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Valcamonica symposia
20 Symposia in 34 years - 20 simposi in 34 anni

I. 1968 Symposium International d’Art Pre- XII. 1994 Prehistoric and Tribal Art: Rock Art and
historique, UISPP. Archaeology.

II. 1972 Les Religions de la Préhistoire, XIII. 1995 Prehistoric and Tribal Art: Myths, Signs
UISPP and IAHR. and Memories.

III. 1979 Prehistoric Art and Religion. XIV. 1996 Prehistoric and Tribal Art: Images,
IV. 1981 International Consultation of Specialists Symbols and Society.

on the Study, Documentantion and XV. 1997 Prehistoric and Tribal Art: Graphics and
Conservation of Rock Art, UNESCO. Semiotics.

V. 1982 Rock Art and Museology - Arte XVI. 1998 Prehistoric and Tribal Art: Shamanism
Rupestre e Museologia. and Myth.

VI. 1984 Rock Art: The Future of Research. XVII. 1999 Prehistoric and Tribal Art: Deciphering
VII. 1989 The Roots of Art. the Images.
VIII. 1990 Rock Art: New Horizons in Research. XVIII. 2000 Prehistoric and Tribal Art: Conservation
IX. 1991 Rock Art: Old World and New World, and Protection of the Messages:

Convergences and Divergences. Inventory, Archives, Recording.
X. 1992 Rock Art: The Importance of Place. IXX. 2001 Parameters and Guidelines for Studying

The Site, the Message, the Spirit. Rock Art.
XI. 1993 Prehistoric and Tribal Art: Symbol and XX. 2002 Recent Perspectives on the Documenta

Myth. tion and Presentation of Rock Art.
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Preface

The Valcamonia symposium has been almost 
annually organised for almost 40 years. It has 
become the most well established rock art event of 
all and a must for anyone wanting to stay updated 
with the latest ideas and developments in rock art 
research and management. Professor Emmanuel Anati 
personifies the symposium and the research institute 
Centro Camuno di Studi Preistorici in Capo di Ponte, 
both being his creations. Thanks to that, thousands of 
students and researchers have come to Valcamonia to 
study the rock art there and elsewhere in the world. 
These studies are made possible due to the extensive 
research library and databases available at the CCSP. 
But not only researchers and students come to 
Valcamonica. Tens, if not hundreds, of thousands of 
school children and tourists - the educated public - 
come every year to look at and admire the 
astonishing artistic achievements of the Early 
Camunians that were engraved on the steep bedrocks 
at Luine, Nadro and Naquane.

According to history and tradition Valcamonica 
and Lombardy were also for goal of visits in 
prehistoric times, made by people that came from 
as far away as Scandinavia sometimes. The people 
of this region were named the “Long Beards”, 
a name that was later transformed into Lombardia/ 
Lombardy. Whether this historical tradition is true or 
not, it is obvious from the rock art that connections 
already existed even in prehistoric times. Many 
motifs and scenes in Valcamonica’s rock engravings 
are strikingly similar to those in Scandinavia, 
especially those in Tanum in Northern Bohuslän on 
the Swedish West Coast. Another similarity is that the 
rock carvings of both Valcamonica and Tanum have 
been inscribed onto UNESCO’s World Heritage List. 
With that background a close co-operation in 
management and research has naturally developed 
between these two European rock art centres. This co
operation started already in the 1980s but became 
more intense during the 1990s and especially after

that the National Heritage Board in Sweden set up 
its’ RockCare project within the framework of the 
Raphael and Culture 2000 programmes of the 
European Commission. This project was successfully 
run between 1998 and 2001 in close co-operation 
with the CCSP and ICOMOS’ international scientific 
rock art committee - CAR.

One result of this co-operation was that it was 
mutually decided to arrange the Valcamonica 
seminars of 2001 and 2002 in Sweden. Since this was 
the first time ever that this major rock art event had 
taken place outside its place of origin, this was 
naturally a big challenge. However, the two seminars 
in Sweden were finally held at Resö in Tanum in 
2001 and in Simrishamn in Scania in 2002. The 
respective titles of the seminars were “Parameters 
and guidelines for studying rock art” and “Recent 
perspectives on the documentation and presentation 
of rock art”. To a certain extent they both mirror 
a recent trend in this sphere, where aspects of 
documentation and management have become 
increasingly important. In many parts of the world, 
like in the USA, Great Britain, Spain and Scandina
via, research on management of rock art as part of a 
wider archaeological arena has become established 
more or less as a discipline of its own. It has 
sometimes been argued that this may not be to the 
advantage of ‘true’ rock art research, such research 
that is (or should be) directed towards the meaning 
and interpretation of rock art itself. This will 
probably be a matter for debate in the future too.
But it seems obvious that management and research 
are two sides of one and the same coin. Without 
management, including protection and conservation 
of rock art sites, there will soon be very few sites left 
to research. And without research there will soon be 
very little of interest to tell people about the meaning 
and further archaeological implications of the rock 
art. It seems that one key factor to further integrate 
these two fields is the documentation of the rock art
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itself. Documentation, whether performed with 
traditional methods or modern high-tech, provides 
researchers with the possibility to become acquainted 
with the rock art images in situ with all their details 
and artistic added values. Details are often revealed 
which are crucial for understanding the meaning and 
thus to the interpretation of the rock art. Applied in 
the right way high-tech methods can be a massive aid 
in recording and storing this information as well as 
bringing it home from the field for further analysis 
and study.

In this report from the Valcamonica seminars in 
Sweden it is my hope that most of these aspects have 
been presented and penetrated by the various entries 
from the participants. It is also my hope that this 
report will stimulate and further deepen this open 
dialogue between research and management. This 
is also illustrated by the fact that arranging the 
seminars in Sweden was made possible as part of the 
RockCare project which was granted by the European 
Commission. One of the main focuses of the project 
has been to further integrate the works of experts 
and students, researchers and managers, pupils and 
teachers and to try to meet with and to stimulate the 
interest of the public at large.

Finally, I want to thank all participants and other 
people involved in organising the seminars, especially 
Ms Lena Alebo, the curator of Österlens Museum in 
Simrishamn for generously inviting us to her museum 
and for guiding us at Kivik, and also Ms Agneta 
Modig for keeping the production process of this book 
so well organised in its final intense stage.

Tanum, July 7, 2004
Ulf Bertilsson
Project Manager
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The Valcamonica symposium 2001

Parameters and guidelines for studying rock art



The art of beginnings
EMMANUEL ANATI
CENTRO CAMUNO DI STUDI PREISTORICI, ITALY

The development of a World Archive of Rock Art 
(WARA) is stimulating new concepts on the motiva
tions for rock art and on the psychic background of 
artistic creativity. A world survey on the production 
of rock art reveals the role of prehistoric visual art as 
a source for historical reconstruction of the human past.

When we speak of prehistoric art, we usually think 
of visual art although we know that even the least 
technologically developed peoples on earth also 
expressed themselves through music, dance, 
performance and poetry: they practised the arts of 
eloquence, of moving and decorating their bodies, 
and of awakening social or sexual interests. 
Prehistoric peoples developed various aspects of 
artistic creativity and externalisation of the self, of 
which, for the time being, we can only recover (since 
archaeology does not reconstruct temporal arts) those 
which left decipherable physical traces. Even with the 
graphic or plastic arts, the remains that have reached 
us represent only a minute part of what was 
originally produced. But these few remnants (which 
nevertheless number more than 70 million figures) are 
of cardinal importance in understanding the cultural 
matrix of humanity. They enable us to reconstruct the 
way of seeing, thinking, and believing of thousands of 
generations all over the world. The principal material 
employed, almost everywhere, by Stone Age man was 
wood. Besides objects in stone, bone, or ivory and 
other materials that have not perished, how many 
were there in wood, plant fibres, tree bark, animal 
skins, or other perishable materials, which have been 
destroyed? We know that Palaeolithic man used to 
leave his marks and trace signs on mud and sand as 
found inside caves, which he undoubtedly also did 
outside, just as many tribes do today. In the open air, 
these works are destroyed by weather. Rare are 
artistic human creations that survive for thousands of 
years, and of these only a tiny proportion have been 
discovered. Who knows how many regions of inten
sive artistic creation, such as the central Tanzanian 
plateau, the Tassili of the Algerian Sahara, or the 
caves of Dordogne, are yet awaiting discovery?

We know very little about the context of the 
appearance of the oldest evidence, from whence 
emerge the difficulties in surmising the state of mind, 
the social context, and the atmosphere that prevailed 
at the creation of the works. Visual art can be 
subdivided into “movable art” or mobiliary art - 
objects - and “immovable art” or immobiliary art, 
on rocks or in caves. This heritage is scattered 
throughout the World and covers a time-span of 
50,000 years.

In 1984 I conducted a study for UNESCO of the 
state of research in this field. From this developed the 
WARA project (World Archives of Rock Art), an 
inventory of prehistoric art, which today benefits 
from the support of ICPHS (International Council of 
Philosophy and Humanistic Studies), UNESCO and 
the Italian Ministry of Foreign Affairs. The idea is to 
arrive at an overall vision on the basis of the analysis 
of 70 million images drawn from more than 20,000 
sites in 400 regions of 160 countries of the world.

Art of all periods teaches us about man’s 
conceptions of the world, his thoughts, and his 
imagination. This immense patrimony, from its very 
origins, allows us to reconstruct man’s roots, his 
lifestyles, economy, preoccupations, customs, and 
beliefs. Before the birth of writing, art was already a 
form of writing: a means of memorising and 
transmitting messages and ideas. Rock art sites are 
places of initiation, information, and education. A 
number of these sites are threatened today. In order to 
preserve for future generations the teachings that they 
can convey to us, it is imperative to document 
everything as quickly and as fully as possible.

In the prehistoric periods, as in our own time, art 
was a fundamental element of culture and of the 
quality of life. What would our life be without the 
features that have determined artistic creativity? Yet 
art is a recent invention. According to our present 
state of knowledge, and despite the endeavours of 
researchers to go back earlier than this, art was only 
born around 50,000 years ago. Mankind has evolved 
on Earth since the early hominids over 5 million
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years ago. From what we know today, art is present 
only for the last 1/100 of the story of humanity. Art 
appears to be a rather late acquisition of the cultural 
package. But since then, it has had an aura of eter
nity. Artists die, but the art of Lascaux or Altamira 
is as fresh as that of Picasso, Miró, or Modigliani.
It continues to convey emotions and to stimulate the 
imagination and the intellect. The art of beginnings 
retains the same freshness as contemporary art and 
we must recognise its gift: that it continues to speak 
to us and is therefore contemporary. Although it 
seems difficult to us today to imagine humanity 
without art, we should nevertheless remember that the 
species Homo developed its abilities of tool making, 
of using the fire and of building living huts before the 
beginning of art. For Homo intellectuals to become 
capable of producing art, he had to have an arti
culated language, philosophical thoughts, ideology, 
the abilities of synthesis, abstraction and symbolism, 
and probably a concept of religion. We may, how
ever, justifiably surmise that man had learnt to play 
well before: and the play practised by other mammals, 
from cats to monkeys, is an essential element on the 
road to the kind of curiosity and intellectual stimula
tion upon which art was born. Those who do not 
know how to play will never produce art, yesterday 
as today.

As for the complex economy, which the 
appearance of agriculture presupposes, it only 
developed in the last 10,000 years. The last peoples 
who continue to live as hunter-gatherers are today 
relegated to a few marginal corners of the world, in 
the forests of Congo and the Amazon, in the far north 
of Canada, and in the deserts of central Australia. 
They are the last depositories of the feelings, the 
messages, and the essential and primordial truths of 
our species. Their way of life will disappear forever 
in the course of a generation. Their thought and the 
memory of their precious experience will only survive 
if their artistic creations are recorded, studied, and 
preserved. Art alone makes this possible, for through
out the world there are no people that do not produce 
art. And art is a mirror of mind, soul and heart. Each 
image is a chapter of history.

The analysis of the data that we have gathered in 
the WARA project has enabled us to construct a 
global vision of the phenomenon of “art.” We have 
thus been able to identify three types of signs 
characteristic of elementary artistic structures: 
pictograms, ideograms, and psychograms. Their 
typology and systems of association accommodate

nuances, differences between one geographical zone 
and another, one period and another, but the base is 
the same everywhere. We can even assert that there 
is a universal base common to the visual arts and to 
dance and music: these are also composed of the 
interaction between pictograms, ideograms, and 
psychograms.

Pictograms are images (human figures, animal 
figures, structures and objects). Ideograms are 
symbols that are repeated and have a standard 
significance; in the beginning, in the very early 
stages, the same ideograms are found all over the 
World and then there is a gradual diversification of 
symbols for the different parts of the World. 
Psychograms are explosions, exclamations. They are 
not repeated. Each psychogram is unique, but they 
all follow the same kind of graphic concept. The 
different modes of association of these three elements 
changes according to the way of thinking and the 
cognitive processes of the human mind.

In the visual arts, Homo sapiens always expressed 
himself metaphorically. This reflects a way of 
thinking and of co-ordinating the associative mental 
process, which still persists today. When one says of a 
person, “he’s a lion”, or, indeed, “an ass”, “a pig” or 
“a snake”, we instantly understand the signification. 
In prehistoric art, some animal images have a 
metaphorical signification. They are associated with 
signs which often recur in the category of ideograms 
or in that of psychograms. The paintings in black of 
the bison which are found in the cliffs of the Great 
Plains of northern America represent the great Apache 
chief, “Black Bison”; the drawing of an eagle in our 
society represents the Empire, an empire, whether 
that of Rome, Berlin, or Vienna.

Some paradigms do not change: distinctions must 
be made between universal paradigms, categorical 
paradigms, and vernacular paradigms. Universal 
paradigms are distributed throughout the world at all 
periods. To give an example, a universal paradigm 
is that more than 95 per cent of prehistoric art is 
concerned with only five subjects: anthropomorphs, 
zoomorphs, structures, objects, signs. Categorical 
paradigms are those which distinguish one of the five 
principal categories of societies producing art: 
ancient hunters, early gatherers, developed hunters, 
herder-rearers, and societies with a complex economy. 
A categorical paradigm would be that images of 
ploughs are represented only by agricultural groups 
or that domestic animals are represented only by 
human groups practising domestication. Finally,
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vernacular paradigms are in the different styles which 
characterize particular regions or particular periods: 
in modern art, stylistic variations such as baroque or 
art nouveau in Europe, or that of Ming paintings in 
China, would be called “vernacular”. Most major 
groups of later prehistoric art reveal the presence 
of vernacular paradigms. In other words, the very 
structure of art is to be read in the grammar which its 
typology reveals, and in the syntax reflected by the 
association of signs: simple association, complex 
association, sequence and scene.

Visual art reveals the character of the society 
that created it, but also the personality of the artist, 
his/her concerns, the way of seeing the surrounding 
world, the existential relation with nature. It is a 
proto-writing: we could even say, it is writing before 
writing. And it is writing in a primary language, 
because in the very oldest stages, the same modes 
of expression, the same associations, the same 
sequences, and the same themes are found throughout 
the World. Regional characteristics were to become 
increasingly marked in the course of time, as men 
adapted to the different geographical zones.

50,000 years of artistic creativity sanctions 
comparative studies at a global level on the universal 
constants of cerebral functioning, on the basic process 
of the association of ideas, which reveal to us 
fundamental factors concerning the nature of man.
As Homo sapiens became more vernacular, more 
specialised in each region, art also acquired local 
characteristics. Undoubtedly there was an analogous 
process for language and for other aspects of culture. 
The principal themes of prehistoric and tribal art all 
over the world appear to be namely the same: sex, 
food and territory. These are man’s perennial pre
occupations. This is all revealed by means of graphic 
narration, usually metaphorical, which often evokes 
myths: there are myths of origin, myths of genesis in 
a poetic spirit pregnant with conceptualisation, 
imagination, and aesthetic meaning. Most myths, in 
one way or another, gratify territorial ownership, 
food resources, sexual relations, or some other moral 
or ethic requirement of the group.

Prehistoric art may be considered the major 
patrimony of mankind. It is the key to our intellectual 
heritage. Today we understand it better than yester
day. It is likely that tomorrow we shall be able to 
further penetrate its meaning and to further benefit of 
the knowledge it conveys. But on condition that such 
knowledge will be accessible, that the documentation 
is available.

New generations should develop more concern for 
this heritage, for greater awareness would reward 
them with enrichment, regenerated and inspired by 
the immensity, the beauty, and the wonder of the 
human spirit. From a technological point of view, 
humanity develops. The material existence of man 
has advanced, but we discover that his emotional, 
aesthetic, and spiritual capacities could have been 
just as elevated 50,000 years ago as they are today. 
The art of beginnings has much to teach us about 
culture, education, the interior life of man, and 
society’s ethical and aesthetic equilibrium. Art 
implies a consciousness of reality and of the 
imagination, of our senses and of our eyes. It is a 
window onto the spirit of man since the first artistic 
creation. Awareness of the forms of nature, the sky 
and the earth, rocks, landscapes, animals, and men, 
is the foundation of intelligence. To read the forms of 
nature, to imitate and complete them, and raise them 
to abstraction is the start not only of art but also of 
scientific research. It is the eternal spirit of Homo 
sapiens at work, for he has always been a seeker and 
a scholar.

