defined as an ornamental band or scarf
worn as a girdle.

The second waist appendage depicted on some bent
knee figures is a bulbous form at the front (Figs 25-27).
Again, Figure 22 appears to have an embellished form ol
this projection. This may represent some object that was
crafted from fur. string. feathers or some other material. A
similar object is seen on New Guinea indigenes. and
consists of a large ball of hair string tied to the waist by
string (Miller 1950: 160).

The third waist appendage seen is that which looks
more like a grass skirt with fuller, wider body (Figs 22. 29,
30. 32). Note that in Figure 29 each of these three waist
appendages are seen in the one composition. In this panel
the figures in the left section are in profile with most head-
dresses pointing down and they lack upper arm projec-
tions. The figures at right are partly frontal. headdresses
point upward. upper arm projections are present and addi-
tional objects are carried. A small simpler figure is at the
left.

The fourth waist appendage seen on bent knee figures
has been previously noted on Figure 20).

Legs bent ar the knees. When paintings of humans
which contained most of the elements of being mono-
chrome red to black pigment bonded to the rock. having
upper arm projections, boomerangs, waist appendages and
lacking tassels were grouped and analysed. 56% were
noted to have greater than 5° bend at the knees. while this
condition could not be determined in 21% due to weath-
ering. Some examples were tfound with straight legs (Figs
20. 21), as well as groups of fresher looking figures which
also lacked waist appendages. but which had other features
found in the group such as boomerangs, upper arm projec-
tions and knobbed headdresses with feather extensions
(Welch 1990: Fig. 28). It is felt that this last example is a
more recent development following many of the earlier
bent knee figures.

The motif on the right in Figure 19, with legs appa-
rently crossed. lacks any accoutrements, but is painted in
dark-red/mulberry and is probably contemporaneous with
the bent knee figure shown, located near it in the same
shelter. Both these figures were noted by G. Hill in 1910
(Mountford 1937: Figs 28, 34).

Among tasselled figures. only 8% had knees bent
greater than 5° (Fig. 16). with 30% being uncertain due to
weathering. Of these. the average degree of bending was
26° compared to an average bend of 32° in the bent knee
figures with bent knees. It is probable that the bent knees
were illustrating a relatively important point in the minds
of the artists, because of the prominence of this feature in
S0 many paintings. One can only assume what the signifi-
cance of the bent knees might be. but a likely explanation
would be that the people portrayed are dancing or jumping.
Less likely reasons would be that the figures are depicted
in the acts of falling. floating. flying, sleeping or in death.
The occurrence of elaborate body adornment and lack of
spears, as already mentioned, renders it likely that these
figures are painted in the act of perforining a ceremonial
dance or ritual.

Headdress types. While 14% (46% uncertain) of
tasselled figures have a knobbed end to their headdresses
(Figs 2, 3, 5). 51% (26% uncertain) of the bent knee
figures have a knobbed end which is often much larger
(Figs 18, 29. 30, 32). A pendant from this knobbed section
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was seen in 349 of bent knee figures. while tasselled
figures have a smaller pendant in 4%. A hair bun tucked at
the back of the head was seen in 6% of bent knee figures
(Figs 24, 34). This hair bun is probably what appears in the
frontal view as lateral swellings on both tasselled (Fig. 9)
and bent knee figures.

Feathers. Projections which may represent feathers
appear on 7% of tasselled ligures and 24% of bent knee
figures. In some cases an obvious feather is depicted (Fig.
33). which is a feature found on the Mitchell Plateau.
Other paintings which may be contemporaneous with bent
knee figures feature huge headdresses with a single feather
projecting (Fig. 35).

Fly whisks. An object that appears to be made up of
strands is seen hanging under the arm of Figures 20-22,
and this is often carried in addition to a triangular-shaped
object, possibly a dilly bag. The human ligure in Figure 28
carries what appears to be a fly whisk, and it is possible
that other, simpler objects also represent [y whisks.

Dilly bags/funs. Triangular objects are often hanging
under the arm as well as being held (Figs 20. 21). One
cannot be certain whether these all represent dilly bags or
whether some may represent fans.

Thick forearms. In some sub-groups of bent knee
tfigures the forearms are much wider than the upper arms
(Figs 20-22, 24, 26). Sometimes a definite knobbed
appearance can be seen, and this could represent multiple
bracelets or bands. A clue to the exiact meaning is found in
Figure 23, where a row of individual dashes across the
forearm of a bent knee figure appears tu represent indi-
vidual bracelets.

Upper arm protuberance. This object is often rounded
and does not appear to be a feather. or of a naturally occur-
ring shape. It may have been fashioned into this shape
from fur or some other lightweight material because it
almost always points upwards. A similar object worn by
New Guinean natives consists of feathers wrapped up in
long leaves and appears in early photographs (Miller 1950:
33). It was mentioned above that Figure 12 represents the
only tasselled figure known with an object of this shape.
Tocated at the elbows. However, bent knee figures usually
have this decoration positioned as if it were kept in place
by an arm band or string tied to the upper arm between the
elbow and the axilla. In those examples where it is high in
the axilla, the protuberance is attached at the shoulder
(Figs 21, 30) and | have described this using the term
‘epaulet’ in the past. There can be little doubt that the
objectdepicted is tied at the upper arm, and a term such as
‘upper arm protuberance’ or ‘upper arm decoration® is to
be preferred.

Other armlets which project out in a similar fashion are
still worn by Aboriginal women on Melville and Bathurst
Islands during mourning ceremonies (Spencer 1912).
These armlets are made from bark. woven with bush
string, decorated with small feathers and painted.

Bent knee figures: regional variations and sub-groups

Difterent types of bent knee figures occur within each
area of study. For example. Figure 26 with thick forearms
and Figure 27 with thin forearms occur within 400 m of
euach other. Figure 22 in the embellished form is located
next to another rockshelter that contains a simple form
similar to that shown in Figure 18 and illustrated in Craw-
ford (1977: 358). Ditferent examples near Kalumburu are
illustrated.
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One form of bent knee ligure has two large wings
projecting from the front of the head. These were first
described by Schmiechen as “winged Bradshaws™ at the
First AURA Congress. in 1988. and he has tound them
concentrated in a northern section of the Drysdale River
{Schmiechen 1992). Further examples of this head projec-
tion have now been found 160 km to the south (Fig. 27)
and 80 km to the north-cast (Fig. 28). Bradshaw (1892:
99), one of the first Europeans in the area. saw an Abori-
ginal in the distance with ‘two huge appendages extending
upwards and obliquely outwards from the top of his head,
about 3 ft long: but whether they were made fromv the
wings of a large bird, or were picces of burk we could not
ascertain’. An tdentical paired wing arrangement is occa-
sionally used taday by New Guinea Highlanders. There. it
is the large white wings ol the heron or egret that are worn
(O’ Hanlon 1989: 142, and PL 14). The projections seen in
Figures 18, 21, 24 and 30 may be stylised versions of this
wing arrangement, or could represent some other decora-
tion such as a twig or small feather.

One major regional variation identified in the bent knee
figures occurs on the Mitchell Plateau. Here. two features
not yet seen elsewhere occur: the existence ol a single
large feather from the front of the headdress (Figs 32, 33),
and the existence of bichrome forms. Figure 34 is from a
panel on the Mitchell River. A gap is seen at the waisl. and
taded brownish pigment. shown speckled. reveals the body
adornments usually seen with bent knee figures. Although
it is possible that some of these ‘extras’ may have been
added later, another example, shown in Figure 32. is also
consistent with the paintings having been originally
bichrome.

Bent knee figures have approximately the same distri-
bution as the tasselled ligures, but have not yet been iden-
tified as far south as the Isdell River. nor further cast than
Jack’s Waterhole.

Further discussion

Tasselled and bent knee figures of carly Kimberley rock
art give us an enormous insight into the material culture of
the early Australians. In Figure 8. two people hold
containers of some kind. The detail on the lower right
figure includes a splayed neck on that container., which
raises the possibility that this represents a water container.
There is no evidence that pottery was used in prehistoric
times in Australia. but bark containers lined with beeswax.
or tree or spinifex resin, were used in historic times to
carry water. A dilly bag with a splayed neck similar to the
example seen here was collected in 1912 from western
Arnhem Land (Isaacs 1984: 123), but it was not lined with
waterproofing. Thus the painting probably depicts the
earliest known example of one of these unusual splayed
neck bags.

Dilly bags were not made in the northern Kimberley
region in historic times. Instead, bark was used to make
various containers, including a small paperbark wallet used
to carry stone knives. spearheads and ochre, and which
was tied up with boab string and carried in 2 man’s hair
(Blundell 1976: 434). Yet many of the early human figures
carry what appear to be dilly bags. This indicates one
aspect of a cultural change over time for this area of
Australia.

Much of the ornamentation featured in these early
paintings is found not just on Australian Aborigines, but
also on the people of New Guinea this century. As well as
the examples already cited, this includes leaf tassels
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attached to the armmlets seen on tasselled figures. and the
various forms of plumed headdresses seen on both groups
of paintings. There were no doubt close cultural links
between the two areas in the past. Once dates are estab-
lished for this art there will be implications about whiat
people wore and did, thousands or tens of thousands of
years ago. not just in Australia, but further north with links
into Asia.
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Résumé. Cet article décrit les peintures d anthropomorphes
les plus anciennes survivam dans la région du Kimberley en
Australie occidentale, Cex peintures e manifestent sons forme de
taches d'ocre lices a la roche de grés silicewx. et la plupart
survivent en formes C“naturalistiques’ monochromes. On peut
distinguer au moins deux groupes essentiels provisoires de ces
motifs lumains. Ces deux groupes. “figures avec pompons’ et
figures aux genoux fléchis®, sont discutds en dérail.

Zusammenfassung. Dieser Bericlt besclhreibr die diltesten
itberlebenden Malercien von Authropomorphen im Kimberley
Gebiet von Westqustralien. Die Malereien erscheinen als in den
Quarzsandstein gebundene Ockerflecken. und die meisten sind
als manochrome “natwralistische” Formen erhalren. Aus diesen
menschlichen  Figuren treten  Zinindest  wei  proviserische
Haupegruppen herver. Diese swei Gruppen, “Figuren mit Quas-
ten' und ‘Figuren mit abgewinkelten Knie', werden lhier in
Einzellwiten bexchrieben.

Resumen. Exte articulo describe lus mas anriguas pinturas
sobrevivientes de figuras antropomorfus en la regicn Kimberlev
de Australia Occidemal. Estas pinturas se manifiestan como
manchas de ocre unidas a roca arenisca de cuarso, ¥ la mayoria
de cllas sobrevive como formmas monocromas “nateralisias”. De
estas figuray humanas. por lo menos dos principales grupos
rentarivoy emergen. Estos dos grupos, ‘figuras adomadas con
barlas* v ‘figuras con las rodillas dobladas, son examinadas en
detalle.
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Large fieure 79 cm (note: Fig. 1 is
ot front cover).

Figure 4. Tusselled figures, red,
repainted head and arms on left
figure and repainted legs on both
figures. Right figure 41 cm tall,
Manning Creek.
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Figure 5.
strings. hrownish figures (shown infilled) holding dilly
bags. The figure at right was added later, with straighr
parts and missing pigment. Central infill fieure 120 cm.
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Figure 3. lusselled figures with associated animals. dark

red. Left figure 90 cm.

Orange figures (shown in thin outline)} holding

King George River.
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variant form in the centre. Tallest figure approximately 50
cm. An object at the left may be an axe. King George
River.

Figure 10. A tasselled figure, 52 ¢ tall. holding objects
resembling branches with berries. Kalumburu.

Figure 7. Tasselled figures similar to those in Figure S,
Sorming part of a panel with other asselled figures
associated with *sticks' and boomerang shapes. Main
central figure 94 cm. King George River.

Figure 9. Stylised tasselled figures with boomerangs. Mo
sticks and a speared macropod. Centre figure 54 cm,
hrown-black. Mirchell Plateau (note: Fig. 8 is on back :

cover). Figure 11. Tasselled figures, 45 cm tall. red.
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Figure 12. Tusselled figure. 61
cm, with elbow projection, small
hoomerangs and a stick, red. Pago.
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Figure 15. Tasselled figure with swwand and
decoration and wrist bracelets, 60 cm tall. We

red. half blackish.

W
Figure 13. Tasselled figure, 33 ¢m, Figure 14. Red tasselled figure. 52
with graceful shoulder line, cm, featuring headdress, pectoral
holding a boomerang, reddish. muscles, hip line, and holding a
Kalumburu.

weathered object.
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tring, plant
athered half Figure 16. Red 1asselled figures with bent knees and

holding boomerangs. Central figure 40 cm tall.
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Figure 18. Bent knee figures without wuil.\; 111\{7‘/71'11;#/'.’-."’-"~/
. =l P : . King Edware
Figure 17. Lefi figure is mulberry-black, 36 cm tall. fuded ! ight mulberry ‘”Im“',‘;IL-:Z:-‘/(,;&:-'({;'\-(;i-;Z“” e

figures ar right are red-broven. Kununrra. e

Figure 19.

Bent knee figures. mulberry,
left 18 cm tall. Right figure
with crossed legs. 20 cm. Pago.

Figure 20. Figure with boomerangs, fIy whisk, bags/fun.
and waist appendage, mulberry. Feer are prominent,
possibly retouched. Approximately 40 cm rall.

Figure 21. Bent knee figure. S4 cm, with three-paoint skirt,
mulberry.
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Figure 23. Bent knee figure showing *bracelets’ on
Sforearm, blackish. Mouni Elizabeth Station.

Figure 22. Elaborate bent knee figures, right figure 123
e tall, with embellished skivts and arm projections, thick
forearms. boamerangs, in mulberry colowr.

Figure 25. The lower parts of two bent knee figures,
Figure 24. Profile of fuce. hair bun and head projections, blackish, and red figures with wide skirts superimposed.
21 em. brown. Nate thick foreurms, fiv whisk and The headdress of the larger figure. 84 cm rall. ix at top
headdress pendant, richt. For details of the smaller figures, see FFigure 36.
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Figure 26. Bent knee figure, 40 cm, at left with thick
Sorearms. The figure ar the right appears to have a slight
gap at the waist. Mulberry colour.

Figure 28. Winged head
projections and detailed feet. 50 cm
tall, mudberry ro brown. King
George River.

Figure 27. Bent knee figure with flIv whisk and winged
head projections, 58 cm tall. dark brown.
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Figure 29. Dark brown composition. main figure on left 43 e tall. King George River.
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Figure 31. Figure with boomerangs on the right, 37 cin
tall and in mulberry pigment. is painted over by brown
Jigures with straight parts and missing pigment. A hooked
stick and spear ends are in the latter colour. Pago.

Figure 30). Part of a panel of bent knee figures, mulberry.
The figure at right appears to have hands on hips. The
figure at left. 60 cm tall, has an unusually long skiri. Pago.
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Figure 32. Bent knee figure, red-
broven, 56 cm tall, with large

feather in headdress. The gap in Figure 34. Dark red-broven figure
the headdress is due to a crack in Figure 33. Bent knee figure with with gap in waist and stippled
the rock. Smaller figure in large feather. Length of larger areas in pale brown, 42 cm 1all.

hichrome. Mirchell River. boomerang 15 cm. Mitchell River. Mitchell River.
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Figure 35. Stylised figures with large headdresses and
feather prajections. red-brown, Headdress of lett figure is
36 ¢m long. Little Merions Falls.

Figure 37. Mulberry-coloured
Jigure. 52 em tall. with hooked stick
and skirts. Pago.

Figure 36. Detail of the red figures in full skirts seen in

= Figure 38. FFemale fieures with lines about and ar
Figure 25. & 1

posterior ends. approximately 50 cn tafl, in mulberry.
Mitchell River.

Figure 39. The lefi figure is blackish. 150 cni tall, from King Edward River. The right figure is dark red, 280 ¢m rall,
from Mitchell River.
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Comment on
A SURVEY OF ROCK ART IN THE VICTORIA
RIVER DISTRICT, NORTHERN TERRITORY

By HOWARD P. McNICKLE

In Rock Art Research 1991, Vol. 8. No. [, pp. 36-46.

Reply to Comments and an update on the
Victoria River District
HOWARD P. McNICKLE

In replying to Comments on my above paper. by David and
Flood (RAR B: 130-1) and by Walsh (RAR 8: 131-2). | would like
to emphasise that my report was simply an overall summary ot
this large and diverse rock ant corpus. Despite its length. the
paper was no more than a brief’ overview of results obtained by
myself and a number of other researchers. including D. Lewis. K.
Mulviney (both of whom reviewed the paper’s original dralt).
and the above commentators. One of the latters’ principal criti-
cismas is the paucity of inforination given on many important rock
art styles and other aspects. | entirely agree that all the styles.
subjects and varieties of technique considered found only cursory
mention. which wis because of lack of spuce. Many important
styles or techniques (c.g. distribution of stencils) were not
mentioned at all.

David and Flood elaborate on the appropriateness of the term
Lightning Brothers to describe pairs of large anthropomorphous
figures found in various parts of the Victoria River District
(VRD). Their Earthwatch project has undertaken the most
detailed rock art recording of any region of the VRD and
included detailed consulation with Aboriginal custadians. Thus
David and Flood are well qualified to comment on this aspect.
and considering that sites featuring the Lightning Brothers are the
best known and most widely published ot all VRD art sites. andd
were (0 most researchers the only well-known sites prior to my
1991 paper. | believe that it is most appropriate to eluborate upon
this particular feature.

At the time | wrote the paper | did not have the full results of
the Earthwatch project at hand, and 1 admit to using the name in a
fairly loose and general manner. | did in fact suspecet that the
name Lightning Brothers aud the associated story of Jabirringgi
and Yagjagbula could strictly only be applied to the Yiwarlarlay
site at Delamere. where they were first recorded by Davidson in
1930. However. a number of more recent researchers have used
the name to deseribe pairs of anthropomorphs at other sites in this
part of the VRD (e.g. Walsh 198%). und in my discussions with
other researchers (including David and Flood) 1 have usually
referred to pairs of anthropomorphs at other sites as possibly
being versions of the Lightning Brothers. My implication here is
that there is likely to have been a common cultural motive behind
the practice of painting pairs ol anthropomorphs at different sites
and that. over a period of time. the meaning and interpretation of
this has changed for each of the sites. At Delamere. the pair of
male ligures has been described as “Lighting Brothers®. but at
other sites. different names and stories have evolved. Conversely.
the practice of painting subjects in pairs is not restricied to large
or small male anthropomorphs, pairs of females have been
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recorded both by the Earthwatch project iand myself, and [ have
recorded pairs of dingo-like animals and mammal-headed rain-
bow serpents.

Walsh's Comments could convey the impression that my
measurements of large paintings are inaccurate. He inters that the
largest crocodile figure in the VRD was measured by mysell at 7
m. but later, on accompanying me to the site. was found to be
6.23 m. This is not correet. The largest crocodile | had recorded
prior to 1990 was at a site along the Pinkerton Runge which was
measured 6.0 m in 1985, Immediately below the crocodile is a
Rainbow Serpent which reaches 7 m. In my 1991 paper. under
the heading of Fauna. the maximum sizes ol ditferent species
were quoted from memory and usually rounded to the nearest
metre, simply to give readers an overall indication of the size
reached by VRD paintings. The quotation of ‘salt-water
crocadiles of 7m" was in fact a mistake on my part and | realised
alter publication that it is the serpent that reached 7 m. while the
crocadile above it is 6 m. Flowever. the site to which 1 accompa-
nied Walsh in 1991 was not located and recorded until the 1990
scuson, i.c. after the paper had been written! The crocodile at that
site was measured by me at 6.3 m, which was the figure given to
Widlsh hetore he re-meisured the ligure at 6.23 m in the follow-
ing year.

In the case of very large ligures, my own measurements have
been quoted to the nearest 0.1 m. which | regard as being sulfi-
ciently accurate, considering the nomally irregular or undulating
support surfaces. In general. the measurement of a figure is taken
to be the shortest distance which can be practically meuasured
from one extremity ol a figure to the opposite. following the
shape of the rock. In some instances this may not be the shortest
geometrical distance (e.g. a long snake painted around a convex
surface). The method ol measuring large figures is a point which
needs to be clarified by agreement among researchers. A number
of practical difficulties may arise in the field. Whereas Walsh is
always accompanied by an assistant. 1 almost invariably work
alone. Upon measuring the large snake at Keep River in 1985
(the longest measured painting in the world until Walsh's 43.7 m
painting was found in 1991), the only practicul way was by
placing the tape measure on the ground below the painting. The
measurement so recorded was rounded off to 24 m, but consi-
dering that the head of the snake is painted on an upper. exposed
wall. the bady recedes onto the flat ceiling of a shelter. while the
tail emerges to terminate on a further exposed wall. it is not diffi-
cult to understand how & different technique may result in a
meisurement of 25.26 m. My own measuring techniques have
been relined over the seasons and nowadays, all important
measurements are carried out at least twice.,

Since publication ot the 1991 paper | have completed a turther
two seasons of survey in the region, while during that period
Walsh has undentaken more detailed recording of selected VRD
sites. in addition to recording in other regions of fur-northerm
Australia, and in particular. in the west Kimberley. It is not at all
surprising that styles and techniques characteristic of the VRD
should alse be present in the Kimberley. because the two arcas
form in fact a continuous rock art region. divided only by the
state border. Styles and techniques in the far north-castern VRD
are more closely akin to those in the west Kimberley (800 km
distant) than to those of Arnhem Land (30 km or less) to the
north-cast. The 25 m-long snake is within 5 km of the western
Australian border {which end of the snake? Ed.} and my own
1991 survey found the style of this figure to extend into the
Kimberley.
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A principal objective of surveys such as those carried out by
Walsh, myself or the Earthwatch project has been to record the
progressive stylistic variations of rock art across this large region.
il whenever possible to obtain ethnographic information in
relation to the art from custodians. Some results of my two
seasons of survey work since the publication of my paper are
reported in the following.

Recent work in the VRD

In my twao full seasons of survey in the VRD since May 1991
I have completed initial surveys of several signilicant areas. The
following update is only a very brief overview. as had been my
paper itself. More comprehensive information can be obtained
from the detailed reports (totalling some 100 000 words) of seven
ficld seasons. which are held at the Australian Institute of
Aboriginal and Torres Strait Islander Studies in Canherra.

Upper Wickham River (sce map. RAR 8: 37)

The geology along the Humbernt and Wickham Rivers is
considerably more varied than on the West and East Baines
Rivers. and sites are fewer. Few of the distinctive West Baines
style characteristics, such as large squat females, stone axe
figures or ‘Y’ eye-headed figures appear to extend for any
distance into the Wickham River region. One exception,
however. is the *Diwalliba® figure (contorted anthropomorph with
lumps or enlargements along body or limbs). It was recorded at a
considerable number of sites and is as much a characteristic of
the Wickham River art as it is of the West Baines. Rainbow
Serpent paintings appear to be less common than in cither the
West Baines or Gordon Creek regions and do not reach great
sizes. Scratched line figures are present. including examples
partly decorated with pigment. and these include contact art. The
Humbert and Wickham River networks appear to bhe atmost
devoid of the stone structures that are common along several
West Baines tributaries.

Wave Hill region

Much of this arca, first surveyed in 1984 and 19885, is lat
plateau, but where it is dissected by the steep-sided valleys or
shallow gorges formed by water courses, scattered groups of sites
are located. Mammal-headed Rainbow Serpents of moderate size
are present. The *Diwalliba” figures are represented by a tairly

small Tigure with a black interior and white outline. A motif

apparently confined to Wave Hill and the south of Gordon Creek
is that of an upright anthropomorph without arms and indication
of gender. During carlier surveys it had been observed that the
great majority of anthropomorphs at Gordon Creek sites  lack
obvious signs of gender. A few sites of pecked petroglyphs were
located. but no clusters of circular pits were recorded.

Coolibah region

As a result of the 1990 and 1991 surveys. the majority of sites
between Timber Creek and the Innesvale-Willeroo area have now
been recorded. Large painted anthropomorphs and zoomorphs are
common, but large snake paintings are rare. The style of parallel
stripes for intermal design. typical of the Wardaman country. is
common in the cast of the Cootibah region but disappears to the
west. Among the zoomorphs is a distinctive macropod with limbs
swept forward, and often “speared’. Among the numerous smaller
paintings. “echidnas’ are extremely common, as are lizard figures
with simple X-ray designs. and small pairs of copulating figures,
sometimes several pairs at a single site. Petroglyphs were found
to be confined almost exclusively to one technique. namely clus-
ters of pits. They were recorded at ten sites, including one pancl
measuring S m by | m, densely covered with pits of uniform size.
The sandstone of the Coolibah region is of a relatively hard type.

Jasper Gorge area
During 1991. a survey was carried out of an arca to the south

of Jasper Gorge. extending to some headwaters of tributaries of

the Humbert River. However. much of this arca possesses few
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outcrops suitable for rock art. Some ten small sites were
recorded.

Northavest VRID

A large-scale survey in {991 focused on Spirit Hills pastoral
station, and included a region near the state border. north of Keep
River National Park. and an area extending up to 50 km to the
cast. Much of the eastern area is almost devoid of suitable shel-
ters and of art sites, but further important sites were recorded in
the western arca. The rock art in the Keep River region differs
stylistically from that of other VRD regions. White outline
figures dominate at many sites and often reach considerable size.
The largest paintings usually lack overall internal colour. Smaller
outline figures are more likely to be bichrome, but the pigment is
often applied dry and sparingly. Internal decoration, it present, is
also applied sparingly. The area’s large outline anthropomorphs
appear o be the largest in the VRD. but are dwarfed by the
largest paintings of snakes. Besides the 25.2 m giant. several
examples of the same style were recorded. all within 10 km of the
state border. Whereas the 25.2 m specimen is badly weathered in
parts, three further examples (measuring 124, 11.8 and 9.2 m
respectively) are all well preserved. being on shelter ceilings. One
further example occurs on an exposed face, with only the tail
section of 7.6 m preserved. and may have been larger than these
originally. Smaller examples were also recorded. Typically. these
snakes have a straight body in white outline without internal
decoration. apart from eyes which are usually circles filled in
with red. The tail may rear up and finish in a curl or *hook ™. Part
of the lower outline comprises a ‘serrated” pattern (described as
dorsal fins by Walsh 1988). This is absent on some small ¢exam-
ples but is present on all large figures recorded. and its extent
varies from as few as five to as many as fifty or more of the
“fins’. The head. sometimes raised. is usually rounded, lacking
decoration or “cars’, although the 11.8 m specimen does possess
small “ears’,

Petroglyphs

Petroglyphs oceur in the Keep River region as abraded
grooves on soft sandstone within shelters. sometimes in dense
concentrations. Pecked figures, however, were rarely found in
shelters. Instead. pecked outlines. mainly of zoomorphs. are often
located on exposed rock faces. often not associated with rock-
shelters. Such figures are usually fully patinated and difficult to
see from a distance. hence many such sites are no doubt over-
looked during initial surveys.

Sites with clusters of deep pits are also fairly common in this
region, but they ditfer from those to the east. such as at Coolibah.
There. the pits are usually of a uniform size. and frequently
located on vertical rear walls of shelters, whereas the pit clusters
in the Keep River region are almost always found on the upper
surfaces of boulders. or on rock floors in shelters, There is also a
greater variety in the size of the pits and in their distribution. they
often exceed a diameter of 10 em. The configuration of the pits
renders it unlikely that they are a by-product of grinding of sceds
or other foods. At some sites. large oval but shallow depressions
or polished patches are located alongside the circular pits. These
would appear to be grinding hollows. suggesting that the pits
were created tor another purpose.

Stencil art

The distribution of stencil artin the VRD was not discussed in
the 1991 paper. Stencils are present in nearly all VRD regions,
but rarely comprise a dominant feature of art sites. In the north of
the VRD, stencil sites increase in {requency progressively from
cast to west. Thus they are rare at the important sites of the
Willeroo and Delamere regions. but become more common it
Timber Creek, and prolific in the Keep River and Spirit Hills
regions. As in most Australian painting regions, hand stencils are
the most common form of stencil. Foot stencils occur. and
boomerangs are also stencilled. often in pairs. At least two Keep
River sites feature stencils of rectangular or irregular objects of
which some may be of the contact period.
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In the West Baines region. artefact stencils occur. including
those of boomerangs, spearthrowers, and at least one stone axe
and one spear. Hand stencils and hand prints occur together at
one site. Recent hand prints may be more common in this region
than hand stencils: at one site. well over one hundred hand prints
have been placed on the wall, many of them well above unaided
human reach.

Howard P. McNickle
P.O. Box 1346
Rotorua

New Zesland
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Comment on

INVESTIGATING THE CATION-RATIO
CALIBRATION CURVE: EVIDENCE FROM
SOUTH AUSTRAILIA

By AL ANWATCHMAN

I Rock Art Research 1992, Vol. 9, No. 2, pp. 106-110.

More information about South Australian
cation-ratio dates

ALAN WATCHMAN

In addition to extracting fibrous material from basal portions
of Pepuarta Blult rock varnishes, [ have also selected natural
fibres from near-surlace vamish above the two basal ones used in
my article in the last issue of RAR. The new dates indicate that
organic matter in the upper part of one varnish is younger than
the base, but that the opposite case exists in the second vamnish

Volume 10, Number 1,

(Table 1). These results are interpreted as reflecting reworking of
components in one vamish, but not in the other.

Sample 3 demonsirates accumulation of vamish components
according to the Law of Superposition (Harris 19793, whereas
Sample 4 clearly indicates superimpositioning of relatively recent
material by older varnish organic matter. These dates conlirm the
suspicions of Reneau and Harrington (1988). Watchman (1989)
and Rencau et al. (1991), who have suggested that organic
substances are probably reworked from older rock coatings. sail
and claypans, and incorporated in  non-contemporaneous
varnishes. The new data give ambiguous support 1o continual
processes of varnish formation as required by the cation-ratio
dating theory (Nobbs and Do 1988). The vertically inconsistent
dates in one of the Pepuarta Blufl vamishes substantiate my
personal and other observations of remobilisation of  Yunta
varnish components {Bednarik 1985: 81).

These latest results. together with other published information
from Kuarolta (Watchman 1992), clearly signify that sub-varnish
arganic matter and cation-ratio dating methods potentially yield
misleading, unreliable minimum ages tor petroglyphs, unless
rescarch is undertaken to establish the nature, probable source(s)
wid steatigraphic integrity of the substances being dated.

Alan Watchman

Department of Geology
Australian National University
G.P.O. Box 4

Cunberra. ACT. 2601
Australia
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Sample identity Lab No. Radiocarbon age Cation-ratio
years BP (10)

Pepuarta Top 3 NZA 2573 Modern Not determined

Pepuarta Base 3 AA 7721 3415+ 70 495 + 0.63

Pepuarta Top 4 NZA 2570 6970 + 100 Not determined

Pepuarta Base 4 AA 7722 1375 + 60 5.051 0.47

Table 1. Comparisen between radiacarbon ages (uncalibrated) of plan
organic matter in near-surfuce and basal portions of rock varnishes
[Srom the Pepuarta Bluff calibration site. South Austrafia.
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The 1991 AURA China Tour

Australian papers presented at Yinchuan
EDITED BY GRAEME K. WARD

Australian rock pictures in China and the
Helan Shan petroglyphs: an introduction to
the papers presented by Australian AURA
delegates to the Yinchuan conference

GRAEME K. WARD

Introduction

The first international conference of the Rock Art Reseurch
Association of China (RARAC). held at Yinchuan. Ningxia
Huizu Zizhiqu (Ningxia Hui Autonomous Region) of the
People’s Republic of China, during October 1991, was attended
by a delegation of ten Australiun AURA members (Bednarik
1992: 2). six of whom oftered ¢ight of the 116 presentations
listed among the conference agenda (anonymous 1991:. 199 [b).
Nine members of the delegation travelled together  from
Melbourne and Sydney aboard an Air China 747 to Guangzhou
and Beijing. While based at the Minzu Hotel (adjacent to the
Nationalities Cultural Palace) in the national capital. we had the
opportunity to visit a wealth of historic and prehistoric places in
and aground Beijing. including the Qing Dynasty Summer Palace
and the Imperial Palace Museum (the *Forbidden City® ), the early
hominid site of Zhoukoudian and the Marco Polo Bridge to the
south-west of the city. as well as Dingling, one of the many Ming
Dynasty tombs (lifteenth 1o seventeen cenury). the spectacularly
reconstructed Great Wall at Baduling in the north-west. and the
immaculately kept “incident” site of Tian’anmen in the centre of
Beijing (Tian"anmen: the "Gate of Heavenly Peace’). before
boarding a steam train for a twenty-six-hour journey across the
northern plains. through Hohhot. the fabled city of Inner Mongo-
lia located at the southern edge of the Gobi Desert. across the
Mongolian grasslands to the now industrial Baotou (‘the steel city
of the grasslands’). west then south along the Huang He (Yellow
River) valley o Yinchuan. The return journey was accomplished
by an internal Air China flight affording excellent views of
changing countryside for those fortunate enough to have been
allocated a window seat. One Australian took the opportunity of a
post-conference tour to sites further west.