Research today is involved with the reading of 
signs. Prehistoric art is an expression of language that 
can be deciphered. Each year sees fresh advances in 
this area, and the reading of this body of evidence 
prepares the ground for a universal history. A true 
universal history should also integrate the peoples 
without writing. The moment that art came into 
existence, history became possible. But it should go 
beyond the habit of considering only urban and 
literate populations. The contribution to world 
history made by the art, imagination, and creativity 
of peoples without writing is fundamental: it is the 
source of all that came later. That is why under
standing the art of beginnings can open new horizons 
not only for culture but also for our awareness of the 
fullness, depth, and existential value of the human 
intellect.

The most serious problem concerns its vulnerabi
lity. Whatever is not documented today may be lost 
for ever. This is why it is urgent to progress in the 
process of documentation and inventory of rock art 
on a world base. Tomorrow may be too late.

NOTE: the present paper is an abstract of the book 
by the same author, La struttura elementare dell'arte, 
Capo di Ponte (Edizioni del Centro), 2002.
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Pictograms, ideograms and psychograms

Fig. 1. Elementary grammar of the art of «Early hunters». Pictograms, ideograms and psychograms from La Pileta, Spain.
The pictogram is a light brown painting of a horse on the body of which, repeated ten times, is an ideogram consisting of two 
parallel lines and called «lips», to which «feminine» signification is ascribed. These ideograms were executed at different 
times with different colour tonalities: red, chestnut, and black. However, the ideogram is the same in each case. Above the 
horse there is a psychogram in black: a rectangle with stripes issuing from it. Even an apparently simple painting is the 
accumulation of several hands of several periods. (Tracing by H. Breuil, 1936; WARA Archives W00206.)

Grammatical analysis

Pictogram: horse

z

Ideogram: two parallel lines called 
«lips» are repeated ten times

Psychogram: a rectangle which 
emanates stripes or rays
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Fig. 2. Two figures of animals, one vertical, the other horizontal, are associated with two ideograms of repetitive type with 
masculine value (branch) and feminine value (eye-shaped sign) in the Palaeolithic cave of Altamira, Spain (art of «Early 
Hunters»). Beneath one of the animals there is a group of curving lines. Above the two figures is the union of the two 
ideograms, one masculine (arrow) and the other feminine (lips). (Tracing by H. Breuil, 1912; WARA Archives WOO 194.)

Grammatical analysis

Pictograms: two figures of animals: one vertical, 
the other horizontal

Syntactical analysis

Vertical animal with masculine ideogram

Ideograms: two masculine signs («branch» and «arrow») Horizontal animal with feminine ideogram

»0
Two feminine signs («lips» and «eye»)

Psychogram: band of curving lines

III—=—
Union of feminine ideogram (lips) with masculine 
ideogram (arrow)

Psychogram of curving lines, exclamation, or omen
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Fig. 3. Cave paintings from Rio Pinturas, Patagonia, Argentina. Art of "Early hunters". Three distinct phases can 
be discerned: association of graphems (handsprints, animal prints, object-tools, zig-zag), followed by overlapping 
animals added later, and further later overlapping of a line of points. (WARA Archives WOO 179.)

Handprints in positive and negative

Animal tracks

Tool-utensil: «axe»?

Zig-zag
/VVWWW\/\Ą

Animal figures traced above at a later time
>3»

Line of points added later
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Fig. 4. Rock painting from Queensland, Australia. Negative handprints are associated with negative animal prints, 
zig-zag motifs, and tools. (WARA Archives W00178.)

Negative handprints

.Vf fPsr

Animal tracks?

Objects: «club» and «axe»

Zig-zags
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Fig. 5. Symbols of the masculine and the 
feminine in cave engravings from Gobustan, 
Azerbaijan (probably Proto-neolithic, 
7000-5000 BC). The symbol of the arbolet or 
«branch» indicates the masculine sex, while 
the two parallel strokes, or «lips», appearing 
on the woman's hip, indicate the feminine sex. 
This image may furnish an indication of the 
names given by these people to the sexual 
organs. (WARA Archives W00287.)

Fig. 6. Bulajang, Kakadu National Park, Northern Australia. Art of the Australian 
Aborigines, scene of copulation. Note the image of child outlined on the woman's 
thigh and the dots (sperm?), in the male penis, penetrating the female body. 
(WARA Archives W00891.)
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Fig. 7. Rock painting done by people with a complex economy, Seradina r. 26, Valcamonica, Italy. 
A man and women dance producing sounds and rhythms, evoked by ideograms.
(Wara Archives W00316.)

Fig. 8. Rock painting of Early food producers, which are the expression of an early phase of groups with mixed 
economy. Toro Muerto, Peru. Scene of dance and music, where the sounds and rhythms are graphically represented 
by point and lines around the dancers. Each dancer has a different mask, which serves to make recognizable the entity 
they represent in the context of the dance. (WARA Archives W003 f 8.)
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Fig. 9. Tracing of a rock painting, red in colour, from Cedarberg, South-West Cape, South Africa, which reveals 
the social life of «Evolved hunters». Six people are sheltering under a rock. Above them, purses, gourds, and 
other objects are suspended from the ceiling. A sort of «arm» connects the figure with the biggest head (probably 
the chief) with the foremost female figure (with bosom) to his right. Left and above, three ideograms have been 
drawn, one for each of the human couples. The three seem to indicate the sexual relationship between two of 
the persons represented. From left to right, they are: stick with closed lips, stick with closed lips, and stick with 
open lips. (WARA Archives W00233.)

Grammatical analysis Syntactical analysis

Pictograms: Probably a rock shelter A rock shelter, with hanging objects; its name is likely to be
indicated by an ideogram in the form of a bird above

_ , . Six persons form three couples. Each individual turns theGroup of six people
face towards the partner; in each couple one of the partners 
is taller than the other

Ideograms

First couple: the individuals are attached. The ideogram 
indicates «lips closed»

Three pairs of signs joining the vertical line to 
horizontal «lips»

Second couple: the individuals are attached. The ideogram 
indicates «lips closed»

Third couple: the individuals are more distant from each 
other. The ideogram indicates «lips open»
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Fig. 10. Graphic memorization of a story which recurs in a song of the Ojibwa tribe, near Red Lake, Canada. 
It was recorded by G. Mallery in 1874. (WARA Archives W00313.)
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Shamanic motifs in the rock art of Siberia 
and Central Asia
EKATERINA DEVLET
INSTITUTE OF ARCHAEOLOGY, RUSSIAN ACADEMY OF SCIENCES. MOSCOW

In Siberia and Central Asia - the homeland of 
shamanism - valuable data can be gained from rock 
art motifs and their comparison with ethnographic 
material, which indicate that a shamanic world-view 
was fundamental to the complex symbolism of the 
native people. Rock art images with shamanic 
attributes (coats with pendants, drum, drum-steak, 
headgear etc.) manifest the shamans function as 
mediators in a tripartite universe. Decorated shaman 
coats and attributes were a material form, which 
marked the shamans’ special status. Similar attributes 
of anthropomorphic figures in the rock art give 
reason to interpret these images as shamanic or 
protoshamanic, allowing us to trace back the roots 
of shamanism.

Comparison of the particular details of rock art 
images with ethnographic evidence for shamanism is 
a valuable source of knowledge about the lives and 
ancient beliefs of people without written language. 
Rock art motifs from Siberia and Central Asia should 
be intensively used to trace back and date the origins 
of shamanism in this region and to understand the 
peculiarities of the traditional worldview.

Siberian and Central Asian native people per
ceived the world as a complicated system of horizon
tal and vertical spatial units. Only a shaman was 
competent at mediating between these spheres: he was 
the only one who had appropriate knowledge and 
abilities, and who could comprehend subordination 
of the worlds and their spatial structure. He could 
change his essence and appearance in order to 
penetrate the upper spheres of the Universe, to appeal 
to divine powers and contact supernatural beings, 
to be supported by spirit-helpers and generations of 
shaman-ancestors. His special status and potential 
were reflected in his ritual attributes and costume
(Fig. 1).

A gift of shamanism, the ability to mediate 
between different spheres of the Universe, was 
received through a special procedure. A candidate 
shaman first experienced the state of trance, described

as ‘out-of-body’ travel, as dismemberment of his body 
by spirits: as the mystical loss of flesh resulting in 
a contemplation of his own skeleton. This practice 
is reflected in the X-ray style anthropomorphic 
images found at numerous Siberian rock art sites 
that have translucent chests within which the ribs 
and/or vertebral column were indicated (Fig. 2.4-6) 
(Okladnikov 1966, 1971 & 1974; Okladnikov & 
Martynov 1972; Okladnikov & Mazin 1976; 
Mikhailov 1987; Chernetsov 1971).

Fig. 1. The Buriat shamanic coat with fringe and drum (from 
The Russian Ethnographic Museum's exposition).

THE VALCAMONICA SYMPOSIUM ZOO I 19



Fig. 2. Anthropomorphs interpreted as related to a shamanic view of the world.
1-3: Altay region (from Kubarev 1988; Kubarev & Jacobson 1996). 4-6: Rock art anthropomorphs in X-ray style Lower Angara, Manzia 
(4) and Bolshaya Kada (5) rock art sites and Amur River (6) (from Okladnikov 1966, 1971). 7: Composition from Upper Lena River basin 
(from Okladnikov 1977).
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Important evidence for this interpretation of 
X-ray anthropomorphic images comes from Siberian 
ethnographic materials. The most detailed description 
of body dismemberment as a part of shaman 
initiation survived among the Yakuts. Coming 
into ecstasies, neophytes suffered the torments of 
sensations such as head-cutting, tearing of the body 
with iron hooks, division of joints, de-fleshing of 
bones etc. Experienced powerful shamans were 
dismembered three times, while weak shamans passed 
through this stage only once. This compares with the 
descriptions of certain stages of shaman initiation and 
each is marked with an attribute that symbolises the 
shaman’s status (Alexeev 1975; Direnkova 1930; 
Ivanov 1954, 1979; Ksenofontov 1930; Mikhailov 
1987; Popov 1947).

The dismemberment and detailed survey of 
shamans’ bodies by spirits during ordeals aimed to 
establish whether all of his bones were ready to 
answer his high vocation. The ‘shaman’s bones’ were 
a material embodiment of the candidates spiritual 
abilities and a broken, lost or superfluous bone could 
cause an obstacle to his election. In order to over
come this the shaman had to pay with the life of 
a relative. Sometimes, the opposite was the case: 
a special bone should be absent to mark special 
potential of the candidate. An old Teleut woman 
tells of the reasons she was rejected for shamanizing:

“She had a vision. Some people cut her body 
by joints and put all the pieces to cook into the 
copper. Two people then came. Again cut her flesh, 
eviscerate, cooked. Then took out meat from the 
copper, put it on iron board with iron claws and for 
a long time closely examined all parts of her body, 
determining if all the bones and the muscles conform 
with shaman’s vocation. One small bone appeared 
superfluous, and consequently she could not become 
shaman” (Direnkova 1930:274-275).

After a long and precise study of the candidate’s 
dismembered body, spirits made a decision on his/ her 
election as shaman and then integrated the body parts 
again. Then the shaman would awake. The shaman 
sees all of the processes of dismemberment and re
assemblage of his body: he lies as if dead but his eyes 
see all of the procedures (Ksenofontov 1930:46-47).

The initial trance experience was a transitive 
moment in a shaman’s life - up to this moment he 
was a completely ordinary person, but at this point 
he receives special power and abilities and, imbued 
with special status, becomes distinct from all other 
members of the community. Primitive people believed

that these complete changes should cover the physical 
essence of a person as well as his mental nature. This 
is the grounds on which common beliefs are based 
about the shaman’s mental regeneration after ordeals, 
his physical rebirth and the training of his soul by 
spirits - the mystical death touches only the body, 
but not the shamans soul. Shamans see and feel all 
ordeals whilst the spirits train his soul (Direnkova 
1930).

The dismemberment of shamans’ bodies may be 
interpreted not only as terrible ordeals, which could 
be overcome only by the worthy, but also as a sort of 
death and rebirth into a new social role. Experienced 
as descend into the underworld ritual death and the 
dismemberment of a shaman’s body signified his 
acquaintance with initial chaos. It is an essential 
step, which should be passed in order to overcome 
the mundane, profane essence of life, for rebirth 
not only into new role, but also into a new life. 
Passing over the ordeals gave a new level to his 
abilities, allowing him to integrate chaotic crisis 
experiences.

The same concept may be traced in rock art: 
anthropomorphs in X-ray style may embody sha- 
manic views on the intermediate condition between 
death and revival, a concept that later persisted in 
shamans’ costumes (Fig. 2.4-6). Important and 
complex symbolism was retained in the shamans’ 
coat that bore depictions of skeletons on the breast- 
piece or on the back. According to ethnological cases 
they are explained as representations of shamans 
that were brought back to life after initiation, after 
dismemberment. So, the skeleton imagery on the 
costumes represented the shamans’ skeleton. Another 
interpretation explains the skeleton parts of the 
costume as images of his shaman-ancestor’s bones, 
that served as the shaman’s shield, his protection and 
armour, the guarantee of his survival (Ivanov 1954; 
Alexeev 1975). Materials from Ural region that have 
revealed analogies between local X-ray style rock art, 
images on ceramics, and a decorated wooden idol 
from Shigir (Devlet E. 2000; Koksharov 1990, 1996) 
suggest that we can probably date the appearance of 
this mythological subject as far back as the 3rd-2nd 
millennia BC.

Other opportunities to date these shamanic ideas 
come from comparison of some Siberian and Central 
Asian rock art motifs with burial mound paintings 
and ornithomorphic fringe of the shaman’s costume. 
Some Asian native peoples’ shamans worn a special 
coat in which were embodied their shamanic world
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view. Pendants and images of skeleton parts 
symbolised the shamans’ initiation or that of his 
ancestors, while the ability of flight, to mediate 
between celestial and terrestrial parts of the universe, 
were manifested symbolically in the fringed part of 
the cuffs and skirt of the shaman’s coat and in 
attached textile and fur pendants, bands and feathers. 
Shamans can cross boundaries of time and space and 
change their essence and appearance. A common 
belief was that during mythical time there were no 
distinctions in the form and essence of people,

animals and birds. Some scholars considered an 
ornithomorphic manifestations of the shaman’s 
costume as the most important and archaic feature 
(Prokofieva 1971). The rock art imagery at some 
locales include figures that have the ‘fringed’ body 
decoration (Figs. 2.1-3; 4.2 & 5.2) (Kubarev 1988; 
Kubarev & Jacobson 1996; Jacobson 1997; 
Okladnikov & Zaporozhskaja 1972). Burial mound 
paintings and engravings from Taz-Khazaa (Fig. 3.1), 
dated to the pre-Bronze or Early Bronze Age 
(‘okunevo’ archaeological culture), and from the

Fig. 3. 1: Bird-headed anthropomorphic figure engraved on the stone plaque from in burial mound Taz-Khazaa (from Lipskyi 1961). 
2-3: Rock art at Mugur-Sargol (from M.Davlet 1980).
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Fig. 4. Shamans with drums.
1: Maloye Ozero, Khakassia (from Sunchugashev 1990).
2: Mokhsogolokh-Khaya, Middle Lena basin (from Okladnikov & Zaporozhskaja 1972).

Karakol give another example of orithomorphic 
figures (Kubarev 1988; Lipski 1961).

South Siberian and Central Asian rock art sites 
give examples of males and females in a very special, 
perhaps ritual, posture with raised arms and hands in 
long fringed costumes. Female images usually have 
more complicated costumes with a prominent skirt
like element. The fringe may be shown on both sides 
of the figure’s torso, as well as at the sides, breast and 
bottom of the depicted cloth (Fig. 2.1-3). Such images 
come from Kalbak-Tash (Altay) and the Chuluut 
River (north-central Mongolia) and belong to the 
Early Bronze or pre-Bronze Age (Kubarev 1988;

Kubarev & Jacobson 1996; Jacobson 1997; 
Novgorodova 1984; Okladnikova 1990). The ritual 
posture, in combination with detailed depictions of 
complicated clothing, defines their special status 
(Devlet E. 2001). The present author does not 
interpret them as shaman images but the similarity of 
their cloth decoration with important elements of 
shamans’ jackets is obvious. A similar trend in the 
treatment of anthropomorphic images with bands 
hanging from the hands and arms continues in 
Siberian rock art (Fig. 4; 5.2) even in the historic 
period (Fig. 6.3) while the concept could have pre- 
Bronze and Bronze Age roots (Ivanov 1954; Kubarev
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Fig. 5. Shamans with drum and representations of dead shamans in rock art, paintings on drum-skin and on ritual objects. 
1: Painting on a drum-skin, Altay (from Ivanov 1954).
2: Rock art from Yelanka, Middle Lena river basin (from Okladnikov & Zaporozhskaja 1972).
3-4, 6-8: Reservoirs for spirits, Altay (form Ivanov 1979).
5: Decorated drum-stick (from Ivanov 1954).
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Fig. 6. Anthropomorphs with bows and drums, and rock art images of drums.
1: Oglakhti, Middle Yenisey river (from Devlet M. 1966).
2: Images on drum-skins (from Ivanov 1954).
3-5: Rock art images of shamans and their drums, Altay (from Okladnikova 1988, 1989; Kubarev 1999).
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1988, 1999; Kyzlasov & Leontyev 1980; Martinov 
1985; Okladnikova 1989; Okladnikov & Zapo- 
rozhskaja 1972; Sunchugashev 1990). There is a 
striking similarity with the anthropomorph that is 
depicted at the centre of an Evenk shamans’ bone 
drumstick (Fig. 5.5) and other shamanic attributes 
with pendants and fringe (Fig. 5.3-8).