The formal and informal sessions of the conference were
supplemented by field trps and visits to museums and other
displays. The meetings appear to have heen successful and the
AURA delegation appreciated the generous hospitality ol its
Chinese hosts. both academic and local. One of the AURA dele-
gates, Noelene Cole, justifiably called it ‘A decidedly unstulty
conlerence” (Cole 1992: 2). Papers prepared for the Yinchuan
conlerence by the Australian delegates are presented below.

The venue

Yinchuan is the capital city of the Ningxia Huizu Zizhiqu
(Moslem  Autonomous  Region) located in the north-west ol
China. It is plateau country, divided by the mighty Huang He that
runs from south to north along the north-western border of the

provinee. and contains mountains. plains, forests, grasslands and
deserts. The Ningxia plain is fertile and productive. having been
irrigated from the river for more than two thousand ycears since
the Qin and Han eras: it is renowned for its high quality hard rice
and wheat. In the arid margins, livestoek is raised. The Great
Wall borders the province in both the west and east. and in the
south there are walled cities and an outpost of the Old Silk Road.
In the Jast forty years the LHui people have become a minority in
their province. now comprising only one third of the population
of 4.5 million. Yinchuan and other Ningxia cities are now largely
industrialised.  mainly  processing  animal  and  agricultural
products, textiles, leathers and foodstuffs, but also producing
agricuhural machinery. ols and car parts. According to our tour
guide, “The native products, Medlar. Licorice Root. Helan Stone.
Tanyang Lanbskin, and Star Jelly are famous as the red, yellow,
blue. white and black Five Treasures® of the Region (also:
anonymous 1990a). Coal is mined. and burnt for heating and
power generation: the northern plain, viewed [rom the Helan
Shan foothills, is swathed in brown haze. That the regional
government is seeking to publicise its tourist attractions was 10
the henetit of conference delegates.

Yinchuan. the largest of several substantial cities in the
Region. is in the northern part adjacent to the Huang He. The city
has ancient roots: it developed during the eleventh to thirteenth
century A_D. as Ningxia ('Ning-Hsia), the capital of the Tanguts,
“u Tibetan tribe that set itself up athwart the Old Silk Road®
(Needham 1954: 133). The Tanguts were “cattle breeders and
caravaneers ... herdsmen of the Ordos area” who ruled the
Chinese farmers and townspeople (Gernet 1982: 354-5). They
named their kingdom Xia Xixia (‘Hsi-Hsia® or 'Daxia’ in older
transliterations), the Western Xia, after the protohistoric *Bronze
Age’ Xia Dynasty: it was a period known for its literature until
the Xia Xixia Kingdom was conquered by the northern nomadic
Mongol forces of Genghis Khan about A.D. 1227,

Effectively. the city is divided into an older (castern) and
newer section, and industrialisation and new settlement have had
less impact upon the old city than they might have otherwise. The
old city has an elaborate city gate. high pagodas. mosques, muse-
ums and theatres as well as extensive markets: white-capped Hui
predominated here. During October. the weather was dry and
warm with cool evenings: here there appears to be no concession
to the speed of the sun across the ewth — despite the possibility
of there being three or four time zones across China, none are
invoked in the north so that Yinchuan mornings are extra brisk
and the evenings long. At the edge of the city. crops were being
harvested.

The Conference venue was the Helan Mountain Hotel in the
western sector of Yinchuan: the hotel comprised a central meet-
ing/banqueting building suitable for the plenary sessions. an older
Soviet-style six-storey building in which some seminar meetings
were held. and the newer *Green Building” (*a two floor scaled
American garden-style building®) in which foreign participants
were placed. The hotel provided comfortable accommodation and
a wide variety of tempting northern-Chinese style dishes were
served, as were Chinese beers and wines.
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The eonference

The International Conference on Rock Art Study. Recording
and Conservation was held in Yinchuan during the period Friday
4 to Friday 11 October. It was convened by Professor Chen Zhao
Fu. President of RARAC. and the Vice-Chiairman of the People’s
Government of Ningxiix. Mr Cheng Fua Guang. There were three
sessions of academic presentations of varying degrees of forml-
ity interspersed with field trips into the Helan Shan — the moun-
tain range hordering Inner Mongolia — and v museum exhibi-
tions, as well as several opportunities to participate in diverse
cultural activities.

The conference began on 5 QOctober with an opening cere-
mony and formal presentitions  in Chinese  and  English
tubricated by many litres of tea). followed by a group photo-
graph (reproduced in the AURA Newsletrer: Bednarik 1992: 4-5),
That alternoon saw the beginning of the various sympuosia, which
were concluded on 9 and 10 October. These were interrupted by
visits 10 exhibitions and muscums. and an extended Tield trip. A
formal reception, hosted by the regional government. was held on
the evening of the first day. replete with toasts. and speeches
aboul internwtional  friendship. On other evenings during  the
conference, lilms about petroglyphs were shown: there was a
meeting of CAR and two “theatrical festivals’. as well as the
opportunities for wide-ranging discussions with colleagues.

At the opening and other plenary sessions, held in the main
hall. translations from English to Chinese und vice versa were
made by interpreters (staff’ of tertiary institutions in Yinchuun).
During the various symposii, interpreters were present. sitting
with non-Chinese speakers to translate the speaker’s remarks
(and occasionally to debate with the speaker hefore passing on
the message — with or without comment). For & non-Chinese
speaker making a presentation to the predominantly Chinese
audience, it was necessary to pause frequently for the interpreter
(likely to be a medical or economics specialist). to simplify tech-
nical terms (Chinese equivalents were olten supplied by the audi-
ence after a short discussion). and essential to remember that a
paper was going to take more than twice its original time to
present. Interpreters appeared to be available late into the
evening. and non-Chinese-speaking AURA  delegates had  the
opportunity to talk at length with many of their Chinese col-
leagues who had no English. (Our Chinese interpreters had full-
time cmployment at various institutions in Yinchuan and their
conlerence participation was extra to their usual duties.)

The opening session saw presentations by Chinese officials,
welcoming the delegates. by the ltalian cultural attaché in China
(who outlined the role of the lalian authorities in providing for
Professor Chen to spend a study year in laly). Professor
Emmanuel Anati (on ltalian comparative studies), and AURA
Secretary. Robert Bednarik (see below). At a subsequent plenary
session there was a paper by Professor B. N. Saraswati of India
on the subject of the ideology reflected in Indian rock pictures,
and Robert Bednarik presented a brief version of his dating paper
that is included here.
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Figure 1. Part of a display of rubbings at the Yinchuan
Ethnographic Musewum.
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The various symposia tisted in the invitation appeared to have
been discarded:  delegates  were placed into one of four
“discussion groups” for the various presentations that took place
in meeting rooms in either the main hotel block or the Green
Building. The four groups were “Historical Group | and 2°. "Ant
Group | and 2°; each was co-chaired by a senior Chinese scholar
and a foreign participant. and cach provided with an interpreter
and recorder: group participants were listed (anonymous 199 }¢).
There was no order of presentations within each seminar. visitors
being invited to speak first: this made it a little difficult to select
papers and move among groups but. as members of seminars got
to know each other. exchanges of views were encouraged.
Another. not entirely unwelcome. departure from Familiar confer-
ence tormat was the lack of projection facilities at cach location.
and the seminar rooms were brightly sunlit with no shades.
However. a projector was available in the Green Building venue
euch evening.

Field trips and other diversions

The Helan Shan rise to 2000 metres above sea level and
extend north and south approxinmitely 250 kilometres. protecting
the western Huang He plains from cold winds from the north-
western plateau and the Tengger Desert. The Helan Shan are a
cultural as well as geographical boundiry, being seen as forming
the “... juncture of farming peoples and nomidic peoples in
ancient China’ (Xucheng and Weizhong 1991a: 2). Two excur-
sions to petroglyph sites in the Flelan Shan were arranged by the
Organising Committee. AURA delegates benefited by being able
to make an initial visit to one major site on the afternoon of the
day before the conference opened when. in the company of a
small group of others who had arrived early. we were taken by
coiach into foothills of the Helan Shan. i distance of about sixty
kilometres to the north-west of Yinchuan in an area immediately
to the north of the distinctive Baisi Kou Double Pagodas (see
below). This site was revisited in company with several bus-loads
of delegates on the third day of the conference. Returning 1o
Yinchuan. we visited Qin fortresses (221-207 B.C.). today made
famous as the seis of period movies. one of which was being
made as we watched.

On the second day of the conference. delegates visited the
‘Peroglyphs in the Helan Mountains Exhibition” at the Ningxia
Regional Museum. On display were original petroglyphs on
pieces of rock taken from sites in the Helan Shan: these were
accompanied by many rubbings of the motifs (Figure 1). Also
displayed in the museum were representations of the Hui peoples.
That afternoon. there were visits to the Ningxia Exhibition Hall to
learn the social and economic history of the Region. and to the
Nan Guan Mosque and [Hai Bao Temple.

The following morning, along with the other delegates in
several buses. we returned to the foathills of the Helan Shan to
revisit the petroglyph sites. This marked the beginning of an
extended tour, including Ningxia's famous *Sand-Lake’ at Sha
Hu (a touristic venue focused upon an extensive marsh and lake
bordered by sand hills now used for sledging and camel rides
(where members of our group obtained in a sort of hoopla game
garish plaster figurines). After several hours on the road south, a
journey interrupted by « visit to spectacular but erumbling tweltth
century A.D. tombs. relieved by story-telling and singing encou-
raged by the tour guide (including an unexpected and competent
but rather incongruous tenor rendition of ‘Edelweiss’ from Mr
Teng. one of our interpreters), we arrived at the city of Zhongwie
and accommodation in its “Guest House'.

The moming of the following day was accupied by a visit —
using smaller buses — to petroglyph sites outside the city and
beyond the farming areas in the rich valley of the Huang FHe. The
buses travelled through a semi-desert of stony and sandy plains
with extensive grave complexes. negotiating narrow roads along
the sides of precipitous gullies with gold mines and spectscular
rack outcrops. The petroglyphs here were similar to those north
of Yinchuan but appeared to comprise larger friezes representing
more coherent scenes. | was impressed by the tacility with which
several of the Chinese scholars accurately sketched the images
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into their notebooks. Some fnezes contained characters that were
deseribed as early writing. These were of considerable interest to
our many Chinese colleagues, Eventually our police escart used
megaphones to herd the mobs onto the buses. back to Zhongwic
and a banner welcome to the city's petroglyphs museum (see
below). Qutside the museum is a square with another form of
‘rock art”. a massive statue of the late Chairman Mao Zedong,
siid to be one of the tew remaining after the end of the “Great
Proletarian Cultural Revolution®.

The second afternoon of this excursion began with a trip
several kilometres further to the west of Zhongwie. We travelled
along a sealed road parallel to the railway built high in the dunes
above the Huang He to another remarkable tourist locus. the
place of the ‘ringing sands’. Here. at the edge of the Tengger
Shamo. an intensive meshing and tree-planting program  had
stabilised the dunes (although an area had been left for slides and
camel rides). A section of the rapidly fulling river had been
divided to form a calm reservoir several metres above the main
stream thus providing water for irrigation (and rides for tourists
in little rafts made from animal skins).

Zhongwie must have other attributes but the image that
remains with me was at the entrance to the museum. As at the
Yinchuan Muscum, there were walls of rubbings and samples of
petroglyphs on the original stone. Just inside the entrance was the
most spectacular of these — not so much because of the size of
the presentation. which was several metres in length containing
many smaller engraved rocks, and the complex engraved imagery
— but for the way in which it was highlighted. In a way reminis-
cent of Beijing buildings on [ October, but on a smaller scale. it
was draped in fashionable “tairy lights” (Figure 2). This practice
will be of intercst to conservators and site managers elsewhere.

Figure 2. tMluminated perroglvphs at Zhongiwie Museum.

Two evenings during the conference were enlivened by visits
to the Honggi Theatre located in the older part of Yinchuan and
said to be newly re-established. Here we were exposed to the
spectacular sets. dancing and singing of a large troupe. On one
occasion the theme was the cultural evolution and the ethnic
diversity of Ningxia. The role through history of the great river,
variously represented by many lengths of silk differently illumi-
nated. was the linking thread in this performance. It remains o
vivid memory.

Most Australian delegates had to leave Yinchuan on the
morning of the last day of the conference to make their interna-
tional flight connections. That morning, we were invited o a
meeting with Mr Cheng Fa Guang. Vice-Chairman of the
People’s Government of Ningxia Hui Autonomous Region and
President of the Ningxia People’s Association tor Friendship with
Foreign Countries. Mr Cheng thanked us for attending the
conference. provided us all with copies of the conference photo-
graph (Bednarik 1992: 4-S), and the group with a copy of a
magnificent collection of rbbings of the Helan Shan  petro-
glyphs. He then proceeded to regale us with an account of the
socio-economic progress of Ningxia Huizu Zizhiqu. He empha-
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sised the merease in population over the last few decades: the
production of coal and petrochemicals, machinery and textiles:
the development of trade with more than forty overseas countries:
the control of mobile sand dunes ("sand-taming®) with the assis-
tance of United Nations agencies. the subject of siudy by scien-
tists from several countries: the extension of the irrigation system
(elements of which. dating from the Qin and Ming periods. were
still in use) by pumping river water into new areas: the produc-
tion of quality wheats and rices and their distribution throughout
China: and the anticipated bridging of the Huang He. Closer to
the topic of the conference. he spoke of the more than fifty thou-
sund petroglyphs dating to over thirty thousand years in the Helan
Shan. of the Western Xia mausoleums that we had visited a few
days previously, and of the Great Wall that we were discouraged
from visiting on the way back from Zhongwie. Mr Cheng then
aceepted questions concerning the possible adverse effect of the
extensive coul- and petrochemical-derived pollution upon the
Helan Shan petroglyphs (not noticed) and the necessity of deve-
loping methods to conserve the images (taken on board). He
invited us to tell our compatriots about the delights of” Ningxia
and its hospitality.

After extensive goodbyes we left Yinchuan a short time later
(after u short wait at a military airport) for the apparently very
dilterent world of Beijing. and culture shock in Australia.
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Figure 3. Fuce-like motif ar the Helankow site, Helan Shan.,
Ningxia. The white marks around it are the result of a custing
attempr,

The Helan Shan petroglyphs

At a location providing extensive views of the plain of the
Huang He. a slight stream had sliced a short, narrowing valley,
now denuded — apparently by flocks of goats driven each day
from a nearby village — of all but & few lute summer mountain
flowers and stunted trees. Petroglyphs had been carved high and
low on the walls of the gully. They have been subject to system-
atic investigation only as recently as 1983 according o Xu Cheng
and Wei Zhong (1991b). and examples are  still being
*discovered” (Liu Yi-ging 1991). Chinese experts. many of whom
have been studying the Helan Shan petroglyphs intensively since
that time, interpreted for the AURA and other conference dele-
gates much of the wide variety of motifs. In various concentra-
tions within the valley were single and grouped petroglyphs. the
motifs of which included geometric shapes and designs resem-
bling various quadrupeds. some apparently  harnessed o
“vehicles™. What appeared to be face-like motifs (Figure 3) were
sometimes  remarkably  similar to  those recorded in - central
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Australia by Edwards and others (Figure 4) it was pointed out
that the ‘faces’ were probably most ancient {but ¢f, Bednarik and
Li Fushun 1991, their grooves were often heavily putinated. and
they appeared on much exfoliated surfuces.

Jiang Zhenming. in a boek dealing with several regions with
rock puintings and petroglyphs, has pictured various of the tHelan
Shan motifs (1991: 94-103). While there are known to be many
areus of petroglyphs in the gullies of the fuothills of the Helan
Shan (Xucheng and Weizhong 1991a: 1), the site we visited is
that described by Jiang (1991: 9-h as Helankou (‘un opening in
the hill"). He wrote of the presence ol many “faces” at this site:

their characteristic features reflected local views on beauty.

customs and refigious belief. Anthropoid Tuces are u frequent

suhject of rock pictures, fuvoured by ancient artists beciuse Nuces

are like a window on lurman Feelings as well as a sereen sensitive

to the outside. Spirit and face cannom be sepurated. By drawing

fuces the ancient artists ried to depict the spirit of man and gods.
Jiang described a variety of canthropoid faces” at Helankou,
including ones “like sunflowers with surrounding petals’. and
pictured an “anthropoid face™ within a fruit’ (1991: 97).

We noticed, and Jiang described finding. Xixia seript torming
Buddhist phrases beside Helankou “anthropoid faces™ (1991: 96-
7); the “faces’. however. belong to a time “earlier thun the Xixi
Kingdom® since the script ‘is clearer and has suffered less from
wind and rain erosion ... . They are also of different ... colour’
(1991: 97).
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Figure 4. Expoliating fuce-like motif, Helankou.

Apparently more recent are those motifs arguably represent-
ing animals of types found in the region today or within the
recent past: sheep/goats, deer. cattle, horses, Many appeared to be
associated in scenes with, for example, a “hunter” with "bow and
arrows’ pointing at ‘running” ‘deer’. There appeared to be ‘heads’
adorned with elaborate headdresses™ a “copulation” scene: a
realistic “tiger' was recognised. along with some deeply engraved
‘hand prints’. and full ‘human® figures. Complex circles wese
described by our Chinese hosts as “sun gods’.

Jiang (1991: 99) suw the methods of presentation of the vari-
ous engraved “animals’ as being sympathetic to their “characters™

... every image shows its essential disposition. A deer is timid

und shaep-wited: a dog is devoted: o horse is brisk ... .
He interpreted the ‘naked’ ‘humans' as being earlier than
‘clothed” figures, und "A pair of testicles between the thighs is
evidence once again of the ancient sex cult’ expressions of
‘human beings seven or eight thousand years ago, as they came
out of caves and mixed with nature® (1991: 101). We remarked a
distinet proclivity of the Chinese scholars to interpret. motits in
sexual terms (despite the reported prudishness of Chinese
saciety). and this is reflected in many of the papers discussing the
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Helan Shan and other motifs that were offered to the conference
(see Appendix).

A two-metre-long ox-like representation from the Helan Shan
has been pictured in a recent issue of INORA (anonymous 1993:
4-5: cf. Jiang 1991: 102). A more comprehensive selection of the
reported “fifty thousands® of rock pictures in the area has been
illustrated by Yuan Zongjic and Li Tieliung who have described
the motits — “human, animal, celestial bodies, hands and feet of
human beings. plants ind trees” as representing “the nomadic way
of life in ancient Helan calture” (1990: 105). Their book contains
few photographs. but many “rubbings® made directly from the
rock face using charcoal and a translucent paper (¢f. anonymous
1990b). Artists in the region build their reputation on the basis of
the accursey of such rubbings and the activity appears to be a
popular one we saw many examples at museum displays in
both Yinchuan and Zhongwic: many molifs clearly are well-
known and their signilicances the subject of much discussion.
Among those examples included in a collection given to the
Australian delegates on the eve of our departure is what appears
to be a rare exiomple of @ representation showing perspective.

The Australian delegates’ presentations

Several presentations were made at the Yinchuan canference
by the Australian delegates. A Keynote address was given at the
opening session by Rohert Bednarik. Secretary of AURA.
Bednarik's second paper. on ‘Rock art conservation and research
cthics’, was based on that published in Awstratian Aboriginal
Studies (Bednarik 1991) and the third, on “The direct dating of
rock art’, was one of eight papers included in a collection circu-
lated at the conference (anonymous 1991d) but which remains
relatively inaccessible there. AURA his provided the opportunity
for this and the other contributions offered by the Australian
contingent to be included in this issue of Rock Art Research.

Robert Bednurik's brief opening address was given on the
first moming of the conference. He places the Yinchuan confer-
ence in the context of the recent establishment of RARAC and
the developing internationalisation of the discipline. and
admirably captures the spirit of the meeting. Bednarik’s second
contribution describes various techniques for guantitatively
dating rock pictures. emphasising high-technology extruction of
minute organic materials and the determination of their radio-
carbon content using accelerator mass spectrometry: he concludes
that the microerosion technique is the only non-destructive
method showing promise. The need is great and clearly there
have been significant methodological advances in recent years;
there is much to be done. however, betore direct dating of rock
pictures can be routinely attempted and eredible chronologies
established. It will be fascinating to see tested the various tempo-
ral models of the Helan Shan petroglyphs.

Margaret Bullen's paper is about the relationship of images to
trance states. Trance experiences, especially those induced by the
ingestion of hallucinogenic substances, have universal physio-
logical correlates recognised as a powerful source of visual
imagery. which, in tum. can be used for picturing a wide range of
materials. She explores the possibility that non-iconic images
such as the circles. dots and lines of the Pleistocene may have
their origins in trance, discussing their clicitation with the aid of
hallucinogenic agents, and demonstrating the case with which
such images can be produced during trance states produced with-
out the aid of drugs. Further, she argues from ethnographic
cvidence that hallucinogens were not used in Australia to produce
such trance esperiences and their retlection in rock pictures. Her
presentation invites comparison with the speculation by Sylvia
Fein (1993) about the relation of rock images with those drawn
by children.

In his paper, John Clegg newly describes a site that he visited
in western New South Wales in company with heritage managers
familiar with stories from the Aboriginal people of the region.
The site contains petroglyphs described as ‘Panariunitee” and of
the ‘simple figurative style’. similar but different to the petro-
glyphs at ncarby Mootwingee. Besides providing an initial
description of the site, his writing evokes well the fieldwork situ-
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ation and skiltully relates the rock images o Aboriginal traditions
of the arca. His model. seeing the new style as an expression of
its location. successfully explains several rescarch problems but
raises others,

Figure 5. Jolm Clegg ar Helun Shan petrogivphs.

Noelene Cole and Alan Watchman have collaborated upon
another fascinating picee of rescarch in the Laura area of north-
castern Australia. Their review of documentary evidence of use
of pigments in prehistory revealed that blue colour is uncommon;
investigating unusual blue/grey rock paimtings in a site ncar
Laura. Cape York Peninsula. they show that the use of blue/grey
is a deparwre from the range of colours typical of that area.
Direct evidence of the nature of the production and of the cultural
significance of the Laura *blue figures’ being unavailable. they
use physical and siylistic analyses to investigate these aspects.
Their combination of diligent Feldwork with innovative applica-
tion of materials analytical technigues reveals the character of the
unusual blue colours used and will encourage further develop-
ment and applicition of similar methods.

Caryll Sefton’s paper is drawn from her Master’s thesis and
is a compressed account of research into an area of coastal south-
castern Ausiralia. the rock imagery of which is rich but deterio-
rating rapidly. Within her study area. part of the Woronori
Platcau of the South Sydney Basin, she defines a broad concur-
rence amony the density of charcoal drawings. grinding grooves
and petroglyphs. Her analyses show the correlation ot shelters
containing children’s hand stencils with dispersed locational and
environmental charucteristics. Stencil colours and motifs show
chronological ditferences. and she draws sociological conclusions
from her investigations which are enhanced by refereice w the
available ethnographic data.

Graeme Ward provides a summary of a program of grants for
the protection of rock pictures in Austrafia, where rock imagery is
undler threat from various sources. Rescarch into and application
of various protection measures is supported by a federal govern-
ment funding program, the Rock Art Protection Program. Sources
of threats are identified. and examples are given of protection
projects funded by the Program. including site surveys and
recording. site restoration and prictical site protection measurcs.
A major focus of site protection has become visitor minagement;
research into dating of rock picture sites has also been supported.

Many of the AURA delegates” presentations at the Yinchuan
conference prompied considerable interest. with questions and
discussions exceeding the presentation time. This collection of
papers has been edited by the present writer who acknowledges
the co-operation ot the authors, the support of AIATSIES and the
contribution of Ms Eliza Hill, a research assistant in the Insti-
tute's Research Section,

Dr Grueme K. Ward

Australiun Institute of Aboriginal and Torres Strait Islander Studies
G.P.Q. Box 553

CANBERRA, A.C.T. 2601
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APPENDIX: Annotated listing of papers presented to
the Yinchuan conference on the subject of the Helan
Shan petroglyphs

Reference is made o the Symposium compilation of articles
. and to the Syenpasiom compilation of abstracis (two volumes)
of the First International Caonference of the Rock Art Research
Association of China held at Yinchuan in October 1991
(FICRARAC). copies of which were provided to conference
delegates, and to other materials circulated at the meetings.
(Chinese names in the text. bibliography and appendix are not
stundardised but reproduced as they appear in the various publi-
cations cited.) In Australia. copies are held in the archives of the
Australian Rock Art Rescarch Association, Melbourne and wt the
Library of the Australian Institute of Aboriginal and Torres Stratit
Islander Studies, Canberta. A more complete listing of pupers
offiered to the meeting is provided in a conlerence agenda booklet
(anonymous 1991b).

A monograph including many ol the Chinese delegates
contribuions w0 the Yinchuan conference has been edited by
Professor Chen Zhao Fu of the Rock Art Research Association ol
China and is awaiting publication (Chen. pers. comm.).

Al TIANEN 1991, ‘Briel commentary on the petroglyphs in Helunshan
MU, FICRARAC Absiracis tvolume 1. 2 ppl. Petroglyphs date Irom
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abou fitteen thousand years ago. the “time of the clan commune” and
‘printitive religion and spiritual beliet™.

CAIXIUMHUA and LIHAIBO 1991, *Art reasures in i legacy of Chinese
rovk ant — tentative strdy ol aesthetic features of Flelinshan rock ans®,
FICRARAC Abatracts (volume |, 2 ppa. Helanshan Rock Artis @ over-
length picture seroll” vividly depicting the life ways ol ancient northern
nationalities and reflecting the aesthetic judgement of the “childhood stage
of mankind'. It is bath art and non-art hecause of its functional purposes.
lis style is “natural, simple, vivid and unadorned’.

GAL SHAN-LIN 1991 “The observation of rock ans in M Helan of
Ningxia®. FICRARAC Awticles (19 ppd. Rock  paintings  are  a
‘Kileidoscope ... to spy upon the ancient nomadic people’s social lile”.
‘Female” figures predominate. with an emphasis upan “female genitals
exaggerately enlarged’. Many are “wizard ligores™ or “witches™ represem-
ing women who were “designited 1o adjust relations: between God and
people’. Relates motifs 1o wexts and traditions.

GAQO SUN 1991, *Saaring ol the bird Di* . FICRARAC Abstracty (volume
1.2 pp). A totem of the northern Bi clan was a lish-cating birdl; petro-
glyph motifs and subjecis of myths overlap.

HAN XIAOMANG 1991. "My opinion on the time judgement and
national origin of the petroglyphs in Hekushian M1, FICRARAC
Abstracts (volume 1.1 p.). Reference to subject matter of petroglyphs
sug gests they were carved over the periods beiween Chungiu Zhanguo to
Xixia Dynasty (A, 1038-1227): but judgment of time and national
origin is dilficult

HUAN LIUN 1991, *Ancient nitural environment. prehistoric relics and
carly petroglyphs in Helanshan M1, FICRARAC Abstracts (volume |, |
p.). Suggesis the possibility of relationship of the petroglyphs with adji-
cent sauree of lossil animals ol the late Pleistocene.

JIANG ZHENMING 1991, *Rock pictures in the Helan Mountains®.
FICRARAC Absiracts (volume 2, 4 pp.s see also 13-page puper of same
tile in Abstracis volume 23, Petroglyphs were made by a variety of
incient ethnic groups who lived on the pasture land of northern China: in
Neolithic period these people had contact with North America. Ningxic
petroglyphs have similarities with those as far west as Quter Baikal, The
‘humitn faces™ show regional chiraeteristies, Research upon the animal
motifs could reveal much about life ways. and a study of styles. the
ancient peoples” appreciation of beauty.

LEL RUNZE 1991, *Opinion on the conservition of the Helun Mountain
petroglyphs’. FICRARAC Abstracts (volume 1.2 pp.). Author provides o
schema for protecting  petroglyphs. involving centralised management.
establishment of conservation units. physical reinforcing of rock walls.
Examples of petroglyphs would be colliected and displayed in a inuseum
where they could be the subject of academic study.

LI TIELIANG 1991. "Shaking beauty in the high mountain ridges —
appreciation  and  analysis  of  petroglyphs  in - Helan - Mountaines®.
FICRARAC Ahstracts (volume 1. 2 pp.). These petroglyphs with qualities
of “nituralness. simplicity. roughness and naiveness’, are the oldest trea-
sures of China’s plastic ans, “historical poetry carved into pictures’.

LT WENHE 199 la. *Measures and methods for the recond und preserva-
tion of the petroglyphs’. FICRARAC Absiracts (volume 1. 2 pp.),
Discusses. especially. production of triditional rubbings” using paper and
ink placed over petroglyphs: these are claimed o be both the most accu-
rate representations and a meuns ol antistic expression.

LU WENJIE 1991b, *The Helan Mountun petroglyphs®. FICRARAC
Abstracis (volume |, 3 pp.). The petroglyphs are many and interesting:
schalars at home and abroad are welcome to study them.,

LI XIANSHI and ZHU CUANSHI 199 [a. *Study of the anthropoid heads
in the rock engravings at Helan Mountain pass. An explanation of the
vompuosition codes and the reproduction worship®, FICRARAC Arricles
(51 pp.). The petroglyphs enable understanding of the “true. the good and
the beautitul,” and “sources of culture, art and estheties ... "Heads®
classed by external (‘tacial contours and ornameuts”) and internal (*five
sense organs und the foreheads’) features into eight classes and many sub-
classes. Unlike Indian engravings, the sexuality of the Helan Shan peno-
glyphs is implicit. There is o cleur three-stage evolution of reproduction
worship as revealed in the anthropoid heads.

11 XIANSHI and ZHU CUANSHI 1991b. A tentative analysis of
wthropomorphous head in the petroglyphs at Helanshan entrance — one
the compositional code of the anthropomorphous head and worship of
reproduction’. FICRARAC Abstracss (volume 1. 2 pp.). ‘The discovery of
the Helan Shan petroglyphs was of international significance. The use of
artistic symbols 1o express abstract thought was *... a great invention®.

1.1 XIANSHI and ZHU CUANSHI 1991c. “Pevoglyphs and myths®.
FICRARAC Abstracts (volume . 2 pp.). “The Helanshan ... is a poem.
song and & touching myth."” ‘The mountain range looks like a *splendid
supematural horse’. hence the name. Helan Mountisins. Petroglyphs are
related 1o legend of the Goddess Fuyi Nuwa and 0 gods with human
heads and animal bodies.

LI YANGSONE 1991, *Anulysis of reproductive witcheraft about petro-
glyphs in the Inner Mongolia and Ningxia', FICRARAC Abstracts
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(valume 2, -1 pp.). Motits were carved 1o show beliet” “about reproductive
witcheraft”. Comparison is made with Yangshao Culture of 4000 B.C..
especially representations of “female genitalia® on painted potiery with
petroglyph motifs. Presence ol pictures of “sexual intercourse” show that
people understood its role in reproduction. and believed in reproductive
witcheraft,

LIU TIANMING 1991. *An outlook on the aesthetic sense ot the northern
nomaddic nationality at the anctent time from the Helan Mt Petroglyphs®.
FICRARAC Abstracis (volume |, 3 ppl. Petroglyphs reveal the aesthetic
and astistic senses of beanty: o motion beauty (revealed in the: galloping
horses™ tor exampled: of foree (expressed in the powerful chiselling of the
images): of form (revealed by the narlism and realism of the motifsy
of harmony (expressed in sense ol animals in their natural surroundings )
anel of mystic beauty (seenes of sacritices and the anthropsmorphous
heuds “present a profound, majestic and myste beauty’).

LU YT QING 1991, *New discovery of Helan Mountains rock art and its
division of history into perinds’. FICRARAC Abstracts (volume 1. | p.l.
Five matifs interpreted as “giraffes” present problem, as giraffes were
extinet in China by about two or three million years ago.

LUO MAO-KUN 1991, “The petroglyphs on Helan Mt and the primitive
religion’. FICRARAC Abstraets (volume 1. X pp.). Author’s interpreta-
ton of the inscribed Xi-Xia characters is that there is close relionship
betwszen them and the “primitive religion” of the Xi-Xia people: conse-
quently. caution is needed in interpreting apparently ohvious motifs, The
impressive envirmns of the gorge sites suggest that the mountains were the
subject of the worship.

NIU KECHENG 1991, *The sexual symbol cnd s usage in petcoglyphs
in the Yinshan Mountsin’. FICRARAC Abstrewts (volume 2. 11 pp.).
Prodhsction of images was part of the sorcery practice related 0 worship
of repracuction. The “human tace” images represent the god “Teng-Ge-
Li's it comprises @ combinaton of male and female symbols. The author
interprets the imagery to reveal a live stage, evolutionary. advance from
‘reproduction sorvery” w0 “the worship of god i heaven'. and also the
source of the Ying/Yang concept. Also: two page table (one leat) cireu-
lated at meeting showing various matif's.

RAQ HENG-JIU (991, *On the rock paintings in the Flelan Mountains®.
FICRARAC Abstracty (volume |. 3 pp.). Study of petroglyphs throughout
China shows that they inevitably lice o the east or south and thus o the
sun. Petroglyphs of “tigers® are almost unique to the Helan Shan, The
conspicuously exaggerated genitals of animals suggest the ‘waorship of
reproduction’.

SUN XINZHOU 1991, “Tentative analysis on worship of the God of Frog
on the Helan Mountains petroglyph and its cultural and astistic value'.
FICRARAC Abstracts (volume 2, 2 pp.). Worship of the frog god is an
‘ancient mother theme” reflected in petroglyphs and painted portery and
an aspeet of late  Neolithic shamanistic “multiplication  witcheraft'.
Support for this view is derived from American Indian ethnography.
TANG XIAO-FANG and CHENG YU-NING 1991b. "On the relation
between the Flelan Mis pictographs and the Hun's culre’. FICRARAC
Articles 13 pp. plus Tigure). Helmm Shan and other region petroglyphs
reflect way of life of ancient nomadic peoples of the northern prairie and
show reltionships with cultures as far west as the Black Sea. Huns
unilied nomidic tribes during third century B.C.: numy of their histori-
cully recorded activities are pictured in the Helan Shan.

WANG X1 SONG 1991. *The churicter of Helanshan M. pictographs on
history on anology . FICRARAC Ardicles (8 pp. plus two figures). Author
cmphasises westhetic gualities of the petroglyphs “... the primitive people
had understond the law of making beautitul forms ...°. ‘The Flelan Shan
petroglyphs have o ‘phee in the history of intemational ans’,

WANG YONG 1991 "A tenttive analysis of the clan category on the
Helan Mt petroglyphs®’. FICRARAC Abstracts (volume 1 2 pp.). Varia-
tion in ‘Tace” motifs is used to argue relationships to historic clans of the
Xi- Xiu und other periods.

WU EN 1991, “A tentative imalysis of the dynastic history ol the petro-
glyphs in the Helan MC. FICRARAC Articles (12 pp.. Helan petroglyphs
mostly dite to perickd “between the Bronze Stage and the carly lron Stage
... between the Shang-Zhou and Qin-Han pericwds ™. Analysis of the forims
of carts” and ‘deers” and hackgrounds of petroglyphs pravides indica-
tions of their dynastie relationships.

WU SHANGREN and LI HONGZHANG 1991. *A brief iutroduction
to the petroglyphs in the northern section of the Helanshan Mt
FICRARAC Abstraces {volume 1. 3 pp.). “The petraglyphs in this area
were st discovered in ... 1984° and the subject of detailed investigation
in 1991, Content. style and carving methods are similar 1o those further
south. Microliths suggest occupation from about fifteen thousand years
ago. Petroglyphs of the region were mentioned in a book of the Northern
Wei dynasty.

XUCHANG and WEIZHONG. 1991. "The rescarch on the dynastic
history judgement  of the petroglyphs  in Helanshan  Mountain®.
FICRARAC Abutracts (volume L, 2 pp.). Simulated carving tests are used
w argue that Helan Shan petroglyphs were made during three periods in
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Chinese history: | Pror to Spring and Autumn Period 1722-481 B8.C.) and
Warring States Period (403-221 B.C.) — perhaps us carly as the Shang
(loth © 12th centuries B.C.) and Zhou Dynasties (¢. 1122-22) 8.C.): L.
[From Spring and Autumn Period and Waring States Period to Northern
and Southern Dynasties Period (AD. 38G-589: 1. From Sui (A.D. 381-
618) and Tang Dynasties (AD. 618-907) to Xixia (Western Xio. Hsia)
Dynasty (A.D. 1038-1227).

XU CHENG and WEI ZHONG 1991, *The dating research on the rock.
arts of Helun Mountain®. FICRARAC Arvicles 116 pp.y, Helan Shan rock
pictures mentioned in early Chinese literature, Archaeological dating of
petroglyphs depends upon compacative methods. Helun moiits divided
into three phases (see Abstract above). Comparisons made with other
regions.

YANG XINGLIN 1991. “The petroglyphs in the Helanshan M and the
image hallucination’. FICRARAC Abstracts (volume 1. 2 pp.). Creation
of Flelan petroglyphs was the result of image hallucination produced by
observation of the ‘rough and uneven surface and eracked veins of cocks
| which] looked like the contour of certain animals” and was done in the
interest of controlling aspects of the envimsnment. These petroglyphs ...
have micteutous funetion of hallucination.”

ZHANG YINGSHENG 1991, ‘Culture implied in the rock aris of Helan
Mountiin’. FICRARAC Abstracty (volume 1. 3 pp.). The naturalism of
the petraglyphs make them viluables sources [or the study of cultural
material and wonship of sexuality, for examples.

ZINANG ZHIYAO 1991, ‘Rock ot study on human-face likeness in the
west China. Human face likenesses and the source in Helnshun, Yinshin
and Alinshan’. FICRARAC Abgiracts (volume 2. 1 pp.). A wide-rang-
ing study of the history and purpose ol "hunian face” representations.
ZHAO GUOHUA 1991. *Synopsis of genito-worship and its embodiment
in rock ant. FICRARAC Abstracts (volume 2. 2 pp.). The ‘genito-
worship culture’ is the earliest of three “spiritual cultures of mankind’. It
seems that nearly all motifs can be included in this category: red, black
and while are fertility colours: hunting scenes represent a fonm of “genito-
worship ritual {for] incressed population”. Footprints among the petro-
glyphs are actually phallic symbols: any animal-like motif may be the
symbol of the vagina or phallus.

7ZHONG ZHUHUI and L1 SHUYAN 1991. “The periodical history and
the connotation of the early petroglyphs in Helan  Mountains’.
FICRARAC Abstracty (volume 1. 2 pp.. Early petroglyphs are thought
‘to have been deeply intluenced by the [matriarchal] Yangshao Pottery
Culture™. and to be evidence of “sexual reproduction worship®, in
“aceorddance with the development of primitive society ... from matriar-
chal 10 putriurchal society. and the tramsformation from female ... to male
reproduction worshipy'.

ZHOU XINGHUA [991a. “The discovery and the swudy of Zhongwei
petroglyphs®, FICRARAC Abstracis (volume 1. 2 pp.). Petroglyphs in the
south of Ningxia date from the *Old Stone Age’ through to the ‘lron
Stage’ and later: they are “chielly the rellection of a primitive religious
outlook’. The range of maotils appears to he comparable with that at the
Helan Shan.

ZHOU XINGHUA 1991b. “Prehistoricil petrog lyphs and primitive reli-
gion — tentative analysis of the petroglyphs in Ningxia™. FICRARAC
Abstracts (volume 1. 2 pp.). Based on a comparison of petroglyph motif's
with folklore data. the author concludes that the petroglyphs reftect reli-
gious outlook.
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Robert Bednarik, Founder and Secretary of AURA, addressing
the opening session of the Yinchuan Conference. Photograph
by Li Fushun.
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Address to opening session of First
Conference of the Rock Art Research
Association of China

ROBERT G. BEDNARIK

Secretary, AURA, and Convener, IFRAO

Mr Chairman. Conveners. Mr Cheng Fa Guang and Professor
Chen Zhao Fu. members of the organising committee and
colleagues.

I have great pleasure in participating in this significant
conterence. which | consider to be a tuming point in the history
of Chinese rock art studies. Only a few months ago. on 12 March
1991. a meeting held in Beijing decided to form the Rock Art
Rescarch Association of China. A committee of nine was elected,
headed by Professor Chen Zhao Fu as President, Protessor Li
Fushun as Vice President. and Li You Chang as Secretary-
General. This new association immediately sought affiliation
with the International Federation of Rock Art Organizations. and
it was admitted to the Federation as its seventeenth member. thus
joining the world community of organisations dedicated to the
study and preservation of prehistoric rock art. It was also imme-
diately decided to hold an international meeting at Yinchuan, and
this decision has led w our being here. It is therefore obvious that
the new Rock Art Rescarch Association of China hts immedi-
ately taken decisive steps to achieve an effective integration into
the international community of rock art researchers and that it is
determined to be an active participant in this community, work-
ing closely with colleagues abroad.

Rock art studies were begun in China long before any other
country. but much work was conducted in isolation. As recently
as seven years ago. when the first scientific publication by a
Chinese scholar appeared in a Western language [in RAR|. noth-
ing was known about Chinese rock art in the Western World, and
a world map on the distribution of rock art showed a complete
blank in China. The major contact in this discipline had previ-
ously been with Russian scholars, notably A. P. Okladnikov,
some twenty or thirty years ago. This conference is therefore the
st major influx of foreign specialists and offers the first oppor-
tunity of extensive contact and mutual consultation. 1 am certain
we will all make the best of this rare opportunity. and I hope that
this event will become the beginning of new international friend-
ships, and of even closer working relationships between Chinese
and foreign rock art scholars. { believe very strongly in the need
for rock art studies o be conducted in a global perspective rather
than a regional or national framework. especially in the areas of
conservation. standardised recording and research methods. site
management, uniform analytical techniques such as rock un
dating methods, and in developing integrated models of universal
cognitive developments. Morceover, our discipline is small. with
only a few thousand practitioners world-wide. and in order to
compete  successfully with the more established and  better
serviced disciplines it is imperative that we develop international
rather than national strategies. To forge strong ties between the
official organisation of Chinese researchers, the Rock  Art
Research Association of China, and the rest of the world commu-
nity is therefore imperative.

One of my principal concerns is always rock an conservation.
and here. in particular. international co-operation is indis-
pensable. High conservation standards are being developed and
introduced around the world. and it is an area of highest priority
to match these stundards in all countries with rock art. This area
requires urgent atiention, and any constructive input from confer-
ence participants would be particularly valuable. Conferences
such as this one often end with resolutions of some Kind. but
these are sometimes little more than expressions of goodwill
which have very little impact in the long run. It could be regarded
as a mijor achicvement it this conterence could conclude with a
resolution that would involve some real change. some significant
improvements. not only to improve the conditions under which
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rock art studies are conducted. but :lso the conditions under
which rock art is to survive inta future centuries, At the rate at
which the rescarch potential ol rock art is being destroyed around
the world. future generations may soon tind themselves without
anything to study. let us use this opportunity to give these
matters some thought. because they are of the utmost importance
to this discipline.

I take this opportunity to thank our hosts. the government of
the Ningxia Hui Autenomous Region, and all those whe have
contributed to the preparations for this conference. for all their
cfforts. and for making our stay such a pleasant one. | particularly
thank them on behall of those ol us who are visitors to this fasci-
niting country. for this great opportunity to get to know your
beautiful country. and for sharing with us your magnilicent rock
art and your knowledge about it. My most sincere thanks to all.

RAR 10-26R
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The direct dating of rock art
ROBERT G. BEDNARIK

Introduction

The scientilic study of rock art is crucially dependent upon its
reliable dating. Without this. different compora of rock art cannot
be convincingly related to one another, or be correlated with
archacological evidence. and reliable chronological models will
remitin ¢lusive.

By 1980, practically no prehistoric rock art in the world had
been firmly dated. Numerous dating attempts. listed elsewhere
(Bednarik  1992a), related mostly  to unfulsitiable claims of
archacological or indirect dating. and involved inductive reas-
oning in one Form or another. They claimed stylistic corres-
pondence. presumed association with a dated sediment deposit or
sequence. spatial association and similar non-sequiturs. In recent
years, several regional chronological sequences have been
rejected or significantly revised (e.g. Spanish Levant. Sahara.
Siberia. India. Australia). because they were based on such
subjective notions as the identification of chronologically diag-
nostic abjects thought to be depicted in the art. or a rescarcher’s
interpretation of the iconic intent of an artist based on his/her
pereeption of an alien graphic production. Archacological dates
are available from all continents except Antarctica, but they refer
in nearly all cases 10 minimum ages of rock art. and are generally
contingent upon inferred relationships of different classes of data
which are inaccessible to refutation or independent testing. In
short. in 1980, 160 years alter Belzoni's (1820) observations on
the age of petroglyphs in Upper Egypt. there remained a distinet
lack of scientilic knowledge about the age of rock art, and a lack
of an appropriate methodology promising an improvement.

Aware that rock art studies would continue to languish with-
out at least crude regional chronologies. | pursued slternative
approaches through studlies of weathering phenomena and patinae
from 1968 onwards (Bednarik 1979, 1981. 1984, 1985, 19884,
1992b), developing a concept of *Direct dating of rock art’
(Bednarik 1981: 23):

.. the maost reliable means for determining the aniguity of rock art
remains the investigaon of featores related to the art itsell. which
cither date it (e.g. pigment). predate it (e.g. the rock art’s medium.
ar the particular surfaee it was executed on), or postdate it te.g.
kter crucks dissecting @ motit, or precipitates deposited over the
rock art).
After examining the potential for dating of patinae. rock varnish
and weathering wanes (‘wanes® are the result of slow, progressive
rounding of rock edges). especially in the Australian Pilbara
(1968-1970). I concentrated my efforts on the rock art stratigra-
phies of several caves near Mount Gambier, South Australia. The
‘stratigraphical relationship® of the rock ant phases (in the sense
of Anati 1961) was here an indisputable physical stratigraphy of
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rock art and laminar layers ol re-precipitated calcite. These
caleite speleothems are ditable by various quantititive methods.

At about the same time as | experimented with the dating of
secondary carbonates in Australia. Dorn and colleagues deve-
loped the cation-ratio (CR) dating method in - south-western
LLS. AL (Dom 1983, 1986: Dorn and Whitley 1984). The CR
method utilises the selective leaching of cations from a ferro-
manganese  accretion deposit of supposedly  biological origin
(Schetter et al. 1963). called ‘rock vamish™ (Engel and Sharp
1958). The readily soluble cations K and Ca are compared with
the comparatively stable Ti content. The local rate of leaching
must be calibristed against a series of dates obtained with another
method. Several large calibrasion samples. suitable for analysis of
radiocarbon by AMS (acceelerator mass spectrometry) have to be
obtained betore the petroglyphs of a site can themscelves be
minimum-dated via the cation-ratio ot vamish formed in their
grooves. The great antiquity of some Australian rock art was
suggested with CR minimum - ages  exceeding 30 000 years
{Nobbs and Dorn 1988). This led to a detiled debate of the
methed's inherenmt problems  (Bednarik  1988b: Clarke  1989;
Clepg 1988: Dragovich 1988 Lanteigne 1989, 1990: Rencau
and Harrington 1988: Watchman 1989) and, at a specialist semi-
nar in Canberra in June 1990, the degree of reliability and accu-
racy of the method was questioned (Bednarik 1990w ¢f. Dom
1990. 1992: Dom and Nobbs t992: Watchman 19924, 1992b,
1992¢).

Watchman (1987) identilied oxalate deposits at a series of
Australian rock art sites in Kakadu National Park and recognised
their potential to provide minimum or maximum dating where
they are in physical contact with rock art. The oxalates whewel-
lite and weddellite are salts of oxalic acid. contain organic
carbon. and are susceptible to diting using radiocarbon determi-
nation (Watchman 1990). The oxalate dating method is thus
similar to the carbonate dating method. but it has perhaps wider
applieation and it may not share the serious limitation imposed on
the carbonate method by the rejuvenation potential of more recent
exchange or deposition (Bednarik 1981).

Several other “direct” methods have been tried or suggested.
Besides true rock varnish, various other ferruginous accretionary
depaosits are: found on rock surfaces (Bednarik 1979). Their dating
potential remains largely unexplored. perhaps their polymorphous
origins and development are a  deterrent for  researchers.
Lichenometry is among the carliest methods explo-red (Beschel
1961: Joubert et al. 1983): it is based on the presumed stable
growth patterns ol lichen thalli. but has been found to be of only
limited utility. Several other methods (e.g. analysis of” amino acid.
cosmuogenic radiation products) have been examined and found to
hold little promise. Watchman identitied organic matter enclosed
in silica skins (precipitates of colloid silica commonly found at
Australian rock art sites). from which it might be possible 1o
extract organic material for analysis by AMS (Watchman 1985).
Newertheless. consideruble uncertainties would apply to dates
interpreted from such analyses. For instance, airborne organic
matter may significantly predate a mineral skin in which it is
deposited. | have described a process in which potash reacts with
silica to produce glass during brush fires (Bednarik 1979: 31).
which would probably be datable by various methods. but | have
not yet observed such a deposit over rock art.

Dating rock paintings scientifically

By the late 1980s, “direct dating” methods had thus been
established as viable. it not preferred. alternatives to traditional
approaches to roek art dating. The lirst radiocarbon determination
obtained directly trom a rock painting was announced in South
Africa (Van der Merwe et al. 1987): it dated comparatively recent
charcoal pigment. Actually, the first attempt to date a rock paint-
ing from the radiocarbon content of its paint was by Grant
(1965): it was unsuccesstul because he had only live per cent of
the sample quantity then required. During 1990, innovative
archacologists began adopting the new AMS method. Multidisci-
plinary rescarch teams in both Australia and France succeeded in
obtaining absolute dating of painting pigments. publishing their
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results within i few menths of cach other. In Australia. Pleis-
tocene rock paintings were for the first time dated by AMS imaly-
sis of humin blood protein identified in paint sumples (Loy et al.
1990). Palacolithic rock ant was for the first time dated by abso-
lute and “direct’ means when charcoal-based paint from the cave
of Cougnac. Quercy. wis  subjected 10 AMS  analysis
(l_orblanchet et al. 1990). McDonald and Officer applicd AMS
analysis to charcoal drawings in the Sydney region. obtaining
surprising results at the Gnatalia Creek site (McDonald et al.
1990). All rock an of the Sydney region had been assumed to be
lesss than two to three millennia old, and the two dates™ of about
6000 and 30 000 ycars BP have prompted further analyses at the
site. More recently. the AMS method produced a date of about
3800 years BP from a naturally exfoliated painting fragment
collected in a limestone shelter in Seminole Canyon, Texas (Russ
et al. 1990).

The idea of extracting “direct dates’ from rock art or from
contiguous datable mineral deposits. initially promoted by non-
archaeologists and opposed by archacologists (cl. Bednarik
1991a). has at last found support within the archacological disci-
pline. The most obvious application of the principle. the dating of
paintings via some substance contained in the pamt. will in due
course revolutionise rack art studies. While few paints contain
chircoal or organic binders, methods to date non-organic compo-
nents of rock paints will no doubt be developed. For instance,
Lorblancher and colleagues (1990) reported that red pigments
analysed by them were apparently not derived from ochre. but
were prepared from locally occurring siderolithic clays which
may have been mixed with water, decanted to separate the sand
fraction, dried and then roasted on a fire 1o dehydrate the iron
minerals to a red colour. Heat treatment of ochreous substances
may have heen prictised by rock painters more frequently than
had been thought (Bednarik 1987, 1991h). and the age of such
paints ought to be able to be determined via the thermo-
luminescence method. The identification of distinctive paint
recipes ut Niaux and other French caves is also relevant to dating
because they appear to have chronological connotations (Claottes
et al. 1990).

The use of organic pigments or binders was perhaps more
widespread than has been reported, despite Rosenfeld’s (1987:
21) pessimism. For instance. animal proteins have been observed
in red rock paint from southern China recently (Li Fushun 1991).
Numerous other organic binders or pigments have been identified
in rock paints (c.g. Gram 1965; Bames 1982). Presumed
manganese pigments have been found to be of charcoal. and |
have identilied several types of organic pigments. in North
America. South America. Asia (three in India alone). Europe and
Australia (Bednarik 1992a). All of these, and all paints containing
organic binders or other organic carbon, as well as rock art made
of bees wax. can presumably be dated accurately. within the
limitations imposed by sample sizes and the inherent tolerances
of techniques.

Recent work by Watchman (1991) and collcagues has opened
several exciting avenues for analytical work on rock paints. They
have detected datable plant fibres in paint from Laura. north
Queensland, determined plant species from brush fibres (Cole
and Watchman 1992), and found layers of paint stratified
between accretionary layers even on apparently undecorated rock
panels.

The dating of petroglyphs

While an absolute chronology of some rock painting traditions
may no longer seem unitttainable, the outlook for similar deve-
lopments with petroglyphs remains bleak. Although there are
likely to be improvements in methads of dating surfiice encrust-
ations, accretions or patinae that cover and postdate petroglyphs,
the present preoccupation with the ages of such deposits imposes
a severe limitation: they can only provide minimum dates for the
petroglyphs covered. and these may be highly conservative. The
fundamental difference between paintings and petroglyphs is that
the former are the result of an additive process, which is likely to
have taken place when the paint was prepared. whereas the latter,
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being the result of a reductive process. cannot be readily related
1o a specilic substance. Admittedly. the age of a component of i
paint is not necessarily the same as the paint’s own age: for
instance. one must expect that occasiondly the chircoal selected
o provide black pigment was not fresh, but may have been
already thousands of years old when it was added to a paint.
Nevertheless. this is an inherent risk and one would hope 0
obtain valid dates in the great majority of cases.

With the exception of finger (lutings in limestone cives
{Bednarik 1986). which are made by reshaping a soft surface. all
petroglyphs are attributable to a reductive process. such as abra-
sion. percussion, drilling or etching (with corrosive agents). The
material removed is hardly recoverable. which is why all “direct’
dating methods so far applied to petroglyphs relate to features
concealing them. such as carbonate precipit:ates, rock varnish and
oxalate skins. the only exception being the microerosion dating
method (Bednarik 1992h).

The declining interest in the CR method has rekindled interest
in alternative dating techniques for petroglyphs. For instance. the
carbonate dating method is being refined by A. Rosenfeld and
myself. However, the possibilities of utilising calcium carbonates
to date petroglypbs remain limited. Only a few of the currently
known 310 sites of “cave art” in western Europe and southern
Australia (Bahn and Vertut 1988: Bednarik 1990b) feature
speleothems that are physically related to ar, and there are none
in the many sites of cave art | have examined in the Caribbean.
Nevertheless, the method has recently been used at two sites in
China 1o date paintings sandwiched between calcite layers
(Bednarik and Li Fushun). Calcite encrustations precipitated from
soils, as they are found at petroglyph sites in various regions (e.g.
Bednarik 1987; Dragovich 1988b), are more common than suit-
able speleothems. but they may have been subjected to a greuter
number of post-depositional variables.

It has become clear from recent rescarch that the various
approaches 1o dating petroglyphs using mineral deposits. irre-
spective of the accuracy of their results. can only produce asso-
ciative data — vsually minimum ages. To illustrate that we may
have been biased in favour of complex. and perhaps over-sophis-
ticated. methods | retum to my original proposal for ‘direct
dating': phenomena that predate or postdate petroglyphs are
certainly nat restricted to mineral accretions. When considering
various options (Bednarik 1979), I gave less space to rock vamish
and other deposits than 10 integrated or cross-referential
approaches. These include the assessment of various types of
phenomena on a site-specitic basis. particularly rock fracturing.
weathering, patination of all forms. physical surface fonmation
processes (lire spalling. glacial striae, insolation-induced frae-
tures, erosion wanes. cryoftacturing. Kernsprung): carved dates.
inscriptions and historically datable symbols or surfuces: the
spatial relationship ot the an to specilic topographic aspects of
the site. such as subsided floors. roof talls (in caves and shelters).
and changes in sediment levels or in accessibility. Soleilhavoup
(1985) advocates  technigue of recovding which includes infor-
mation relevant 0 geomorphological micro-topography. and he
developed a standard system of depicting such details in the
tashion of a geographic map. An extension of his method (e.g.
radii of all rock edges physically related to art should be
recorded) and its general adoption would do much more o
enlarge the scientific buse of this discipline than the practice of
recording rack art purely in terms of iconographic content. 1 have
previously referred to a mglhod for determining the ages of
blunted edges on sandstone (Cernohouz and Sol¢ 1966), in which
the angle of the edge and the distance of retreat at the edge are
assessed. Although theoretically valid. the method would lack
significantly in accuracy, partly because the two surtuces forming
an edge also retreat (Bednarik 1979: 28: cf. 1992¢ for solution 1o
the problem). While it is true that such processes arc often
susceptible to intractable variables (for instance, climatic factors
and environmental pH cun accelerate. delay or completely inhibit
the formation of patinac — Bednarik 1979: 30)). it is also true that
most petroglyph pancls present a complex record of many time-
related processes and events. and the relative position of the an
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within these chronological sequences is often readily apparent.
While very few petroglyph sites ofter any means ol reliating
archacological “data’ to the art, at each and every site the art can
he related o at least some o a mulitude of geological,
geochemical ind  geomorphological  plenomena. All - these
phenomena refer o specilic events or periads. many of which
mity be datable in some way.

Three new direet dating methods have been proposed recently.
First is the FLECS (Focused Laser Extraction of Carbonaceous
Substances) AMS method. in which localised combustion ol in-
situ trace organic matter is caused by a foeused laser ol about
Q.01 mm diameter (Watclhman and Lessard 1992). The carbon
dioxide so Tormed is converted into @ graphite tavget lor determi-
nation ol radiocarbon cantent by AMS. The method may  be
applicable o organic inclusions in rock varnish covering petro-
glyphs. as well ax to organic substances in paints. However. it
involves the removal of around one square centimetre ol rock
surlace (Watchman 1992d). Second is the AMS dating of sub-
varnish organic tragments: this also involves damage o the
vamish vencer of the petroglyph being dated (Dom et al. 1992),
but it seems to offer considerably more secure minimum dating
than the CR method. The third. microerosion dating. is the only
currently proposed method ol direct rock art dating that is
entirely non-destructive {Bednarik 1992b, 1992¢); it is in fact the
purest form of “direct dating” possible for petroglyphs. The
method involves optical examination and calibrated quantitative
assessment of” microscopic modilications to crystal and tracture
edges. It requires no expensive or sophisticated  equipment.
specialist knowledge or teaining. or handling of samples. Sample
contamination. luboratory costs and waiting tor results do not
apply. Morcover. microerosion dating is the only currently avail-
able method of rock art dating that satislies statistical sampling
requirements  (Lanteigne  1991). providing data from  which
statistically meaningtul solutions can he generated.

NOTE: The most recent rock art diting results are not considered
in this paper.

Robert G. Bednarik
Editor. Ruck Art Research
P.O. Box 216

Caulficld South. Vie, 3162
Australia
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Why people draw circles
MARGARET BULLEN

Introduction

The terms “iconic’. “figurative” or “depictive” when used of an
item of rock art imply that the item so described calls to the mind
of the observer a particular named entity, the converse being true
of terms such as ‘non-iconic” and ‘non-figurative’. These terms
do not separate two distinet classes of art but rather lie a opposite
ends of a continuum; another dimension is the relationship of the
observer to the item. What is recognisable and meaningtul will
vary within and between societies.

Some images are highly distinctive and can be reliably prove-
nanced to a distinet spatial and. in some instances, temporal
context. At the other end of the scale are items which. despite
oceurring in sites widely dispersed throughout the world. tend to
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he renarkably similar in fonn and content. These include circles
and chevrons. dots and lines. and simple. track-like marks. This
paper will consider possible origms of these apparently universal
forms found in rock art. their claboration as text, and the influ-
ence of hallucinogenic drugs on their production.

Australia seems o be one of the few countries in the workd
without a history ol the purposelul and ritual use of plints with
hallucinogenic properties (Schultes and Hoffman 1980: 62). bul it
too has the swme form constants within its rock art. There are
circles. trucks and nested curves, both as isolated items. and
incorporated in and associated with iconic art. Deeply incised
circles, some barred. others with deep central pits. cover the walls
of Paroong Cave in South Australia (Bednarik 1986). Bahn (Bahn
and Vertut 1988: 32) noted that these closely resemble petro-
elyphs from as far apart within Australia as the Early Min Sheher
in Queensland and north-western Tasmania, Where did  the
people who made these circles get their imagery? It will be
suggested that the apparent lack of use of hallucinogenic agents
does not negate the theory that these universal forms owe their
origins (o trance experience. since wance experiences which elicit
these forms oceur without the use of hallucinatory drugs.

Australian Aborigines did use certain psycho-active drugs ol
which the most important praobably was pirari. This was obtained
from the dried leaves and stems of the shrub Duboisia hopwoodii
und was highly prized and wraded throughout much of” Australia,
Itis refated to the common thornapple (Datura stramenine. an
introduced shrub which contains the powerful hallucinogenic
alkaloids scopolamine and hyoscyamine, and which was widely
used in Mexico and the American Southwest for its hallucinoge-
nic properties (Schultes and  Hotfman  1980: 106: Law  199()
196). The only alkaloid in pituri is nicotine which is not hallu-
cinogenic but does have a stimulant eftect on the cerebral cortex.
particularly in high concentrations. Experimentally it has been
shown that the actions ol nicotine on the cerebral cortex are
complex and depend on the concentrations of other amines
present at the time {Larson and Silvette 1971: 27). Pinwi was
chewed as a quid. the etfects of its naturally high nicotine content
being enhanced hy the use of line alkaline leaf ash as a mixer
(Low 1990: 196).

Tohacco, obtained Irom Nicotiana sp. was #lso the only drug
used by the Warao of Venczuela It was taken in in extremely
high concentrations. both by smoking and as a liquid. and was an
essential component of their shamanic rituals (Wilbert 1972: 78).
The novice shaman formed an association between the use of this
very strong tobacco and trance, as his first experience of 1aking it
followed many days of 1otal fasting, and its use resulted in a form
ol trance (Wilbert 1972: 70). There is no ethnographic evidence
to suggest that pineri was used in this manner but its properties
were said to include increasing stamina. mducing courage in
wartare and enabling men 1o ‘fire-walk® across hot stones (Low
ibid.). While the psilocyhin-containing  ‘magic mushrooms’
(which now grow on cow pats) are an introduced species in
Australia, there are indigenous  mushrooms  containing  this
powerful hallucinogen. There is no evidence. however. that the
latter were used by Australian Aboriginal people (Low 1990:
200).

Phosphenes and cortical activity

What we see in our tield of vision are external projections of
mental images. These usually correspond to external ohjects but
flashes of light and coloured spots known as phosphenes may
result from retinal stimulation by mechanical pressure on the
eyeballs and with certain discase processes (Emsley 1952: 15).

Neurological evidence

Certain visual phenomena have been deseribed in neurological
texts as elementary or unformed. and said to include flashes of
light. colours, luminous points, stars and muliple lights like
candles, as well is geometric forms such as cireles, squares and
hexagons (Adams and Victor 1989: 369). Vitreous tags can cause
flashes of lights in the periphery of the field of vision and moving
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images can result from perception of blowd cells in retinal vessels
(Adams and Victor 1989: 204),

Penficld studied the cerebral origin of these unfornmed imiages
by direct stimulation of the cerebral cortex in un-aniesthetised
patients. He found that stimulation of the occipital (or visual)
cortex produced only sensations of colour and light (Penficld and
Rasmussen 1950: 158). while stimulation ol the temporal cortex
could. under certain circumstances. “activate elaborate psychical
processes” (1930: 160). Penficld summarised. lor @ series of
patients. their descriptions in response (o stimulation ol various
points on the visual cortex. The colour images were: red. green.
yellow, pink. blue. fiery. grey amd fawn. The visual contours he
described us Csimple and unreal in the sense that they bore little
reseinbiance to things @ man sees in his environment: a brilliant
ball. a star. a streak, a wheel. a spot or a (Tash. a shadow. a light”
(1950: 141). He noted that the images were frequently described
as moving. dancing. {Tickering or whirling.

Penficld was able 1o produce complex visual hallucinations by
stimulation of the temportl cortex. He suggested that the stimu-
lation may present visual, auditory or combined memories o
consciousness: memories which have come from the individual®s
personal experience. reading or dreaming.
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Hallucinations, drugs and rock art

To the Tukamo Indians everything that is art is derived from
their hallucinatory experiences: the geometrical and representa-
tional paintings with which they decorate their houses, their
pussessions and themselves are “the things we see when we take
vage ... they are the yage images' (Reichel-Dolmato(t 1972: 104).
Reichel-Dolmatoff extracted an underlying set of nnages from a
lurge body of paintings of the men's yage imagery. These were
interpreted by other men of the same group, who had net particip-
ated in production of the pictures. as referring o important
aspects of the group’s incest and exogamy rules. The inter-
pretations were consistent, ‘the motils baving the fixed values of
an ideographic sign® (1972: 106). The same motifs also appeared
in the rock ant of the region (1972: 111). and Reichel-Dolmatoff’
noted that Max Knoll. in a study of one thousand individuals,
established a series of fifteen images which largely conformed to
the motifs ot the Tukamo.