Besides the coat, shamans used other important 
attributes to reach altered states of consciousness 
during ritual travels to penetrate other spheres of the 
Universe. Headgear, drums and drumsticks seem to 
be the most important. Decoration of headgear with 
horns or antlers and of the forehead with masks is 
represented in some rock art. For example we find 
anthropomorphs with rays, horns or antlers and 
masked-faces at sacred rock art places of the Upper 
Yenisei River (Fig. 3.2-3) (Devlet M. 1980, 1998).

The main ‘tool’ of shamanic ritual activity was a 
drum with drumstick. There is little information for 
dating when Siberian and Central Asian people 
started to make drums for ritual activity. Ethnologists 
suppose that bows could have been used initially 
instead. This may be reflected in rock art compo
sitions from Oglakhty where ‘dancing’ anthropo
morphs draw bows and wear horned and rayed 
headgear (Fig. 6.1) (Devlet M. 1966). The association 
of shamans and the drum found iconographic 
expression in rock art. For example, the drum cross
handle is replaced by a figure with extended hands 
that are decorated by suspensions that resemble the 
fringed sleeves of shamans’ jackets (Fig. 5.1; 6.3-5) 
(Devlet E. 2001; Ivanov 1054; Kubarev 1997; 
Okladnikova 1988, 1989). Such figures in rock art 
are reflected in ethnological cases - so called ‘chalu’ 
that were spirits reservoirs (Fig. 5.3-4 & 6-7). 
Siberian aboriginal people used to make ‘chalu’ 
as representations of dead shamans if his soul began 
to worry relatives (Ivanov 1979). They sometimes 
formed a small drum and decorated its cross-handle 
with an anthropomorphic figure and suspended 
conical metal pendants or bands or attached 
this drum to a piece of fabric cut into bands that 
symbolised the ornithomorphic essence of the 
shaman. Anthropomorphic representations were 
sometimes formed with simple rectangular pieces of 
fabric cut into coloured bands, which Siberian ethno
graphy records as having the same function as a spirit 
reservoir (Fig. 5.8) (Ivanov 1979). Bronze Age anthro
pomorphic rock art images and representations of 
deceased shamans as ‘chalu’ and other reservoirs for 
spirits retain the same important iconographic 
features.

It is not certain if all of the above mentioned rock 
art figures - X-ray anthropomorphs, male and female 
persons in fringed coat, figures in rayed headgear, 
persons with drums and other attributes - are 
representations of shamans. But, ethnological 
information provides some reasons for assuming their 
relation to a shamanic view of the world and system 
of beliefs. Besides shamans, they may depict persons 
engaged in ritual activity - healers, narrators, etc., 
and some images may be described as personifica
tions of their mythical ancestors or spirits.

In Central Asia and Siberia such images often 
mark sacred rocks - places for shamanic or 
protoshamanic activity. For example, rock art 
images of the celestial world cover the middle and 
upper parts of the Mugur-Sargol sanctuary on the 
Upper Yenisei River. At the top numerous masks 
embody mysterious creatures, inhabitants of the 
celestial world. To enhance their semantic importance 
ancient artists engraved them much larger than the 
nearby human figures. The two largest images may 
depict two creators - divine and evil (Fig. 3.2-3).
The range of spirits was conveyed in rock art by the 
complication of details of facial features and 
particularly of head-dresses with horns and central 
antenna. Being pecked on the rock during the 
ceremonies, masks embodied generalised sacred 
image of mythical ancestors who linked people with 
their mythological primogenitors and deified dead 
relatives. These mythical ancestors were patrons of 
Tuvan shamans who may have performed ceremonies 
at the Mugur-Sargol Bronze Age sanctuary in order 
to obtain the protection of mythical ancestors.
Ties of blood with ancestors were of especial 
importance for Tuvan shamans, since the gift of 
shamanizing was inherited and the most powerful 
shamans had a chain of shaman-ancestors (Devlet M. 
1980,1997).
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The philosophy of the image
Which is the relationship between variant and constant in rock art?

GEORGIO DIMITRIADIS
HELLENIC ROCK ART CENTER, PHILIPPI, HELLAS

Abstract
This paper presents a critical revision of the founda
tions of rock art studies. Twenty years after Anati’s 
(1981) first classification of Valcamonica rock art 
along socio-linguistic lines, and sixteen years after 
Sansoni’s (1985) shift to the study of archetypal 
associations, we are still omitting an important 
element: figures’ spatial distribution. The author will 
outline the analytical basis of such an approach and 
discuss how prehistoric artistic activity developed 
along spatial-temporal co-ordinates. It will be 
demonstrated how images engraved on a rock surface 
are the fruit of the topologie qualities that arose from 
the cultural variety through iconographic super
imposition. The first step consists in raising the 
image to the state of a hologram; to apply a mental 
geo-chronological-graphical grid, that means a 
geographic map of the possibility of the stratigraphic 
synthesis, an isomorphic transformation of the pre
historic paintings and engravings.

Keywords: constants and variants, figures spatial 
distribution, prehistoric mentality, philosophy of 
images.

Ground
Solo dopo aver conosciuto la superficie delle cose,
Ci si pud spingere a cercare quel ehe c’é sotto.
Ma la superficie delle cose e inesauribile.

Italo Calvino, «Palomar»1

The visitor of rock art sites, to my warming, is 
accustomed to a partial presentation of the prehistoric 
artistic phenomenon, cause the lacked attention 
towards holistic interpretation, that it puts in evidence 
the expressed topographical possibilities. In this 
phase, we will try to throw the analytical basis of 
such an approach discovering that prehistoric artistic 
activity develops along space-temporal co-ordinates.

Therefore the image impressed on the full of rocks 
wall is the fruit of the topologie qualities been born 
from the cultural variety through the iconographic 
superimposition.

Introduction
From the analysis of the executive sequence us 
becomes to such Palaeolithic panels the integral scene 
is suspended (eioepepsi). Lines and curves coexist in a 
realisation proximity: a work in progress (ttpóę 
GtTtOTtepÓTtiKjri) because it previews empirical change 
in time (eipappévst) and of the expressive variety 
(5uvaxóxr|xa) in the space. Stirred on the ceiling of 
the cavern or the full of rocks stamping they offer the 
feeling of unchangeable (615 äläeeißüöio). Moving 
the look from the particular to the all scene, the 
expressive cohesion in the com-penetration of shape 
hits us and contained (equality law). To observe, 
therefore, does not remain a simple throw a look but 
it has vision and perception of the dimension 
gestalten of the truth in which something of the sum 
of the parts is represented more that compose it. In 
such a way it is passed without fractures from the 
horizontal field of vision that vertical one, helped 
also from Irregularity of the surface, because to leave 
to be left over the time events it is 7coir|cnę, reveals 
the technique that lasts (öiapKei/avxéxsi), leaving 
opened (ixapaxcopm) the topological treatise (xropa). 
The curve lines and the surface really do not come 
distinguished from the scenic volume favouring the 
clearance of multi-level ramifications without limits, 
CTUvsxśę. With the employment of the parallels 
transformations by means of congruence, «in- 
finished» condition, (opiaico-limes) is continued to 
determine (KaOo-piapóę) the psychical relationships 
(evopaatq) in one raised of microscopic revolution. 
Impressing coloured pigments, ordered, in con
ceptually correct way, according to semantic relations 
(structured in the way to ^co-ypacpi^co like an
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«manifested language»)2 it could quite throw light on 
like the topologie positioning of one new engrave 
figure left on another one (continuing or integrating 
or blowing up semantic-computational order), 
breaking the Cartesian co-ordinates, is repetition 
(pipricrię) able of «make ring» the figurative ends 
discovering the woven continuum of the event3- The 
volumes distribution of the single languages on the 
surface of the cavern, darkroom (visual metaphor of 
the colours), reflect the primitive mentality that in the 
attempt to distinguish an «internal from an external», 
is destined to solved in the loss of the orientation4, 
why to interpret is an inseparable part of the 
sensorial perception5. As it has demonstrated by Lévy- 
Bruhl the collective and mystical primitive mentality 
beyond to being and also pre-logical, therefore 
indifferent to the second causes6 but in the search of 
the Arian’s wire that effect joins directly cause-effect. 
The continuous reporting with personal phenomena 
and experiences one by one perhaps is to the base of 
the individual search that external in the painting like 
identification pass-partout. Rising of psychological 
continuity joins to accumulate of the figurative one in 
the same horizon, but to eventual times also it breaks 
it in order to show incompatibility in perceiving 
events.

To apply the proposed chrono-diagram from Derek 
Parfit7 is of great aid (fig. 1).

Methodological Proposal
After the program of catalogue, the micro thematic 
analysis task serves to develop a methodological and 
epistemological architecture on rock art. Therefore to

found a method of unitary configuration, tangentially 
in rigorous way, until to the mathematical formula
tion, of variable and analogous inter-variable rela
tions to that essential things are supposed in order to 
explain dynamics, the transition from state to state, 
the behaviour of a particular field of events (Gallino, 
1987) is to my absolutely necessary warning. To try 
to penetrate in the mind of whichever actor, generator 
of rock art, for being able to comprise the modalities 
with which the networks of memory nodes are untied 
will turn out of great aid in the structuring of the 
epistemological levels of the method, of the paradigm 
(,language like action), of the bottom and surface 
structures.

Therefore approximately I assume the following 
model on the wake of Hofstadter in which all the 
levels of the system mind/rock art is between 
connected, and their connection is structured like 
follows:

• Structural members
• Relations between members
• Descriptive language (syntaxes)
• Interpretative language (semantic).

On purpose of the rock art system mind/art it is 
necessary to specify that in our mental processes we 
use two types of members: a) images and b) linguistic 
propositions. From a part the images can be faced 
like representation of objects, between the whose 
parts exist analogous representations to those 
observed or an image it is one tightens of able 
distinguished and digital symbols to represent 
variable continuous (Pylyshun 1973). The substantial 
difference of the two epistemological approaches is in 
accepting the amount of information that an image

Time

Skyline 
of the 
events

Indicate 
the artistic 
identity

Super
imposition
process

Fig. 1.
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can bring the observer less or, that is treatise like epi- 
phenomenon (Johnson-Laird 1983). In the attempt to 
fuse %copiKÓTr]Ta and xpovucóxr|T(x, conscience of the 
technique is acquired. As an example the Palaeolithic 
caves and surface of rocks, probably, are lands (xhov) 
and temporal container (eyKmXmov xpovou). The 
same cave, symbolically compared as the uterus of 
the Great Goddess Mother, is the line of demarcation 
between private and public where the pictures/images 
are meaning connections events, in which the parts 
they are all psychologically continuous, but not - 
necessarily - connected8. It is spoken, therefore, of 
mediatic affinities and isomorphism for which the 
figure superimposition it acquires the valence of 
SiaXéyeaTS between the worlds of the bodies that 
is the world of the symbols in the presents of the 
transformation9.

Analysis/Application
7. Theoretical Purpose

A first attempt is to rise the imagine to the state of 
a hologram that is to apply one mental grill: a geo
graphic map of possibility of the stratigraphic 
synthesis, isomorphic transformation of paintings and 
prehistoric recordings. Which is the hierarchy of 
abstract in the process of observed? If «to abstract» it 
means selective «ignore» it is clearly that this ignore 
can have various levels (Piazza, 2000). Then, how we 
can know that abstract objects date our acquaintance 
of the physical objects? Which is the probable role 
of stratigraphy as half of temporal scansion named 
epoché according Husserl definition, in a deep, 
isolated and humid space outside from the capacity of 
the light? To such scope we can characterise a funda
mental relation of rock art: the semantic conserva
tion, where every single grafito can be considered 
like a space-time position inserted in a much wide 
structure, where the objects are found in tightened 
correspondence with the events, that is in simulta
neous relation.

2. Paradigma
Now I am going to investigate two important stages 
of rock art production: the first is that of the process 
of creating individual images and the second is that 
of how the scene is organised. Around 1950 J. Young 
and N.S. Sutherland tried to define a mechanism for 
the analysis of shape variation, which resulted in a

useful code system10. A similar approach is expressed 
in the Schema System of Draper, Collins, Broglio, 
Hanson and Riseman11. What we propose is to apply 
a statistical and distribution pattern analysis to R.49, 
Paspardo, Valcamonica (Fig. 2).

Our intention is to understand the semantic 
diffusion of the engraved figures and contemporary 
their sedimentation process12. The analysis of the 
spatial distribution reveals a strong concentration 
(about 46%) of huts on the left area of the rock 
surface, beyond a natural fracture, and a distribution 
of horses equal to 20%. The rest (36%) are other 
symbols. A deeper statistical analysis obliges us to 
refer up to two dispersion models: expansionistic (the 
culture disseminates inside of the original area) and 
migratory (the culture re-positions images in new 
areas). Applying the Venn diagrams, we are able to 
recognise the symbolic meaning of the attributes 
and reveal the eventual correlation’s of intersected 
symbolic groups and thus define the group that is 
present (Fig. 3a). Indeed, we have a holistic and more 
objective vision of the cultural skyline in zone, where 
the cliff lies.

In fact, every particular cultural system is an 
organised structure in which subgroups constitute the 
network of equilibrium (Clarke, 1968). We can 
therefore, speak about a depository of eso-structures13 
and knots of meso-structures through the presence of 
constant-variant14. In rock 49 the constant is the 
aquatic bird figure in the centre of the composition 
variant for the meso-structures. The second constant 
is the hut (type IV-2) that is situated in the lower area 
(Fig. 3b).

In this case the hut and the aquatic bird take the 
place of regulators on the information amassed in 
the macrostructure. In fact, we are in a position to 
consider the figurative mutations inside of the geo
graphic space of an eso-structure from the compila
tion of a knot matrix15 (Fig. 4) for every single petro- 
glyph, marking the initial and the final state (Fig. 5). 
Therefore, we are in a position to define the rank of 
variants able to describe the macrostructure for rock 
49. We are thus reading the memory in the following 
stochastic or semi-Markov matrix (Markov 1913).

Conclusion
The present model is based on the calculation of the 
possible ramifications of the single present symbols 
on the full of rocks wall. Like this the information

30 THE VALCAMONICA SYMPOSIUMS ZOOI AND ZOOZ



t
K

i r

.«**■ 4i „ v
"».v' ■*? ri.TL-1 oi.

11)>w

*

"M (v
<3+ + Agf

»• B *■., V
V&f v '

„ T>M 
s>ü,™.

•:* jc.
1>: %»<rm -M

: 6'tW

i »Jx.:
t%,

'W:
u

-t.

V’-i. 1 k

•F ,„:+. v 4fr '

Fig. 2. R. 49 Paspardo-Valcamonica, Italy.

i

Macrostructure

Trajectories

Initial state

Esostructure 1

Esostructure2

Esostructure 3

Final state

F|g- 4. Trajectories of vacinat mutations between the esostructures.

Initial state

Esostructure 1

Esostructure 2

Esostructure 3

Final state

Fig. 5. Knot matrix.

THE VALCAMONICA SYMPOSIUM ZOO I 31



that is gained goes compared with other panels that
introduce various variants-constants of same
figurative eso-system.
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1 After to only have known the surface of the things, 
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of the things is inexhaustible.
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knowledge is the Schema System is not limited to 
the descriptions of objects; it includes information 
about how each object can be recognized [...]. 
Object knowledge can encompass three-dimensio
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with other objects and objects parts. Control 
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in Draper, Collins, Brolio, Hanson, Risema,
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analysis of the whole panel. That means to 
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structure, the immediate scene reticulum. Variant: 
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15 Knot matrix: the square of the probable 
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Figurative gestures: an introduction on how to 
study the use of gestures in figurative material
ÅSA FREDELL
GOTHENBURG UNIVERSITY, SWEDEN

While studying rock images and other figurative 
material in Bronze Age Scandinavia there is one thing 
that too often has been overlooked - the use of 
gestures, a non-verbal, narrative expression of com
munication that may help to reveal fundamental 
values in a society as well as relations among its 
people.

This short introduction on how to study the use of 
gestures in figurative material in general and in rock 
art in particular does not aim for analysis and 
interpretation of all occurring gestures. Instead its 
purpose is to emphasise two of the many non-verbal 
expressions of communication in an oral society - 
figurative gestures, an expression where images 
display “frozen movements of meaning”.

Since gestures embody both natural and cultural 
components as expressed emotions and highly 
specialised signs or signals, it is important to not only 
recognise the gesture but also its surrounding and 
associated context. Gestures are embodied memories 
used in cultural transmission. This makes their 
character highly conservative and longstanding. This 
is especially true for gestures based on emotional 
expressions and used in ceremonial or repeated 
activities. In figurative expressions like rock art, it is 
likely that gestures became standardised to favour 
understanding.

With an example of a closer study of one gesture 
i.e. human figures with large spread out five-fingered 
hands, it is my intention to draw attention to 
the deeper expression of meaning that gestures 
most definitely had as a pre-scriptual, figurative 
expression. While departing from the situational 
context of the gesture/image and relating it to 
contemporary or related sources under certain 
conditions, there is a possibility to understand the 
complex and multiple uses of gestures. As a result 
of being archaeologists coloured by our own time 
and chirographical society we have tended to treat 
figurative gestures as attributes. The examples will

show that small details like the situational context, 
the angles of arms and size of figures do indeed 
have importance. What we before treated as one 
gesture or attribute might, according to its situational 
context, be several completely different expressions. 
These expressions may be a result of expressed 
emotions, symbolic signs or a replacement of 
attributes.