The nature of hallucinogenic drugs

*One of the most important aspects of psychedelic drugs is
that they open a person up to subtle influences’ (Naranjo 1975:
xix). Mescaline and harmaline. the active components respec-
tively ol pevore and yuge. are both. like mimy other hallucino-
genic agents, alkaloids containing an indole nucleus. They have a
chemical structure similar to that of the centrally acting neuro-
transmitter. S-hydroxy tryptamine (SHT). Their hallucinogenic
action may be in part mediated through competitive inhibition of
the autoregulation of SHT activity. Experimentally. mescaline
and related substances have been shown to increase the number
and vividness ol phosphenes (Barber 1970: 27). These agents
have effects related to sympathetic nerve activity, including a rise
in blood levels of glucose and free futty acids. and dilatation off
the pupil. The latter may be panly responsible for the reported
blurring ol vision and appearance of rainbows and halos around
abjects. These effects may also be the result of increased pressure
in the anterior chamber of the cye. As is the case with many
psycho-active drugs. tolerance may develop to the effects of
hallucinogens so that increasing amounts need o be ingested to
achieve the same effect.

A sense of spinning and {lying is common to the ingestion of
many hallucinogenic agents and may be associated with the
frequently sceen spiral motifs. The broomstick-riding witches of
Europe used extracts of the plant henbane, which contains the
hallucinogenic alkaloid hyoscyamine. in order to travel through
the night skies. while the brew around which Macbeth’s witches
cast their spells before flying off mto the mists of Scotland
contained a potentially hallucinogenic  imgredient, bufotenine.
which is found in the skin of toads and is closely related to SHT
(Schultes 1972: 28).
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Shamans and hallucinogens

According to Eliade (1962 84), “seeing spirits™ is the deter-
mining sign of a shamanic vocation. and visionary joumneys are
Irequently an important component ol their healing or diagnostic
practices. The description by a Mazatec shaman, Maria Sabina. ol
her experiences with psilocybin-containmg mushrooms includes
the following: *... the sacred mushrooms take me by the hand and
bring me to the world where everything is known. ... when [
returm trom the trip that | have taken with them 1 ell what they
have told me and what they have shown me” (Schultes and Hof'-
man 1980: 144, However. not all would-be shamans achicve
their goal. Among the Siona. for example. many individuals were
unable o {ollow the yage as lur as they needed o become
shamans. The study of vage was expected of a man as part ol his
role as the protector. provider and master of the family. It he
became @ shamim he would perform a similar role for the
community. Few achieved the status of shumian and many who
did lost their power because of bad visions. Bad visions were full
of frightening symbols of death and destruction and oceurred
when an individual lost the directions he had learmt and was
unable 0 experience those visions that were both culturally
expected and necessary. 1t was not considered shameful to lose
control of the yage visions. rather the loss was put down to the
effects of sorcery by a more powerful shaman (Langdon 1979:
78).

Shamans, hallucinogens and rock pictures

Lewis-Williams and Dowson (1988: 205) expressed confi-
dence in the shamanistic nature of San rock art, and also
sugpested a similar influence for the art of the Shoshonean Coso
of California. In Whitney Davis™ tenns it is the “wtifact-sign’,
expressing that which the shaman experienced during the trunce
state (Davis 1988 184).

Lewis-Williams and Dowson (1988: 212) proposed a model
lar the preduction of Upper Palacolithic art in which “entoptic’
form constants are elaborated into iconic imagery during trance.
They derived from their reading a paradigm setting out three
stages in the progression of mental imagery during altered states
of consciousness: Stage | - “entoptic™ phenomena alone: Stage 2 -
claboration into iconic forms: Stage 3 - attempts by the brain to
make sense of them (1988: 204). They proposed seven principles
in the way “entoptic’ forms (grids and lattices. parallel lines. dots,
zigraps, nested catenary curves and mcandering lines) were
perceived: replication. fragmentation, integration, superposition-
ing. juxtapositioning. reduplication and rotation (1988: 203).

Much of the rescarch cited above was carried out using hallu-
cinogenic drugs and much shamanistic practice scems to have
mvolved the use of mind-altering drugs such as pevore, vage and
mescaline: but are such drugs necessary for the production of
‘entoptics’, their claboration and incorporation into iconic
imagery?

Hy pnotic trance and picturing

Trance is a ubiquitous state which many people experience
lrequently and of which they may be unaware, The ability to
expenence trance is not uniform in all people. It is largely gene-
tically determined but the extent to which an individual applics
this inherent ability can be enhanced by traming.

What kind ol images do untrained people see i a light state of
trance when they are not given any suggestions as to content. and
how would they reproduce them? Seventeen students were indi-
vidually asked to purticipate in a short exercise. 1t was explained
that they would be asked to focus with closed eyes while the
operator counted from ten to one, to do whatever they chose in
their mind while the operator remained silent for two minutes:
then, after the operator counted from one o ten, they woulu be
asked to open their eyes and draw whatever they had seen. Paper
and erayons were provided and the whole procedure ok about
live minutes. It should be pointed out that the operator is highly
cxperienced in the use of hypnosis.
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Of the seventeen participants. eight produced circles of some
kind. Three (Figure 1.1. 1.2 and 1.3) were whirling circles of
colour. while two (Figure |4 and 1.5) were radiating semicircles
of colours, described in one instance as a sunrise. In one picture
(Figure 1.6) the circles were described as turning into tlowers. A
diminishing spiral, drawn with a fine red line through its centre,
was described as a spinning movement away trom the subject
(Figure 1.9). Lines were incorporated into pictures: wavy lines

il
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close together above an eye-like oval (Figure 1.7). parallel mean-
dering lines formed @ path and a beach. and straight lines formed
two staircases. One physiology student spontancously described
his bird-like figure with a man’s head (lFigure 1.8, a theri-
anthrope?) as being “formed out of the random shapes of the
phosphenes: their content is related to my thought.” Only two
pictures did not contain obvious “entoptic’ elements,
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Figure la. Fxamples of the experimentally produced trance images.
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Figure 1b. Examples of the experimentally produced rance images.

Discussion

Lewis-Williams suggested that “australopithecines  probably
hallucinated™ (1988: 20)2). repeating  Bednarik’s (1984: 28)
proposal of “phylogenctic longevity of phosphene types®. There is
no reason to doubt that they had the anatomical ability to see
‘entoptic’ images but to reproduce them on another medium
probably required skills of a higher order than was availuble to
Austrilopithecines.

It is not known when thie evolution of the hominid nervous
and musculo-skeletal systems reached the point where the deli-
berate creation of specitic marks was possible. Nor is it known
whether the first deliberate marks were inspired by a wish to copy
gestures or (o reproduce external images or those perceived inter-
nally. When the anatomical requirements tor intentional marking
had been met. the intermal images were available and could be
called on with ecase. While all people have access o an inner eye.
some see better than others. Shamans were. and still are, special
people. Those who used hallucinogenic agents achieved their
status largely because of their ability o maintain their own
psychic integrity despite the power of the visions they created.
Some people do create more powertul visions. Burber (1970: 26)
showed experimentally that the colour and intensity of images
produced under the influence of psilocybin by people who
described themselves as good visualisers was much greater than
that of the images praduced by self-described poor visualisers.

The small sample presented in this paper also demonstrates
that trance ability and the intensity and complexity of visual
imagery created within the trance is not uniform. Among this
group of individuals. circles predominated in the images which
they reproduced on paper. The brilliance and colour range ot the
images varied. some consisting only of simple lines while others
were glowing with many colours. These circles were not images
created under the influence of hallucinogenic drugs but within a
brict episode of trace following a simple hypnotic induction.

It seems not unreasonable to suggest that men and women saw
circles and lines when they sat in places such as Paroong Cave
and that some of them saw those images more intensely than
others. They were perhaps the  spiritual  ancestors  of  the
‘Aboriginal Men of High Degree’ (ElKin 1977). While psychic
powers were said 10 be possessed by all Australian Aboriginal
peaple. these were especially well developed in some individuals
(1977: 57). Lack of evidence within a society for the use of sub-
stances known to be hallucinogenic does not therefore exclude
the possibility of that society’s art. including that preserved on
rocks, being related to trance experience.

Dr Margaret Bullen
Student Health Service
University ol Melboumne
25| Gruttan Streel
CARLTON., Vic. 30533
Australia
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Gap Hills
A new Simple Figurative Style engraving site
in western New South Wales

JOHN CLEGG

The sites and problem
Sturts Meadows. Mootwingee. and Eariowic ... are three engra-
ving sites in western New South Wales located within 40 miles
|63 kmJ of cach other. The pattern of occurrence of Simple Figu-
rative and Panaramitee motifs i these sites suggests thin the
former style gradually replaced the Tatter in this area. (Maynard
1979: 103

The three large, well-known and important engraving sites
described above exist within a relatively small area to the north
and cast of Broken Hill, and are thought likely to lie within the
territory of a single social group because they are close to one
another in an arid area. Accordingly. gross differences between
the engravings at the sites were interpreted by Maynard to result
from chronological changes. These sites were fundamental 1o the
development of Maynard’s three-stage synthesis ol the Austritlian
rock art sequences. The early (10 000 plus years old: Dragovich
1986) Stuts Meadows engraving site is fully patinated. and
contains a high proportion of figures which resemble animal
tritcks and non-figurative elements such as circles. dots and ares.
with live per cent or fewer motifs which resemble humans,
kangaroos, emus. and other animals. These are referred to
tcontroversially: McCarthy and commentators 1988: Rosenfeld
1991) as the “Panaramitee Style’. By contrast. the later engraving
site of Euriowic. which is unpatinated. has sixty per cent figura-
tive elements and only five per cent “tracks’ (Maynard [979: 103-
S). The associated gross differences of patination and motit type
were interpreted by Maynard (1979) as evidenee of chronological
change. an interpretation which continues to appear appropriate
for the immediate area of western New South Wales.

There are subtle differences as well as gross ones among sites
in the area. The third large and well-known site is the
Maotwingee rock slope. which Maynard also examined in 1971
and discussed in her 1976 and 1979 papers. Like Sturts
Meadows. the Mootwingee rack slope pictures are fully pati-
nated. but the site has twenty per cent human- and animal-like
ligures (a considerable increase from Sturts Meadows® live per
cent). with a corresponding decrease in the proportion of “tracks’.
Mauynard (1979: 104) proposed that there was a gradual replace-
ment of “track’ motifs by “animal’ motits. and so the Mootwingee
rock slope (20% ‘animals’) was engraved at some time after
Sturts Meadows (5% ) but betfore Euriowie (604).

Sturts Meadows. where [ have been working since 1981, was
arguably (Clegg 1984, 1987) engraved over a long period. There
is increasing but still inconclusive evidence that Panararnitee
engravings had varying emphases at different times. with more
circles early on, more tracks later (Clegg 1988: 140: Nobbs and
Dorn 1988: Lanteigne 1991). The apparently long-termy Sturts
Meadows site (Clegg 1992} is a palimpsest from ditferent peri-
ods. In seeking further clarity. 1 hoped to find a Panaramitee site
that was made during a shart time. whose characteristics could
present cvidence unencumbered by superimposition.  Accord-
ingly. 1 was pleased to hear of what was described as a small
Panaramitee site in the same general area, at Gap Hills. approxi-
mately nincty kilometres (measured directly from 1 : 100 000
maps). about six hours' four-wheel drive or two to three days'
wilk from the Sturts Meadows site, about the same distance tfrom
Euriowie. but much closer 1o the Mootwingec rock slope. The
four sites are close enough to have been visited (and engraved) by
the same individuals.

Developing models

For a long time (Clegg 1977). 1 have been working with a
model, a major clement of which assumes that gross variation
within rock imagery is caused by three ftactors: mediam: the
materials and technigues from which the art is made: feeection:
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the purpose for which the art was made or used, including its
‘meaning”: and culrere which produces sryvle, o result of different
peoples” different ways of doing things. Such differences would
be expressed in time and space. and modified by social and ethnic
factors including information exchange (David and Cole 1990).
The engravings mentioned in this paper are all of the same
medium, being pecked (Euriowie is “pounded’. according o
Maynard 1979: 103) into rock. and from a small arca, so
observed variation is aseribed to the aspect of culture. which
changes through time. and to function.

In 1990 my general understanding of the art history of the
rock art in central western New Sounth Wales was an expanded
version of that of Maynard (1979: 91-2, 103) guoted above:

For some time. beginning during the Pleistocene (Dragovich

1986: Nobbs and Dorn 1988). Panaramitee engravings were

made over wide arcas of Australia. They varied through time

(Lanteigne 19911 and in space (Maynard 1979: 95). but

change was slow. At some time {perhaps associated with

climatic variation) the rate of change increased. and the focus
of activity shifted in style and location. to the Simple Figur-
ative Style at the Mootwingee rock slope. and more recent

Figurative sites at Mootwingee and Euriowie. There was some

cantinuation and link over the long periods involved (Clegg

1986: 49-51). All the sites were known and visited during the

recent past (as evineed for Mootwingee and Euriowie by

ethnographic information reported by MceCarthy and Macin-
tosh in 1962, by a coolamon-scar on a river gum in the middle
of Sturts Meadows. and a nineteenth century occupation near

Gap Hills). Panaramitee sites continued to accumulate motif's,

as they still do in the Torm of casual visitors™ admiring imita-

tions and other grafliti.
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Simple Iigurative Style engravings at Gap Hills

In 1990 1 was invited to the Gap Hills site by Dan Witter and
Budger Bates of the New South Wales National Parks and
Witdlife Service's Western Region. to whom | am very gratetul.
Dan knew the site was worthy of investigation and wanted it
recorded: Badger wanted the site recorded because his uncle had
told him of a site somewhere in the hills which was important
ritually and mythically. The uncle died before a trip o the site
could be organised: Badger thought Gap Hills might be it, and
wanted it investigated. | wanted a small Panaramitee site 1o
compare with Sturts Meadows. (Another story. told elsewhere
Clegg 1992.)

The site is all about and around a valley less than a kilometre
long where an intermittent tributary to the headwaters of Gnalta
Creek flows down from the Gap Ranges. a drop of one hundred
metres (Figure 1), The creck miakes the drop in three large steps.

GAP HILLS

fippar Tonl

SOUTH RIM
VALLEY

50

melres
Larwmary Pavied

NORTI i

Figure 1. Sketch map of the Gap Hills site, showing locations of
various features: | - Mr Two-stick panel; 2 - Yams and
football: 3 - Floor of Middle Pool; 4 - Roo. ewro and yams.,
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Figure 2. "Mr Two-stick punel’. Engravings on a rock high on
the southern side of the valley ar Gap Hills. Scale: ane metre.

Each step has a near-vertical clitt (which in wet weather must
form a waterfall). a rock hole (large enough to contain a substan-
tial supply of water after rain. but sand-dry when we were there).
and a near-horizontil platform leading to the next lip.

There is not yet any clear pattern of dating evidence at Gap
Hills. Many of the engravings. including all the figures illustrated
in this paper. are completely patinated: there are a tew incom-
pletely patinated engravings at the site. which can be brushed
aside like the copyists” graffiti of Sturts Meadows (cl. Rosenleld
1991: 140 for a convincing argument against such dismissal).

The majority ot engravings at Gap Hills are in the Panarami-
tee. but some Simple Figurative engravings occur on large boul-
ders in the sides of the valley. Only some of these engraved boul-
ders were recorded (because the aim of the expedition was to
obtain data about the Panaramitee pictures). Our tracings are
shown in the accompanying plates (Figures 2 to 5). Figure 4
shows a panel which hecame a favourite of us all. It was found by
Dan Witter on the next-to-last day of our expedition. on the
northern rim of the main valley. Dan recognised that it showed
two “macropods’. several “yam plants’ and one “human being':
these motifs could relate to one of a set of stories which belong to
this area. about Red Kangwroo and Euro, when they travelled
around together:

At lirst they are friends. Euro belongs to the hill country. Red
to the plains. Euro is showing Red around. und providing
yams (which he owns) as food. After a long time. Red
becomes jealous of Euro’s knowledge, and spies on him to
find out where the yams come f{rom: later. while Euro is
distracted, Red steals some yams. Euro finds out, and they
have a big fight.

A set of very similar stories belongs to the Flinders Ranges in
South Australia (Tunbridge 1988: 35-9). The Euro and the
Kangaroo here dig up the root of the wild pear, rather than yams.
During the fight, Euro beats up Red in certain ways which
produce their present physical differences, and Euro goes off and
creates the hills which threaten Red’s plain: the kuangaroo uses his
wil to sweep the plains flat. and pushes an edge to the hills
(where there is now a geological fault), with pluins on one side
and hills on the other. There is a similar situation at Gap Hills: a
geological fault is marked on the geological map at the edge of
Gap Range. It is only two hundred metres cast of the engravings
and runs for about ten kilometres roughly northeast-southwest.
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Figure 3. “Yams and foorball’. Engravings on a rock on the
southern side of the valley at Gap Hills. Scale: one metre.

Discussion

The Simple Figurative Style engravings off Gup Hills at first
reminded me of those at the Mootwingee rock slope, thirty-four
kilometres or tour hours™ four-wheel drive away. 1 did not realise
that the styles are so different until George Chaloupka congrato-
lated me on finding a new style aflter | had given a version of this
paper in Ningxia. | had assumed that the styles were similar
partly because the motifs are figurative. and near Mootwingee.
and partly because the small male *Mootwingee man” figure. with
two or sometimes four ‘hboomerangs’ held in outstretched “arms’,
is so predominant. But he exists at plenty of other sites. including
Sturts Meadows. | have not studied the Mootwingee pictures in
detail, but now have the impression that the Gap Hills Simple
Figurative panels are quite distinct from the Mootwingee rock
pictures for one thing. 1 cannot think ol any of the motifs 1
confidently call *yams® (several pecked dises or large dots joined
by lines) at Mootwingee. and. tor another, the composition (the
way the figures are crammed so neatly onto their rocks), are
completely different from what | recall of Mootwingee.

If this impression is correct. that the Gap Hills Simple Figura-
tive engravings are distinct from those on the Mootwingee rock
slope, there is some explaining to be done. How to get different
styles in such close proximity? Too close for separate ethnic
groups. the Simple Figurative facies at Gap Hills. which has
noticeably few ‘tracks’. could represent a time later than the
Mootwingee rock slope in a Maynardian evolution, in which case
we might expect to find similar pictures at Mootwingee itself, or
clsewhere.

But | would like to incorporate the evidence of the myths (as
allied to the engraved rock in Figure 4). and promote the hypoth-
esis which lits well to widespread information about Australian
beliefs: that locations are signilicant. and significant enough o
cause variation in rock imagery. Gap Hills could be a place which
leatures in the Red Kangaroo-Euro myth cycle. while the signili-
cances of Sturts Meadows, Mootwingee and Euriowie relate to
other Dreamiugs.

There are aspects of the Panaramitee facies at Gap Hills which
seem (o relate to the engravings' location. The engravings on the
floor and the waterlulls of the main valley consist of motifs
(mainly asterisks, nested ares, and spirals). which are normual
constituents of the Panaramitee. but are here present in larger size
(c. 40 cm) and greater incidence. Figure S shows an arca from the
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Figure 4. ‘Floor of the Middle Pool’. Engravings on the floor of
the Middle Pool Area ar Gap Hills. Motifs are larger versions
of Punaramitee motify. Scale: ane merre.,

(loor of the middle step. with a high propartion of nested arcs. In
these areas, variation due to location appears to be clearly marked
during Panaramitee times, and even more obvious when Simple
Figurative Style motils were being engraved.

Variation in rock art thus has an element of location. guite
distinet from the elements of style. This location relates to the
meaning. significance. or use of a site. and thus belongs within
the dimension function.

Umplications of the *new’ model

The "new’ model is that a significant element in the variation
of rock art is an expression of the significance of its location.
This madel explains the fact that the pictures in each Australian
site_have many aspects unigue to the site (see almost any ol the
literature. summarised and illustrated by Walsh 1988). T do not
find it casy to suggest how the model might be tested. One might
explore the unigqueness of sites. and hope for some signs of conti-
nuity through time at suitable sites. But the three examples ol the
Gap Hills Simple Figurative facies are themselves so dilferent
that such an exploration would be a challenge.

There is any amount of evidence to support the model. for the
significance  of  location in  Aboriginal religion  pervades
Australian ethnography (Capell 1972; Chatwin 1988). One [lar-
fetched example from Cape York comes to mind: Deighton Lady
(illustrated by Haginikitas 1991). This particular site is a large
rockshelter which contains a large vulva-shaped back wall. 1t has
puintings of women in it. which scem closely related to the shel-
ter shape. It also has engravings in the rock of the shelter floor.

now under a thick mineral deposit. These engravings are not of

women. but lines. in the Cape York equivalent of the Panaramitee
{pers. obs.: David and Cole 1990). The Deighton Lady sheler
clearly was signiticant in Panaramitee times as well as later.

How does the Gap Hills evidence modify the model of local
art history? Only by adding the complication that cach of the sites
had its own significance:
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Figure 5. 'Roo, Euro and Yams'. Engravings on a rock high on
the novthern side of the valley at Gap Hills. The engravings
yeem 1o fit with a story ahout macropads and vams. Scale: one
merre.

The landscape is occupied by significant places. For some
long time during the Pleistocene. people used 1o visit Sturts
Meadows and made there engravings appropriate 1o the place
and the time. They probably also visited the other sites. bul
did not do much engraving. apart from a litle at Gap Hills,
during the same period as the Nebula site at Sturts Meadows
wis being engraved. The emphasis on particular motil types
changed slowly through time. Later. style change accelerated.
and the Panaramitee gave way 1o the Simple Figurative Style.
Mootwingee rock slope and Gap Hills were engraved appro-
priately for those places. Any engraving at Sturts Meadows
was in the same style as the earlier figures. The Simple Figu-
rative styles continued to change, and focus shifted to other
arcas at Mootwingee. and to Euriowie.

John Clegg

Department of Prehistoric and Historical Archacology
School of Archaeology. Classics and Ancient History
Univenity of Sydney. N.S.W. 2000

Australia
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Blue paints in prehistory

Preliminary investigations into the use of the
colour blue in Aboriginal rock paintings at Laura,
Cape York Peninsula

NOELENE COLE and ALAN WATCHMAN

Introduction

In the Laura region the colour range of pamtings in the
hundreds of documented rock piclure sites is dominated by the
natural earth colours of red. white and yellow. so that the redis-
covery in 1986 of an Aboriginal art site containing blue paintings
is of great interest. More than a century ago. Aboriginal civilisu-
tion in this region was devastated by FEuropean invasion and
settlement: consequently. we have no direct information on the
creation of the paintings in the Blue Figures rockshelter or on the
specific nature of human occupation there. The unigueness of the
blue paintings and the conservation problems evident in the state
of the surviving blue-coloured paint therefore merits a special
study in terms of slylistic and physical analysis. both in regional
and in wider contexts.

There are few necords of blue colour being used in prehistoric
rock painting (Table 1). However, in protohistoric times. blue
pigments were used widely. for example in the mural and tomb
art of Egypt. North and Central America. and in Asia and Europe.
reflecting more recent changes in the technology of paints.

Most studies ol roek paintings in Australia and recent pigment
investigations have recorded the predominance of red. yellow and
white (and. less commonly, charcoal or mineral-based black).
These colours appear also to have been those mainly used in the
decoration of artefacts, Elkin (1948) reported the use of the
mineral glauconiwe in blue”™ rock paintings of the Kimberley
region ol Western Australia. We have not examined samples of
pigment from the latter region. but it the blue paint is composed
of glauconite it should be green rather than blue as its composi-
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tion is snnilar 1o that of biotite (K(Mg.Fe)z(ALSi ;0 (OH)). At
a site at Mootwingee in western New Sottth Wales. Walston and
Dolanski - (1976:  6)  identified  blue  pigment  as  azurite
(CutCOR)2(OH)) but, they concluded, “It is doubtul whether
the hlue markings are of Aboriginal orngin’. McCarthy’s review
ol Ahorigmal rock art pigments (1979: 46) also refers to the use
of blue from “an ochre on the Johnstone River in Queensland’,
but gives no specific details of its nature or use.

Red. white, yellow and black also appear to be the pigments
most commonly used world-wide in prehistoric rock paintings
(e.g. Rudner 1982). References to blue paint are rare and usually
lacking in detail. Rudner's account (1982: 17. 19) refers only 10 a
*bluish to violet manganese” colour recorded by Pericot Garcia
and Ripoll Perello (1964} in the Spanish Levant. and a report ot
“light bluish grey® recorded by Gardner in the Argentine.

Formore recent Ausitralian rock paintings. the use of synthetic
blue pigment derived from “luundry blue” has been documented.
‘Reckitts Blue™. a common commercial brand of laundry blue,
lirst became available in the 1830s in North America where it is
composed of ultramarine  blue (derived from lapis  Leuli
(Na.Ca) 4 (AISiQ4)3(S0,.S.CD and sodium bicarbonate). In North
America and Australia, altermative blue bhags to Reckitts Blue
were made using Prussian blue (Gertens and Stout 1966). Prus-
sian blue. sometimes called iron or Paris blue. consists of ferric-
ferrocyanate. a synthetic pigment which was lirst produced in
1704 (Gettens and Stout 1966) and which has the chemical
formula Fey[Fie(CN),l3). It has been described as o transparent
colour with very high tinting strength allowing a very small
amount of pigment to impart a very dark blue colour’ (Miller et
al. 1990). In Canada. ultramarine (Reckitts Blue) and Prussian
blue. identified in paints on artefacts of the Plains and Northwest
Coast tribes (Miller et al. 1990). are the most commonly recorded
blue pigments. Here. the pigments, perhaps from different laun-
dry blue bags. were cither mixed with a liller. (usually gypsum),
without a medium. or with an unidentified proteinaceous
medium,

REGION USE COMPOSITION
Australia (Kimberley)  rock paintings glauconite
Australia (Pimbu) rack paintings unknown

Canady Kivit rock murals azurile

Spain (Levant) rock paintings unknown

South Africa
Australia (Kakadu)

rack paintings phosphatic nodule

rock paintings Prussian blue
Austriha (Harvey Range) rock puinting washing blue

Canada

Table 1. Documented use of blue pigments in rock painting.

DOCUMENTATION NOTES

Grey 1841 Elkin 1948; McCarthy 1979: Brandl 1982

Mawson and Hosslield 1926

pule bluish-green

bluish grey

Witson 1967 blue
Pericot and Ripoll in Rudner 1982 bluish to violet munganese
Rudner 1982 bluc

Clarke and North 1991
Roth 1904: 1S: Brayshaw 1977

Native American arts Prussian blue, ultramarine Miller et al. 1990
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In Australia. the blue paint used by Najombotmi in 1964 in a
panel of motifs (human, turtle, fish). which he painted in the
‘traditional X-ray style” at the Blue Paintings site at Nourlangic
Raock in Kakadu National Park (anonymous n.d.). was found to be
derived from a laundry blue (containing in this case Prussian
Blue) when analysed hy Clarke and North (1991). Roth. in his
detailed cthnographies stated that “Blue is not met with as a
pigment. ete.. anywhere in North Queensland. though "washing
blue” has been introduced here and there by trade and barter from
natives employed at the settlements™ (1904: 135). Rock paintings
made with washing blue exist at a site near Townsville
(Brayshaw 1977: E. Hatte pers. comm.) and traces of pigment
believed to be derived trom a similar source are visible on the
surface at a rock painting site at Chillagoe (pers. ohs.).

The Laura blue figures

The site containing the Laura blue paintings is situated at the
top of an eroded sandstone escarpment near the Deighton River.
The rockshelter is about seven metres in length. has little over-
hang and. on parts of the rock surface. dust has collected and
obscured some of the motifs. The paint in the blue and ather
motifs is exfoliating as a result of local environmental factors.
such as direct exposure to sun. rain and wind. It is possible that
use of the shelter is of some antiquity since the site contains not
only a rich concentration of superimposed paintings. but also
some heavily weathered engraved pits, typical of an “old’ style at
Laura (Rosenfeld et al. 1981). Occupational deposits on the flat
sandy floor include charcoal. flaked stone and glass artelacts. a
woven net and European items. providing evidence of site use in
relatively recent times.

An interesting and unusual feature of this and nearby sites is
the existence on parts of the rock surface of a blue/black deposit.
the composition of which is currently being investigated.

Detailed analysis of painted. engraved and stencilled subjects
at the Blue Figures site revealed the usual range of motifs and
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technigues at Laura. Painting is the most favoured technique at
this site. The most common Laura categories of painted motifs
are present and in approximately similar propontions: for exam-
ple. most motifs resemble human or anthropomorphous figures or
different types of fauna (Cole 198R).

Except for the use of blue. the range of colours also follows
the usual pattern at Laura (Cole in prep): that is. paintings are
usually monochrome (red. white. yellow. brown) or in bichrome
combinations of these colours. Many paintings appear to have
been re-outlined in white. or to have been fully repainted. In
terms ol technique. motil” and design elements, this site presents
the usual Laura pattern. Only the hlue colour is unusual and
appears to represent a deliberate effort in this site to depart from
normal conventions of colour use.

At this stage we can only speculate upon the reasons behind
the selection of the biue colour. Perhaps the presence ol the natu-
rally occurring biue/black deposit may have been involved. Al-
though some areas of underlying blue colour are visible through
later. deteriorating, layers. only a few decipherable motifs in blue
exist in the most recent layer of the art. The blue paint occurs
both as solid colour infill and as outlines. The blue human figures
are either inverted or placed horizontally. Paintings aligned in
this way have been identified at Laura by Aboriginal people
(Trezise 1971) as sorcery figures.

The blue paints are deteriorating and it is clear that there is
little cohesion between the blue of the top layer and underlying
layers. Fine striations. visible in the paint of some of the blue
figures. appear to indicate brush marks. In the blue human figures
(c.g. Figure 1) the blue paint is the latest repainting episode. since
brown. red or white paint underlies and shows through the blue.
Munsell colour readings of blue paints taken on two ditferent
occasions at the site were consistently bluish-grey to dark bluish-
grey. On the Kodak scale the colour of these paints most resem-
bles bluc (Table 2).

SAMPLE MOTIF MUNSELL
BF5 indeterminate SB4/1 dark blue grey
BEY “human’ 5B6/1 bluish grey

SEM/EDXA
M. Al Si. (K)

Si. Al, K. Mn

MINERALS
Mn, kaolinite. quartz

muscovite, kaolinite. Mn. fihres

Table 2. Preliminary mineralogical analvsis of paint samples ar Blue Fignres, Laura. Mn = manganese oxide hydrate: ( ) = minor amounts.

o

Figure 1. Section of painted
panel at the Blue Figures
site. Laura. showing two
of the hlue paintings
(marked ‘1" and *2°).

s
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Mineralogical analyses

Some mineralogical analysis of blue paints was conducted in a
wider study ol Laonra pigments. The blue paint is dilTicult 10
analyse because. in the samples collected. the paint layer is very
thin and strongly bonded to the underlaying paint layers. Scan-
ning  Electrron  Microscopy and  Energy Dispersive  X-ruy
(SEM/EDX) analyses of samples ITom dittferent arcas of blue (in
different superimposition layers) revealed that the blue paint
contains Mn, AlL Si and K in various proportions (Table 2). Al Si
and K could be present either as contaminants from an underlying
white ground layer or as constituent elements of the blue paint. Si
and Al {clay) and Sic Al and K (feldspar or muscovite) are abun-
dant in most of the Blue Figures paints.

X-ray diffraction {XRD) results indicate that the manganese is
present either as an amorphous mineral or in the form of an
hydrated oxide. Analysis of two cross-sections of exloliating
paint (¢. 0.6 mm thick) showed that, in one case. the blue
manganese-rich pigment lies over at least three separate layers off
red (haematite) and. in the other. the blue pigment lics in lower
levels of the superimposition sequence.

The discovery of manganese in the Laura blue was unex-
pected because in other pigment studlies the samples contiining
manganese have been black in colour (for example Buisson ct al.
1989: Clottes et al. 1990: Demailly 1990), However. a mangin-
ese mineral cannot be discounted as an ingredient of a blue/grey
paint. When manganese dioxide is mixed with white a bluish
tinge can be obtained. Blue. manganese-bearing clays are known
o exist in wropical cnvironments, for example as smectites:
Guven and Deer have described a pale blue. manganese-bearing
kaolinite.

At Laura, oxides of munganese would be available in the
general area (M. Rubenach pers. comm.) and blue-grey clays.
although considered rare. are not unknown in north Queensland
(G. Musgrave, C. Robinson, pers. comms). Fther analysis is
required 1o determine the stiwws of the AL Si and K whether as
integral components or as contumninants of the Blue Figures paint
samples and to identify the precise mineral contents of the paints.
ltmay then be possible to mateh these with local materials.

Sample BES, from a lower level of superimposition. and
sample BF8 (Cole and Watchman 1992: Fig. 1). from a surface
layer. have similar compositions (Table 2), indicating that the
recipe was retained in the most recent paintings. Analysis of
cross-sections also indicated that the blue paint was used in
carlier strata and its use has not been contined to the most recem
painting episodes.
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Figure 2. ITIS specira for comparison of Blue Figures paint
with colourants “Reckitts Blue'. Prussian blue and washing
blue.

Fourier Transform Infrared Spectroscopy (FTIS) and XRD
results indicate that the elemental compositions of the ingredients
of Reckitts and other laundry blue distinguish them from the blue
paint at Laura (Figure 2), Sodium, calcium and sulphur (present
in ulramarine) are all absent from the Laura blue, as is iron
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(present in Prussian blue). In contrast. manganese, one of the
major elements in the Laura blue paint, is not present in the
commervial lanndry bluing agents. Other types of synthetic blue
pigments used by modern artists. which include smalt (K. Co
oxide gliss). Cobalt Blue (Co. Al oxide glass), Cerulein Blue
(Co. Sn. oxide glass). blue verditer and azurite (complex Cu
hydroxide. carbonates). verdigris (Cu acetate). are chemically and
spectrographically different from the Laura blue paint.

To dute. physical analysis has been conlined to preliminary
chemical und minerlogical investigations and the presence of
organic components hiis not been investigated. We might also
consider the possibility that the paint may have altered in appear-
ance since ity application. For example. its original colour may
have been affected by compositional changes involved in the
growth of organic deposits,

Conclusions

The Laura blue pant appears to be quite dilferent in compo-
sition from any ol the other blue paints whose components have
been analysed. Even though there is evidence of fairly recemt
Aboriginal usage of this site. the painters do not appear 10 have
used maodern  synthetic pigments. at least in those  Figures
sampled. Although a manganese-bearing mineral appears to be
the mujor ingredient. it is possible that the paint may consist ol a
mixture of inorganic and even organic ingredients. and that local
micro-environmental factors may in some way have influenced
its production. It is possible that at this site the occurmence of blue
represents an enduring and unigue cultural tradition.,

The sparse docurnentation of blue in studies of surviving rock
art seems to indicate that this was a colour seldom used by
prehistoric painters. possibly due to the low availability of natural
mineralogical sources of this colour. The paintings at the Laura
Blue Figures site are unusual for Laura only in terms of the
presence ol the blue paint. It is clear that the analysis of the biue
is difficult: additional tests must be conducted to determine the
precise mineralogy of the paint and to investigate the presence or
absence of organic materials. It is also necessary to investigate
potential local sources of likely ingredients of the paint. Such
information is nceded to shed significant light on the techniques
used by the artists and 10 assist in a more accurate assessment of
the conservation status of this site,
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Stencil art on the Woronora Plateau
A description and analysis of sites and artefacts
including stencils, charcoal drawings and petroglyphs

CARYLL SEFTON

Introduction

Since 1970, the voluntary llawarra Prchistory Group has
been surveying the Woronora Plateau for evidence of prehistoric
occupation. The study area (Figure ) consists of a deeply
dissected area (c. 350 km?) of raised sandstone plateau located
west of the narrow coastal plain. Itis divided into four ill-defined
drainage basins. Muny of the innumerable water courses begin in
upland dells (swamps). basins tilled with water-logged soils, and
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Tow into marrow steep-sided gullies which deepen and widen to
form major valleys. Horizontal sandstone  outerops and  smull
vertical ¢lif f lines are present throughout. Petroglyphs are located
on open horizontal outcrops. mainly at or near plucau level;
drawings. stencils and paintings are located in sandstone over-
hangs under clift lines.

The study area is largely undeveloped and supports forests.
woodlimds. heaths and sedges. There is a complex mosaic of
vegetation  units. Woodlands have a shrubby understorey and
where these and heaths are not frequently fired the vegetation can
be impenetrable. The archaeological survey found direct evidence
of  Aboriginal occupation in sandstone overhangs. including
imagery. shells. stone artefucts and grinding grooves. and on
open sandstone owtcrops as grinding grooves, petroglyphs and
engraved groove channels. Surfuce scatters of stone artefucts
identifiable on open areas of soil were not systematically identi-
fied.

Ethnohistorical background

Tindale (1974: 191, 195) divided the study area between the
Tharawal (Georges River Basin) and the Wodi Wodi (Cataract
River Basin). Eades (1976) reviewed the linguistic evidence and
concluded that a common  language. Dharawal. was spoken.
Mathews (1896) was specific in identifying lhe drainage line
between the two major drainage basins as the northern limit of
the Bunan initiation ceremony. Organ (1990), who has compiled
documents relating 1o carly contact history of the [lawarra. noted
that the carlier ethnographers did not refer to tribes: Aborigines
identified themselves as belonging to o particular place (clan
affiliation).

In both the coastul zone and the inland zone to the west of the
study arca were small mohile groups which. while associated
with one wact of country by clan association. ranged over exten-
sive neighbouring areas in all directions (Sefton 1988). Clan
associations with country are reflected in social divisions in the
population. There were trequent contacts between these groups as
families moved along the coust and inland rivers and between
coast and inland. Both coastal and inland groups would have had
tracts within the study area which also was crossed by routes
connecting the coast and infand. Family groups walked large
distances to attend major ceremonies such as the Bunan,
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Figure 1. The study area on the Woronora Platean. showing
drainage basin subdivisions.
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Figure 2. Distribution of perroglyph sitex in the study area.

Archaeological evidence

A total of 316 open sites with 3912 grinding grooves were
recorded. They are mostly located at or near plateau level. on
sitndstone outerops in swamps or in creek beds near the head of a
creek. Grinding grooves are distributed mainly in a band from the
northern to south-western extent of the study area. This band has
a wider east-west extent and much higher density in the Georges
River Basin than in the Cataract River Basin. Grinding grooves
sometimes are associated with other features including petro-
elyphs and engraved groove channels. The latter are punctured
and abraded grooves cut into the soft sandstone to direct water
seepage at a site: twenty-one examples were distributed through-
out the entire study area, and there is a decrease in frequency
from north t south.

Petroglyphs were found from the northemn to southern extent
of the study area but only in the eastern sector (Figure 2). the
most westerly examples being only eleven Kilometres from the
cousl.

Shelters were categorised on the basis of the artefacts they
contained. Stone artefacts were found at the drip-line of 222
shelters: marine shells were present in fifty-six: twenty-five
shelters contained grinding grooves. Paintings were found in 463
(83%) of the total 5SS shelters recorded.

Recorded imagery has been subdivided into seven classes on
the basis of technique of application and of colour: charcoal
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drawing: white stencil: white drawing: red stencil: red drawing:
red/orunge/yellow/painting: bichrome drawing. Yellow druwings.
black stencils and scratched drawings (all very minor components
of the art) have been subsumed into the major class “twotal art’.
The total number of motifs has been recorded for each class. A
summary of the percentage Irequency and distribution of the art
technigues in shelters (counted by motits) is presented in Table 1.
The most common technique identified is charcoal drawing; the
other techniques described are significant but minor components.

Univariate analysis of these art techniques indicated a high
range of motif count per shelter but a high Irequency of shelters
with low motif’ counts. Twenty attributes were measured for each
of the 555 shelters identified. These include: decorative tech-
niques. shelter size. environmental variables (distance trom
water, plateau level and slope) and distance from other site types.
After the resulting data had been transtormed into a matrix of
runks in order o conwol the etfect of outliers. it was analysed by
Correspondence Analysis (CA). The major pattern identilied on
the first axis (£4.5% of the variation) showed that shelter size
contrasts with distance from other sites and less importantly is
associated with high counts of charcoal drawings and stone arte-
facts. Large shelters tend o be close to another site. Also signi-
ficant. large shelters have high counts of charcoal drawings and
stone artefacts. The other variables are poorly sorted on the first
axis.

The first axis also distinguished between shelters in the two
major drainage basins and those in coastal and inland areas. The
distribution of variables on the first axis shows that large shelters
in the Georges River Basin or shelters less than ten Kilometres
from the coast (‘coastal’) are close to another archacological site
in contrast to shelters in the Cataraet River Basin or more than
ten Kilometres from the coast (“inland’). Less importantly on the
first CA axis. the large shelters in the Georges River Basin or
coastal contain stone artefacts of foreign raw materials and high
counts of charcoal drawings in contrast to the large shelters of the
Cataract or inland which do not contain either of these.

The first CA axis identified the association of charcoal
drawings with the archacological structure of the study arei.
Charcoal drawings have a much higher density in the Georges
River Busin than in the Cataract River Basin where density is
much less. The highest densities are near the coastin the Georges
River Basin, and in the area defined as inland in the Cataract
River Basin. The density distribution for charcoal drawings is
similar to that for grinding grooves despite the obvious difference
in site requirements for the two artefact types. Where there was a
high intensity of shelter use and grinding there was also a high
intensity of decorative activity expressed as charcoal drawing in
shelters and petroglyphs on open sites. There was also a ditter-
ence of intensity of use of the two major river basins.

On the first three CA axes. the stencil variables were unsorted
and failed to sort shelters. The distribution of stencils in the arca
when maotif. colour and superimposition are analysed could indi-
cate Aboriginal behavioural patterns and chranology in the study
area. In the study arca. eighty-six shelters contained 460 red
stencils, and thirty-seven contained 201 white stencils: fourteen
shelters (13%) contained both red and white stencils. Red sten-
cilling is the second most common decorative technique recorded

TOTAL % TOTAL SHELTERS: % WITH COUNT/SHEL TER:
ART TECHNIQUE COUNT MOTIFS NUMBER TECHNIQUE RANGE  MODE CLASS
charcoul 3906 7% 427 92 1 -140 1-10
red stencils 460 9 86 I8 1- 34 -5
red drawing 183 4 86 I8 b~ 10 1
white stencil 201 4 37 7 1- 28 9= S
white drawing 19 2 38 8 k- 17 -5
bichrome drawing 46 | 2% 6 1- 6 !
R/O/Y painting 172 3 19 4 1-62 1-10

Table 1. Sunmmary of the frequency and distribution of the arr tectmiques in shelters counted as morifs.

NB mudtiple counting of scme morifs
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FNVIRONMENTAL LOCATION: SLOPE:

SHELTERS Upper  Lower
VIt Whlge  valley  valley  Valley Gradual Mod.  Steep
COLOUR: top slopes  slopes bottom erafo
Red 5 in 4 1 i 13 6
White 2 8 Z 1 3 L] 2
Black 0 2 0 0 ] 2 0
Totnl sheliers with

children’s hand stencils; ) 20 (g 74 4 2 8
Totd shelters 46 332 134 41 S8 33 179

Table 2. Environmental details of shelters with children’s hand
stencily

in the study area and represents nine per cent (count by motif) of
the total number of recorded motifs. while white stencils repre-
sent four per cent only. There were also recorded one pair of
black charcoal juvenile hand stencils in cach of two shelters and a
single yellow hand stencil in one shelter.

Flood (1987: 104) analysed hand stencil size in the sandstone
rockshelter ant of the Koolburra Plateau. north Queensland. She
measured the length of the middle index finger of stencils and
compared them to measurements recorded for Aberiginal finger
size by Abbie (1975: 5. cited by Flood) who found that a sample
ol Aboriginal hands reached maximum size by thirteen years in
males and twelve years in females. By comparing her hand sten-
cil measurements with Abbie’s measurements, Flood estimated
that fifty-eight per cent of stencilled hands were those of children
less than ten years old. Some sites had a large range of hand sten-
cil sizes while others contained only large hands; there was a
predominance of hand stencils of children in small rockshelters
far from water in remote upper reaches of valleys. This she
assessed as the cesult of hunting and gathering expeditions or as
use of these shelters for initiation sites for boys at carly puberty.
or secular sites for women and children. If these represent initia-
tion sites then the boys would have been very young. under ten
years old.

Officer (1984: 5. Figure 5.11) measured hand stencils
recorded immediately north of the study area in the Georges
River Basin on the Woronora Plateau near Campbelltown.
Measurements across the knuckles of the four lingers varied from
50 w 150 mm. In the sample measured by Officer (1984: 35)
forty-scven stencilled hands (‘children’) were less than 80 mm
across. and seventy-eight (‘adult’™) were larger.

In the study area, I compared hand stencil size with mine (80
mm across the knuckles; middle tinger length 72 mm: these data
are within Flood's pre-puberty range for males 7-10 years,
females 8-10 years). and any hand stencil smaller than mine |
classified as ‘juvenile’. | recorded seventy-seven red hand sten-
cils as juvenile and 103 as adult: twenty-four white hand stencils
as juvenile and 121 as adult. In both the study area and the nearby
arca studied by Officer. children’s hand stencils are common
among stencilled images.

The location of shelters with children’s hand stencils has a
direct link to settlement patterns within the study area. It the
family group was transient within the study area and travelled
quickly through the rugged landscape. then childres’s hand sten-
cils could be expected to be located in shelters near plateau level
and along major east-west ridge lines.

Table 2 illustrates the environmental location and slope asso-
ciated with shelters containing children’s hand stencils. Chi-
squared analysis of the requency of shelters with juvenile hands
from several environmental locations confirms that the sample
came from the sume population as the total shelters. Similar
analysis comparing the frequency of shelters with juvenile hand
stencils, with the three grades of slope confirms that the sample
came from the same population as the total shelters. Comparison
of site location with topography indicates that shelters with juve-
nile hand stencils exist on major and minor ridge lines. in the
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major river valleys. in tributary valleys and at the heads of creeks.
These analyses support the picture of a settlement pattern in
which the family group was not restricted to transient activities
on mgjor readiness at platcau level but used widely dispersed
shelters and a variety of environment.
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Chronology

McCarthy (1988: 16-19) has suggested a chronological
sequence tor rockshelter puinting styles in the Sydney-Hawkes-
bury region of the Sydney Basin in which stencils are present in
the first and fifth phases. Stencils in red and white of human
hands and feet are a feature of the first phase. while the fifth
phase stencils are white and feature human hands and feet,
animals’ paws and a wide variety of artefacts. parts of plants and
other subjects. This sequence for Sydney-Hawkesbury stencilling
has been critically reviewed by MeDonald (1988: 29) and Maoore
(1988: 31) who have been unable in the field to detect
McCarthy's sequence.

Superimpositioning of stencil motifs has been  recorded
within the study area and this will be analysed to establish
whether or not a chronological sequence is represented. Counts of
stencil motifs represented within the study area are shown in
Tible 3. The common stencil colours recorded in the study area.
red and white. have ditferent characteristics which affect their
states of preservation within individual shelters. and this reduces
their usefulness as possible chronological markers. Red ochre
pigments penetrate the sundstone surface and bond with silicates
located on and near the surface. They appear as stains in or on the
sandstone. Conscquently. red stencils are characteristically blurry
and often it can be difficult to distinguish complete stencils.

They do. however, uppear to be long-lasting when compared
to the white clay stencils. or the white or charcoal drawings
where the medium simply adheres to the sandstone surface. Often
distinct arcas of sprayed red pigment have only remnants of char-
coal art adhering. Flood (1987: 114) also has noted the instability
of white pigment in the art of the Koolburra Plateau.

STENCIL MOTIES RED WHITE BLLACK YELJLOW
Overall “hand' 379 153 4 1
‘Hand' - adult 103 121 0 1
- child 77 24 4 0
“Foot' - adult 0 3 0 0
- child 0 1 0 0
“Fist’ - adult 0 1 0 0
“Fingers'? - adult 0 5 0 0
*Animal' - “mouse’ 0 2 0 0
- 7" wallaby front feet' 0 5 0 0
- 7"wallaby back fect’ 0 2 0 0
Ovcrall Malcrial Objcet 3 15 0 0
- “hafted axe' %% 4 0 0
- “noan-hafted axc' 1 0 0 0
- *woman's bowl' 0 1 0 0
- “bheadband’ 0 2 0 0
- *boomcerang’ 0 4 0 0
- “woomern' 0 1 0 0
- “small bag' 0 1 0 0
- other object 0 2 0 0
Indeterminate stencils 78 15 0 0
Overall motifs 460 201 4 1

Table 3. Stencil motifs and the colours in which they are
represented within the study area. Indererminate stencils are
areas in which sprayved pigment is present but a definite
stencil cannor be determined: these areas have been counted
as if they represented an adidt hand stencil but not included in
the hand stencil count. Other material objects are definite
stencils of naterial objects but the shape is owrside my
experience.  ? = probable. Totals not additive.
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Whereas spriyed red pigment has a distinctive appearance on
sandslone surfaces, white sprayed pigment often resembles white
secondary mineralisation (silicates) on sandstone surfaces: it was
olten difficult to recognise white pigment where the motit was
not obvious.  Excellent preservition  conditions were  usually
required for white stencils 0 be preserved. The bias in recording
indeterminate red and white stencils cun be seen in Table 3 where
seventeen per cent of red stencils were recorded as indeterminate
but only seven per cent of white stencils were indeterminate.
Compuarison of red and white stencil categories revealed
major differences in the maotifs depicted. Although red stencils
are more common than white there is much greater diversity of
motil’ stencilled in white. Red had been used tor hand stencils and
three axe stencils: white was used to represent hands. animals or
animal features, various material objects. human feet. lingers and
a list (Table 2). This was also a feature of the stencil art recorded
by the Sydmey Prehistory Group (Officer 198k 33) in the Camp-
belltown area. where in cight shelters. filty-three red stencilled
hands and one red stencilled foor were recorded. while in five
shelters ninety-eight white stencilled hands, five human feet. two
macropod feet, two emu feet. one boomerang and 1wao other
implements were recorded.

OVER  white wiiic Chiveonl  red fead wet red ochre

UNDER drwing  stoncit dmwing  dinwing siencll (aun®
wihaie dunving .l 0 (1} 4] u 0

white stenel 0 k. a 0 0 0

chnreaal drwing § 3] s 0 1 2

ed drawing 2 k] 10 fled. 0 (]

e atencil (4 5 i 1 nd. Q

wet red ochsa (pamt) * 0 4 [} (4 !

Table 4. Art superimpositioning within the study area in terms of
number of shelters witl art classes superimposed of different
techmiques. * includes hand imprings. nd.: not detected.

Table 4 presents superimpositioning of art within the study
area. There are major ditferences between the superimposition of
white stencils and red stencils. In the twenty-one shelters in
which white stencils are superimposed. they were located over
the other classes of art. By contrast red stencils were located
under other art classes including white stencils. except for one
example where a charcoul drawing lay under red stencils.

Differential rates of preservation of the two colours may be
responsible for the trends in Tuble 4: poor preservation of old
white stencils may have led to their under-representation. Even
so. @ chronological difference is demonstrable in that red never
overlies white and therefore the red stencils are carlier than the
surviving white stencils.

It" this chronological conclusion can be generalised to the
study area as a whole (i.e. to those motifs not in superimposition),
then the various motils typically depicted in red or white repre-
sent a chronological ditference. The more recent (white) stencils
have a greater diversity of motil thau the older (red) stencils.

Conclusions

The Correspondence Analysis ol the sheliers and  shelter
attributes was @ valuable means of objectively identifying the
major site pattems in the study area on the Woronorit Plateai. A
clear relationship was  demonstrated  among  shelters.  shelter
attributes. the drainage basin on the Woronora Plateau and the
inland/coastal association of the shelters.

Within the study area there is a broad concurrence between
the density ol grinding grooves, charcoal drawings and petro-
glyphs. Where there was a high intensity of industrial activity
(grinding) there was also a high intensity of” decorative activity.
Although the former represents a particular economic activity. the
imagery could represent social and/or religious activity. Further
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studies of attvibutes of the imagery such as motilf may identily
social or religious alfiliations of the Aboriginal population.

The presence of children’s hand stencils in shelters with
dispersed locational and envirommental characteristics was statis-
tically tested and indicated that the family group was not
restricted to transient activities on major readiness at plateau
level.

The presence and significance of  chronological  patterns
within the study area has not been generally explored. There is.
however. an apparent chronological dilference in the stencils
which remain in the study arca. The more recent white stencils
have a greater cliversity of motil than the older red stencils.

The analysis of patterns within the study area has identified
important behavioural characteristics of” the Abariginal people
who exploited the Woronaora Plateau.
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Conservation of rock imagery in
Australia: funding support, protection
projects and related research

GRAEME K. WARD

Introduction

Paintings and engravings have been made by the Aboriginal
people of Australia during the more than S0 000 years that they
have inhahited the island continent. Despite 2(X) years of settle-
ment from Europe and Asia. which has severely disrupted tradi-
tional life ways. rock pictures continue 1o be of cultural and spiri-
tal significance to Australian Aboriginal people. In recent years.
Australian Aboriginal rock imagery has become popular with
non-Aboriginal Australians and overseas visitors.

Major concentrations of rock pictures are found in the far
north of Australia. in the Pilbara. Kimberley, Amhem Land and
Cape York Peninsula. south to the Flinders Ranges. Southern
Highlands of Queensland. the Sydney sandstone, western Vie-
toria, and the lee Age caves of south-westeru Tasmania. Engra-
vings from the caves in the Nullarhor Plain are simple with single
or multiple fines. most of which probably were made by running
fingers across the soft damp limestone. Petroglyphs. made hy
removing part of the rock surface by pecking. hammering or
abrading. show a range of motifs: in the Pilbara and in the centre
of the continent. there are geometric figures. iand representations
of birds and animals. their tracks. of tools, weapons and ritual
objects. mythical figures aud human faces. appearing either
singularly or grouped into scenes. Rock paintings and drawings.,
made in a variety of dry and wet pigments applied with fingers.
brushes or by stencilling. tend 10 be more representational. In
many parts of Australia. there are extensive friczes of elaborate
figurative paintings with considerable superimpositioning  of
matils. Some paintings also evidence contact with other cultures
— Macassan sailing ships. Japanese pearlers. and men on horse-
back with guns and cattle. Researchers have defined several
styles of rock painting and engraving, and argued about the
sequencing of motifs on the basis of these styles.

In Australia. rock imagery retains a contemporary significance
to many Aborigines (e.g. Crawford 1968: Mowaljarlai et al.
1988: Lewis and Rose 1989). In a RAPP-funded study (Note 1)
focusing on the Victoria River region. members of the Aboriginal
community descrihed to rescarchers the significance of the rock
picture sites there. There were two main categories of pictures:
the first were identified by Aboriginal people as being painted by
them: these were concerned predominantly with sorcery. The
second category included images made not by humans to repre-
sent Dreaming Beings but. rather. by Dreaming Beings. and
which were themselves Dreaming Beings. The cultural meanings
of the paintings depended upon a knowledge which goes beyond
the depictions themselves.

In the western Kimberley. superficial meanings of  some
motifs were more accessible. Wandjina paintings related to the
spirit beings associated with the coming of the monsoonal wet
season. If the representations of the Wandjina were colourful and
bright — newly painted — the Wandjina was satisfied and
looked after the country and the community, especially by
bringing desired rain after a long dry season. This relationship
wis manifest in frequent repainting of the Wandjina figures in
many of the rock picture sites in the Kimberley.

While repainting of rock picture sites was widespread in
prehistoric Australia and stll continues in some regions. most
rock imagery no longer has Aboriginal cusiodians who actively
maintain their sites by traditional repainting. The business of
maintaining rock pictures in Australia is now predominantly an
activity of professional managers and conservators.

Threats to rock imagery in Australia
Australian rock pictures have been of interest to non-Aborigi-
nal newcomers to Australia since the early years of British
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settlement. In the late 1700s there were reports of extensive rock
engrivings in the sandstone around the new settlement at Port
Jackson in New South Wales. Early next century. the circum-
navigator of Australia. Matthew Flinders. reported finding rock
paintings on islands off the coast of northemm Queensland. Since
then. Ahoriginal rock pictures have been subject to a variety of
studies. and tens of thousands of sites have been recorded. Some
authors have commented upon deterioration observed between
their visits (o sites.

Obvious and continuing threats to rack imagery are those
which affect the physical fabric of engravings and paintings and
that of the underlying rock. Destructive agents include surface
and sub-surface water and frost. water-borne mineral salts, soil
cover and vegetation, microflora. airbome dust. native and exotic
animals. Concerted studies of the deterioration of rock imagery in
Australia. the effects of the spalling of rock walls. the wash of
ramn and ground-water across painted sites. the impicts of native
and imported animals. have been reviewed by Rosenfeld (1985)
and Lambert (1989). Increasingly. threats from vandals and other
visitors to sites, especially graffitic have been noticeable at many
sites: aspeets ol visitor management have been researched hy
Gale and Jacobs (1987).

Recently there has been increased interest in Australian
Abaoriginal art. with paintings on bark (which have their origin in
the paintings in rockshefters) from the Top End of the Northem
Temitory  becoming sought after by curators of galleries and
private purchasers: representations on hoard and canvas of the
sund paintings of ¢entral Australia (the so called *dot paintings”)
command prices reaching hundreds of thousands of dollars. This
interest in contemporary imagery is paralleled by an increase in
Australian and overseas tourism o Aboriginal Australia: many
tourists, as shown hy an Australian Burcau of Statistics exit
survey. stated that they were interested in seeing Aboriginal art,
and a significant proportion purchased an art or craft item. or
especially visited a museum or gallery. Travel brochures. espe-
ciilly those deriving from northemm Australia, encourage such
tourism. Kakadu National Park records show that in 1987, nearly
150 (X)) people visited one or more of the major rock painting
complexes there. This increase in tourism is placing great pres-
sure upon rock picture sites. There is o commensurate need for
the development and application of visitor management tech-
niques.

The federally-funded Rock Art Protection Program

In 1986, the Australian Minister for Aboriginal Atfairs
provided $A150 (0K annually for the protection of rock pictures
(Ward and Sultivan 1989). The Australian Institute of Ahoriginal
and Torres Strait Islander Studies  (Note 2) established  and
administers the Rock Art Protection Program (RAPP). As with
other Institute rescarch programs. RAPP tunds are disbursed as
grants for particular projects following critical review of applica-
tions. The RAPP has three main aims: (1) Physical preservation
of endangered sites. including those threatened by natural
clements, by domestic animals and by human visitation. (2)
Detailed recording of sites. especially those which could not be
preserved. (3) Research into Aboriginal culural significance of
sites,

The Program is in its sixth year. Each year. notices are sent to
more than 200 community representatives and individuals and
organisations involved in rescarch into, and conservation of.
Aboriginal rock pictures calling for applications for Program
funding. The Institute’s Research Advisory Committee considers
proposals and makes recommendations 1o the Council. Individu-
als and organisations receiving RAPP grants. as with other Insti-
tute grants, must meet certain criteria in the application and in the
conduct of the research, must report fully on the substance of the
work. and must properly acquit funds received. Applications have
been received from individual conservators. Aboriginal organisa-
tions and communities, and State and Territory agencies with
statutory authority for the protection of Aboriginal sites.

The Institute’s committees have taken a broad view of the
term “protection” and recommended tunding for a wide variety of
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projects. The main categories of project funded under the RAPP
have been: (a) Surveys lor rock picture sites, and  detailed
recording of rock imagery. (b) Site restoration and protection
projects: in these types ol projects. damage is repaired and
attempts are made to obviate any further threat: conservators may
establich a monitoring program and advise upon further work.
There is a major subset of this type ol project. that directed
towards visitor management — (o lessen the impact of visitation
at a site, () Research into conservation methods. either directed
at a particular site or generalisable to many sites. and leading 1o
longer-term protection. (<) Research to clucidate the Abariginal
signiticance ol rock imagery: education about the cultural signili-
cance of places will lead to the enhancement of the pratection of
rock picture sites in general. Elements ol each category might be
fonnd in a project. Some examples of each are given below.
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Surveys and detailed mapping

Site surveys provide new knowledge of the existence of sites,
including detail ol their condition and sources ol actuil or poten-
tial threat wothe sites. They can be the lirst stage ol more
focussed protection measures. and may result in detailed manage-
ment plns for a site. complex. In some cases. detiiled recording
may also be the only way to conserve imagery. especially where
it is already degraded. or where sites are threatened.

In the Northern Territory a project was conducted  for
Aboriginal cusioclians by a consultant with particular skills in
recording rock pictures and in interacting with Aboriginal people
uron land which was the tocus ol a developmen: |, al o
emphasised detailed recording of imagery and the recording of
traditional stories about the plces. Such work had high priority
because of the fear that sites would be destroyed or disturbed. In
another example, for an area proposed as @ new national park in
the Northem Territory, the consultant wis required to record rock
picture sites n detail and to assess any threas © the sites, work-
ing closely with the Aboriginal custodians. seeking their advice
as to which sites might be opened to tourism. After exiensive
consultation he recommended that no sites be open to the public
due to their continued importance to the Aboriginal community.

Site restoration

Mud-nests. salt deposits and - gralfiti are typical problems
alfecting Australian sites. At Chillagoe in northern Queensland,
defaced paintings and engravings were repaired by a rock art
conservator skilled in graffiti removal. Detailed records were
made of all motifs and grattiti. then the graffiti removed by dry-
and wet-brushing and washing with non-ionic detergent (Liambert
1989 has diseussed techniques). The appesrance of the site was
markedly improved: original motils were much better able o be
discerned and appreciated. A similar RAPP-funded grafliti-
removal project was completed recently in western Victoria at
Bunjils Shelter. and another has been funded near Townsville. as
has the production of an air-abrasive device to remove gralfiti.

Mud-nests made by inud-wasps and certain birds we found on
painting sites in some areas: il they are treated soon enough they
might be removed without damage to pigments. Salt deposits are
more dilficult and original rescarch into the problem has bheen
conducted under the Program (see below).

Site protection

In northern Australia, much of which comprises pastoral
leases. cattle have damaged paintings by rubbing against painted
images or licking them with salts Irom the walls. The RAPP has
provided substantial sums to fence major rock picture complexes
on behall” ol traditioni] custodians in the Northern Territory.
IFencing can be effective in keeping animals away from imagery
in rockshelters but may produce further problems. For example.
within a lenced area. where cattle can no longer crop them,
grasses, shrubs and trees can grow up and brush against painted
surfaces. Furthermore., build-up of vegetation within l'enced areas
can provide fuel for fires which might have a disastrous impact
upon rock pictures. To avoid advense impacts, it is necessary {0
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control vegetation growth and to prevent fuel build-up within
fenced arcas.

Visitor management

With visitation increasing. it s probable that the greatest
thieat to rock imagery is from tonrists. Fences and. in some areas.
strong metal cages have been used to prevent aceess o otherwise
uncontrolled sites. Todiy these measures are less aceeptuble o
visitors. both aesthetically and in terms of” gaining good visual
access, and because the means ol attachment and location can
adversely impact the sites themselves. Moreover. observation of
behaviour at rock picture sites has shown that visitors can be
controlled less intrusively by the use of| lirstly. structures which
physically guide visitors past rock pictures and, secondly. well-
researched and carefully presented information. Clear walkways
made from gravel or wood. or elevated metal or timber board-
walks. encourage visitors to keep to paths. Low barriers constriin
visitors psychologically rather than physicully. While elevated
board-walks can be used both to provide a clear path and a better
viewing perspective. they are also important o prevent dust.
which may bond chemically to painted imagery and the rock face.
being disturbed by the viewers™ fect, The RAPP has assisted in
the consiruction of hoard-walks at several frequently visited sites
in northern Australia.

Rescirch into visitor behaviour also suggests that sites giving
the appearance of being actively muuaged are less likely to be
vandalised. A simple sign providing the site name, proscribing

riain behavie oo and dicting penalties Tor olfences against the
law, can be sulticient. More informative signs, especially those
interpreting imagery. are appreciated by visitors and thus promote
site protection. Similarly. leallets, placed at the sites or at nearby
visitor centres, can provide infornution and enhance protection.
Visitor books have also been found 1 be important in suggesting
active munagement and in deflecting any gralfiti or unwanted
attention from sites— comments tend to be made in the book and
not on shelter walls.

State and Territory agencies have used RAPP lunds to
rescarch culwral signilicance ol sites and o prepare signs and
brochures: their substantive contents must be produced with the
co-operation or approval of the relevant Aboriginal community.,
particularly the formal organisation. such as u fand council, where
one exists.

Conservation research

The Program has supported original rescarch into the deve-
lopment ol methods to deal with some of the intractable problems
faced by site managers. Two examples will sullice.

Conservators are investigating painted shelter walls in the
Gariwerd National Park in western Victoria to understand causes
of natural erosion through salt extruction: they have developed
technigues using cellulose-based poultices to extrict soluble salts
before these force spalling ol the walls. A second praject
involved research into silica skins, the clear or slightly milky
Nlms deposited from water {lowing over siliceous rocks espe-
cially in the monsoonal north of Australia. The [ilm may become
sufficiently thick and discoloured to obscure the imagery it cov-
ers: rainwater can be kept from painted walls by various means
including silicone drip-lines. The research found that silica skins
were formed by complex interactions among not only water and
rock substrata but also micro-organisims, with climate a major
factor. Skins were physically complex. tending to contiin several
minerls and organic materials in a dynamic relationship. Over
time they could seal pigments used in a painting. thus preserving
it. and assist in maintaining the rock surface. Conversely. diver-
sion of water from painted surfaces could adversely aftect this
natural preservation. Conservators will have to assess caref'ully
whether the use ol drip-lines to divert water from a painted
surfuce would necessarily serve to protect the imagery.