While studying rock images and other figurative 
material in Scandinavia there is one thing that too 
often has been overlooked - the use of gestures, a 
non-verbal, narrative expression of communication. 
Today we have a wide definition of gesture, which 
includes a meaningful movement of the body and/or 
its limbs (including the face). The movement is 
supposed to transfer a message to a receiver. Some 
gestures are intended to accompany speech and others 
speak for themselves as expressed feelings. While 
discussing gestures in a historical and pre-historical 
sense, the meaning tends more strictly to include 
coded signs/signals, feelings or movements of the 
body that mirror social class, rank or gender 
(Gombrich 1982; Roodenburg 1991; Thomas in 
Bremmer).

In the epoch of the early Western science gestures 
were seen as a universal and natural body language 
that everybody could understand. As time passed and 
knowledge increased it has become obvious that 
gestures are not a universal language; they have 
many social and cultural differences, appropriate 
meanings being understood according to their 
performance within different contexts. It seems most 
probable that gestures in a general sense include both 
universal and particular elements. Like the human 
being, gestures consist of both natural and cultural 
components. A gesture can be a natural and un
controllable reaction of the body such as blushing, 
crying or laughing. It can also be a culturally 
controlled form of communication such as hand signs 
and different signals.
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Those who study gestures are mainly anthro
pologists, linguists and sociologists. The reason for 
their studies is that gestures can, in a relatively 
objective way, expose a society’s fundamental values 
and mentality because non-verbal communication 
often concerns relations and feelings among humans. 
Such relations that can be exposed by gestures include 
expressions of affection, hate, respect, fear and 
submission/dependency (Thomas &c Graf in Bremmer 
& Roodenburg 1991).

There are no contemporary written sources that 
could directly expose the meaning of the gestures that 
are evident in the Scandinavian rock images. I am 
though convinced that if such a material should exist, 
there would not be so many gestures in the images. 
Also, we would not be able to study the images as 
pre-scriptual phenomena and as a result we would not 
be able to catch a glimpse of forgotten choices and 
their meanings. Archaeology would lose its meaning 
and become history.

Contemporary with Montelius period V and VI the 
first phonetic alphabet that could reproduce speech 
was developed in Greece. The earlier writing systems 
were more or less administrative tools for state and 
commercial purposes but speech also includes stories, 
values and discussions that preserved, transformed 
and changed the cultural traditions. In about 750 BC, 
among others, the Iliad and the Odyssey were written 
down from a multitude of oral recitations and songs 
(Ong 1990). Several versions of living stories that 
were varied, repeated and transformed in a never- 
ending way were now transformed into one “real 
and authentic” version that was locked in time 
(Peabody 1975). In these early epic works, 
the stories of which are even older, there 
are many scenes that were pictured on 
the earliest black-figured vases1 
(Boardman 1974,1998). Some of 
the figurative material was partly 
explained in writing and thus some

of the gestures could be explained directly with the 
aid of the story’s context.

If we look for written sources in association with 
space and not time we find that the earliest epics 
originating from oral compositions in Scandinavia 
did not exist until the early medieval times. But 
archaeological figurative materials showing central 
scenes from these stories have recently been used to 
push the time of “origin” back over 700 years to 
400 AD. The tendency is that some critical archaeo
logists use a “best after date” attitude when app
roaching written sources. This kind of critique 
typifies archaeologists from historical science and has 
resulted in the denial of what are in fact legitimate 
sources - the material artefacts and its contexts.
This attitude seems to be the result of insecurity in 
theoretically discussing and applying concepts such 
as continuity, transformation and change in archaeo
logical material. Implying this, my goal is to show 
that archaeologists can and should use materials and 
sources that are distant in time and space, but only 
under certain conditions.

1 There are actually not so many scenes 
depicted from the Homeric songs i.e. the 
Iliad and the Odyssey. There are more 
scenes depicted from less famous Cycladic 
songs like the Iliad Miera and Iliad Persis 
(see Ahlberg-Cornell 1996; Snodgrass 
1998). It should be noted that most 
depictions of narrative scenes on the 
vases are of a younger date than the 
Scandinavian rock art.

Fig. 1. Three examples of bracteats showing central scenes from Scandinavian 
mythological stories. Above: Odin is healing Balder's sick foal. Below left: The 
accidental shooting and death of Balder with the mistletoe. Below right: Tyr's 
sacrifice of his hand in the jaws of the Fenriswolf in order to bind him down and 
thereby conserve world order. (From Hauck 1985: fig. 70b, 190Avb, 51,1b,!.)
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One such condition is that the phenomenon being 
studied (in this case gestures in figurative material) 
should have a superior conservative character and a 
limited variation of form. Gestures have this 
character since they have a common biological origin 
- the human body. The fact that some gestures are 
based on common biological feelings emphasises this 
argument even more. The function of gesture in 
ceremonial and ritual contexts is also an argument 
since the gesture embodies a living memory. 
Prehistoric figurative materials that have survived 
also implicate a strict variation of form. It is only 
certain people, animals and things that are pictured 
and there seem to have been rules for how to picture 
them. The figurative materials are also accumulated 
wealth i.e. bronze figurines and artistic handicraft 
(rock art and images on objects), which also includes 
peoples’ time and labour and not only imported and 
most certainly controlled raw materials. This wealth 
was most likely controlled by a smaller group of 
people, involved with power, contacts, storytelling 
and trade. Another condition is to avoid using the 
material as analogies, if the local material does not 
indicate that it might be justified. Instead one should 
let several examples from the sources inspire to 
hypotheses, which later can be tested on the local 
material and its context. The examples will awaken 
associations that can provide clues. The meaning of 
the clues can then be tested for their probability 
according to different methods.

The conventional gesticulation can in certain 
cultures, periods or field of activities be more 
developed than in others. In a pre-scriptual situation 
like Bronze Age Scandinavia we should therefore 
expect to find a wide variation of gestures. Gestures 
could very well have functioned as expressions for 
symbolic signs or actions, as well as expressions for 
feelings and relations. In certain cases the gesture 
could also have functioned as a replacement for an 
attribute. The use of gestures was highly developed 
within the rock images in the south Scandinavian 
cultural area. Positions of bodies, arms, legs, hands, 
feet and fingers show possible signs, feelings and 
bodily movements like dance, trance and acrobatics. 
The uses of gestures were highly important since its 
positions were very clear and not part of the normal 
body pattern.

Comparing Eva Marie Göransson’s (1999) study of 
gestures on Gotlandic picture stones with the present 
author’s study of Scandinavian rock art it is clear that 
during the Iron age the occurrence of gestures in

images dramatically decreased and that they became 
more standardised. This might indicate that the rock 
art included meanings through gestures which writing 
later partially replaced. Even in the 11th century 
we find proof, in the German Sachsenspiegel for 
example, that in certain ways gestures had greater 
importance than the written word (Schmitt in 
Bremmer &C Roodenburg 1991). Ritual gestures, 
formal words and symbolical objects could enforce 
law and commit people to agreements. With this 
example I wish to emphasise that it took a long time 
before the importance of writing replaced the 
importance of gestures, words and images in all 
layers of society.

Figurative and narrative expressions have in all 
periods used symbolic gestures to reveal the meaning 
of a pictured event. The gesture, which really is a 
movement, becomes frozen in the image. Its exact 
meaning can be indicated with an attribute, a person 
or a familiar story that will give the image and the 
pictured movement a context. The observer will, with 
the background of his/her references, cultural 
conventions and the immediate context of the image, 
be able to visualise what happened before and after 
the pictured event (Gombrich 1982; Boegehold 1999). 
The execution of rock images during the bronze 
age in the south Scandinavian cultural sphere seems 
to have been of a period when the pictured and 
“frozen” gestures played an important part for 
the contemporary peoples’ understanding and pre
served understanding of the images. Through an 
understanding of gestures and attributes, our under
standing of the images’ meaning will increase. The 
context concerning the identity of pictured human 
figures, their relation to each other and the pictured 
event will become clearer. Perhaps the pictured scene 
belongs to a story? With this as a reflection we 
can analyse what type of message the image was 
supposed to send to the receiver.

Once more I wish to emphasise the importance 
of using the situational context of the gesture for 
understanding its meaning. We do not have full 
access to the contemporary conventions and refe
rences for understanding the meaning of gestures.
We must therefore depart from the situation i.e. the 
immediate context of the image/gesture. The most 
reliable material to use is the rock images themselves 
since they display a huge amount of anthropomorphs 
in two dimensionally fixed situations. However, we 
must be critical since most of the panel’s images were 
accumulated over time and they can sometimes
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display manipulated images. It is possible 
that part of or entire images consisted of 
perishable materials (colour pigments) and 
that parts of the panel may have been 
lost as a result of physical or chemical 
weathering.

It is not my intention to analyse and 
interpret the meaning of all existing 
gestures on the rock images. Most likely 
this would be impossible. I have therefore 
chosen to study the gestures as a 
communicative expression in an oral 
society and give examples on how these 
can be studied as communicative devices. 
My example in this article will be to 
emphasise the situational context of 
human figures in rock art showing hands 
with spread out fingers. With this I mean 
hands with five and sometimes four 
fingers although there are several 
examples in the Scandinavian cultural 
sphere where hands have two or three 
fingers. I believe that these cases are 
concerned with an entirely different 
meaning since the numbers of two and 
three have symbolical connotations in 
the contemporary, figurative material.

According to interpretations of 
Greek images, outstretched hands have 
generally been considered to originate 
from an expression of emotion where the 
body is tensed in reaction to pain or fear 
(Säflund 1984, 1989; Ahlberg-Cornell 
1996). On vases and other medium we 
can see humans, heroes and gods with 
angled arms and outstretched hands and 
fingers, when presented in an unpleasant 
situations.

With this as a background the human 
rock images in Tanum with outstretched 
hands have been studied. There are 
different versions that may indicate 
different types of gestures and meaning. 
Direct parallels to the expression of fear 
or pain in human figures with arms totally 
outstretched or in a 45-degree upward

Fig. 2. Examples of Greek material where 
gestures showing fear, horror or pain are 
displayed. (From Ahlberg-Cornell 1996: fig. 115, 
above and Snodgrass 1998: fig. 14, below).
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angle with large outstretched hands were found.
The associative situations in several cases for these 
humans indicated reasons for these feelings.

On a panel in Rished in Askum parish we find 
a human figure with spread legs that displays the 
above-described arms and hands gesture. Spread 
legs are a normal position for women giving birth. 
There is also support for this interpretation from the 
early Iron Age (the Smiss-stone from Gotland) where 
a woman is portrayed this way. The figure also has a 
cup mark between the legs. On the left side there is a 
phallic man with a sword grasping the woman’s right 
wrist. In contemporary Greek and Etruscan material, 
to grasp someone’s wrist is also considered to indicate 
the taking of a bride or a relationship of “marriage”.

With his right arm the man displays the same 
gesture as the woman. Does this mean that he is 
sharing the woman’s pain during the birth? Important 
mythical tales of births of Gods or heroes are often 
considered to be very painful in the early epics. In a 
pre-story of The Tain (le Brocquy 1969) the men of 
Ulster were condemned to experience the pain of birth 
for five days during times of greatest difficulty. The 
reason for this was that a husband forced his pregnant 
wife to run against the king’s chariot in a contest. She 
won the race and bore twins on the side of the racing 
track. While giving birth she condemned all men that 
could hear her screaming.
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Fig. 3. To the left: scene with a gesture that indicates fear/pain from the rock-panel T12, Tanum parish. Drawing from 
unpublished documentation (Vitlycke museum archive) made by Sven-Gunnar Broström and Kenneth Ihrestam in 1996. 
To the right: scene from T75, Tanum parish with the same gesture to indicate fear. III.: Åsa Fredell.

On a panel at Aspeberget in Tanum, Sweden we 
can see a human displaying a similar gesture as a 
spear is hitting him in the stomach. A third example 
of this gesture can be seen on the big Litsleby panel 
where a man is trying to get away from a reared 
horse.

In all of these examples there are direct indications 
and associations with other figures that suggest that 
this gesture was an emotional signal for pain or fear. 
But human figures doing the same gesture but with 
the arms in an angle of 90 degrees are found in an 
entirely different context/situation. These figures are 
often the largest human figure/s on the panel. It is 
usually humans carrying weapons or displaying a 
weapon in one of the hands while the other is 
outstretched (examples are the big men in Backa and 
Litsleby but also in Tanum parish: 160, 161, 488, 65 
and Askum parish: RAÄ 42:7, 697, 718). In these 
situations there is nothing to indicate that the human 
figure is feeling pain or fear. It is more likely that the 
purpose of the gesture in this context together with 
the size of the beings should frighten or invoke fear in

the beholder. The gesture might indicate that these 
humans are powerful and perhaps dangerous. Here 
the gesture is an attribute and not an expression of 
emotions.

There are also human figures that direct one or 
two arms with outstretched hands towards the 
ground. The meaning is probably entirely different 
from the two other examples. In Italian figurative 
material there are indications in some contexts that 
this gesture might indicate death. In Etruscan 
material there is a male figurine holding a bowl in 
one hand and pointing the other outstretched hand 
towards the ground. The figurine was found in a 
house urn - a grave context. Säflund (1989) proposed 
that this gesture is indicative of sacrifice. Considering 
the context it might as well implicate death. In this 
case the gesture would be an expression of a symbolic 
sign. Unfortunately no examples have been found in 
Sweden that could support this interpretation. There 
are no situations associated with this gesture that 
clearly indicate death and the gesture does not occur 
on panels that do indicate death.
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Fig. 4. Greek (left) and Etruscan (right) examples of a symbolic 
gesture indicating death (spread out fingers towards the 
ground). Here illustrated by the suicide of Ajax and a figurine 
found in a grave context (from Säflund 1984 & 1989: fig. 19-6).

It is the author’s hope that this discussion has 
expanded our concept of the gesture to a deeper 
expression of meaning that is dependent on its local 
situational context. It was earlier common to treat all 
anthropomorphic figures with big, outstretched hands 
as one category called “the God with the big hands”. 
In the shadow of our chirographical society we 
have lost the ability to treat figurative gestures as 
a deeper expression of meaning and instead we have 
categorically transformed all gestures in figurative 
material to simpler attributes. In the same way as 
images were reduced to illustrations in relation to 
text the meanings of gestures in figurative materials 
were reduced to attributes. To include more gestures 
in contextual analysis might support my conclusion 
that the use of gestures includes not only attributes 
but also symbolic signs and expressions of emotions 
and relations. The rich material in gestures provided 
by the rock images should be used by archaeologists 
on a deeper contextual level of analysis in which the 
gesture was part of communicative expressions in an 
oral society. This means that gesture is a conservative 
and embodied memory with a living function in 
cultural transmission.
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Reflections on the interpretation of rock art
LILI KAELAS

Abstract
Consideration will be made of the theories and 
assumptions put forward for rock art in the Alpine 
regions and southern Scandinavia. Reflections 
will focus on the post-war period. However, Oscar 
Almgren’s (1934) strongly influential study of 
southern Scandinavian rock art, according to which 
the petroglyphs were interpreted as an expression of 
the fertility mythology of an agrarian society, is 
taken as a starting point. For Alpine rock art George 
Dumézil’s (1958 onwards) theories on the social triple 
division of Indo-European people into rulers, warriors 
and craftsmen with their equivalents in the triple 
deities - of heaven, thunder and healing - played an 
important role. Henry De Lumley (1984) also 
addresses the theory of Indo-European religion, 
however, in it’s Mediterranean version, i.e. the cult of 
the ox, that of the earth-goddess, and the cult of 
thunderstorms. For the Italian mountain valleys of the 
Alps, Emmanuel Anati (1964 onwards) too launches 
the Indo-European myths with a triple set of gods - a 
celestial, terrestrial and underground deity. However, 
in order to understand the meaning and purpose of 
rock art language there is a new approach - the role 
of rock art within the social system. Recent studies, 
such as the thesis of Ulf Bertilsson (1987), have 
focussed on quite a different set of questions: that 
of spatial relation to settlement areas.

In Europe rock art has been studied for the last 
150 years, the main endeavours being to establish 
tenable chronologies, to study the contents and to 
reconstruct myths. However, there is still an acute 
need for analyses of motif associations and compara
tive studies of motifs common in the southern Scandi
navian and Alpine areas in particular. A striking 
feature in the spread of rock art is that apart from 
isolated, scattered sites, there is a remarkable con
centration of rocks that are covered by a multitude of 
motifs and signs in these regions. This phenomenon 
implies that rock art was the vehicle of communica
tion - an intelligible language that the initiated could

read. Today scholars agree that rock art is a religious 
picture-language, a conclusion that has initiated an 
endless number of hypothesis and suggestions for the 
interpretation of the meaning of symbols. This paper 
will discuss only a limited selection of them.

First a few words about religion. When we 
characterise religions of our own time, we consider 
their mythical content. We make distinctions between 
the great religions according to their conception of 
divinity (one god, several gods, a trinity, and so on), 
their views on genesis of life and other eschatological 
problems. It is natural that this attitude has marked 
the aim and direction of rock art research to explain 
the content of rock art figures and signs according to 
these concepts.