Related research
As a by-product ol the silica skin rescarch, it was found that
the micro-organisms caught within their layers could provide
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sufficient organic mater for analysis of radiocarbon using the
Accelerator Mass Spectrometry (AMS) method. 1t also suggested
the possibility o other dating methods and the use of various
stable isotopes for investigating the environment and climate
when the paintings were made. and thus the potential for gaining
a greater understanding ol the context of the painters and their
paintings.

The RAPP has supported other rescarch devised to date rock
pictures. Organic miterials used to bind ancient pigments has
been found to contain blood proteins which have been used Tor
AMS analyses to date sites in Tasmania and the Northem Terri-
tory. Other research evaluated the cation-ratio method of dating
the rock vamish which develops upon newly exposed rock
surfaces in some arid parts of Australia: the evaluation pointed to
the complexity and uncertainties inherent in the technique and
suggested caution in its application. There appear to be better
prospects of obtaining chronometric dates by AMS analysis of
the minute traces of organic materiuls rapped within the roek
varnish.

Apart from their own intrinsic interest. dating petroglyphs and
rock paintings is of particular value to their conservation.
Whether rock pictures are a few years or tens of thousands of
years old, may be important for understanding the interaction of
foreces which led to their preservation or weatheting. and thus to
the development of well-based striategies for conservition of rock
imagery. Also. the considerabliz antiguity of sites increases their
importance to many people. and that appreciation will indirectly
enhance their preservation.

Summary

In Australia the Rock Art Protection Program funded by the
Federal Government has provided resources for a wide range off
projects designed to protect Aboriginal petroglyphs and rock
paintings. These have ranged from projects to provide detailed
recordings and recommendations for protection of rock picture
complexes. through direct protection iand restoration measures. (o
development of conservation measures and innovative dating
technigues  which have resulted from fundamental scientitic
research, The investigation of the significance to Aboriginal
people of rock imagery is an important aspect of the RAPP. An
appreciation i the wider population of vurious aspects of rock
imagery has the potential to enhance directly its protection.

The Progriun. now in its sixth year. has dishursed $A 150 000
annually. the average funding for each project being approxi-
mately  $10 0. Last year. applications worth more than
600 000 were rectived, suggesting that the funding level needs
to be reviewed. Moreover, increasing pressure from tourism. 4s
well as fundamental problems of weathering and of the impacet of
vegetation and stock. indicates that there is i continuing need for
a program to provide for the conservation of Australian Aborigi-
nal rock pictures.
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NOTES

I, This paper was written as i review for conferenee presentation and
referencing has been kept to a minimum. Further discussion of some
results of the initial Four years of the program has heen made elsewhere
(Ward 1989, 1992) and detailed references provided. An updated list of
projects supported by the Institute’s Rock Art Protection Progrm and the
resulting reports held in the Institute’s Library is available from the
Reseurch Officer Sites. AIATSIS. GPO Box 553, Canbermi. A recenily
updated HERA hibliography has provided a comprehensive listing of
publications refating o rescarch and conservation: this is avitilable from
the Australian Heritage Commission, GPO Box 1657, Cunberra 2601.

2. The Australian Institute of Aboriginal and Torres Struit Iskander
Studies is i stnutory swthority of the Australian government dating from
1963. The Institute is governed by a predominantly Aboriginal Councit of
nine persons. The Couneil is advised by a Rescarch Advisory Comumittee
comprising mainly subject speciatists clecied from ity membership. The
mitjor activities of the Institute are o provide grants and {ellowships for
rescarch, 10 maintain o fibrury. and o publish the results of research.
There is a stalt of approximately sixty located in Canberra. including
small Research Section. The Rock At Protection Program (RAPP) s
administered from this section. as are the other grants allocated by the
Institute for research.
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The following video has been premiered at the Second AURA Congress, Cairns, and is now available from AURA's
editorial office:

Jungayi caring for country

A video focusing on the relationship between Aboriginal people and the land, with special reference to their
responsibilities to care for rock ar sites, and including footage of traditional Aborigina! people creating rock paintings.

Filmed in the country of the Bagula Cian of the Jawoyn people, Northern Territory, Australia. Proceeds from the sale
go to the senior traditional custodian, Peter Manabaru.

Format: PAL (Australia, China, Germany, India, Sweden, United Kingdom) or NTSC (Canada, Japan, U.S.A.).

Cost: $A40.00 per copy, plus $A5.00 postage and handling, or US$32.00 overseas.
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Rock art— the way ahead. Conference proceedings of the First
International Conference of the Southern African Rock Art

Research Association. Qccasional SARARA  Publication |,
Edited by S.-A. PAGER. B. K. SWARTZ. Jr and A. R.

WILLCOX. 1991, 239 pages. line drawings and diagrams. soft
cover desk-top publicition,

The First Imermaional Conference of the Southern African Rock A
Research - Association (SARARA) was held in Augnst JY91 in the
magnificent setting of the Natal Drakensbere it Cathedral Peak. i arca
rich in mock art sites. Despite difterences of opinion during the organisa-
tionaf process. which fed 10 some rock art exponents withdriwing from
the procecedings. delegates from fourteen countries participated.

Although the initial conterence  pamphlets  emphasised  rock  an
conservation and management as the theme. the procecdings include
thirty-two papers covering a wide range of topies under the headings
Conservation. Imerpretation. Liducation. Recent sock art research, The Liw
and rock an. Recording methads, and Methodological approaches. The
papers vary as much in calibre as they do in subject matter, and some are
marred by typographical errors. However, the effost that went into
producing the volume from a limited pool of both human and linancial
resoureas is commendable.

This reviewer finds it ditficult o write about such abroad spectrum of
papers in a cohesive Form, and ditTicult also 10 do each paper justice. In
my view. one of the drawhacks of conlerenee proceedings is that. unless
one wis present at the meeting, it is impossible © know the content ol the
volume without lirst seeing the publication. Indeed. especially il the
proceedings are oecasional publicitions rom a little-known association.
the papers are apt 10 become lost in obscurity. In order, therefore. to
promote the papers 1o a wider audlience, ind to inform those reading this
review. 1 am taking the somewhit tedious approach af brietly comment-
ing on cuach paper. though not necessarily in the order in which they are
sequenced in the publication. | shall follow, in genersl. a thematic
progression [rom technical recording ol the art through to studies ol
patticular localities and management studies tincluding legal protection
and public education). followed by more general papers on interpretition
of the data.

For those wishing cither 1o set out on or to improve their skifls in rock
art recording, Gerald Newlands of the ‘Transvaal Museum presents it
usclul technical paper. Recording rock art phorographically. He discusses
the appropriate photographic equipment and muterials to use. together
with tips on methodology. I you can see it. he claims. you can photo-
graph i, Tricing rock art, although an invaluahie method in the sudy of
rock art as opposed to the recording of rock art. is coming increasingly
under lire because of the subjectivity of” interpretation involved. and
because triuble rock surfaces may be damaged by the application of mute-
rials and methods that cause physical pressure or friction. As a compro-
misc. Newlands describes the construction of a camera lucida, an optical
instrument which reflects un image of the eriginal object on to a screen
{rom which a tracing can then he made.

In a paper titlked Phorography versus tracing 2. Lucas Smits, who co-
ordinated an ambitious recording project at the National University of
Lesotho. makes the point that as photography and micing serve the
fundamentally different purposes of recording and observation, the two
methods are neither competing nor incompatible. However. they e not
interchangeable:  photography  and  drawing are  complementry. not
substitutes for one another, and ideally should go together.

As a comment from this reviewer. irrespective of the recording
prucess, when it comes 1o interpreting the rock in we are viewing.
whether dineetly from the rock face. through a camera lucida or by look-
ing at the best of photographs, it is still impossible 10 avoid subjective
interpretation of the details that the human eye conveys o the brain. As
long ax humans are involved in the study of rock i (or any other study
for that matter), there will be unavoidable subjectivity when it comes to
marshalling and interpreting the evidence.

Bait Wondhouse sets the scene Tor the conservation section with a
paper titled  Deterioration, damage.  desecration, disuppedrance  aned
dvnamite: the depressing drama of dozens of Seuth Africa’s rock art sites.
This was illustrated with eighty colour slides selected from his mammaoth
collection spanning thirty years or more. Among the long list of afllic-
tions, Womdhouse cites the removal of selected painted pancels by muse-
ums. Some of these painted rocks are inadequately documented, and
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Woadhouses has, through it cotubination of observation and detection,
heen uble to establish the provenance of some of these yuarried speci-
mens. Although Woodhouse is critical of some ol the present conservil-
tion practices within the so-called safety ol i museum. he suggests that
cvery muscum should have arock art advisory capacity. and that the loeul
camniunity should become mvolved in rock art recording and conserva-
lion projects.

R. H. Steel (Problems in the conservation of rock engravings in natu-
ral enviromments) outlines the damage observed during o seven-year
survey of engraved sites in the Magaliesberg near Johannesburg where he
has noted the detrimental etfects of pollution derived from heavy indus-
tries. In addinon o poiflution and eroston. Steel includes human damage
and stresses that il the eftece of human impict on the art s 10 be reduced.
a coneerted program of public education is essential. Rob Steel has
himself made o valiant attempt in this direction. with ongoing visits to
farmers on whose properties the engravings oceur. He has also visited
tarm schools where, with the co-operation of the teachers. he has been
able to introduce s awareness of the value of cultural heritage o
approximately # thousand children — a good example of what can be
achieved by i concemed individual.

Mary Gorden (Outdoor education: an effective vehicle for building a
conservation ethic), hus produced a uselul paper vutlining some effective
micans of public education which deaws on he international experience of
environmental educationalists, She emphasises that the long-term success
of any site protection depends largely on the support and co-operation of
the community.

The ultimate goal of environmental education is the formation ot“a
life philosophy whertin the individual is aware ol his impact on
the environment and chooses 1o minimise thar impact. The
uchievement ol this goal will require the detinition ol values: the
realisation of the niche rock art conservation eccupies in the over-
all ethic: and the processes necessary to effect the desired attitudi-
nal and behavioural changes. ... The creation of an eftective envi-
ronmentil ethic requires that all disciplines work 10gether. Other-
wise, the focus will be o narrow and. as u consequence, will fail.
The paper contains many such words of wisdom. much of which is
destilled from the experience of othersto which full reference is given.

A paper by Stephen Bassen from the University of Stellenbosch in
South Atrica, The Cederberg rock art management project. outlimes
progress achieved throngh funding from the Department o’ Environment,
The project. which has selected particular sites for pnblic visitation. strad-
dles Forestry Reserves, private nature reserves and  wilderness  arcus
where all members of the public. including researchers. have to be
accompanied by i forest guard, To date. twenty-four additional sitex have
been locited and recorded. in addition to the sixteen sites previously
Known.
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A paper titled Senath African rock arr and the Nutional Monaments
Council by Janettie Deacon outlines the role of the National Monuments
Council in praiecting rock art through legistation, educittion of the general
public and through effective management of sites. The infrastructure to
cenforce the law has, however. been sadly lickmg. Involvement of the
public in management stritegies is seen as the only eltective solution.

Protessor Osaga Odak. in States of rock art legistation in Kenya.
outlines the history of Kenyan legishtion on sites and monuments. He
makes the valid poim that the laws are supposed ta protect and sateguard
cultural heritage, but that they also reflect the sacial. political and cultural
life @t particular periods in a country’s history. On the eve of Kenyan
independence in 1963, for instance. most of the revisions were concerned
with the removal of rms relating o colonialism, and in 1983, rock art
protection came under the delinition of a ‘monument” which was
conceived as any immovable structure buill before the vear 893,
Presumably, therefore. it any Kenyan rock paintings prove 1o be contem-
purary. they will not be protected by law. There are now about 100 known
rock afl sites in Kenya. but as yet. they are neither legally protected nor
subject to conservition or mauagement plans due principally to the tech-
nical, protessional and linancial weakness of the administritive structure
of sites and monuments activities,

David Lumbert of the New South Wales National Purks and Wildlife
Services in Australii presents the only techniead paper on rock ant conser-
vation: Monitoring cave paintings for pigment loss and deteriorarion.
Lambert siresses that monitoring is necessary not only to assess the eftee-
tiveness of past conservation work but also 10 justify the use of surtace
consalidants to conserve rock laces, and to correlate deterioration with
other events such as bushtires. climate and salt accumulation. His paper
outlines methods of monitoring colour change over time hy the use of a
chroma meter in conjunction with close-up photography. He backs ap his
recommendations with observations made in his own swdy ures in
Australia,

Another technical paper, by Margaret Nobbs, uot on conservation hut
on establishing the age of rock art. presents & comprehensive aissessnient
of Dating Aborigined rewk ot in the lary district of Soutls Australia,
with an evaluation of cation-rutio analysis, Based on samples analysed by
Dr R. L Dom of Arizona State University. it has been established that
some of the petroglyphs covered with desent varnish are in excess of
30 00 years old.

In some papers of i series detailing the art from specific clusters of
sites or from wider regions. details of the ethnography of the ant are given.
and some discuss motivation. In a regional study from Africa. Rock art of
the Mphunzi-Nihula Hills, Dedza district, Malawi, Yusul M. Juwayeyi
deseribes the rock an associzied with granite boulders in (his arei. sone
not discovered until recently. Some ol the paintings are exeeuted in cavi-
ties requiring considerable effort o climb into, and Juwayeyi notes that
the distribution of the puinted sites in relation o the large number ol
unpainted boulders in the region suggests thit the boulders were nol
painted randomly. However, the eriteria for those that were selected is not
clear. According to local ol tradition. the earlier red paintings in the
stylistic sequence were made by Stone Age hunters who were displaced
by Iron Age Buntu turmers. while some of the later white paintings were
indisputably associated with the Nyau seeret society of the Chewa people.

Dr Osaga Ocak reports on a detailed area analysis in a paper titled
Distribution of cupmarks at Kebaroti Hill sites of Sauh Nyanzi distriet of
Kenva. Cupmarks trom four sites are analysed according W size. compit-
rative pattern distribution, density and compass  distribution. As an
outcome. Odik tenders the hypotheses that there is a relationship between
the topographic location ol the sites and the heavenly bodies due 1o visi-
bility of the sky from specific arcas of the sites.

A well-marshalled paper. The rock art of Lukuba Istand in the wider
comext of rock art of the Lake Victoria basin, by F. T, Musao, highlights
the guestion as 10 whether the highly stylised art forms from this kicus-
trine area should be considered as belongiug to a single cultural provinge,
unified by the lake they surround. or be seen as different culurl tradi-
tions reflecting  progressive migrations, Although Masao considers it
likely that the sites are shrines of ritual places as confirmed by local folk-
lore. he is careful to stress that the proper historical and cultural signiti-
cance of the rock paintings of the Lake Victoria basin cannot be
adequately assessed given the present status of knowledge.

Spectdation vn the motivation and meaning of central Tanzania rock
patmings. also by 5, T, Masao. is an excellent overview of the subject in
that region. Masao draws widely both tront published literature asnid his
own field experience, and although very cautious in his conclusions, his
ultimate contention. based on strong  ethnographic evidence, is that the
majority of the ant is imvolved with the Fabric of rinal life, He helieves
that the paintings were indeed a record of the myths and beliets of people
who were most likely the ancestors of the present inhabitants,

B. K. Swunz, in Levels of imerpretion in vock art stedy and their
application 1o investigations in - east-central  Nevada,  (1.S.A.. quite
correctly observes that the topic of rock an interpretation often e vokes
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passion. He enumerates all the various spproaches. and then concludes
with the hope that. atter his own intensive descriptive recording of i lurge
number of engraved panels in & limited area. the “design elements can be
expliined and integrated. and the ideational and information prehistory of
the area will be revealed’. My personal observation is reflected in a
commem made above: however particular Swartz hopes to be in nter-
preting the data, a degree of subjective cmotion will undoubtedly creep
into the findings. It is well nigh impossible o avoid it

Edmographic approaches (o rock art researeh in Bolivia by Ruoy
Quercjiza Lewis records some Tasciating data on contemporary usage of
rock artsites in his study area. This includes ofterings of gouds and sucri-
ficial blood. and the buming ol candles at a mittural rock image resem-
bling the Virgin Mary. Quercjuzu draws.attention to the dearth of protec-
tivee measures for rock art sites in Bolivia, and makes a plea that its ‘rich
resources in native population and rock art sites should be incorporated in
the global perspectives of rock artresearch’,

Mario Consens, in Chauge and variation in rock art, describes the
San Juan rock an project in Uriguay, an area dependent on archaeology
and ethno-historical documents as interpretative aids. There has been no
assweiated indigenous culture during the kst 100 years. This poses limi-
tatioms because these approaches supply only o partial reconstruetion of
the culture of several indigenous groups that formerly inhabited the area.
The methodology employed includes typolagical analysis based on style.
taxonomy. morphology. seriation and distribution, In five years of work.
nearly 700 engeaved sites and one painting site have been locsted. but as
vel. no units of synthesis have been formulated, Lirgely due to the high
degree of variation in the designs.,

N. Walker. of the National Museums and Art Gallery in Gaberone.,
discusses Rock paintings af sheep in Botswana, where two new sites have
recently been located near the Thune River. These tinds are then set
within a broader discussion surrounding the contentious issues of author-
ship of the paintings. the introduction of domestic animals into souther
Africa and of possible sheep migration routes. Walker concludes that
forugers were more likely to be responsible Tor the sheep pictures rather
thun herders.

A study of animals on a different continent is presented by G. L.
Badam and V. G. Sithe. tiled Animal depictions in rock art and palacoe-
cology: a case study ar Bhimbetka, Madhya Pradesi. India. Flere. an
attempt is made 10 reconstruet the ecology of the animals depicted from
Mesalithic to historic times, with the help of extant analogies. They
conclude that floral heterogeneity, in terms of primiry to secondary
forests with intervals of open savannah grasslinds and  swamps. is
inferred. These linds are linked o geological and paliseomological studies
of the centmil Narmacda valley and to the climatic and ground water
changes over time. In conclusion. a plea is made for careful and proper
identitication of the animals in the paintings in order to ftacilitate such
studies: past identifications have included erroncous judgments, thereby
rendering the data invalid.

Caral Putterson-Rudolph takes a ditTerent approach to animals in rock
art. where they are seen as metaphors rather tham as eavironmenta indi-
cators, Her paper. Animals as metaphars in Pueblo Indian perroglyphs.
discusses animal forms which incorparate human pirts, images used as
sign vehicles. and metonymy bbreviated metaphors). An explicattion is
also given, from ethnogruphic sources. of petroglyphs depicting the Hopi
lite plan ancl a complex myth which, without an intimate knowledge of
the culture, would be impaossible o interpret,

In addition to analysing rock ant from specilic regions or localities,
other studlies are a synthesis of dati collated from muhiple sources. or a
reappraisal of the hypotheses and viewpoints ol other workers in the Tield.
A number of papers question aspects of the *shamanistic® theory on rock
art production.

Specific contigurations of dots and tadlies in rock art. as suggested by
Anncmaric Martinson in a paper on rock art in mathematics educition,
may be related to 2 universal counting tradition. some tentative examples
of which are cited trom southern African petroglyphs. As a mathemistics
teacher. Martinson’s investigations ure stimulated by a desire to tind
evidence for numeracy among pre-literate societies in Africa in order to
counter the pereeption among cducitionally disadvantaged students that
mathematics is @ major obstacle W learning. This is a commendable
objective, but as yet the data appeur clusive.,

Alex Willcox, in his article on Prehistorie handedness., draws together
the experiments of others, together with additional data initiated by
humself. on preferences shown by left- and right-handed people for the
direction in which profiles of animals or humims are portrayed. He also
analyses the incidence of left or right hands in stencils and himd prims.
His tindings suggest that proportionately more left-handers are found
among artists than in other walks of lite. He concludes that, since the right
side of the brain controls left-handedness. and that it is also in the right
hemisphere of the brain that faculties such as visualisation und the recog-
nition of patterns and of colour dilferences are located. there may be
neurological reasons for the predominance ol leti-handed artists.
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Willcox also looks v Ewtoprics: thete imcidence in setliern African
rock art. e disputes he view thin the mgjonty of sombern: African rock
art s of shannamstic origin and that “entoptic” forms such as grids, lines,
curves,  zigzags and  circular designs result from altered  states of
comsviousness. He guotes the gquantntanive dats colleced by other
restirchers, und concludes that “entopiic’ designs are but a simal) pereem-
age of he patings: 1) mdeed the majonty of the an wos executedd hy
shimans whe saw' these designs when entering irance. he argaes that the
meidence of the designs should be far higher.

Netl fee simtlarly tikes issue with “the highly persicisive but rigid
neuropsyehological/trance theory ™. In his paper Correlations between the
real” and the unreal’ i Sun rock art, Lee gives exasnples of what he
considers 1o be realistic pamtings accurately tlusteating contemporary
scanes not miluenced by tranee experience. In sunary. Lee makes o call
that the “real” and the “non-real” should belong together as integral parts
ol the whole corpus of art,

W The dmenstfication of rvinl and the disappearance of tranee
nelated vock ar, BB Priny suggests that the msonty of paintings than
appear o depict highly devedoped tanee themes are i response 1o siress,
He argues that when more dominam soctal and polineal forces were
imruding an the way o life of the indigenous hunter-patherers, the neae-
ton was i change from o loosely stmiciured socicty' with fews houndiries
toa more closed group where socil boundarics ace hizhly detined. Prins
s of the opinton that notall the roek an produccd by Bushoen s e
related because the degnee of iimee would hiwe been affected by group
strncture which was not unitorm througzhous the sub-continent.

M P Lanteigne of the Rock Ant Associcion ol Cianada preseats a
detuilaad paper on the physiolagy of the huntan eye. titled Palacoucnro
logx: mapping the neural pathwass of the huan brain, He argues that
the recurrences ol clemenial forms such as grids, lines and dois in rock an
are not necessarily indicative of “entoptic phenotmem”™ as udvanced m the
“rance theory”, but of chemico-physiological refles responses. Much of
the paper is couched m erninology ditticult Tor many readers 10 compre-
hend, but tinteresting pomts emerge. pertinem o the subjective ind oblec-
tve perspectives previously wuched on i other papers. Lanteigne makes
the point that whin e see is not a conditional function of objective real
ity. but ot human nenrophysiology. May st also be true. he asks, that whan
we pateatially “think® is stmilarly delimited?

Another paper on “mapping” by Hugh Ceirns from Sydney. Australia,
utled Is ancient shy-mapping expressed i prehistoric artistic cultural
material?. appears o demonsicate thas hunin thimking” is ditficult 10
dehmt. While postubining that mzmy groupings of cupmarks and grooves
nay demonsiate astronomezil knowledge, examples tsome with ethno-
graphic parallels) are driwn from Australiz. Siberi, Evrope. Amenca and
Alriea. There was o requirement. on the part ol the reviewer at iy fte, 10
mndulge n a degree of neurological gymmastics m order 1 follow' the
global thought patterns espoused.

Moving to a critical overview ol rock ant research in South America.
Methadological approachies in the researcs processes of South Ainericean
rack art. Mario Consens gives i persprcacious account ol research in the
njor ant provnces of South Americi. "These include Argentina, Bolivii.
Briual. Chile. Paraguay. Unguay, Guyana, Sunnam and French Guyana.,
Venezael, Colombia and Ecuador. He takes the use of siyle” to sk, and
similurly targets svinhesis, classification and wrminology. Aeconding 10
Consens. the best condinons i which 1o learn about rock an are 10 escipxe
from dogmatisin, narow paradigms and “offiel schools® of scientilic
thought. These cuhural and scientific systems, believes Consens. ihpose a
restriint on tilems: tin the midst of the discussion of methodotogies and
theories. papers and weas, 10 is the tilented person who creates new meth-
ods. not the opposite’, In Brazil. when: there are more than 1K) syntheses
on the more than 100 published sites. there are 37 styles. 19 raditions. 3
grean raditions, 6 sub-tradinons. ¥ varieties, 13 phases, 7 facies. R cite-
gonies. some Cstylisne proups”, some Sstylistic units” and also a Cstylistic
complex”. “The process”. remarks Consens wrvly. s so dynamic that the
samee researcher may even modily his way ol naming the composition ol
units and the very concepts he has usexd inasingle area”, Consens belicves
there as an anthropological game - rescarch wherehy, through giving
manies, reseaschers (inthe same wiy as many abuoriginads) perswide them-
selves that. through the natne. they may acquire knowledge and therelore
powes over the obgect. Despite ihe procexlural and termnological clios,
Consens sees o ray ol hope. | concur with many of the views he espouses.
and | believe they summartse the present and (sture of rock an studhies in
arcas beyond the confines of South Americs

I'he new theoretical rend brought abowm by the readjustimem in
archiacology. i wiich systemidic. post-processualist, neo-struciuralist of
historic and materialist positions are highly critical of previous views, is
not negabve. Rock art has benetited Trom this great theoretical opening. 11
is now part of many university courses, ‘There are symposia for speciithists
and PhuD. degrees — u situation that was hardly imaginable o tew years
ago. Consens Sttes;

Vodtme 10, Ntmber 1

But the great coneeptual step has not yet been tihen, Acknowl-
edgment of the facr must he made that rock art is ondy 4 relic ol
the activities of the human mairix. That the obyect under siady
must be the ideological wnd symbolic system which produces the
dilferem expressions ol culture, Than cognttive processes ae at e
hasis of the forms of representation of human groups
And onahis note, | wish the meders ol s eviess freedom from the
vorstramts of cuhure-bomd vision, This, | believe, s ane ol the principal
ltnctions of uuernational conlegences sd the papers praduced as an
anteome of those delibermions.

Dr Patricia Vinnicombe
Vice Presidem of ALURA
Perth, Woestern Anstrili
FAH 10:21%

Copies of the SARARA conlerence procecdings can be ohriined
fron: SARARA. 20O, Box 81292, Parkhurst 2021, South Alrca

Felshilder: Wiege der Kunst und des Geistes. by EMMANULEL
ANATL 1991, U, Bar Verlag, Ziirich. 256 pages. 41 full-page
colour plates, numerous monochrome plates and line drawings in
the text. bibliography. Lirge format ol 34 cin x 25 e art paper.,
cloth-bound. ISI3N 3 905137 33 X,

This would be au omistianding rock it heok even without its colour
plates and expensive production, simply by viete of it bemg the detini-
tive wark ol us author, Anati has probiably contributed more thim any one
W the emergence ot a discipline of rock it studies, and his Tiest-hand
Kanowledge of the roek art ol the world canmnot be equalled hy many. Such
qualificaions place the author i class of his own, havimg at his dispuosal
i weathh of Knowledge which not even those who disagree with him can
aftord 10 ignore. What Anan has 0 say about the subject of rock an
studies is ol historical significance. and when he speaks, we arc obliged 1o
listen with respect. This mnch we oswe the authior.

On the whole, there is not even very much o disagree with i this
book. | happen to agree swith some ol the author’'s more controversial
pronouncements, for mstance on the role of universals. As the book has
beew 1eanskted trom the halian, one would have expected thin more af the
origal Navour would have been lost but in general the inmslation seems
1o have heen handlled with care, the characieristic style of Professor Anati
cones through well i this German version. Some of the minor problems
in the et are probably anribatable 1w the ranslation: the cupules of 1.a
Frerrassiv (p. 409 ire obvaously not Bemalung (paintings). the meetigs of
Australian Aborigines are w01 called “corroborg’ (p. 79, and Mown-
Tord"s ist name is not Lewis (p. 10). A number ol seemingly over-enthu-
siastic statements and phrases may also have been more muted m - the
orgmal, such ax “The creative act ob the artist is the fultilment ol a
psychic-corporeal need. through which he can discharge powers which
woulhl otherwise sultocire him® (p. 176). and 4 varicty ol pronounsemnents
about the religious signilicimee of the rock ar and the “creative urges” of
himans

But there are also cluns thit could not possibly have been garbled
iranslation, c.g. than the depiction of planis i a rock an st indicate o
strong use of narcoties” (p. 190). Anat recognises that varying intensities
ol research in difterem regions miy distort the available record. and ye
he emphasises that the oldest evidence of human consciousness s Irom
Europe and the Near East. This is obviously womy (cunently the oldest
dited rock antas in Austradia. and the probably oldest known undited rxck
art is i Indi), and seems o comradict Anati’s owu views that an probi-
bly onginaed in Africa (e.g.. p. 85). His discossion of the oldest known
ant linds is so much based oningccuries that it s best ignored: he cites
dated 32 000 year-old an 1rom Lake Biakal (no relerence given), cirbon
daing for Blumbetka an ahere is none. nor is this a township as he says).
wtrbutes i age o the Koonalila Cive ant (citing in factme: | have stated
several tmmes i the Koonalda art is andated. although i minimum age
could he argued tor), and s desertpiion of the petroglyphs at Early Man
Shehier in Queenstimd ax valva symbols s Eurocentric, and s in it the
lirst | have seen in which they are so idennlicd. Those Aunstralion
spectalists who have been unable o control their urges w0 mierpret the
marks have called them bird iraeks, but Rosentfeld’s newral definition is
10 be preterred. Most ol the details Anati provides i his discussion on
diting are either wrong or debatuable.

Apant tfrom dividing rock art mto that of archaic hunters. developed
hunters, herders and nations, Anati wisely keeps clear of questions of
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chronology i most of the book. He correctly pereeives that stylisue and
associative clements of numy regions or periods re-oceur elsewhere, b
his view that there are awo mainstreams of - Upper Pakicolithic an
tAurgnacoid and Magdalenoidy which are namifested  world-wide s
certainly not shared by numy others. Nor is his description of Uppeer
Palucolithic rehigion as dualism. based essemially on Leroi-Gourhan's
sexual chaality. Anan pereeives s “universal religion” as disappearing
the end ot’the Pleistocene., when man experienced “spiritual eniptiness” (p,
2071 ook about 3O years before he reconstructed a new ideology, In
the Mesolithic he experieneed in era with very tew und mierior relggious
expressions.” The decadem Palacolithie tradition wnd s scohercnt an
mamitestation kwk the deep phitosophical content of the. ¢ive ant™, Having
consnlted the author. 1am infomed that this is not ut ali swhat the orgmal
lalian gest said. which tustrates that grem eare 18 needed w checking
tramslations of scholarly exts. Epistemologically incongruous and tapho-
nomically maive statements ol this type may be atinbutable o the wanska:
r’s pocctic licenci. but they detrsiet from the value ol this book,

Another baseless el s Anani's notion that patteris of dots. lines
und geometric nenaork Lattices in various parts of the world are mdicitive
ot peoples who were prinanly gatherers of molluses. Their “activities
seem 10 tee prompted @ preference tor arithmetic and a1 tendewey 1o
schemane depiction’. Examples given ane the Mesolithic people in Scan-
dimavi and the people living along the Murmay: in the south of Australia,

Bt apurt from a namber of [ullacies which are so obvious that they
will not trouble the specialist reader, much of what Anati says s
eminently reasonahle. His centeal thesis is that human: conceptualisition
and an are intimeely connected (p. 228), it rock art is the kirgest dina
bank available to us for the swdy ol carly human cagnition. and that it
will be trom this resouree thad we will one duy Team how the know ledge
ol Humao sapiens was derived (p. 32).

In his concluding sentence. Anati compares the book with the act of
throwing a stone into wiier. in the hope that the apples will reach the
shore, 1tis i the area of holistie contemplation: that s ripples have the
greatest etfect. Anat exhorts us not 1o explain the art of hunters on the
basts of raional views of indocirimated Westerners, which have linle in
veaunon with the bisic logic and systems of primary assoctanons of the
hunters ip, 78-9). His eloguent discussion of namralisie versus abstract
arl. lus descripiion of how some investigators look it all the details but
without comprehending the whole picture. the mtegrity of s scholarly
comviction all nuike inspiring reading. amd he can be sure thin these
ripples. will reach the shore. Concepis of archetypes contines 10 be
unpopular among archacologists, and Anati’s coutage in not submging o
the lTormidable powers oppasing them needs 1o e apprecined. [ is not a
comeidenee thit those sha hive seen large guanhities ol roek an the
world over. as Aman has, have no hesitation acceptmg the exisience of
universals in rock urt, while those who oppose sich concepis are notori-
ously mfanitiar with world rock art. It is here that Anati’s work hecomes
most unportant; he has simply: seen tar oo much palieoart not 1o be
struck by the universals evident i these: hundieds of radinons, Hunuans
all have u sinnlarly organised hrain, and at least i recent mitleaniic they
have all selated 10 a similar anthropoeentnie construct of reality. Whaever
their mexms were of acguicing this construct, art externihised and probably
communicated - and it wouldd be suange indeed i there wene no undler-
Ivmg universals e these physical extermalissmons of  human reality-
building processes. Amti knows this, und while 1t is casy to fault Ins book
on g number of detnls, he certamly pamts a vahd overall picture ol the
potential wnd signiticinee of world rock art.