Scandinavia
In one of the most influential analyses of south 
Scandinavian rock art, petroglyphs were interpreted 
as an expression of the fertility mythology of an 
agrarian society (Almgren 1927, 1934). Almgren 
discussed analogies with Oriental and ancient 
religions, such as those of Babylon, Egypt and 
Greece, and characterised Scandinavian Bronze Age 
rock art as showing ceremonies associated with the 
fertility cult. Designs of ships, for instance, were 
considered equivalent to those of the age-old tradition 
in Egypt, where models of ships - “ships of the gods” 
- were used at religious feasts. Various rock art 
scenes with humans were assumed to illustrate the 
wedding, killing, mourning, resurrection and revenge 
of a fertility god; the scenes of fighting as ritual 
games of combat between the fertility god and his 
opponents; the foot designs, in analogy with Indian 
folklore, as marking the presence of the god.
Elements of magic or religious cults in pictures of, 
for example, a human with a birds head bearing 
a round symbol (sun?), or a man ploughing while 
holding a green branch in his hand, were used as
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evidence. The meaning of these and other scenes and 
symbols was considered in this way to maintain the 
force of yearly ceremonies.

When the hypothesis of the fertility-cult was 
launched, it was an argument against that of a 
mortuary cult, which, also based on analogies with 
Oriental and ancient religions, had been proposed 
by other Swedish archaeologists (Ekholm 1916, 
Norden 1925). However, the hypothesis of rock 
art as expression of a fertility cult, had an almost 
charismatic appeal and became predominant for 
more than fifty years.

A more extreme hypothesis, related to Indo- 
European myths, was launched by Bertil Almgren 
(1962), the son of Oscar Almgren. According to him 
carts and war-chariots, wheels, ships, footprints etc.

Fig. 1. Ships of various designs, types and dimensions 
accompanied by cup marks. The ship is one of the most 
common motifs in Swedish rock art. Finntorp, Tanum Parish.

Fig. 3. Armed human figures in various associations and actions. These 
figures frequently appear along the coastal region of northern Bohuslän. 
Finntorp, Tanum parish.

Fig. 2. Footprints are a common motif in 
Swedish rock art. Torp, Kville parish.

Fig. 4. Florses with and without riders. Tegneby, Tanum parish. Fig. 5. Ceremonies performed on ships. Fossum, Tanum parish.
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Fig. 6. Cart with oxen surrounded by human figures. Rished, Askum parish. Fig. 7. War chariot. Björneröd, Tanum parish.

were symbols for an invisible deity 
in its various guises (rather than a 
particular god or goddess) who 
came to those who invoked him but 
whom it was forbidden to portray. 
He found support for this inter
pretation in Tacitus Germania (the 
late first century AD), where the 
cult of Nerthus - the unvisible god 
- is described.

In the late 80s Gorman (1987) 
studied a selected set of petroglyph 
symbols in Swedish rock art - 
above all humans, snakes and 
complex round figures - and 
compared them with similar motifs

Fig- 8a. (Above right) Wedding scene. 
Vitlycke, Tanum parish.

Fig- 8b. (Right) Wedding scene. Hoghem, 
Tanum parish.
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on various artefacts from Hallstatt and from Celtic 
cultures. She tried to identify these designs as the 
Celtic gods Cernunnos, Taranis and Lugh, and argued 
that this indicates a shift of the old Indo-European 
myths to the Celtic religion. It is undeniable that 
quite a number of rock art symbols have their proto
types in Celtic culture. About the same time as new 
decorative elements appeared on Nordic bronzes, new 
motifs can be seen in rock art. It is plausible that the 
cultural impact caused, along with other noticeable 
changes in the cultural profile, changes to Late 
Bronze Age religion. It is of course not excluded that 
they are associated with Celtic mythology; as there 
was a strong cultural influence from the Celtic area 
in southern Scandinavia. Nevertheless, one should 
not unreservedly accept the interpretation of the 
Celtic religion as described by late Roman writers, 
including the names of the gods, which vary from 
author to author. Some Roman sources assimilate 
them with Roman deities.

Today there is a unanimous reaction against the 
theory of fertility-cult (Maimer 1989, Hagen 1990). 
The theory of sun-worship, another favoured 
explanation of circular designs, is also met with 
scepticism, the reason being that there are no real 
indications of a sun-cult in the Nordic archaeological 
material, except the Trundholm wagon with its gold- 
coated disc. However, this does not imply that the sun 
did not play a dominant role in peoples’ fantasies.
The sun as well the entire celestial body played an 
important role in all prehistoric peoples’ fantasies 
and often in their religion.

Regarding agriculture, statistical studies 
concerning Swedish rock art (Maimer 1981) have 
shown that the motifs with an agricultural connection 
are marginal compared with other kinds, including 
abstract symbols. It also is appropriate to remember 
that the neighbouring arable land in the richest rock 
art regions in Sweden and Norway was cultivated 
only in historical times, actually as late as from the 
mid-nineteenth century on. Livestock had greater 
importance than cultivation, but this too does not 
occur as a major theme in the rock art. More re
markable is that fishing, which certainly was one of 
the basic food sources in Scandinavia, appears only 
once as a rock art motif. Nor are fishes a recurrent 
motif, although salmon appears. Wild animals 
(game?) - another food supply - occur more often, 
but hunting scenes are not frequent. Hence, sub
sistence is not a major theme of south Scandinavian 
rock art.

Fig. 9. A wheel-cross motif encorporated into the design of 
a ship, above which hovers a large male figure who holds a 
smaller ship in his hand. Aby, Tossene parish.

Fig. 10. A cupmark surrounded by adorants. Aspeberget, 
Tanum parish.

Fig. 11. Formation of cupmarks. Stenbacken, Tanum parish.
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Boyer (1991) has presented one of the latest 
theories on interpretation. He starts by discerning 
three principal elements: the first is the creation of the 
solar universe, expressed by horse/boat symbols and 
referring to the Trundholm wagon and Havamål in 
the poetical Edda. Secondly is fertility-fecundity, 
which according to him implies a mortuary cult. 
Hereby he underlines humans’ use of gestures to 
assure fertility and he postulated that fertility/ 
fecundity is the major character of Germanic-Nordic 
mythology and of rock art. Further he identifies 
humans and other symbols with personalised gods in 
Icelandic sagas, poetical Edda in particular (i.e. the 
written sources of the late 12th and 13th centuries). 
Occasionally, attention is called even to Beowulf, 
probably originating from around 1000 BP (although 
also suggested to date to the 8th and 9th centuries). 
Lately, Bertilsson (lecture held at The Valcamonica 
Symposium in Tanum, September 2001) also argued 
for a Late Bronze Age/Iron Age religion with 
personalised gods that were connected with an 
explicit cult of weapons and rivalry and that the 
basic structures and elements of these sagas are

presented and depicted in Bronze and Iron Age rock 
art. At the same time Bertilsson sees obvious evidence 
of elements from the shamanic religion of the early 
Stone Age rock art. But although studies of settlement 
finds show that the basic elements of Stone Age 
economy continued, one should be critical of making 
1500-2000 year long journey backward from the 
Viking period - seen through medieval eye of written 
sagas - to Late Bronze Age religion with its strong 
Celtic elements. From this ensues a crucial problem 
to solve: how deeply into Nordic prehistory can 
archaeological finds and observations allow us to 
follow the roots of late Iron Age religion with named 
personalised gods and cults.

The Alpine region
As to Alpine rock art, we find a somewhat different 
but nevertheless parallel situation when examining 
the types and character of petroglyphs.- Here too, 
symbols for subsistence on rock panels are marginal. 
The theories of George Dumézil have played a

Fig. 12. A masked man which could be evidence of elements of shamanistic religion. Torsbo, Kville parish.
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dominant role for interpretation since the late 1950s. 
He postulated the social triple division of Indo- 
European peoples into rulers, warriors and handi
craftsmen, which had their equivalents in the triple 
deities of heaven, of thunder and of healing. Further
more, he esteemed that myths had universal applica
bility and could be recognised in Celtic, Roman and 
German religions. This theory is strongly questioned 
today because there is no proof for an Indo-European 
culture with such distinctive and specific features as 
his theory anticipates.

The agglomeration of petroglyphs in valleys 
around Mont Bego in the Alps Maritime prompted 
Henry de Lumley (1984, 1991) to consider the areas 
where rock art is abundant as open-air sanctuaries for 
people living along the Riviera. It is true that the 
high mountains of Ararat, Sinai and Olympus have 
had a central role in the myths of Mediterranean 
peoples. In the same way Mont Bego may have been 
a religious locale in the Merveilles Valley proper. 
However, there is in the valley another peak and wall 
of the mountain chain, which was often chosen, that 
of the Merveilles, towards which the rock art panels 
are facing. De Lumley, too, addresses the theory of 
Indo-European religion with triple set of deities but in 
its Mediterranean version, an Oriental background is 
implied. Considering the age-old cult of oxen in 
Oriental civilisations and the flow of cultural 
influences from there and the mass of bovine symbols 
(usually interpreted as oxen) on rocks in this area, it 
seems that oxen had a central place in the spiritual 
life of the Sea Alps population, as it did for other 
Mediterranean populations.

In the Alps, and the Sea Alps in particular, we 
also find a remarkable complex of symbols in the 
Fontanalbe Valley - that of rectangles, squares, 
stippled points united by winding line(s) etc. Some 
French, Italian and English archaeologists consider 
these to be symbols of homesteads with fields - a sort 
of cadastral map. But prehistoric people did not need 
maps, being familiar with the landscape from 
childhood. Nor is the alternative interpretation of 
these composite figures as settlements plausible - 
where the difference in size of the “huts” and 
“enclosures” is understood to indicate differences in 
property and power. But, there was no overpopulation 
in the area in the Bronze Age and therefore no 
shortage of ground. Wealth was not measured by the 
amount of land owned but rather by livestock and 
hands for cultivating fields and other activities. 
Consequently the size and control of labour was the

decisive factor for prosperity in prehistoric times.
The exploitation of copper mines is additional proof 
of this. It is thus unlikely that these were symbols 
of farm complexes. It lies in the character of the 
“drawings” that they cannot be dated exactly, but 
there is little doubt that they are from the same 
period as the ones of weapon motifs. That quite 
a number of the latter seem to depict real daggers 
from the Early Bronze Age, as demonstrated by 
De Lumley, also provides us with the date. Other 
recognisable items (halberds, axes) also fit into this 
chronological framework. All this seems to indicate 
that the rock art tradition in the Sea Alps was short
lived compared to that in northern Italy and South 
Scandinavia.

Recalling the wild, hostile environment in the 
chaotic tumble of the barren valleys in the Sea Alps 
at quite a distance from habitable areas, De Lumley 
esteems that these circumstances made it unlikely that 
ordinary people participated in ceremonies associated 
with the rock art. In the “sacred areas” only priests 
and the initiated, in the service of the divine, were 
present. Commoners probably had their (religious) 
feasts near the settlements in the bottom of the 
valleys.

Emmanuel Anati (1964, 1974), is also of the 
opinion that the petroglyphs made by the population 
of the north Italian valleys expressed Indo-European 
myths. Here the symbols and signs that were depicted 
on rocks was a long-lived tradition in the area, 
beginning perhaps as early as in the 3rd millennium 
and lasting until the arrival of the Romans. Anati 
also traced a triple set of gods and found proof for 
this on numerous rocks or stelae, the surfaces of 
which were divided into three parts by three different 
symbols (albeit not always the same) representing 
respectively a celestial, terrestrial and underground 
deity. It is noteworthy that in contrast to the 
repertoire in Sea Alps there occur many more 
common symbols and signs in North Italian and 
South Scandinavian rock art.

If the statistics have any significance for inter
pretation, the depictions of objects directly related to 
agriculture or livestock is scarce compared to the 
overwhelming quantity of all other motifs also in the 
Alpine regions. The only and remarkable exception 
is bovine, including the horned head (pars pro toto), 
in the Sea Alps (where it predominates), with its 
Oriental background. In the Orient it had a central 
place in religion and perhaps a double meaning, 
symbolising force and power rather than agriculture.
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Notably, it was not oxen but cow that were tracking 
animals in the Mediterranean area deep into 
historical times.

All in all interpretations proliferate. Gimbutas 
(1989, 1991), analysing the motives of Mont Bego, 
arrives at the conclusion that the main components 
there - bucrania (bovine-heads, snakes, cup-marks, 
axes) - “undoubtedly are parts of the Old European 
symbolic structure. Triangular blades of daggers and 
halberds current in this period of the Early Bronze 
Age were incorporated in this symbolism not as 
weapons per se but as triangles, the ancient symbol 
of regeneration stemming from the Goddess’ pubic 
triangle, a very frequently encountered symbol all 
over Europe and especially in megalithic art and 
architecture”. She does not find it convincing to 
accept them as a product of an Indo-European society 
in spite of the fact that the Indo-European element 
was present in Western Europe at this time. The 
society that created this imagery was concerned not 
with ruling warrior gods and chiefs, but with the 
cycle of life and death (Gimbutas 1991). Thus, 
according to her study, the Mont Bego images 
suggest a continuity of pre-Indo-European religion 
and the depictions relate to rituals of death and 
regeneration.

Undoubtedly, the great Goddess of the Neolithic 
had a strong presence along the Mediterranean and 
southern Europe. The emergence of new elements 
with the introduction of a new technology and new 
social structures in Early Bronze Age society did not 
of course mark a sharp borderline between the two 
“ages”. The transition was gradual. Added to this, 
the very nature of religion - broadly defined - is 
conservative. It is therefore not surprising to find 
stronger or slighter reminiscences from the older 
belief of the great Goddess cult in the Early Bronze 
Age religion, particularly in economically less 
advanced regions as those of the Sea Alps.
Probably the ubiquitous bovine/bovine head is 
a proof of it.

Still one more rather widely spread interpretative 
theory should be mentioned. Among others Martelets’ 
(1991) analysis of the Alpine rock art repertoire 
concludes that the Old Testament should be con
sidered as a source for pictorial symbolism. In spite 
of a certain chronological contemporaneity with the 
Bonze Age the problem of identification of myths in 
symbols remains to be solved before the Old 
Testament can be suggested as a possible source 
through wandering stories from the Middle East.

The role of religion in the social 
system
As we cannot identify the mythical content of Bronze 
Age religions we should try a different approach. All 
agree that rock art is a special symbolic expression 
of a phenomenon that we call magico-religious. But 
religion as ideology has not only philosophical 
aspects; it also comprises social elements. Hence the 
question, what role did religion play in the social 
system? The outward and observable forms of re
ligion consist of ceremonies, buildings where cere
monies take place and institutions, i.e. officials and 
their relation to the congregation. According to 
anthropological research, ceremonies are modelled 
and led by officials, who may be priest or chieftains. 
Religion was not a private but a public matter and 
may have been a means of conserving social tradi
tions. Anthropological studies have also shown that 
the exercising of religion can accentuate and secure 
power and authority for chieftains’ families. With 
respect to this aspect, it should be possible to illumi
nate the role of rock art within the social system. 
Now, a quite different set of questions comes to the 
fore. What is the spatial relation of rock art to the 
settlement area? Were places with rock art intended 
as local sanctuaries for a family or for an entire 
habitation area? Taking into account the time-range 
of thousands of years during which the symbols were 
developed and used and their messages learnt genera
tion after generation, it seems to be evidence of a cer
tain degree of stability in the communication system.

These problems have kept Scandinavian 
archaeologists busy since the 1970s and the new 
approach has been rewarding. The results obtained 
show clearly that in southern Scandinavia there is a 
correlation between habitation and rock art areas 
(Nordbladh 1980; Bertilsson 1986, 1987). In some 
cases it seems to be possible to distinguish a cult 
centre within a region, as in western Sweden at 
Tanum (ibid.). However, some field studies in 
Uppland (Hyenstrand in Kjellén & Hyenstrand 1977) 
and in Tröndelag, Norway (Sognnes 1990) indicate 
that there are habitation sites with a limited number 
of rocks which besides their pictorial magico- 
religious message may have functioned as a 
distinguishing mark for the territorial interest of an 
individual farm. There may be similar situations 
in the Sea Alps. Although it does not necessarily 
imply that settlements were at the same heights as 
depictions, which are on c. 2000-2600 m above sea
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level. Settlements were surely on lower slopes and 
along the coast. In northern Italy the geographical 
situation is different, settlements presumably were 
also on the lower foothills of the Alps, not necessarily 
close to rock art locales. But cultivation in historical 
times has probably wiped out most traces of 
prehistoric human activities. However, people from 
other valleys may also have come to participate in 
principal religious feasts and ceremonies in the 
regional rock art centres.

There is no doubt that new skills in metal 
working, which made it possible to manufacture 
exclusive objects such as chariots and weapons that 
were used as new symbols of power, resulted in far 
reaching social and cultural changes. Archaeological 
finds show an abundance of weapons in Bronze Age 
centres. In central Europe weapon finds indicate the 
emergence of a new social group in the Early Bronze 
Age, that of the warriors. We can disregard the 
postulation that weapons indicate a warlike epoch. 
They are in any case a testimony of an epoch in 
which copper mines or trade over Alpine passes 
needed protection. In areas with access to rich copper 
mines, the new technology and trade promoted the 
growth of wealth and hierarchies. In some areas the 
upper echelons of chieftain societies developed a 
princely luxury, as is evidenced by some remarkable 
graves and their accoutrements and by pictorial 
scenes on bronzes. A typical feature of the time is that 
the less wealthy societies also were affected by this 
development.

When considering southern Scandinavia and 
adjacent parts of north Germany, archaeological 
finds have provided a picture of societies that were 
characterised by inequality between different areas, 
but even more by unequal distribution of resources 
between individuals. Besides burials with valuable 
objects, there is evidence of offerings and hoards of 
bronze and gold items of varying worth. Hoards 
are abundant in Denmark and the southernmost 
area of Sweden, but less frequent in the rest of south 
Scandinavia. Certain hoards were probably a bronze- 
smith’s hidden stock, but those found in marshes 
were surely a component of the religious system. The 
deposition of hoards must have been an important act 
for the society and those with resources, whose wealth 
became visible to all at ceremonial occasions. But to 
whom, on what occasions and for what purposes the 
offerings were made, we do not know. Nevertheless, 
we can be sure that they too were connected with 
myths, though we cannot trace them.

As already mentioned it seems to have been a 
common habit that symbols of wealth and status 
became symbols in less prosperous areas as well.
For this the rock art repertoire offers convincing 
testimony both in Alpine areas and in south 
Scandinavia. For instance the appearance of series’ 
of signs indicate new attitudes and a predilection for 
weapons, an impressive number of combat scenes 
and a multiplicity of symbols of strength and war.
As Maimer (1989) has convincingly pointed for the 
petroglyphs in south Scandinavia, the frequency of 
different themes varies and gives an impression of - 
roughly speaking - a tripartite division. In Denmark, 
the central area of the Scandinavian Bronze Age, 
besides hands and feet, circles and cup-marks 
dominate. The adjacent zone in parts of Sweden and 
Norway is characterised by strikingly lively scenes, 
depicting people in action: chariots, warriors, 
acrobats, lur/trumpet-blowers, ships with rowing crew 
and ploughmen. The third zone in the eastern part of 
south Sweden show, more than is the case elsewhere, 
types of votive gifts: weapons and clothing.

Therefore, it is not surprising that Nordic scholars 
have interpreted rock designs of weapons, ships, war- 
chariots and horses as offering to transcendental 
powers. According to a new hypothesis by Maimer 
(1989) the symbols are substitutes for bronzes which 
people in poorer areas could not afford as offerings. 
This was a fruitful breakthrough in sociological 
terms. However, apart from this interesting approach, 
this may be more typical of the “economic” mentality 
of our own time rather than a correct assessment of 
prehistoric thinking. But certain symbols do imply the 
status of a leading class controlling trade and hence 
their task to transmit this message to society and 
demonstrate, using pictorial language, who had the 
power in this period of changing ideology and social 
structure.

It is no surprise that the privileged began to protect 
their interests. In order to legitimate and maintain 
their power, symbols and ceremonies were used to 
reinforce it and to explain who had rights over 
resources. Thus the need to confirm the hierarchical 
order must have been almost constant. On the other 
hand there is a large number of images on rock 
panels, such as snakes and various abstract symbols, 
which scarcely can be interpreted as status markers. 
As already mentioned, their prototypes are found as 
decorations on bronze artefacts in Hallstatt and in the 
Celtic cultural sphere in central and southern Europe. 
Trade over Alpine passes into north Italy promoted
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the spread of the Celtic influence, including religious 
ideas. There it met, and perhaps intermingled with, 
the older Mycenaean and Etruscan elements. The 
export of bronzes and textiles (see the framed scenes 
on slabs in the Kivik tomb) to Scandinavia probably 
from central Europe is the source of these novel 
designs, though it is not possible to say whether they 
arrived directly from the production centres in north 
Italy or through middlemen passing them on from one 
area to the next. Whether the myths and meanings 
behind the symbols on imported products were 
understood and retold here, or adjusted to local 
traditions, is another question.

Conclusion
It must be emphasised once more that rock art is a 
rich source of many-sided information, confirming 
and strengthening data from archaeological sources, 
and contributing information that cannot be obtained 
elsewhere. It reflects the different qualities of spiritual 
life, man’s imagination, his philosophical thoughts 
and conception of the world, and his ability for 
abstract thinking using pictures, symbols and signs.
It truly is not to go too far by postulating that before 
the introduction of writing, rock art was a kind of 
writing, a means of memorising and transmitting 
messages. However, in order to find patterns so that 
we may interpret their ‘sayings’, we should, instead 
of mainly examining the possible meaning of 
every individual symbol, pay more attention to the 
frequency of symbol combinations. This study should 
not be carried out as a separate discipline but in close 
connection with archaeological research. Hence the 
study of rock art should focus on the art’s proximity 
to settlement, to graves and fairways. Economic and 
social aspects, as mirrored by finds and by rock art 
symbols, should be examined thoroughly in order to 
draw tenable conclusions; deductions upon which 
hypotheses about the core of Bronze Age religion are 
based must have a solid foundation.
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Methods of research on Valcamonica rock art
Campanine of Cimbergo - a preliminary analysis
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Abstract
The challenge of interpretation is one of the main 
issues in contemporary rock art studies. From this 
point of view Valcamonica is an extraordinary place 
to conduct fieldwork, since documentation has been 
going on there for many years. Only now is it 
revealing some hidden “rules” of this complex and 
long-lasted phenomenon of European prehistory. 
Interpretation is the purpose of the whole process of 
documentation and analysis and results from a deep 
knowledge not only of the single engraved panels 
but of the main themes of whole zones, which often 
are characterised by repetitive symbols or unique 
depictions. Campanine of Cimbergo is an area 
with 87 engraved rocks where the Valcamonica 
Department of Centro Camuno di Studi Preistorici 
had carried out ten years of extensive research. The 
main figurative themes are discussed in the present 
paper together with iconographic traditions present 
in the italic world of the first millennium BC, in order 
to find out possible meanings of symbols through a 
“cross-comparison” of different sources of informa
tion (archaeology, classic literature, ethnography, 
etc.).

Introduction
The interpretation of rock art is a great challenge. 
Only through its comprehension, although partial 
and somehow hypothetical, can we raise its status 
from that of silent witness to that of historical 
document, from a sign with aesthetical-chronological 
values to a datum that illuminates the historical- 
cultural situation that produced it.

Interpretation is the “final” moment of a process 
that begins with prospecting, discovery, tracing 
and cataloguing of carvings. During all phases of 
fieldwork we attempt to understand and analyse 
the environmental, contextual, chronological and 
associative evidence that emerges. This is essential 
to frame the document, to gain familiarity with it, to

have a direct perception of it. The relationships of 
the engravings with the location, with the rock, with 
the space that it is in, with the human and natural 
elements surrounding it, are intimate and essential: 
they are an integral part of its reason for existing.
To understand the carvings in the context of these 
relationships allows us the first fundamental step of 
comprehension. To attain this one must assess the 
geological and morphological setting, the relation
ships between the rock art and the layout of ancient 
paths and watercourses, the forms, orientations and 
positions of the rocks that were chosen for engraving 
(and those not chosen), and the environmental 
conditions that prevailed during the different ages.

From these aspects we can easily ascertain 
the peculiarity of a site and its rock art, the cha
racteristics of which clarify the differing choices 
made over the ages in the different areas. Con
temporarily we conduct archaeological investigations 
into the presence of datable structures and finds in 
the territory, widening research to associated cultures 
that could provide economic, social, religious and 
even iconographic analogies.

Closer to the heart of the problem is the analysis 
of the artistic context: its typology, thematic and 
chronological distribution and associative schemes. 
These elements can be connected with the environ
mental values and definitions of the characters of 
areas and rock panels can be made in order to 
evaluate the peculiarities of the phases and the 
thematic choices. The data resulting from fieldwork 
at Campanine can then be compared with that of 
surrounding areas.

The site of Campanine
Campanine is a vast and rather impervious area,
400 meters wide, at 800 meters above sea level, on 
the east side of the middle Valcamonica. The park of 
Naquane lies to the west, the regional park of Foppe 
di Nadro to the south, the area of Paspardo to the 
north, the latter separated by the deep gorge of the
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stream Re, a narrow and deep valley called by the 
inhabitants “Valley of the Spirits”. Situated eastwards 
are the Pizzo Badile Mountain and the glacial terrace 
where the village of Cimbergo is set. This last 
zone contains as many engraved surfaces as the 
others neighbouring areas, which are of the more 
densely carved in Valcamonica (around 100 rocks in 
Naquane, 50 in Nadro, 50 in Paspardo-Vite and 30 
in Zurla). Campanine has around 110 engraved rocks 
and is composed of many sub-areas: Campanine Alta, 
Bose del Vicare, Figna and Plain of the Swedes. Each 
of these zones has a rather marked peculiarity that 
must be read with attention, but together they form 
a complex with uniform thematic-chronological 
aspects.

Regarding chronology, the tradition of rock art at 
Campanine was maintained during many periods: 
some images belong to the Neolithic (as in Naquane 
and, in smaller measure, in Nadro and Paspardo), the 
Calcolithic period is absent (as in Naquane, but not 
in Nadro and Paspardo), images from the Bronze Age 
are scarce (as in Zurla, but unlike Naquane and 
Nadro), the Iron Age dominates (as at all other sites, 
that at Zurla belonging mostly to this period), the 
Roman phase is present (as in Naquane and Nadro), 
and images from historical times, especially from 
around the 13th-14th centuries, are evident (there 
are few traces in Naquane and Nadro but more in 
Paspardo).

Campanine seems to have a certain prehistoric 
proximity with Naquane and it appears to be unique 
for the medieval period. But if we analyse the 
different subjects represented and the differences in 
the same subjects common to the various areas, we 
find a distance that is not revealed by the chrono
logical proximities. For instance, in the Iron Age, 
Campanine has a huge number of bird figures (less in 
Naquane and Nadro), many axes (few in Naquane, 
more frequent in Nadro and absent in Zurla), few 
shovels (very frequent in Naquane, some in Nadro, 
absent in Zurla), and very few topographical maps 
(more than in Naquane, while they are present in 
Nadro and absent in Zurla). Among the widespread 
subjects of huts, busts, footprints, warriors, fighting 
figures, north-Etruscan inscriptions, we can notice 
significant differences: Campanine for example has 
many paired hut images, one on top of or inside the 
other (rare in Naquane and Nadro) and many 
warriors armed with axes (rarer in the other sites).

We can deduce that every area, and its sub- 
areas or single surfaces, absolved specific cultural

functions, perhaps in respect to different divinities, 
their rituals and their specific symbology. There is no 
casualness in the choice of the sites for carving, but 
there are also subjects that caused so much interest 
that they appear almost anywhere and anytime, even 
if varying over the areas. The sites of rock art were 
not generic sanctuaries but aimed ones. We can now 
turn to clarifying the iconographic structure that 
animated such finalities.

Themes and symbols
In the middle and late phases of the Iron Age, 
Campanine was an area with a complex character 
and, as already seen, with particular frequencies or 
absences of subjects. The most significant emphases 
appears to be on aquatic birds, axes, wheel images, 
huts and other particular themes, like images of 
heroes or gods, that can reveal many other details 
when adequately investigated. The present paper will 
attempt a brief analysis on some of the symbolic 
meanings suggested by these main themes.

Aquatic birds

Images of aquatic birds are always outlines of ducks 
or waders (herons, cranes or storks), represented in 
isolation or, more commonly, in association with 
huts, warriors, busts, axes and labyrinths (Rl, idem 
in Naquane). In five cases they are ridden: by a 
praying man with (deer?) horns (R49), by warriors 
(Rl 1, R36 and R50) and in one case (R 60) by an 
armed man with a sword and a strange symbol 
(probably lightning) resting his feet on two ducks 
that face in opposite directions.

To understand the symbolic value of the aquatic 
bird we must remember its diffusion within Iron 
Age culture and its origins in the Bronze Age. The 
aquatic bird is a particularly common symbol of the 
Villanovian culture (9th-8th centuries BC) and, after 
that, of the Etruscan and italic world. In the most 
ancient phases the only creatures represented in the 
figurative repertoire are the bird and the horse (rare 
non-geometric iconography from the Bronze Age 
show aquatic birds or horses often related with sun 
chariots or solar boats, in some cases decorating 
helmets or other prestige objects). In accordance 
with the contemporary Greek geometric style, the 
Villanovian style privileges geometric decorations 
(meanders, swastikas, chevrons, etc.), with the very
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Fig. 1. Large panel with some of the main themes of the area: 
huts, aquatic birds, axes, footprints and Etruscan inscriptions. 
Campanine, rock 50.

■V

Fig. 2. Section with huts and horses. There are also unique 
subjects, such as two-headed horses and horsemen.
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important exception of the solar boat, which is 
always represented with bird-head prows. Often 
depicted on cinerary urns, belts and other objects, 
the solar boat probably has a central European 
origin. This pattern spread through northern and 
middle Italy during the beginning of the Iron Age, 
with examples up to the 5th-4th centuries BC We 
have many examples of this iconography in the 
ancient italic world: finds from the area of the Piceni 
culture include a bronze belt where the solar boat 
appears in a more naturalistic form, the klinai with 
ornithomorphic elements present in the so-called 
“art of the situlae” from the Reto-Venetic culture 
and the kline from Hochdorf, probably made in the 
Golasecchian area (Hallstatt culture). In the Etruscan 
world the geometric stylisation of the bird-head prows 
probably disappears during the Oriental style period 
(7th century BC) when it became usual to represent 
monstrous and fantastic figures and when animals 
were depicted in a more naturalistic way instead.
The aquatic bird appears in the early painted 
Etruscan tombs, like the “Tomba delle Anatre”, and 
in the bas-reliefs with scenes of symposium on the 
klinai of the characters. It is associated with the 
labyrinth (“Oinochoe of Tragliatella”, 7th century), 
riders, warriors, duellers and the dead. Such images 
are represented on ritual “sticks” and on ceremonial 
axes from the 8th century BC.

The almost exclusive choice of aquatic birds 
clearly hides a symbolic intention tied up with the 
wide spread idea of “soul-carrier” that is attached to 
this kind of bird. This symbolism is enhanced by the 
power of access to both the celestial spheres (flight, 
sky) and the aquatic universe (water, underworld 
powers). This reminds us of earlier images of 
birds carrying the sun, diffused in the preceding 
millennium, which were probably valorised in a 
funeral sense here. We cannot delve further into the 
symbolic role of aquatic birds for the Etruscans. 
However, we do know of the importance of the 
avispicium, one of the “Etruscan disciplines”, which 
assigned divinatory powers to the flight of birds.
On some funerary stele the dead offer a bird to the 
infernal god that prevents entry into the world of the 
dead, in one case a dead woman hands a bird to her 
consort (Este). Such elements bring us to the most 
widespread meaning of the bird: as symbol of the soul 
the bird incarnates the most intimate and elevated 
essence of man.

To find references to ridden birds we have to go 
further afield: Aphrodite rode a goose, a swan or a

dove (the Indian goddess Mahavidya is likewise 
described); Apollo is described as reaching the 
Hyperboreans on a chariot hauled by swans or 
himself riding one; in the Altai the shaman rides a 
goose for pursuing the soul of a horse, and among the 
Galii Sequani a duck is the goddess Sequana’s sacred 
animal and she is represented on a boat with prows in 
the shape of a duck. The list could continue but these 
examples should be enough to reveal the range of 
meanings attributed to the bird.

Axes

This weapon is often wielded by a warrior, usually 
armed with a shield, but is frequently also found in 
isolation. They often occur in pairs and sometimes in 
groups. The most recurring association is with huts, 
warriors, busts and birds. In almost all cases the 
outline of the blade is quadrangular (the Nanno 
type, present also in a sample from Valcamonica, 
of Etruscan origin and with local variations). Often 
the square shaped blade is enhanced and the handle 
strongly simplified, at the point of total lack of 
comparisons with actual objects. The axe had an 
high social value and there may be a close symbolic 
relationship with the similarly shaped figure of 
“paletta” (shovel), which was an enigmatic object 
of prestige found in burials from Villanovian, 
Golasecchian and Venetic cultures.

Three of the most interesting rock art scenes in 
Campanine show the symbolic value of the axe: on 
R1 a group of five axes is located at the entrance of a 
labyrinth and, nearby, a few axes are associated with 
a wader; on R52 an unusual human figure sits in the 
“lotus” position raising a circular shield (a solar or 
celestial symbol?) and holding an axe with a very 
curved handle. Overhanging this figure is another 
axe. He seems to be a deity, similar to the Celtic gods 
with an identical posture, like the Kernunnos depicted 
on the cauldron of Gunderstrup. This impression 
seems to be confirmed by the dominant position of the 
rock, from which springs a water source. On R37 
a magnificent warrior with an axe and shield stands 
above an “altar” structure. Immediately below him 
is a semicircular shape (a container/cauldron?) that is 
touched by long poles handled by two human figures. 
Above and besides are two axes, one of which is of a 
natural size, and a praying man refers to a third axe. 
The scene, probably presenting a god or a figure of 
great social importance, confirms the prestige and 
symbolic value of the weapon.
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Fig. 3. (Above) A great heron stands in the centre of the rock 
surrounded by other large birds. Campanine, rock 49.