The hook hegins with a loreword by Yywes Coppens, tollowed by
chapters on the exploration. methods and relevaint concepts. The author
then addressies art as a visual fanguage and looks moits ongins. A ehapter
on order and logic expounds Anan’s wripartite modded of rack art, chyviding
it me pwychogriuns. ideograms and pictograms, ‘There are stgniticant
problems with this taxonomic system. bt it does offer some heuristic
compensations, Histonically ot has freed us from the old tyramy ol the
wanuralistic/geometric - dichotomy, and he implicit  assumption  that
geometric arts yre penerally recent. It also leads: Anati to consiings and
archetypes. and i tum o the ongins of coneepalisition.

This sunnnary of Anati’s work is the resnlt of a life-long dedication to
the study of rock art. Its main strength is its ability to bring into focus
some of the principul assies - the discipline. assues that will nead 10
mfluence us direction in the next cemury. Anati’s contribution o the
discipline has been so outstanding that he could atford to rest on his
liurrels. and yet he continues to give his very best o it 1 do not always
agree with him, but when | think ol where this discipline would be with-
out him. my tribute comes from the heart: Emmanuel. you are up there
with the Finest ol scholars!

Robert G. Bednarik

Melbourne., Australia
RAR 10-276
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Exsays in Palaeolithic art. Proceedings of the Prehistorie Soci-
ety. Vol 87, Part 11991174 pages. US$40.00 incl. packing and
postage, trom W. S, Maney and Son Ltd, Hudson Road. Leeds
1.89 7DL.. UK.

While 1he proccedings of the fimt conference organised by the
Prehistoric Society e 1967 on the topic *Prehistoric art in the western
Mediterranean to the second millennnnm B.C.” were never published. the
Prehistoric Society has published in 1991 4 set of topies presented @t the
second conterence on Palacolithic art, held i Oxford in 1989, as the 37th
volume ol its Praceedings.

The purpose of the conference wis 1o present new results of the study
ol anistie wraditions in Upper Palacolithic western European hunter-
patherer socictios, smd o analyse whan these traditions may evoke ahont
weehnical achievements and skills. and perhaps also about the social
orgamsation of these societies. The comtributions stress the archacological
context and humau behaviour within the tramewaorls of the chromological
and geographical changes.

Clive Gamble sees the Lndseape and the territory as pant of the social
vontext, Eftorts were made - recent decades 10 find Ccentres” ol the
Palaeolithic world. bt they neglected o some extent chronological ad
geographical changes in artisne producion. Nejther the timing of the
occurrence in the conese ol the Upper Palacolithic in the supposed west-
ern Buropean France-Cintabrian cemre, reaching s peak approximitely
13000 = 10 (XK) years ago. nor the geographie absence of preserved artis-
tic creations in regions where vast numbers of stone tools document
mtense settlement (e, the Near East) hiave been evaluated  properly.
Gamble comes 10 the conclusion than the Upper Palacolithic world did not
have any centre which could be used as basis tor the comparison of the
level of relative complexity. In answer 10 e question whether the Upper
Palacolithic soctety was simple or complex. Gamble presents two models:
i mohile. fow population density and exogiamous simple hunters® society:
and a complex one. which has been the subject of nast recent swdies of
hunter-gatheree-fishiers. Mcliars sees Upper  Palacolithic  peoples  of
Frunco-Camabria as exemplilying complex hunters” society, Cinnble
notes, however, that neither complexity nor simplicity tre conditioned by
the ecological situation ol the populution, but they are the result of a
histarical process, [t should not be considered as 4 contrdiction. beciuse
the same population group otten included both complex and simple forms
iu the course ol a one-year cyele.

As 1o the long-term climatic chinges. Gamble suggests three periods
with corresponding social consequences: the down-turn phase leading o
the glacial maximom around 18 000 BP, the refuge phase between 21 000
- 13 000 BP and the upturn phase corresponding o the postglacial. Van-
ous ceologies cormesponding o the mentioned  climatic changes are
considered as being part of the historical rajectory, The Upper Palise-
ulithic social systems related o the changing climate had, hoswever,
turther varinons in differem lattwdes, Gamble distinguishes between
throe main systems: the open sysiem between 27 00 - 21 (X0 BP, clased
Paliscolithic refuges between 21 000 - 13 10K BP. and the cotomsation
after 13 000 BP, The existence of common features and siilar Tinds in
various populitions in the period of the open system s explained by
Gumble cither by the spreading of informution due 10 ever more intensce
mter-populiation contacts, or by the migration of populations. m which ihe
populations setained their cultural idemities. The emitorial votcentration
of art m the refuges is considered 10 be a consequence of particularly
intense contacts,

However, many questions remain unresolved, Some Magdulenian
siles are particularly rich in evidence of aruistic activity, while there exist
other sites from the sume period with very poor asmistic production, or
even almost without any trace of 1. Why ane there some regions rich
hoth cave art and portable ant (Dordogne). and others from the same
period and cultural context tMoravian Karst) do have  oulstanding
portable art. but not & single cave pinnting or engravire?. Why' is there not
any cave art for thousinds of Kilometres 10 the cast. then we know of o
single site with cnve ant m southern: Ural, and still farther on thete is
nothing again. or ahnost nothing. up to the Siberm sites with portahle art
{c.g. Mal'ta, Burer)? Another certainly illusimative fact is that all hunters”
populations. ux they could have heen observed uniil the end ol the past
century and mto the hegiming of this one. engaged in at least some artis-
tic activities, without exception: there were various kinds of such activi-
ties. and they were exercised with different degrees of intensity, The
mositic: model was applicd. referring 1o probably innumeruble hiotogical,
eavironmental aud historical influences. This universal situation allows us
W presume that it was more or less the same in the Palucolithie period:
paintimgs and sculptures, rock art uid portable art were represented in
cifterent ways. and it must have been the same for story telling, dancing.
singing, music. mime ete. Unfortunately, iraees of the latter dctivities in
the Palacolithic wre very scarce. The world-wide ethnographic knowledge
evidently demonstrates the absence of any exact universal model with
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general applicability. Artistic ereation existed. and still exists, in difterent
conditivns and m different forms. Both the environment :md the historical
evolution have exented their intluence. in connection with the genetic
seiling.

Alexander Marshack hits focused lus attention on the female image as
i ime-tactored symbol in the European Palaeolithic. The core of his study
is the Temale image ol the Gravettian. He stants with the idea that the
inage had a meaning only in a given cultural contexi. It is not completely
clear why he makes o disiinetion in his contribution between “the Willen-
dorf image” and  Moravian  images®, it hoth  mamfest temporal.
geographic and cultaral unity. Sinsilarly, it may not be expedient o assign
the Willendorl sculpture to the ate development of Upper Palacolithic
temitle imagery. The statement that *she is by this late date highly siyl-
ized. exquisitely carved and guite sophisticated” s nusleading, because
we know the same stylised, exguistiely carved and quite sophisticated
portable art alse from the Aurignacian Wiirttemberg regzion Gl and
human sculptures from Vogelherd. Geissenkilésterle and Hohlenstein). as
well as from the site Galgenberg m Lower Austria (o female figure
depicted in movement and cut in serpentine: KAR 6: [18-25) This can
signal thit creative urtistic activity does mot develop merely accorcding to
the nuwlel “from simple o more complex”. The Fact that in the Graveiian
tradition, there exist simultuncously realistic and highly simplitied Figuri-
live representations seems (o support this view.

When Marshack notes that the use of ochre predates the recordid
beginnings of symbolic carving he is perfectly right. But this statement is
part ot a much broader fact: the ways and components of artistic activities
cun appear combimed w diverse ways. Red ochre use imd any other
symbolic activity can appear carly or need nat appear at all. ‘The compo-
nents which we call today. according to our own cultural traditions, aris-
tic activities are interconnected in very diverse ways. I in one region and
in a given period there appears cave ar. it does not mean that in another
region in the same period and within the same material culure it will
appear as well. The existenve of any feature depends on many Fictors:
traditions, historical events, environment ete. When the claborate head-
dress ot the Willendort figurine is mentioned and the representations of
human faces are quoted at Doloi VEstonice. Brassempouy, Maonpazier,
Kostenki and Grimaldi. we should he precise: only in one unigue case m
Dol VEstonice is a realistic portrait of a real person represenied. Al the
other quoted sites provided tigures with fairly simplified ezl featres,
but not rue portraits, The reasons for this are not clear.

As for Marshack™s Figure 3. representing a set ol breasts from Dolng
Vé&stonice, we see m one picce a combination of breasis with a clear vulva
symbol, a aruly sophisticated  combuition o wo erotic or fertility
clements. The use of clay seulptures from the sante site for prognostic or
sierificial activities, their being thrown into the fire in order to explode
and not to be baked. as it is mentioned by Vandiver and colleagues in
1984, is considered hy the author of the present review 1o be a speculation
contradictory to the find situation as well as to the technology of baking.,
This i yet another example of mexact statements and insutficient knowl-
edge of the linds complicating the process of cognition and understanding
of the Upper Palaeolithic hunters’ behaviour, 1 mention here Vandiver's
publiczation because it has already reached the attention o ather specia-
lists (as documented also by Mamshack’s study). and it will therefon:
deserve in the futre a special critical analysis m the specialist literature.

Marshack rightly recogmises the passibility that two fenale represen-
tations, the baked clay “Venus' from Dolni VEstonice and engraved
female figure from Predmosti. are probably “spirits’ or ‘mythologised
creatures”. However, the Upper Palaealithic temale imagery is not repre-
sented merely by mature. mostly obese women, there are also other types.
as documented for example by the sculpure of w young girl trom
Petfkovice i Moravia, figures of slim women from Avdeevo or the so-
culled Vénus impudique’ from Dordogne. It is interesting that. some off
the crude, simple sculptures like the sparsely worked ivory sk from
2aviov or others are not considered as passibly untinished. discarded
work. To follow such a possibility we would of course need a broad
comparative and technological study.

Starting with the variability m the depiction of women or panis of the
temale budy. Marshack shows that various interpretations based only an
the form and not taking into account the context in which the linds were
discovered. or passibly also the use of the objects. cannot explain their
real function. They were multivalent, multipurpose symbals.

Ann Sieveking provides an amalysis of portable ant. She stresses how
important it is to consider the traditions of the given civilisation or period
in their complexity, because individual feawres or fragments extricted
from their context cither cannot be interpreted at all. or will be misinter-
preicd. When mentioning the carliest finds of Aurignacian an (33 (60
BP), Sieveking says that Gravettian ant Follows almost 10 000 years later.
However, the climax of the Gravettian in Moravia is date edetween
27 000 - 23 000 BP. More exact statements would cause less misunder-
standing.  The some  applies 10 quoting  foreign  nwnes.  e.g.
Geissenklidsterle. Pledmosti and others. which is. by the way. a common
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problem in the English-language literature. The rule that Jocal names
should be quoted m their right spelling and i the local form. or at least in
the closest possible rmscription. is to be respected tn order to achieve
stooth conmimumication.

Sievekmg considers the “Venus™ ligurines o be the subject of a cult
and she says that they appear in central Lurope and in southerm Russia,
and then they speead as a “tashion® 1o western Europe and Siberia. This
does not seem 1o be a nght imd well-founded Formulitios. considering the
peognuphic distance (Siberia) and the datimg of the Ligurian Gravettian
and Siberian Hinds. Marshack’s opmion on the maltitunction of female
sculptures seems to he closer to the truth,

Ther opmion that “at all stages ot the Upper Palacolithic a purely natu-
rulistic wadinon exists alongside the schenuaie” is again rather inexact. In
Tact itis & purely naturalistic — figurtive symbalism, standing alongside
another symbalic system of sunple geometric marks. What is surprising in
Vagelherd is notonly the perfection ol ihe figurative mugge. but the use of
simiple geomerrie “signs” at the same ume. The point here is not schematie
simplificaion of figurative monts, but the use of another symbolic
system, It is not evolution proceedmg “trom the fish via the fish-tail 1o the
chevron®, as Sieveking clinms, although some simplification ot figurative
imaigery cin ol course be proven. It s a piy that the work limits itsetf 1o
western Luropean material which often provides a limited view with only
regtonal validity. A broader study of material would allvw better expla-
nation of the origins. range of occnrrence and spreadimg o symbolic
syatems. The necessity ol & broader study ol basic material is voiced in
the auwhor’s ewn remark that the rich sites — super sites — as for
instance the mentioned Parpalld. Isturitz. Gourdim. Bruniguel. Laugerie
Basse or La Madeleine tas well as some sites not mentioned. such as
Ifedmost, V&stonice, Pavios, Kostenki, Avdeeva, Mezin) offier the
possibility of a deeper insight. As 10 the occurrence of strikingly similar
artistic mages. there is a sound theory that it might be due to migrations
ol whele populations, individuals, or merely exchange of objects. On the
other hand. there might ulso have been widely spread ideas. tucilitting
the existence of very sinifar images. though not exact copies. However,
these altemmative possibilities have ta be either proven or eliminated. ind
an appropriate method has 1©0 be chosen in onder 10 do so. The same
applies when considering the idea that the huge super sites might have
been aggregaton localities. In any case. one should keep in mind what
was mentioned above: the richer the material. especiidly material from
bigger und richer sites smd from wider geographic areas. the more quali-
ficd comparative analyses and. in consequence. the better the insight into
the Palacolithic bunters® life and thetr artisti: creation,

G. Bosinski focuses on the study of the representation of female
figures m the culturally and regionally delimited area of the Magdalenian
in the Rhine region. His study is mostly based on finds from two contem-
porary. rich sites, Andemach and Gonnersdort. OF panicular mierest is
the tact that on numnerous slate plaquettes there are quite realistic repre-
sentations of  various  animals. while female figures  are  extremely
sehematic. However, even in their very simplified form they document a
great deal of variability: there are individual tigures or groups ol figures,
two figures facing each other, figures with their interior filled in. ligures
with sketched. halt-ruised arms. with apparent breasts or without them.
with either double or single upper part of the trunk. and others. There are
also gradual transinons between ditferent degrees of” simplification and
differemt compositions of figures. [t is interesting :amd important to learn
that the engravings on slate fragments were discovered in the area of the
scttlement together with other. similar slate fragments. creating together
Kind of pancl. The tigures cut m antler or in mammoth vory. i.e. sculp-
tares, were often tound in garbage pits together with other debris. Bosin-
ski shows that they were not purposetully deposited. they were considered
to be waste. He compares the finds from Andemnach and Gonnersdorl
with the wider European occurrence of similar simplified images. Seven-
teen figures of mammoth ivory. discovered at Mezin in Ukraine. were
divided w0 two groups — ‘phalluses’ and hirds®. Triangles are engraved
in the lower part of the Mt side of these figures, and sometimes also
hanging breasts. clearly evidence that the represeatation of female
elements was there of particular, it not decisive, importance. The fact that
six “phalluses’ were found i dwelling No. 3, and six “hirds® m the vicin-
ity of dwelling No. 3, is rightly interpreted. by Bosinski as representing
cither the specitie style of the individual artist, or the representative artis-
tic teatures of the inhabitants of the iwo dwellings.

Bosinski's mention of half-finished fipurines found in Petersfels
(Baden) supports the need for an analysts of tinds from other localities
from this point of view, They nught not always by ‘time-factored’
figurines of short-time use (compare with Masshack’s contribution). but
hall-made and untimshed sculptures. Conversely. the situation is similar
and quite common in niany engravings and paintings of rock art.

Bosinski's study is a good example of an analysis ot the tfemale image
in the wider context of cultwral traditions and behaviour ol the given
population. as manitested i archacological finds. Since Andemach and
Gannersdort’, similar to the huge sites used for comparison, are the so-
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called super sites. Bosinski comes to the conclusion that the sites in the
Rhine region must have been villuge-like seulements with the role of
meeting points of several groups of people. The variability ol artistie
creation is thus interpreted here as various local variauts of one radition
meeting at the aggregation site. As there is another possibility. that of
mere variahility in the production ol one or several artists. it would he
appropriate to ry ta exclude the theory of a vast living site of one popu-
lution. and prove the exisience of the aggregation of several smaller
groups not only in artistic variability. but in other festures as well,

R. Bégouién and J. Cloties have tocused on the comparison of portable
art andd cave art in the Volp Caves in Ariege. a system of three caves: Le
Tuc " Audoubert, Les Trois Freres and Enlene. While Enlene is charac-
terised by rich finds of Middle Magdalenian engraved plaguettes or their
fragments, as well as many decorated figures made of bone and under,
l.es Trois Fréres is considered to be a cave sanctuary of the same sge and
style. The authors aim at contributing 0 the explanation of the topics.
technigues, chronology and cultural values of the portable art ind cave urt
in this system of caves.

The findings that in the Tue " Audoubert, claviform signs arc found
only on the walls of the cave while they are missing in portahhe: art. and
that the seemingly chaotic groups of lines {scribbles®) occur only on
plaquettes and on the cave walls. and not on portable art. poims (o the
existence of a certain concept in graphic an, contrasting it with applicd art
on various ohjects. If individual engravings of animals oceur on plague-
ttes. made of many hatchings and fuzzy lines but never transgressed by
the ligure of anomher animal. superimposition is quite frequent on the
walls of the cave, as well as incomplete parts of figures. or motifs impos-
sible to define. On plaquettes, deeper engravings ase completely missing.

Similar to Bosinski. Bégouén and Clottes also come to the conchusion
that plaguettes had been considered as useless, broken and thrown away
as simple lat stones. The muthors conclude that cave art. plaquettes and
bone or antler ohjects were prubably produced by different individuals,
even when respecting similar or common traditions, This interesting study
provides the material for further consideridions on the function of various
manifestations of Palacolithic art in the Magdalenian society.

Altamira and its paintings has provided material for new or innovative
studies already severul times in the past. In the light of the recent disco-
veries in the caves of the Cantabrian region, it has become the object of a
new analysis by F. [l Bermardo de Quirds. The homogeneity of style :md
coneept of the paiutings supports the idea of their having been executed
by a single author, de Quirds states with refergnee to the detailed study by
M. Muzquiz. published as a Ph.D. thesis at the Complutense University in
Macdlrid in 1988. De Quirds has analysed the use ot the natural rock reliel
in combination with polychrome paintings. ‘The engraved owtlines of the
paintings might have been preliminary sketches for the tinal works, in
which the absence of any corrections documents the mastership of the
auther.

Special attention should be devoted to the fasthermost part of the cave
called *horse’s til”, and there. mainly the so-called ‘mask’. making use of
the naturil rock protuberance, to which eyes and a mouth had been added,
as well as another similar formation in proximity, completely natural,
evoking the idea of o human lace. Other *masks’ executed in this part of
the cave provide it with special meaning. mainly because of their lncation,
presumably purpeseful. hat renders them visible to those who leave the
cave. The fact that there are more such rock shapes in the cave than those
used for the creation of the “masks’ supports the itlea ol their having been
selected purposcfully. The same design in the three main centres of the
cave supports the idea that one and the same artist had worked in all threc.
The dating of Alamira as & homogeneous whole lalls imo the Lower
Magdalenian (15 910 £ 230 BP w 15 500 £ 700 BP). The ant of Altamirs
has 10 be considered in connection with other local caves: Castillo, Juyo.
Rascario and Cierro. B. de Quirds considers the triangle Altamira. Castillo
and Juyo to he the arca of one human group. (But of. recent direct AMS
dating which squarely contradicts this stylistic reasoning. d. |

The new analysis of the Altamira paintings shows that a new study of
older. well-known und often described caves may lead to new findings. In
his study. Paul Bahn presents evidence daocumenting that Palacolithic an
is not limited to Europe, and that it is @ universal phenomenon. though non
so frequent elsewhere in its plastic manifestations. He recalls that artistic
acuivitics in various parts of the world began some 40 00 years ago. and
were particularly intensive towards the end of the Pleistocene. ic, 12000
BP. Although a lot of datings of the recent finds are not clear and need to
be verilied. it is obvious that, on the one hand. Europe was neither the
tirst nor the sale arca with artistic creation: and on the other, the European
maodel characterised by the Upper Palacolithic and especially its latter pan
has no general validity. Other populations fulfilled their needs by various
other forms of artistic creation and in different quantity,

S. J. Mithen's anempt at an ecological interpretation of Palacolithic
artis introduced by a hasic idea: “ltis the supposed contradiction between
human creativity and human adaptation that is an error, not the idea that
Palacolithic art and ecology are fundiumemally related.” Mithen's idea is
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absolutely right if we consider that art, society and economy are our arti-
licial categories, which in life tin our present-day life as well as in the life
of Patacolithic hunters) were interconnected hy o complex network of
nustual relations.

The four parts of Mithen’s study are: adaptation and Palacolithic art.
hunting magic as an ecological interpretation. criticism ol Jochim’s
ecological interpreation. and the theory of “thoughttul forugers®. Mithen
defines adaptation s decisions of individuals “about how to increase their
chances of survival and reproduction and the attaimnents of intermediate
gouls towirds that end’. He understunds adapration not as a state, but as
prucess. Individuals actively making decisions engage in the process of
adaptation © a constantly changing world. Therefore ‘Palacolithic art is
an emergent property ol the imeructions hetween individuils s they
pursue their own social and economic sirategies’.

Jochim explaing in his 1983 und 1987 ecological merpretations the
increase in the appearunce ol portable art hy a higher degree of commu-
nication among ever more numerous populations, as a reaction to the
increasing  ceological  stress. According to him. the second  reaction
consisted in « diversilication of” the economic basis, i.e. in widening the
rungze of hunted and gathered Kinds of fuod. This was relateed to Jochim's
third argument. about the exploitation of salmon which was supposed to
invelve a sedentary way of lite aud propenty of the fishing grounds. The
population stress arising from the increase in- population was. in Jochim’s
opinion. reflected in an increase of rtual activities facilitating social inter-
action,

In opposition to Jochim’s view. Mithen says that nowhere in the finds
from archacological layers. in the Figurative cave art or in portable art is
there proof about economice vricntution to salmon, or to lishing in genesal.
He does not consider Jochim’s interpretaion of Palicolithic art as being a
special concept of adaptation. but as an interpretation with the help of a
new’. not proven oriemation to salmon fishing. Generally speaking. and
similorly to Mellars” theory, we would have to deal with economie secu-
rity or near-surplus cconomy. and south-eastern France would represent a
kind of hunting Garden ol Eden. which would Icad to the development of
cultural complexity including proliteration of art. To that. Mithen
opposed his theory ol “thoughttul foragers®, based on the difference of
food remains found in the Palacolithic layeys, amd the animal kinds repre-
sented in Palacolithic art. At a time when the main game imimaly in the
Magdalenian of the Franco-Cantabiian area are the elk and deer, the main
themes of the Palacolithic art are the horse and bison. Mithen believes
that the increase in exploitation of fiood sources (the elk and deer) led 10
ceonomic stresses which gradually resulted in the use of a new hunting
method of smaller groups or individuals, the stalking of individual
animals. This individuglised hunting focused on animals with @ greater
biomass. the horse and bison. The depiction of these principal representa-
tives is expliined hy Mithen us a retrievil cue for information on the
animal. on its behaviour, occurrence. diet. in brief” as retrieval of informa-
tion stored within encyclopacdic: memory, Thus he sees art as a means off
information.

The change in hunting strtegies was not sudden, but gradual, That is
how Mithen explains the presence of the elk and deer as the economic
basis, even when the remains of the bison or horse among tood remains
are much less frequent. Mithen's inventory of possible information incor-
porated in Palacolithic art — information on the oceurrence. condition
and behaviour of animels, which was imporimt for the individual hunters
in stalking individual animals, Is not convincing. The individual hunter
needs ditterent Kinds of informition than that meationed by Mithen. The
primury information from facces does not consist in the state of health of
the animal. but in the dating of the facces w detenmine whether it is worth
pursuing the animal in question. Other information thar may be derived.
in Mithen’s view. from the Upper Palacolithic imagery was not of practi-
cal or decisive importance of the hunter,

It may be concluded that Mithen's premises ase stmulating ;md touch
on nany basic questions connected with the prehistory of Upper Pikie-
olithic sotiety, However, his ecological interpretation using the theory of
thoughtful foragers is not convincing. His view that when discussing art it
is not possible 10 separate human adaptation from artistic creation is
certainly of prime importance, nevertheless, it needs another analysis to
be definitely justified.

M. Coles. in his paper ‘Elk and Qgopogo’. deals with rock art in
northem regions. mainly in Scandinavia. Canada and northern Asia, and
attempts o compare these postglacial and sometimes even recent rock
paintings and petroglyphs with historically known traditions of local
aborigines. He tries to give some examples ‘retlecting the appearance of
systems of helief's concerned not only with the practicalities of survival
but also with the acceptance of forces from outside this world’, He there-
fore identities two general types, the ministreal/instrumental (secular) and
deific/transcendental (sacral).

The disproportionate space allowed to Scandinavian, Canadian and
north. Asian rock art is immediately striking. Hundreds of rock art sites
from the Kola Peninsula to Chukotka in the Far Eust are touched on in
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one shon paragraph only, The ignormee of Russian literawre is evident.
as only few papers and monograpbs are mentioned. As often m French
and English publications, the linguistic barrier takes s wll. In a paper
which is o generulised survey anned at deawing some gencel explana-
tions one would presuine detailed knowledge of nitenal on which the
generalisstions are based. In Scandinavia one would expeet a detailed
knowledge of local literature in Swedish, Norwegum and - Finmsh
languages and not only of a few papers or hooks written in English, The
knowledge of hundreds of Russicn publications is indispensable. and
probubly cven some Kknowledge ol the temiin should be userul and
expected.

M. Coles rightly recognises that the systems of beliefs seen i the rock
art are complex. with both secular and saeral aspects. The lengith ol e
and vast spaces with diversified windri, tiga. riverine, sea shore, inland.
owland v heghland populiations bring no donbt numerous vasiations i
human adaptive strategies, culture tradiions, and therefore also m one
wspect of their artistic expression, rock art.

Ogupago is pare of o certain mythology. Since mythological ideas e
an important pint of rack art 1tis not surprising that they appear in differ
ent varianis on various continents. confonming to their respective mytho-
logical traditions. It s the sume with unnatural beings. combining humian
and animal featres. as well as with realistic tigurative representations
e.g. the elky which may have varions syntholic meanings. By quoting
these examples the author of the present review wams to show that human
psychology. the variations of the human mind, are co-responsible for the
principal categories of human adaptations, panly rellected i artistic
activities. The rock art imageries with X-ray style chacacters. known not
only from northem regions but also from Australia, Califomia etc., are
illustrative of another example — in ditterent regions and dilferem rimes.

Coles merit iy in focusing on the vast northem region which is some-
how marginal in our study of humers’ rock art. It seems that this is not
only due 1o the postglacial age of the colonisiation of these vast regions,
but also due to the linguistic barrier and limited communication between
spectalists.

Simple comparative analogy, characteristic of the archaeology ol the
heginning of this century. was hased on using well-known ethnographic
phenomena for explaining the hehaviour of pre-Historie humans. often
with ne regard 1o the distances i time and space. In his contribution
called “Wrestling with anatogy®. J. D, Lewis-Williams aims a1 showing
that no matter how superficial and uncritical use of analogy may be
misleading, it would not be reasonable 1o reject the method of analogical
comparison in cases with i great number of definitely documented analo-
gies between the source of knowledge aud the archacological contest.
Thus. Lewis-Williuns does not consider the method  of analogical
comparison itsell’ to be mistaken, but only its uneritical use:. He docu-
menty it with the example of the neuro-psychological model of the altered
state of mind. as manifested in the comparison of rock ant expression of
San and Upper Palacolithic huntéms. In the European Palaeolithic this
comparison is explained by a certain form of shamanison hecause in
terms of ethnography, shagmmmsm is connected with altered states of
mind. Lewis-Williiuns demonstrates his theory on the example of San
rock pamtings and the painting of two horses from Pech-Merle. Accord-
ing 1 this theory. the altered state of mind would explain the simultzme-
ous use of geometric signs together with realistic ligurative representa-
tions, entoptic compositions. representitions o therianthropes, various
"monsiers’. ele.

Ahthough shamamism as a working hypothesis cannot a priori be
excluded from the European Palacolithic. the mentioned nanifestations ol
the aliered state of mind can be explained just as well by normal human
psycholagy. normal mental processes and imaginaton. Thenanthropes
exist even in modem Christianity (the devil. the angeh, without shaman-
ism and altered stutes of mind, and unmatural animal - monsters ane
commonly part of mythologies, We know that hallucinogenic substances
were used in pre-History; consider, for cxample. the representations ol
people-mushrooms in the peiroglyphs of the Chukotski Penmsula. But to
conlinm the influence of the altered stute of mind in rock an would proba-
bly need other. more pertinent proof, The impact of Lewis- Williams's
study consists in the use of the neuro-psychological model in looking for
analogies in human behaviour in the research of roek an.

The kst conribution, by Robert Layton, deals with the comparison of
hunter-gatherer rock an of Palacolithic western Europe imd of Australia.
Layton starts with mentioning certain characteristic features of the west-
em European Upper Palacolithic. For the readers’ suke it is necessary to
qualify some of his statements. For instince. the anatomically modem
Aurignacians did nat “coexist with Neanderthal populations: associated
with Chatelpertonian stone tool assembliyges tor up to KD years .7 The
coexistence was certainly longer, as demonsirated by the carliest Aung-
naciiun and the Tatest Chitelperronian dates. 1t is also a simplification 1o
say that “abundant personal ornaments appear with the early Aurigo-
cian’. simee the lirst. although rare personal omaments are known already
from the Mousterian (e.g, La Quina) and of course in the Chitelperronian.
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and later n the casly Aurignacian these oruaments cannat be considered
a abnadant. They only became abundant e the: Moravian Paslovian,
hegimung about 27 000 BP tthe Bmo Il grave, Dolni V¥stonice, Paviov-
Predmosti). Thus, the appearance of these omaments is not sudden, It is
also necessary' o rectify the opinion that the Neray styde in Australia
tArnhem Land. Northermn Territory) is & modem phenomenon. This
applies for s chimax. and especrally for its decorative phase i the East
Alligator River regron, bt its roots, mainly in the inland regions off
Ambem Land. are much older. Neaither s there evidence here for the
sudden appearance ol a centain <tylistic concept. It appetars in some sites
mnch eirlier. whereas in other, contemporary sites the same feature
oceurs kiter or is oot known, Anather simplification is 10 memtion that
“dehicately eyed newdles”™ ane appeanng with the introduction of Upper
Pakiseolithic technology. They tirst appear in Solutrean assemblages, i,
at least 15 (0K years later than the carliest Aurignacian assemblages. |
mention here several of these reetilications 1o show' that innovitions,
meluding technological ones, appesr in a patchy way. and i the use of
these facts in argumentiation is not precise 1t is misleading, giving a false
pictuie.

In other important features Layton is nevertheless right. for instance
when mentioning that ‘some hlade tools ortgmated much carlier” than the
European Upper Palacolithic. or when stressing that there is an ahsence off
nariative seenes i Europe when compared with South African San rock,
art.

Another group of simplitications appears me parngriaphs on: modern
humans in Austritha, where Liagton considers two reasons why simple
stone ol technology persisted lor so long in Australia. Memtioning the
role ol adaptstion 1o local conditons (so far so good) he gives as an
eaample the scarcity of good raw nuterials. Bt my personal knowledge
trom Amhem Land tells me than there is centainly not such a scarcity in
the Amhem Land region, where rich sites with igneous eocks, chert and
highly silicificd samdstone are tound. all freguently used as good and nch
rave material resources. We should avoud preniitire generulisations. The
right adaptive view is represented al the end of this chapter: “To appreci
ate the cultural contexts of Australian rock art we need Dinst to consider
other aspeets ol that culture’.

Layton tinailly reasons that the cultural context ol recent Australian
rock artis linked with more patchy and less predictable resouree distribu-
tion with the end ol the postglacial climatic optimum after 2000 BP. In
wastemn Europe he considers Palacolithic rock artas cultural adaptistion 1o
the ecology of the last glacial. but he is critical of his own ideas. pointing
1o some weaknesses in his comparative considerations,

The whole volume Essavs in Palaeolithic art is an up-to-date collec-
tion of papers written hy prominent scholars. The themes are selected
from the study of sociitl context to the essays on interpretation and on
comparisons with the recent artistic activities ol hunters and gatherers. In
this way. certainly only some themes are presented from the immense
field of refated problems, Nevertheless, tor all studems of Palacolithic art,
bul alsw af origins of an. ot its psychology. of links with ecology, envi-
ronment and cconomy. this 1s a new important book which they need 10
read. "The Prehistoric Society has again contributed it s important way to
the study of this perennial subject of broad mterest. Let us hope that the
next publication of this kind will consider also other. now numerous.,
extra-Franco-Ciantabrian aitrt objects, like the tinds from lialy. Genmany.
central Europe. Ukruime and Russia.