Fig. 4. (Below) Human figure "raising" or "sitting" on a throne 
and associated with axes and circles (the Celtic god Taranis?). 
Campanine, rock 52.
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Such an evaluation can be extended to the whole 
cultural complex of north and central Italy during the 
Iron Age, with many antecedents (also in rock art) in 
the Bronze Age and the Copper Age. The axe appears 
in funeral outfits, in ritual depositions (such as the 
Retie Brandopferplätze) and in the iconographic 
contexts. In Etruria, both the double-edged (with 
ancient links to the Minoan and middle-oriental 
culture) and single bladed axe reveal a deep symbolic 
value. Many ritual axes can be found in burials, 
rarely in bundles, made of thin bronze plaque or even 
as small amulets. The Etruscan exemplars from the 
7th century BC are very interesting: the handles are 
studded with aquatic birds as is an amulet of a small 
axe from Bologna that is surmounted by a little duck. 
The axe seems to have ritual meaning in various 
other contexts including the already mentioned “art 
of the situlae” (6th—5th centuries BC). Axes also figure 
on funerary stele: they are surely signs of high social 
and religious power and have comparisons in the 
stelae of Lunigiana, five of which show anthropo
morphic figures armed with square blade axes. 
Processions, in which an attendant handles the axe 
symbolising the power of the dead, sometimes 
appear on sarcophaguses after the 5th century BC.
It is noticeable that the axe was then assumed by 
the Roman world as a symbol of the magistrate.

It is probable that such shapes of the ancient 
weapon were preserved for a long time because of 
their high symbolic value, this being confirmed by 
the long use of these objects (the square blade axes, 
for example, persisted from the 9th century BC to the 
6th—5th centuries BC). The axe therefore became 
progressively synonymous with religious-judicial 
power. From this point of view we can consider the 
armament of the warrior of Capestrano (6th century 
BC): the sword (military power) and the axe (religious 
power). The axe was used during the Roman period 
as a sacrificial weapon: a sarcophagus from Padua 
features a scene of an ox killed by a celebrant armed 
with an axe and the famous Gnosis mosaic from 
Pella (3rd century BC) includes a scene of symbolic 
deer hunting with swords and axes.

On the other hand the Romans noted how the 
Retie people actually used axes in war in the 
historical age. We can find confirmations of this 
in the “art of the situlae” (warriors with mixed 
armament, like two spears, helmet, shield and axe). 
Etruscan culture sometimes also shows duels with 
axes as well, which probably resulted in the later 
Roman gladiators, and processions of riders

unusually armed with axes (fictile friezes from the 
prince palace of Murlo, 7th-6th centuries BC). This 
means that the axe was also used as an actual 
weapon and could, in some cases, be associated with 
realistic examples of warriors.

The various mythologies from the Indo-european 
area give hints of connections with sky and thunder 
deities (Varuna, Thor, Teshup, Dolikenus, Rama, 
Hattusas, Esus) and rock art seems to confirm this 
symbolism.

Wheels

The wheel is one of the most enigmatic images of the 
late Iron Age: on RIO, introducing us to the engraved 
area, we find a wheel painted in red, one of the few 
rock paintings known in Valcamonica. On R36 there 
is a large carved wheel associated with huts and 
warriors, while on R41 a wheel is associated with a 
praying figure and a human figure with lowered 
arms.

In the Celtic culture the wheel symbolizes Taranis, 
god of the celestial vault as well as of the cyclic 
turning of time and fate. A figure carved in Paspardo 
shows a human figure with a wheel-shaped head that 
could be a representation of such a god. Other wheels 
are engraved in Naquane, Foppe di Nadro and 
Zurla. The Romans re-named the Celtic god Taranis 
as Jupiter and in Campanine we have the Roman 
inscription “IOVIS” on R5 (probably meaning 
“devoted to Jupiter”). These examples suggest that 
Campanine is likely to have been the sanctuary of the 
“god with the wheel” Taranis/Jupiter. This inscription 
in fact enlightens the cultural role of the site, at 
least during the last phase of the Iron Age. We can 
probably deduce its role during the entire Iron Age 
if we look at the carvings of wheels, horses, the “god 
in lotus-flower position” (R52), and the symbols of 
lightning (R61).

Huts

Figures of huts are present in Campanine with high 
density and usually they are engraved on specific 
panels or rock-sectors (R7, R16, R38, R49 and R50). 
Characteristic of the area is the composition of two 
huts on the same pole, with many stylistic variations: 
some of them are unicum in Campanine (like the 
“pagoda-shaped” huts or some very elaborate 
examples). One of the biggest figures in the area (R7) 
includes another hut, footprints, warriors and a scene
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of conversation between two sitting men, one of 
which sits on a “throne” (similar to archaeological 
findings from the site of Verucchio or to “thrones” 
represented in the “art of the situlae”). This scene is 
likely related to an exceptional event and to a man 
of high social status. The tips of the roofs are often 
shaped like goat-horns, horse-heads or bird-heads.

The most meaningful interpretation of hut images 
is the funerary one, with comparisons in the Villa- 
novian-Etruscan culture. Their disposition on the 
panels may suggest the representation of family or 
kindred groups. It is clear that the carvings do not 
represent real dwellings: there are scarce comparisons 
in the Alps of the structure represented in rock art 
(e.g. in Brig-Walmatte, in the Swiss Valais). The most 
common type of real Camunian houses, probably 
almost unchanged over several centuries, is now 
being discovered by archaeological investigations at 
Ternu (5th ™4th centuries BC), Pescarzo (1st century BC), 
and at Darfo-Boario Terme (1st century BC). These 
include the following features: underground floor- 
levels, stone skirting boards, wooden walls and roofs.

Analysing the engravings of huts we can do some 
further considerations. Many different types of huts 
are represented on the panels and nearly each hut 
is unique. This phenomenon almost never occurs 
in reality as it is uneconomical. A functional 
pattern will not be changed quickly, especially in 
a conservative culture such as the alpine one, unless 
caused by general and deep environmental changes 
such as, for instance, climatic shifts. Some types of 
huts are architectonically impossible. They have 
bended roof beams, plinths made by only one 
pillar, exaggerated trapezium-shaped middle floors 
(statically unstable), disproportionate ornaments, or 
they are coupled on the same pole. This emphasize 
the semiotic element present in rock art, as the most 
obvious purpose of the ancient engravers is to 
communicate a message, using the figures of huts as 
a sign, varying the sign as situations changed. So the 
different styles and ornaments may reflect not only 
changes in style as time passes, but also the wish to 
add details to those signs - the huts - making people 
able to immediately distinguish each one from the 
others.

It is widely known that the house has a strong 
symbolic and funeral value in the Tyrrenic world. 
Starting from the house-shaped cinerary urns found in 
the tosco-latial sites that in the Villanovian culture 
replaced the common bi-conic cinerary vase. In 
northern Italy and the Alpine area we have two

important archaeological findings which show a 
similar use of the hut: a funerary stele from S. Vitale 
(Bologna, Etruscan culture, 6th century BC), 
presenting a carved hut on the front side, and the 
cinerary vase from Balzers (Swiss), showing a small 
scratched picture of a typical Camunian hut. It is 
very interesting that the Villanovian cinerary urns 
are also strongly individualised: some are made from 
metal, with peculiar ornaments (ornithomorphic- 
heads or horse-heads at the top of the roof-beams, 
anthropomorphic figures, discs, friezes painted with 
horses or birds), and similarly to the Camunian 
carvings of huts, they are typically associated with 
aquatic birds, horses, and warriors.

Labyrinths

We have already mentioned the labyrinth carved on 
Rl, associated with axes, a warrior and a wader 
(phallic and horned). In Campanine another labyrinth 
is scratched on R5 and is surrounded by huts, 
warriors and north-Etruscan inscriptions. Another 
labyrinth can be found in Naquane and four in Zurla, 
where many complex meanders can also be seen.
On the right side of Valcamonica other labyrinths 
are carved in Dos del Mirichi, Piancogno and Luine. 
The meaning of this sign is enigmatic and complex. 
Its presence in Valcamonica’s rock art probably 
represents ideas coming from the south, mostly 
through the Etruscan world.

The type of labyrinth represented is actually the 
Minoan one, that with only one-route, so named from 
the labrys (one- or two-edged axe). So far, only one 
labyrinth figure has been found from the Etruscan 
world: it is on the oinocboe from Tragliatella (7th 
century BC). We can nevertheless read about the 
tradition of the ludus troianus (“truia”), a kind of 
carousel ridden by an aristocratic youth, still in use 
during the times of Augustus. Vergilius (Aen., V) 
describes it, with other games, races and naval 
competitions, among the ceremonies held for 
Anchises’ death. The latin poet (Aen., VI) also tells us 
that a labyrinth was represented on a leaf of the 
infernal door in Cuma.

The labyrinth actually symbolizes ‘a complex 
way’, with many on-route tests that cause deep 
changes in the individual who passes through it. It 
is strongly connected with passage rites (sacerdotal, 
military initiations, birth, death, puberty and 
marriage). On the vase from Tragliatella the laby
rinth is associated with two riders that hold large
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Fig. 7. The Mynoan labyrinth with axes near the entrance. Campanine, rock 1.
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Fig. 8. Another labyrinth associated with an aquatic bird, a warrior and two duelling figures. Naquane, rock 1.
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Fig. 9. A large hut with a scene of two people talking inside it (apparently one of them is sitting on a "throne" 
which resembles Venetic and Etruscan models). The panel is completed with footprints, other small huts and 
warriors. Campanine, rock 7B.
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shields (one of which bears the badge of a bird) and 
with two intercourse scenes on klinai. The well- 
known myth of Theseus tells us about the two 
initiation tests of the hero: the defeat of Minotaurus 
and escaping the labyrinth with the help of Arianne. 
The sources also describe Theseus’ “crane dance” on 
exiting the labyrinth, a sort of bodily and spiritual 
“release” formed by movements in rhythmical 
volutes, that is somehow similar to the lay-out of the 
labyrinth and seems to hint at the cosmic cycle of life 
and death. This association with cranes reminds us 
of the strong connection between the labyrinth in 
Campanine - and that in Naquane - with waders. 
And more: the myth of Theseus details the enterprise 
of the prince of Athens, his meeting with death, 
his struggle and victory, from which the hero “re- 
emerges”, his sword still in hand, from the labyrinth’s 
“depths”. What should we infer from the constant 
association of the labyrinth with warriors (heroes) 
and aquatic birds (related with death and “the other 
world”) in Valcamonica’s rock art? What are the 
meanings of the axes “guarding” access to the 
labyrinth on R1 in Campanine, when we know 
(Vergilius, Aen., VI) that Daedalus also carved axes 
on the other side of the infernal door in Cuma, just 
in front of the labyrinth?

Thrones

Inside the image of a big hut at Campanine (R7), we 
can see two sitting human figures. The one on the 
left sits on a seat similar to the Etruscan “thrones”.
In Naquane two figures sitting in a hut use different 
seats and a small table. The shape of these “thrones” 
is very similar to the “throne” from tomb n. 89 of 
Verucchio (8th-7th centuries BC), an object with 
complex depictions connected to the social power of 
its ancient noble owner. In Valcamonican rock art we 
do not find representations of scenes clearly related 
to the Etruscan symposium, and that is probably due 
to the distance of this area from the heart of the 
Etruscan and Italic world. But the “classic” Etruscan 
symposium, with people leaning on klinai, is often 
represented on funeral paintings and friezes but 
spreads only after the 6th century BC due to Greek 
influences. Beforehand we have representations of the 
funeral meal with people sitting at the table, each one 
in front of the other, as we find in Valcamonica.

Other elements related to the funeral meal are not 
evident in the rock carvings. The metal implements 
used to cook meat (spits, cauldrons and fire-dogs) and

the pottery used to serve wine (large craters, cups 
and schnabelkanne) are almost never found on rock 
surfaces, though we have some rare depictions of 
vases. These latter objects are only ever scratched in 
isolation and their typology seem to refer to a later 
phase, probably transmitted during the Celtic 
influence in the Padana Valley.

Other subjects

Among the subjects peculiar of the Iron Age in 
Campanine we can notice fifteen inscriptions in the 
north-Etruscan alphabet, some large armed busts, 
two “camunian roses”, some shovels (“paletta”) and 
an extraordinary two-headed horse with rider. This 
subject occurs only in Campanine and has interesting 
comparisons with archaeological findings of ritual 
objects from the Retie, Etruscan and Piceni’s worlds 
in the 6th-5th centuries BC.

Conclusions
This preliminary analysis (the work is still in 
progress) shows the main features of an area. Such 
features are becoming clear if we consider groups of 
rocks forming sub-areas, each one well identified, and 
which together form the vast context of Campanine. 
From this point of view the investigation of the “Plain 
of the Swedes”, on the west border of the site, led by 
Ulf Bertilsson and his team, have produced very 
important results as the area shows intermediate 
characteristics similar to those present at nearby 
Naquane. This is not surprising as the whole 
Campanine area is thematically and chronologically 
quite close to Naquane.

The value of the engravings of Campanine is 
more in qualitative than quantitative (there are about 
three thousand figures). Campanine provides much 
information on prehistory during the Iron Age, 
enlightening what we already know and providing 
crucial evidences for aspects of prehistory about 
which we know very little. For example, the laby
rinth, present in Valcamonica more than in all of 
Italy during prehistory, shows scenes and details that 
are essential to acquiring a more defined and deeper 
understanding than other italic sites. The same 
happens for the aquatic birds, the axes and other 
subjects.

The study of rock art is one of the great frontiers 
of archaeology: only recently have we begun to
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investigate its many facets and its unforeseeable 
richness. It is not only the pure archaeologist, thus, 
but also scholars of related subjects, such as history 
of religions and phenomenology of symbols and 
myths, that are finding rock art to be a source of 
a great importance.
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The cultural meaning of the owl in China's rock art
SUSHENG SUYU
ROCK ART RESEARCH ASSOCIATION OF CHINA

Rock art is a testimony to the history of ancient 
civilisation. In order to decipher it we must master 
the rules of primitive artistic creation that were con
trolled by primeval thoughts. We must understand 
the relations and characteristics of the images, 
symbols and pictographs in order to make them 
understandable. This helps us to reveal the cultural 
mystery deeply hidden in rock art. China’s ancient 
calendar, recordings, writings, poems and legends 
are related to these primeval conceptions and thus 
provide clues to the rock art.

Easily recognisable depictions of owls, Xiao, 
appear on prehistoric ceramic, bronze and jade 
objects of China whilst owls in rock art are often 
simplified and abstract. Nonetheless, many owl 
images have been identified in the rock art of China. 
Recent investigations of rock art and archaeological 
excavation have shown that the number and range 
of owl figures in rock art have increased over time. 
Owl images contain a kind of formula: an evolved 
symbolic sign and it is within the ancient cultural 
background of China that we find their cultural 
meaning. The owl is the symbol of the 18th con
stellation, one of the 28 constellations into which 
the celestial sphere was divided in ancient Chinese 
astronomy. It appeared in the ancient Chinese ca
lendar with the arrival of the winter solstice and is 
the symbol of life, spring and the sun: it is the god 
of seasons. The owl is the theme of many rock art 
sites in Inner Mongolia that date to the Xian-Shang 
Dynasty (3000-4000 BP). It also appeared as a 
mythical animal in ancient Chinese writing and in 
folklore.

Up to now many images of the owl have been 
discovered in China’s art and rock art. Scholars 
believe these to be related with prehistory and the 
Xian-Shang culture (before 5,000 BC). Figurative, 
easily recognisable, images of the owl (“Xiao”) 
appear on prehistoric ceramic, bronze and jade 
objects whereas prehistoric rock art images of the 
owl were more abstract in style. This has resulted 
in debate regarding the identification of the latter

images as owls but the present author has identified 
many such creatures in the rock art of China.

Although owl-faces are only a part of the re
pertoire of prehistoric primitive art imagery, recent 
investigations of rock art and archaeological 
excavations have revealed that the frequency and 
range of owl images increased as time passed. 
Therefore, the owl image seems to have been created 
in no casual way and is a phenomenon that deserves 
investigation. During research into the rock art of 
Inner Mongolia, the present author was lucky enough 
to see images of owl-faces in the rock art. Their main 
features are two eyes, consisting of central circles 
within outlines, which are connected with a vertical 
line. Although owl-faces were made during prehistory 
using two different styles, both emphasise the size 
of the eyes, the creature’s most obvious feature.
The other immediately identifiable characteristic 
associated with the owl is their nocturnal nature, 
which results in them rarely being seen during 
daylight hours.

It seems that owl-faces are like art objects in that 
they contain a kind of formula intention: an evolved 
symbolic sign. So, although these images seem to 
refer to the faces of owls, we have no objective proof. 
But if we investigate the ancient cultural background 
of China, the hidden cultural intention of owl-face 
imagery is clear: its origin is based on early peoples’ 
interest in and need for astronomy. Nomads and 
farming peoples have needed it for tracking changes 
in the seasons: to connect the entire natural world 
with the phonemic of the changes of season. The 
owl was thought of as a kind of spirit in the natural 
world. It has a nocturnal habit and its regularity is 
dependable: its disappearance and re-emergence is in 
accordance with the movements of the sun, stars and 
seasons. When the sun rises the owl hides but when 
the sun sets it appears. Ancient peoples may have 
noticed this and associated the owl with these 
changes. This may be why the owl was idolised in 
ancient Chinese mythology and this is why there are 
so many archaeological finds of prehistoric owl art
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objects, found in vastly dispersed places over a wide 
time-span, and made from different materials and in 
different styles. We can only assume that there were 
many more which have not even been discovered.