Professor Jan Jelinek
Bmo. Czech Repubhg:
RAR 10-277

The Bolivian Rock Ant Rescarch Society. SIARB (Sociedad de Investi-
gacion del Arte Rupestre de Bolivia). offers its publications to members
of FRAO-aftiliated organisations at special discount prices:

Annual Boterin: USST4.00 mstead of USH17,00.

The Boletin includes news sems, articles and bibliography on rock art n
Bolivia, Argentina, Peru, Chile and  Brazil, with detailed  English
summaries. Boferin No. 5 01991 has 110 pages. Bolern No. 6 (1992) has
94 pages.

Occasionul monographs Contribuciones ol Estudio del Arte Rupestre
Stdamericano \IContributions to the Study of South American Rock An):
No. | December 1987, 72 pp.. English sunnimary. Matthias Strecker: Arte
rupestre de Bolivie: US$14.00 instead of US$17.00, No. 2. December
1988, 72 pp.. English summary. Carlos J. Gradin and Juan Schobmger:
Nuevoy estudios del arte rupestre Argentino: USHI4.00 instead  of
US$17.00. No. 3. July 1992, 231 pp.. English summary. Roy Querejizu
Lewis (ed): Arte rupestre colonial v republicana de Bolivia v palses
vecinoy: US$24.00 mstead of US$29.00.

Order from: SIARB Secretury. Casilla 3091, La Paz, Bolivia,
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ORIENTATION

MINUTES OF THE
SECOND GENERAL MEETING OF AURA
Cairns, Australia, 4 September 1993

The Sccond General Meeting of the Australian Rock  Art
Reseurch Association was held in the Cuirns Hilton Hotel. Caims.
on the afternoon of Friday. 4 September 1993, The meeting was
opened at 16.10 p.m. and attended by 85 full members and over
H) puests.

The meeting was opened by the Chairman. AURA President
George Chaloupka. A.O.. who welcomed members and guests.
Apologies were received from Andrée Rosenfeld and  Alan
Watchman. A list of those in attendance was noted.

3 MINUTES OF THE 1988 MEETING

Moved that the minutes of this meeting be taken as read.
Maved: Y. Forrest: Seconded: J. Campbell: Carried.

There was no business arising from the minutes.

2 CORRESPONDENCE
No correspondence was tabled. (The Secretary receives about
2500 items of correspondence per year.)

2 TREASURFER'S REPORT
There was no Treasurer’s report tabled. however. the report has
been circulated to all full members in the AURA Newsletter.
Moved that the following subscriptions be ratified and that the
Executive Committee he empowered (o review subscriptions on
an annual basis: Members: $A25.00 per annum: Students and
members in developing countries $A10.00 per annum: Journal
subscription $A20.00 for individuals. SA30.00) for institutions per
annum.

Moved: G. Ward: Seconded: S. Hallam: Curried.
Noted that a membership drive should he undertaken.

4. ELECTION OF OFFICE BEARERS
The following members were nominated and accepted positions
on the new Executive Committee:
President:
Nominated: Michael Morwood
Moved: G. Chaloupka: Seconded: P. Trezise
Vice President (Overseas):
Nominated: Paul Bahn
Moved: J. Campbell: Seconded: M. Rowe
Discussion followed as to whether. under the present constitution,
we could have a second Vice President (Australia). It was
decided o have a ‘shadow’ Vice President.
Vice President (Australia):
Nominated: Patricia Vinnicombe
Moved: G. Walsh: Seconded: J. McDonald
Sccretary:
Nominated: Robert Bednarik
Moved: J. McDonald: Seconded: M. Bullen
Treasurer:
Nominated: Elfriede Bednarik
Moved: P. Trezise: Scconded: M. Huginikitas
Commiittee Nembers:
Nominated: Graeme Ward
Moved: P. Trezise: Seconded: L. Gillespie
Nominated: Noelene Cole
Moved: E. Hatte: Seconded: P. ‘T'rezise
Discussion followed as to whether a third Committce Member
should be nominated by Aboriginal groups.
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Noted that the constitution allows persons 1o be co-opted onto the
committee. perhups representing a specialist interest group.
Moved that a third position s a Committee Member be left
vacant so that the Aboriginal participants at the Cairns Congress
can nominate a participant.

Moved: S. Hallwm: Seconded: N. Draper: Carried.
Michael Morwood then took the Chair and a vote of thanks wits
proposed to the outgoing Committee.

5. RECOMMENDATIONS
5.1 Symposium J: no document submitted.
5.2 Symposium L (Warkshop on indigenous perceptions):
Leah Louie and Kim Orchard were invited 1o present these
recommendations:
Moved that the recommendations be accepted.

Moved: J. Evans: Seconded: J. Drew: Carried.
Discussion ensued noting that the document presented had wide-
ranging implications and that all AURA Members should have
the opportunity to sce. discuss and reply toit.
Noted that this could not wait four years until next meeting.
Moved that the document be published and that the Executive
Commitiee ensure that decisions are made by the whole AURA
membership by next Annual Meeting (the document has been
published in RAR 9: 155-6).

Moved: G. Ward: Seconded: J. Drew: Curried.
Moved that those members present vote on point 4 of the Code of
Ethics. nering that there is a quorum of members present.

Moved: R. Bednarik: Seconded: N. Draper: Defeared.
The general feeling was that members already work under a
recognised code of ethics.
Maoved that AURA Members present support the spirit of the
document and congratulate the participants for the work and
effort that had gone into the recommendations put forward.
making them an excellent basis for discussion.

Moved: L. Jatfe: Seconded: N. Cole: Carried.

0. GENERAL BUSINESS
B. White read a document relating specifically to Queensland,
asking for support from AURA Members.
Moved that a vote be taken on each point separately.

Moved: B. White: Seconded: J. Clegg: Carried.
6.  The AURA Congress requests effective Aboriginal and
Torres Strait [slander (ATSI) heritage protection in Queensland.

Moved: B. White: Seconded: J. Campbell: Curried.
6.2 Should new ATST heritage protection legislation be drafted
in Queensland. the Australian Rock Art Research Association
notes that it must undergo a minimum of one year's negotiation
with ATSI groups.

Moved: B. White: Seconded: J. Campbell: Carried.
6.3 The Australian Rock Art Research Association notes that
ATSI groups negotiwting heritage legislation must be resourced
with independent expertise and advice.

Moved: B. White: Seconded: J. Campbell: Carried.
6.4 Discussions took place concerning the location of the
Third AURA Congress; among the possibilities mentioned were
Alice Springs/Uluru and Kununurra.

As there was no turther business the meeting adjourned at 17.50
p.n.

Yvonne Forrest
Northern Land Council. Darwin
RAR 10-270
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Letter to the Editor
Cher Monsieur,

Veuillez nous excuser de vous éerire en Frangais. mais. hien
que lisant couramment I"Anglais (scientifique). nous ne pouvons
prétendre nous exprimer correctement par écrit dans cette langue.

Permettez nous de vous féliciter pour vos différents articles
cancemant la préservation de 1'art rupestre. et pour votre récent
papier particulierement ferme et précis paru dans Sahara No, 4,
‘Rock art rescarchers as roek art vandals’.

Petroglvph of a dog or fox, at El Auer. Mathendous. Libya, with
extensive damage by recorders. The tiny of the chemicals wsed in
this vandalism, of German origin. were left in the sand helow the
art.

Nous avons éés particulierement sensibilisés @ ce probleéme
depuis que nous étudions une région particulierement riche en
pétroglyphes du Fezzan Libyen. En effet, sans compter les repas-
sages A la craie. psychologiquement interpréiés et hélas tenaces
(identifiés dans le wadi Mathendous 8 ans apres leur publication,
avee les mémes crreurs et omissions). nous avons  constaté
d'énormes  dégats  causés  par ta prise  d'emipreintes  aux
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dlastomeres synthétiques sur plusicures dizaines de pétroglyphes
parmis les plus intéressantes du wadi Mathendous et du sud du
Wadi Geddis (voir photos ci-juintes). Des cires de démoulage ct
des restes de résine subsistent, profondément incrustées dans le
grés une dizaine d'années aprés leur réalisation, sans compter les
petits éclats peu adhérents qui ont été emportés au démoulage. De
plus. ces “travaux” napportérent que trés peu dinformations
originales. la plupart des pétroglyphes ayant déji éié publides par
L.. Frobenius et P, Graziosi.

Des nos premitres publications. nous avons également insisté
sur Iimportance d’une éthique d'observation que les wechniques
photagraphiques actuelles permettent de respecter en toute ocea-
sion: “See bt don’t touch!” est une régle que nous essayons de
propager.

Axel et Anne-Michelle Van Albada

Arzens. France RAR 10-280

Exposition on world rock art

The Sociedad de Investigacion del Arte Rupestre de Bolivia
(SIARB) is planning an exposition of posters under the title Rock
art - World heritage. SIARB. a founding member of IFRAQO. has
already organised two major expositions. The last. on rock art of
the Dept of Santa Cruz, was inaugurated in the City of Santa Cruz
in June 1991, on the occasion of the Third Intemiional Sympo-
sium by SIARB,. and later toured six other Bolivian cities.

The new exposition will be prepared by Matthias Strecker
(SIARB Secretary) and Freddy Taboada Téllez (SIARB and
National Museum of Ethnography and Folklore). It is scheduled
for 1994 and will be shown in the National Museum of Art. La
Paz. and then in other Bolivian cities, It will consist of posters
featuring rock art in different parts of the world. maps and texts.
The tollowing rock art regions are expected to be included:
France. Valcamonica. South Africa, Australia, Canada, northern
Chile. Patagonia. Bolivia. However. the organisers will gladly
include material from other regions readers may decide to donate.
Please address your correspondence to:

Muatthias Strecker. SIARB Seerctary, Casilla 3091, La Paz.
Bolivia,

THE KATHE AND FRANZ SCHIPFER AWARD

Entries are invited for the annual Schipfer Award for excellence in rock art
and palacoart studies. Any unpublished essay is eligible, and the winning
paper will appear in Rock Art Research. Any subject relating to rock art, or
to forms of early symbolism, human cognitive evolution or presumed
evidence thereof will qualify. A panel of judges, consisting of RAR Edito-
rial Advisors and other office holders, will judge entries in terms of their
originality, scientific rigour and scholarly merit. Their decision will be
final. Papers of between 2000 and 20 000 words are eligible.

Entries for the 1994 Kiithe and Franz Schipfer Award should include a
very brief, single-paragraph curriculum vitae of the author(s), and a letter
stating any relevant information the applicant chooses to provide. The
Award will be presented on 26 January 1994, and will in this case include
prize money of $500.00. Entries must be received by no later than [ Octo-
ber 1993, and must be addressed to: Schipfer Award, AURA, P.O. Box
216, Caulfield South, Vic. 3162, Australia.
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Forthcoming events

SYMPOSIUM ON ARCHAEOLOGICAL DATING: Interna-
tional House, University of Melbourne, Australia, 3-4 luly 1993,
Weekend seminar with major public  participation. includes
several contributions relevant for rock art dating, held by the
Archacological and Anthropological Society of Victoria. For
details contact RAR editor.

XVth INTERNATIONAL CONGRESS FOR CARIBBEAN
ARCHAEOLOGY: San Juan. Puerto Rico. 26-31 July 1993.
Contact Programa de Arqueologia. Instituto de Cultura Pucrtor-
riqueda. Apartado <184, Sun Juan. Puerto Rico 00902,

HOMINID EVOLUTION IN AFRICA: Anusha, Tanzania. 8-14
August 1993, International conference in honour of Dr Mary D.
Leakey. includes rock art field trip. Contact Dr F. T. Masao.
Archacology Unit, P.O. Box 35050. Dar Es Salam. Tanzania.

ICOM CONSERVATION MEETING: Washington. DC. U.S.A..
22-27 August 1993. The [0th Meeting of the ICOM Commitiee
tor Conservation will include a session on rock art. Contact Ivan
Haskovec. P.O. Box 71. labiru. N.T. 0886. Australia.

1993 CHACMOOL. CONFERENCE: University of Calgary.
Canada. 11-14 November 1993. The subject is  “Cultural
complexity in archacology’. There is no rock art symposium

planned. Contact Department of Archacology. University of

Calgary. Calgary. Alhertia T2N IN4, Canada.

Gl.OBAL. SPECIALISTS CONFERENCE ON ROCK ART:
Indira Gandhi National Centre for the Arts. New Delhi. India, end
November to early December 1993. To include the 1993 Meeting
of the Intermational Federation of Rock Art Organizations
(IFRAQ). Contact IGNCA, Janpath. New Delhi 110 001. India.

ROCK ART - WORLD HERITAGE: Flagstaff, Arizona, U.S.A..
30 May 10 4 June 1994. International Rock At Congress 1994,
including the 1994 Business Meeting of IFRAQO. hosted by the
American Rock Art Research Association (ARARA). This major
rock art event includes the following symposia: Preservation and
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conservation:  Rock  art  and  religion:  Archacoastronomy:
Advances in dating techniques. Snake motif in rock art: Shaman-
ism in rock art: Early artin the Americas: Arizona rock art: Rock
art of Oceania. Symposia proposals are accepted until | August
1993, the deadline for paper and poster abstracts is | October
1993. For information and registration forms contact ARARA,
P.O. Box 65. Sun Miguel. CA 93451. U.S.A.

ROCK ART CONGRESS IN [ITALY: Pincrolo-Torino.
August/September 1995, This international  conference  will
include about eleven symposia, and will incorporate the 1995
Business Meeting of IFRAQ. The event wifl be hosted by the
Centro Studi ¢ Museo d”Arte Preistorica. Contact Professor Dario
Seglie. Centro Studi e Museo d'Arte Preistorica. Viale Giolitti 1.
10064 Pinerolo (TO1. ltaly.

MEMBERSHIP FEES AND SUBSCRIPTIONS

are now due for 1993, In accordance with the decision of the
Second General Meeting of AURA. revised fees have been
introduced. Those for student members and members in
developing countries remain unchanged. and have remained
unchangedsince the founding of AURA. Journal subscription
increases o $A20.00 per annum, full membership to
$A25.00; for overseas air mail delivery add $A8.00 in cither
case.

While these increases are regrettable, readers are reminded
that AURA has been substantially subsidised by the editor
since inception (and continues to be so. primarily because
large numbers of copies of RAR are being sent free to
researchers in cconomically depressed countries). and that
RAR remains by far the cheapest major archacological or
anthropological journal published in the world that is nat
funded by a government agency (with the exception of 7he
Artefact. which is alse produced by the AURA editor). RAR
contains between 170 000 and 190 000 words per annual
volume. and is therefore also the largest archaeological jour-
nal in Australia. At 9000 words per $A. RAR still costs only
about one third of the price of comparable refereed journals
in Australia.

EE——

IN 1088 |
PUBLISHED PROCEEDINGS OF THE FIRST AURA CONGRESS, DARWIN 1988 |
Number 4, 1991: Rock art and posterity: conserving, managing and recording rock art, edited by Colin Pearson and
B. K. Swartz, Jr. Proceedings of Symposia M (‘Conservation and site management’) and E (‘Recording and standardisa-
tion in rock art studies’) of the First AURA Congress, with contributions by 31 authors. 160 pages, 40 plates, 22 line
drawings, 21 maps, 19 tables, paperback, RRP $A26.00. ISBN 0 646 03751 X.
Special offer to AURA members: 50% discount, i.e. $A13.00, plus packing in sturdy cardboard box $A1.50, plus postage
of $A6.50 in Australia, $15.00 to anywhere else:
Special offer: $A20.70 in Australia, $A29.50 (US$22.30) elsewhere.

Number 5, 1992: Rock art and ethnography, edited by M. J. Morwood, D. R. Hobbs and G. K. Ward. Proceedings of
Symposia H (‘Rock art and ethnography’) and O (‘Retouch: an option to conservation?’) of the First AURA Congress, with
contributions by 21 authors. 140 pages, 60 plates, 23 line drawings, 2 maps, 2 tables, paperback, RRP $A34.00. ISBN 0
646 04920 8.

Special offer to AURA members, 50% discount: including postage and packing $A25.00 in Australia, US$25.30 elsewhere.

Number 6, 1992: State of the art: regional rock art studies in Australia and Melanesia, edited by Jo McDonald and
fvan P. Haskovec. Proceedings of Symposia C (‘Rock art studies in Australia and Oceania') and D (‘The rock art of
northern Australia’) of the First AURA Congress, with contributions by 23 authors. 240 pages, 33 plates, 147 line drawings,
51 maps, 36 tables, paperback, RRP $A48.00. ISBN 0 646 09083 6.

Special offer to AURA members, 50% discount: including postage and packing $A32.00 in Australia, US$30.60 elsewhere.

Orders and correspondence to:
The Editor, AURA, P.O. Box 216, Caulfield South, Vic. 3162, Australia
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[FRAO Report No. 10

MINUTES OF THE
THIRD BUSINESS MEETING OF IFRAO

Cairns, Austratia

The Third Business Meeting of the Intermational Federation of

Rack Art Organisations (IFRAQ) was held on the evenings ol 1.
2 and 3 September 1992, in Lecture Theatre 3 of the Hilton
Conference Centre in Cairns, north Queensland. On 1 September.
an open consultation had  been announced. which could be
attended by any delegate of the Second AURA  Congress.
providing a forum for raising and discussing matters concerning
the discipline. However. the anendance ol this mecting was
adversely affected by the considerable popularity of the public
lectures (J. Clottes and P. Bahny coinciding with it. ‘The meeting
was adjourned with only one recommendation: such events
should in Tuture be timed so as not 1o coincide with predictably
popular academic sessions. The Business Meetings on  the
tollowing two days were closed sessions. attended only by Offi-
cial IFRAO Representaives.

PRESENT:

Ken Hedges (ARARA): Dr Jean Clottes (ARAPE and Arigge-
Pyréndes): Robert G. Bednarik (AURA. Chair): Dr Mila Simoes
de Abreu (proxy. CeSMAP): Prof. Osaga Odak (EARARA. and
proxy. SARARA): Dr Michel Lorblanchet (Groupe de réflexion):
Nobuhiro Yoshida (JPS): Maurice Lanteigne (RAAC): Prof. Jaek
Steinbring (RAAM): Prof. Chen Zhao Fu (RARAC): Dr Giriray
Kumar (RASH: Muaria Mercedes Podestd (CIAR-SAA. and
proxy. SIARB): Ludwig Jalfe (Le Orme dell’ Uomo) and Prof. B.
N. Saruswati (observer. Indira Gandhi National Centre for the
Arts). Consequently. sixteen ol the twenty-one member organisa-
tions were represented.

l. APOLOGIES
Prof. Ben K. Swartz (ACASPP): Mario Consens (CIARL):
Prol. Herbert Nowak (1C).

2. PREVIOUS MINUTES

Minutes of the Cathedral Peak meeting in 1991 as reported in
RAR (9: 158-61) and other affiliated journals were tuken as read.
and were accepted with three very minor modifications,

i MATTERS ARISING
Additional matters arising from the previous Minutes are
reported regularly in alliliated journals.

4. REPORTS BY REPRESENTATIVES

Several reports were given by Official IFRAO Representi-
tives, and 1t was decided that such presentations should be more
formalised in the Tuture. and made generally uccessible. It was
agreed that member organisations should  each prepare  short
reports. of up to SO0 words. on their recent and current activitics.
M. S. de Abreu proposed to publish o book of about 200 pages,
summarising the work of IFRAO members: their activities and
arganisational work, education programs and specialist courses.
research conducted. publications produced ete. [It is noted that
briet activity statements by six members are contained in the
minutes of the 1991 meeting. ltem 6 (RAR Y: 158-9).]

3. EXCHANGE
I G, Kumar reiterated the role of IFRAQO as an information
exchange nctwork, and proposed that all members should

‘n
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automatically send their publications 10 all other members, The
postige costs were queried. but it was argued that many members
already adhere to this system. which has the very considerable
benefit that each member receives all the publications of the
others in return.

5.2 Discussion established that the earlier proposed waiving of
copyright among members. for exts of up w 1000 words, is
confirmed.  Consequently  all - members  may reprint - short
published texts by other members without having to abtain
permission. provided they acknowledge the source of the mate-
rigl. Flowever, for longer anticles and rescarch papers. the permis-
sion of the authors would be required. Such arrangements are w
be encouraged. especiatly tor the purpose of producing translated
versions of existing work. In such cases the journal that originally
published the material still needs o0 be comtacted concerning
copyright releases.

0. NEW MEMBERS

J. Steinbring moved that matters concerning the approval of
new members be given priority. and that Argentina be assured 0
be considered in this session. K. Hedges, N. Yoshida and M.
Launteigne requested clarification of the status of the CIAR-SAA,
which was explained by M. Podestd. and after establishing that
nomination referred only to the rock art organisation within SAA
(Sociedad  Argentina de  Antropologia) and some debate of
IFRAQ membership conditions. it was maved that CIAR-SAA be
accepted as @ member ol IFRAQ.
Moved: ARARA: Seconded: RAAM: Carried.

/s NEW BUSINESS

7.1 G. Kumar raised the possibility of introducing a two-year
probationary period for new members of IFRAQ. J. Steinbring
proposed that selection should be in sulficient depth so that we
would not have to have a probationary period. and we should
have sullicient confidence in candidates before we elect them as
members. While the motion had the support of some members,
others argued against it. In response to the view of G. Kumar and
O. Odak. thw observance ol ethics needs o be monitored. M. S.
de Abreu pointed out that adherence for a limited period does not
neeessarily guarantee continued adherence. and that we must
distinguish between organisations and their individual members.
G. Kumar cited the example ol a European member ol IFRAQ.
whose executive committee members are said 0 continue
conducting uncthical recording methods in India. A mechanism
of addressing such matters needs to be developed within IFRAQ.
and the issue ol rescarch permits was considered. L. Jaffe and J.
Clottes suggested that the organisation concerned be asked to
respond to the claims by the Indian scholars. and J. Clottes
emphasised that the actions ol individual members should not be
held against organisations they are members of. 1t was maoved that
a letter be sent to the senior officer of the organisation in ques-
tion. expressing concern and asking for ¢larification,

Moved: ARAPE: Seconded: ARARA: Curried.

7.2 The proposal of the Indira Gandhi National Centre for the
Arts in New Delhi to host an IFRAOQ Meeting in late 1993 was
debated. bearing in mind that no proposal had heen received Irom
an IFRAO member for that year. The proposal had strong support
from some delegates, and K. Hedges gqueried whether there were
any restrictions excluding nomination of an event by @ non-
member. R. Bednarik suggested that we should be guided by
what was considered in Darwin in 1988, and J. Steinbring pointed
out that the principal considergtion was to support whatever
would enhance the exchange ol information. G. Kumar suggested
that a RASI Meeting be held as part of the New Delhi
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praceedings. After consultation with B. N. Saraswati and detailed
discussion, it was moved that an IFRAO Meeting be held in New
Delhi at the end of November 1993,
Moved: ARARA: Seconded: RAAM: Curried.
7.3 K. Hedges asked what the stitus ofthe [FRAQO constitution
qas. A dralt constitution has now been published (RAR 9: 160-1).
subsequent to the deliberations at the Cathedral Peak meeting.
and proposals concerning it have been invited from IFRAO
Representatives.
74 0. Odak raised the subject of organisations composed of
rescarchers conducting work in continents other than those they
reside in. 3, Clottes argued that [FRAO members are not neces-
sarily national organisations. and that their individual members
may weork in a variety of regions. This led to a discussion of sizes
ol member organisations. their spheres of influence. and palitical
considerations. It was observed. however, that ultimately it is the
IFRAO executive which accepts or rejects candidates  for
membership.
7.5 L. Jaffe presented arguments in favour of accepting the bid
by CeSMAP to site the 1995 IFRAQO Meeting in Pinerolo-Torino.
ltaly. The proposal had good support, but O. Odak expressed
concern that the event will coincide with a major archacological
meeting in the same region, and feared that this could have
adverse ceffects. Debate showed. however. that delegates are
confident of the diseipline’s strength and perceive more potential
benetits than disadvantages from such concurrence.

8. GENERAL

The experience of the previous IFRAO Meeting had shown
that future meetings should be conducted in the form of shert
sessions of several hours per day. rather than in one long session.
This had been tiken into account in planning the Cairns event.
However, only one third of the items on the Agenda were actu-
ally discussed. and it became clear that future business meetings
need o be timed so that they will not compete with any other
sessions or lectures. i.e. they need o take place on the day(s)
immediately hefore or after the proceedings of the host event.

9. ADJIOURNMENT

The meetings were adjourned at 8.3 p.m. on 3 September.
Robert G. Bednarik
Secretary. AURA

RAR 10-2B1

THREE NEW MEMBERS OF IFRAO

At its 1992 Annual General Meeting, the Association des Amis
de I'Art Rupestre Saharien (AARS) has unanimously decided to
apply for IFRAO membership. The submission has been placed
belore the IFRAO Representatives. and the fourteen ballot papers
so far received all support the admission, therefore a majority
vote is assured. and AARS becomes the twenty-second member
of IFRAO.

The new member specialises in the study of Suharan rock ant,
its conservation, and exchange of information about documenta-
tion and cvents related to Saharan rock art. The Association’s
constitution emphasises that ‘membership implies commitment to
personal respect of, and. as far as it is possible. prompting other
people to respect. the archacological heritage of Saharan coun-
tries’. The executive board is democratically clected. with terms
of office limited to one or twa years. There are no restrictive or
discriminatory membership rules.

AARS was founded in 1991, with an initial membership of
184, and publishes a newsletter in French. The contact address is:

Association des Amis de I'Art Rupestre Saharien
Allred Muzzolini (President)

7. rue J. de Rességuier
31000 Toulouse
France
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The establishment of the Associagio Portuguesa de Arte e
Argueologia Rupestre (APAAR) had been [oreshadowed by its
founders. Dr Mila Simoes de Abreu and Ludwig Jaffe. at the
Caims congress. It has recently become a reality. with an initial
membership of over fifty. and the new organisation immediately
sought IFRAO affiliation. The constitution of the Association
declares it o be a non-profit organisation dedicated to interests
concerning rock art. including teaching. research and protection.
It has a democratically clected executive and membership is open
to all. Working groups have already been formed in severial
universities in Portugal. The first issue of a newsletter has been
produced. and a lecture series by intermnational speakerss has been
initiated, One of the prioritics of APAAR is 0 compile a detailed
rock art inventory of Portugal. a small country with a substantial
rock art heritage that extends back to the Palacolithic period. A
specilic aim. retlecting an admirably strong commitment by the
executive  committee. is o eradicate  physical enhancement
recording methods in Portugal.

The preliminary result of a postal ballot is: thirteen votes
received. twelve for acceptance. one abstention. Consequently
APAAR becomes the twenty-third member of IFRAO. The
contact address is:

Associaguo Portuguesa de Arte e Arqueologia Rupestre
Dr Mila Simoes de Abreu (Chairperson)

Av. D. José |, n. 53
2780 Oeirus
Portugal

Another very recent application for JFRAQ membership is
from the Centar za Istrazuvanje na Karpestata umet nost i Prais-
torijata na Makedonija (Rock Art Research Centre of Macedo-
nia). The society’s members are elected democratically. it has
non-profit status as a scientific organisation, and there are no
restrictive membership rules. The President is Professor Dusko
Aleksovski. und his application was accompanied by a supporting
letter trom the Minister of Science of the Republic of Macedonia.
Dr A. Selmani. It had been submitted and vetted by Professor
Dario Seglic. the IFRAO Representative of Lialy, who reminded
fellow members that “our aceeptance will be important, especially
in this time when the young Macedonian Republic (formerly part
of Yugoslavia) is asking for. and going 1o receive. intermational
approval®.

The preliminary result of the postal ballot suggests that the
IFRAO members have heeded Dario Seglie’s words: thirteen
votes received so far, all of which approve the nomination.
Consequently the Macedonian Centar becomes the twenty-tourth
member of 1FRAQO. We take this opportunity to wish the young
Republic of Macedonia well for the difTicult times it faces. The
contact address of the new member is:

Centar za Istrazuvanje na Karpestata umet nost i Praistorijata
na Makedonija
Professor Dusko Aleksovski (President)

91320 Kratovo
Republic of Macedonia

ADDRESSES OF
IFRAO REPRESENTATIVES

The number of IFRAO members has grown rapidly, and in order
to facilitate correspondence and the exchange of publications as
per IFRAO palicy. an updated and complete list of the current
IFRAO Representatives is provided helow. Three new members
are listed above. bringing the total of rock art organisations afTi-
liated with [FRAO to twenty-fuur. They are cssentially the
twenty-four largest and most active rock art societies in the
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world. and they include in their combined memberships virwally — Dr Shyam K. Pandey

all scholars active in this discipline. Indian Rock Art Research Association (IRA)
C/79. Gaur Nugar University
Professor B. K. Swartz. I SAGAR (M.P.) 470 003

American Committee to Advance the Study of Petroglyphs and  India
Pictographs (ACASPP)

Dept of Anthropology Professor Herbert Nowak
Ball State University Institvtum Canarium (1C)
MUNCIE, IN 473006 Posifuch 48
UiS:As A-S400 HALLEIN
Austria
Alice J. Bock
American Rock Ant Rescarch Association (ARARA) Nobuhiro Yoshida
P. Q. Box 63 Japan Petrograph Society (JPS)
SAN MIGUEL. CA 93451-0065 P.O. Box 11
US.A. Kokuranishi Post Oftice
Kitakyusyu-city. 803
Dr Jean Clottes Japan
Asseciation pour le Rayonnement de L'Art Pariétal Européen
(ARAPE) M. P. Lanteigne
{1, rue du Fourcat Rock Ant Association of Canada. Inc. (RAAC)
09000 FOIX 306-450 Talbot Avenue
France WINNIPEG. Manitoba R21. OR3
Cunada
Robert G. Bednarik
Australiun Rock Art Research Association (AURA) Professor Jack Steinbring
P. O. Box 216 Rock Art Association of Manitoba (RAAM)
CAULFIELD SOUTH. Vic. 3162 Department of” Anthropology
Australia University of Winnipeg
515 Portage Avenue
Mario Consens WINNIPEG, Manitoba R3B 2EY

Centro de Investigacién de Arte Rupestre del Uruguay (CIARU) Canada
C.C. 18.007

MONTEVIDEO Professor Chen Zhao Fu

Uruguay Rock Art Research Association of China (RARAC)
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NOTES FOR CONTRIBUTORS

Manuscripts of major research papers should preferably be from 4000 o 8000 words. Longer articles
will be considered on the basis of merit. Submissions should comprise the original together with one
copy. typed in double-space. with a wide margin on one side of each page. Underline words to be itali-
cised and identity each page by number and author’s surname. The preferred method of submission is
on a 5.25 inch double-sided. double density (DS-DD) diskette written in MS Word. 1ogether with a hard
copy. The content of the paper should be outlined by three to five keywords (e.g. "Petroglyphs - patina-
tion - ethnography - Pilbara®) placed above the title. The manuscript must include an abstract of 50 to
100 words. summarising the article.

Spelling and punctuation in this journal follow the Siyle manual for authors. editors and printers of
Anstralian government publicarions and the Macguarie dictionary: where the two disagree the former
has precedence. Footnotes should not be used. The bibliography and references in the text should
follow the style indicated in this issue.

It line drawings are included they must be larger than the intended published size (preferably by a
tactor of 1.5 to 2) and line thicknesses, stippling, lettering sizes etc. must be selected accordingly.
Photographs should be black and white gloss prints of high contrast. Photographs of rock art which
were obtained by physical enhancement or other interference will be categorically rejected. In regions
where traditional indigenous rock art custodians exist, their approval must be obtained before submis-
sion of any illustrations of rock art. and where copyright applies the author must obtain the appropriate
consent. Captions (on a separate sheet) are required for all illustrative material, together with an indi-
cation in the text as to where they. and any tables and schedules. are to be placed.

Announcements intended for a specitic issue of this journal ought to be available at least two
months before the month of intended publication. Galley proofs are issued of all articles and must be
returned promptly after correction by the author(s). Each author or group of authors receive thirty free
copies of their article. additional reprints are available at cost.
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Bradshaw anthropomorphs with detailed tassels from headdresses, elbows and waists, and a
splayed-neck dilly bag. Red-brown paintings, top figure 113 cm, Kimberley, Australia.
(Refer to article by D. Welch, Figure 8, page 24)