The first image of the owl is associated with the 
emergence of agriculture during the late Stone Age. 
Because of the dependence of farming communities 
on the seasons and the association of the owl with 
changes in these, owl images became a symbol of 
seasonal instruction for people to produce and they 
became a protective myth for agriculture. Human 
society invariably makes constant progress as does 
culture. Ancient peoples connected good or bad 
harvests with prosperous or unfortunate clans.
The production and reproduction of both were 
inseparable. So, from the protective myth emerged 
the reproductive myth of clan society. Through 
investigation of the prehistoric rock art imagery of 
the owl we find its special meaning as a totem of the 
Xian-Shang dynasts (5,000 BC). They are evidence 
of the change during prehistory by which prehistoric 
civilisations were established.

Variations
Unearthed prehistoric owl art objects found at 
Liaohe, northeast China, the middle plain of 
China and Qinghai plateau, west of China have 
differences but their similar shape must be because 
they belonged to a similar culture. Future study of 
these will be aided by the discovery of more such 
objects. There are wide variations in owl rock art 
imagery in China (Figs, l.a-c). So far, owl rock 
art has been found mainly in the eastern and southern 
parts of China, at LianYun Guang of JiangSu to the 
north, the BeiCa River area in the eastern part of 
Inner Mongolia and at LianYunGuang, 9 km south 
of the JinPin Mountain (near the LianYunGuang), 
in the south. Often, faces consist of complete outlines 
of faces with head adornments or netted patterns, 
some with seeds (Fig. 2). Others are carved without 
outlines, consisting of concentric circled eyes, 
with connecting brows and nose (Fig. 3). It is 
on a hillside about 4 km northeast of Ganggensumu 
and spreads 11m from south to north. It faces 
a vast spacious land that is an ideal worship place. 
More rock art is also carved at the foot of the 
hillside. Some rock art images are difficult to 
identify (Fig. 4). They have been called monkeys, but 
in August 1997, the present author visited the panel Fig. la-c. Variations in owl rock art imagery.
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and found that only five or six whole images can be 
seen clearly. One of them is completely outlined. The 
others are owl-faces. From comparisons with earlier 
photographs, some of them are becoming black/ 
brown and some of them can no longer be identified. 
The need for conservation is obvious.

The rock art in the county of Wanheyong, in front 
of a mountain on the Beica River in the east of Inner 
Mongolia, lies on the north-western hillside. A rock 
here has had marks inlaid artificially. There are 
two groups of rock art: under the left group is a 
concentric circle and in the middle part is an outline 
that has a head decoration. Above this a shallow owl- 
face image that is about 0.22 m long and 0.10 m 
wide (Fig. 5).

On the east suburb of Cifeng of Inner Mongolia 
there is rock art nearly the bank of the Ying River, 
including owl-face images. On the east of the hillside 
are other rock art sites consisting of mostly human 
faces. Because of the wet atmosphere, many rock art 
surfaces have been damaged by the growth of 
bryophyte.

According to ShongYaoLiang in “Prehistoric 
Mythical Faces in the Rock art of China", there are 
also owl-face images in the East Sheng Temple Golf 
Mountain, of Veimong, and in Geraopao of Ying 
Mountain. Gaishangling recorded in “Rock art Ying 
Mountain” that in Toalingou, in Dengkou town, there 
is rock art consisting of a beasts’ face with a brow, 
two eyes and teeth, which is 0.23 m high and 0.62 m 
wide (Fig. 6). It is the same as that at Ganggengs. 
Another one has been found in the north-west Ge of 
Dongkou Town Territory, located on a hillside on the 
east bank of the south passage in Shanggegou. It is 
0.44 m high and 0.54 m wide. Upon the left and the 
right sides, there are two patterned clouds consisting

Fig. 2. Outlined faces with head adornments or netted patterns. 
Fig. 3. An owl-face without an outline. LianYun Guang county 
JiangSu province.
Fig. 4. Some images are very difficult to identify. Ganggensumu, 
Cifeng county, Inner Mongolia.
Fig. 5. A panel of rock art with owl imagery. Wanheyong, Cifeng 
county, Inner Mongolia.
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Fig. 6. A beasts' face. Wulanchabu, Inner Mongolia.

of circles. On the left is a man’s face. Below is an 
animal with a tail. The picture may depict a wizard 
praying for rain. They are all similar to the owl.

The owl as the Xian-Shang totem
For the Saotian tribe, the bird is an important 
symbol: every clan’s name is that of a bird and their 
judge is a bird. They belong to the Daiwenkou 
culture thus it is natural that the Saotian owl culture 
is evident in the rock art. It reflects the importance 
of the owl totem idol within the primitive religious 
culture, a culture that was very powerful during those 
times. We can see from above the situation. Although 
the number of prehistoric owl/man-face art objects 
are few, some are directly related with remains and 
can thus be dated to the earlier Shang nation or tribe. 
These owl images were not made as a game or for 
hunting purposes. Instead they were idols of Xian- 
Shang and Shang as their totem. This symbol is 
closely related with the ancestors of the Shang nation 
and is embodied in the ancestors’ production and life.

Xian-Shang and Shang are actually the same nation 
as the Saotian, using the same bird symbolism.

The owl and astronomy
It seems that the Xian-Shang made owl rock art that 
was related with astronomical observations. For 
example, owl images on the Lanyungang consist of 
two small images without outlines and numerous 
gods. In ancient times astronomy and knowledge 
of nature were used to track the changes of seasons 
and the movements of stars, plants and birds were 
observed and linked with these seasonal changes.
Thus people began to understand the laws of the 
universe. In China the year was divided by twenty- 
eight into four calendars. The owls’ activities are 
so regular that they were especially useful as a 
calendar device. Even stars were named after the 
owl, including Xiao and Mao, and we find recordings 
of these in ancient literature. People today do not 
conceive of such relationships because they use 
different methods to explain natural phenomenal.
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The Mao star day is the shortest day of the year. This 
is the winter solstice in China when there is little light 
and the owl is most active. This is due to its unique 
pair of eyes and this may be why the feature was 
depicted. During the winter solstice plants emerge 
and deer grow new horns. Everything appears to 
change. So the ancestors may have associated these 
natural phenomenal with the frequency of owls 
during this time. The Mao star and the owl idol are 
quiet closed related.

Further thoughts
Depicting the owl idol has a long tradition. Besides 
the rock art, we have other evidence which suggests 
that the owl was used as a means to symbolise 
changes in the weather. The owl may have been 
idolised as a protective god of agriculture and as 
a symbol of the regeneration of society and culture. 
This symbolism was further abstracted to symbolise 
humans reproductive organs. The bird or owl totem 
was that of the Xian-Shang agricultural society.
The father of the Xian-Shang was called “Jun”, as 
is testified to by ancient Chinese writings, and its 
pictograph is an image of a birds head. During these 
times, man was thought to control everything, and 
male genitalia were a powerful symbol because a 
numerous and strong population was essential for the 
procurement of foods and resources. The association 
of the words ‘bird’ and ‘male organ’ in the Chinese 
language even today, confirms the powerful associa
tions of the owl for primitive cultures.

The owl was idolised as a god and as a totem 
symbol it was closely related with regeneration and 
life. This kind of cultural phenomenal was part of the 
evolution of our cultural inheritance. Owl art is just 
part of the process. We are lucky to find evidence of 
this now. In some areas, the owl’s mouth is portrayed 
carefully but for the Xian-Shang and Shang cultures 
there is a taboo that prohibits the drawing of mouths. 
In some oriental nations, especially China, the owl is 
hated because it is regarded as an unlucky sign: to 
hear an owl cry is bad and the owl is tabooed in folk
lore. What has made people hate the owl so much?

Conclusion
According to our research, the owl rock art motif is 
useful as evidence for studying the Xian-Shang and 
Shang cultures. The owl art is an important clue for 
Xian-Shang cultural transmission. The cultural 
associations of owl rock art have evolved, developed 
and spread continually, effecting peoples’ lives for 
centuries. Even now its shadow remains. Future 
research into the image of the owl in rock art could 
be supported by more objective evidence from other 
disciplines. This paper is just the starting point for 
this, but there is much further to investigate China’s 
ancestral artworks, ideas and prehistoric culture.
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Dating rock art by archaeological reasoning 
- an antiquated method?
CHRISTIAN ZÜCHNER
INSTITUTE OF PREHISTORY, ERLANGEN, GERMANY

Since it became possible to date rock art by scientific 
methods there is a tendency to reject the classical, 
archaeological methods as unreliable and merely 
subjective. An extreme position is taken by some 
authors who declare that “only a scientifically dated 
picture is a dated picture”. Other colleagues take a 
more empirical decision: if there are AMS-dates they 
are considered correct, even if they are in contrast to 
all experience. If there are none, they use the classical 
methods to fix the age. There are some problems with 
the archaeological methods used to determine the age 
of rock art. We use the term “archaeological” and not 
“stylistic” as we want to express that these are the 
same methods normally used in prehistoric research. 
Correctly used they yield good results even if they are 
not without fault. It seems necessary to reconsider 
these methods and how they work:

• Dating by self evidence (e.g. daggers, halberds etc.)
• Connection with settlement layers (terminus ante 

quern - ad quern - post quern)
• Superposition of pictures (relative chronology)
• Regular combination of figures (cf. prehistoric 

hoards)
• Dating by style: what do “style” and “stylistic 

dating” mean? This is the most crucial point, as 
there are severe misunderstandings regarding this.

There are enough archaeological methods available 
to get good results. If scientific and archaeological 
methods yield contrasting results we have to weigh up 
carefully what might be correct.

The background to this paper is provided by an 
investigation into Chauvet Cave (Chauvet et al 1995). 
Due to scientific dating, this cave is generally thought 
to date to the Aurignacian period despite this being in 
stark contrast to knowledge of the development of Ice 
Age art that has been gained through archaeological 
methods (Ziichner 1995a, 1996,1999). However, we 
are not going to deal with the Chauvet Cave itself but 
instead discuss which archaeological methods are apt 
for determination of the age of Palaeolithic rock art. 
The common attitude to these methods is that they

are highly subjective whereas, as a rule, scientific 
dates are accepted as objective and reliable. Owing 
to the uncritical belief in science (cf. Rosenfeld, Smith 
1997), the importance of which is undoubted, the 
other possibilities available to archaeology for dating 
rock art are losing ever more support. Here, what is 
being referred to is “archaeological methods”, rather 
than “stylistic dating” or suchlike, in order to 
ascertain that when determining the age of rock 
paintings in effect the same procedures that are 
common and successfully used in prehistoric research 
can be adopted. Unfortunately, these are not always 
applied with the necessary precision, which leads to 
misjudgements that in turn make some scholars doubt 
the method itself. Occasionally the chronological 
scheme that was developed by Leroi-Gourhan on the 
basis of archaeological studies (Leroi-Gourhan 1965) 
is presented as proof of their failure. Even if one does 
not agree with the chronological positioning of some 
paintings and cave complexes, the chronological 
scheme is basically correct. That means that the 
method and the results must not be rejected as a 
whole. Instead, singular errors must be corrected.

A big problem is the fact that nowadays, in most 
cases, rock art is no longer seen as an integral part of 
prehistoric cultures but as an independent unit. The 
effect is that Art Mobilier (portable art) is normally 
not included in the considerations leading to the 
dating and interpretation of rock art. This separation 
of the different kinds of artefacts did not yet exist in 
the generation of Breuil (1937), Obermaier (1912) 
Kühn (1929) or Graziosi (1956). It is a phenomenon 
of later decades. Even the important congress “L’art 
des objets au paléolithique”, Foix 1987, (Glottes 
1990) did not change this attitude.

A detailed presentation of an “archaeological” 
chronology of Upper Palaeolithic rock art and its 
justification would require a very large amount of 
pictures, the space for which is not available here. 
However, this is not the intention. Instead, it is the 
methodical questions that will be discussed. Basically, 
the same procedures have been applied since the
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discovery of rock art and described several times 
(e.g. Breuil 1906, 1952).

About ten years ago it was possible for the first 
time to gain radiocarbon data from minimal samples 
of the charcoal used by the painters of the Ice Age 
(e.g. Valladas et al 1992). As the majority of the 
results corresponded to the age that was to be 
expected based on general considerations (Ziichner 
1993) this gave immediately rise to the assumption 
that one had found an “objective” way to determine 
its age. At about the same time micro-organisms 
enclosed in the rock varnish were dated successfully.
It seemed that here too had been found a way to 
determine the exact age of petroglyphs.

Following the 2nd AURA Congress at Cairns, 
Australia, in 1992 a report with the programmatic 
title: “Rock Art Studies. The Post-Stylistic Era or 
Where do we go from here?” was published (Lor- 
blanchet & Bahn 1993). Where this way is actually 
leading now and we will be in future is still a 
contentious issue (Cacho Toca & Galvez Lavin 1999; 
Gonzalez Sainz 1999; Lorblanchet & Bahn 1999).

The following discussion refers exclusively to the 
art of the Upper Palaeolithic in Europe, where the 
interrelations between rock art and portable art 
and the general development of cultures provides 
particularly good results. In other regions we are 
confronted with other problems which have to be 
solved in other ways.

Regarding “direct dating” Robert Bednarik, 
among others, takes an extreme position: he battles 
for his conviction that only a picture that has been 
dated by scientific methods is reliably dated and that 
all other statements regarding its age are subjective 
and therefore to be rejected (Bednarik 1992,1994a,b). 
He even goes so far as to consider Lascaux to be 
undated (Bednarik 1996) and very probably to be 
postglacial because, in his opinion, the fauna that is 
depicted does not comprise any glacial but only 
Holocene elements. However, he does not take into 
consideration that bones and stone slabs decorated 
with the respective animals - as well as of some of 
Lascaux’s signs - occur in the settlement layers, 
which means that there is nothing to contradict a 
quaternary age.

Most authors prefer scientific dates on principle, 
even if they are in stark contrast to the results of 
traditional studies. Jean Glottes, for example, after 
initial calls for archaeological and scientific results 
being thoroughly weighed against each other (Glottes 
1997), has been swayed by the radiocarbon dates

which have convinced him that the art of Chauvet 
Cave is of Aurignacian origin (Glottes et al. 1995; 
Glottes 1996a,b, 1998, 2001). But all the facts suggest 
that the cave was decorated during a longer period 
of time spanning from the Gravettian to the Middle 
Magdalenian (Ziichner 1995a, 1999). If there are not 
any radiometric dates available as in Lascaux, Trois 
Fréres and many other caves, the same authors assign 
them without any comment to certain cultural periods 
that were determined using the classic methods (e.g. 
Lorblanchet 1997).

The present author is of the opinion that scientific 
dating is only one of several methods that must be 
compared critically with others. Each method has 
strengths and weaknesses that do not insignificantly 
depend on the respective development in research. 
Lorblanchet and Bahn - at first advocates of radio- 
metric dates - recently also seem to have been 
distancing themselves ever more from their uncritical 
acceptance (Lorblanchet & Bahn 1999).

The question about the “correct” dating and the 
reliability of scientific and archaeological methods 
can certainly have deep impacts that are not only of 
academic importance. Here are two examples:

Chauvet Cave: The assumption that the paintings 
of Chauvet Cave stem from the Aurignacian and are 
the earliest art know has culminated in sensational 
statements in the press such as: “History of art and 
thus the history of mankind have to be rewritten”.
100 years of archaeological investigation are thus 
portrayed as being made in vain because of some 
radiocarbon data. If we accept that similar situations 
may be repeated at any time, this renders com
parisons based on forms and types senseless regard
less of whether they belong to paintings, pottery, 
bronzes or other artefacts.

Foz Cöa: In Central Portugal the largely virgin, 
blooming district of Foz Goa was almost sacrificed to 
a gigantic dam project, beside other reasons, because 
the obviously Upper Palaeolithic engravings (Ziichner 
1995b) had been “scientifically dated” (Baptista 
1999) to only a few decades, centuries or at best a 
few millennia old. This meant that they were not 
worth being preserved as World Heritage. The 
discussion, sometimes very emotional and contro
versial, was summarised in a voluminous report in 
1998 (Zilhåo 1998).

In Foz Cöa the “direct dating” proved wrong 
because excavations at the lower course of River Cöa 
resulted in the discovery of engravings covered by 
sediments. The basic layer contained Gravettian, the
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uppermost Late Palaeolithic, artefacts. The reliability 
of these results is still denied by some scholars who 
claim that the sediments and artefacts covering the 
rock are a secondary deposit from recent erosion, a 
fact that seems evident to them only because of the 
pictures’ fresh appearance (Simöes de Abreu & Bedna- 
rik 2000). That there are also some sites with heavy 
weathered rocks is simply ignored in the respective 
literature. In fact the sites of Foz Cöa are among 
the most important cultural heritage of the Upper 
Palaeolithic, sharing all essential features with the 
cave sanctuaries. In spite of the fierce battle fought by 
“rock art specialists” against this cultural heritage, 
the construction of the dam was successfully stopped 
and instead an archaeological park was created.

Scientific and archaeological 
dates: What are the possibilities 
and the problems?
Scientific methods
Rock paintings: Today, radiocarbon dates can be 
gained from minute samples of charcoal. It is taken 
for granted that the age of the colour pigment and 
the act of painting are identical. However, this 
assumption is only true at first glance because a 
colour pigment can be made from subfossile wood 
that is frequently included in river terraces. This 
means what is primarily determined is the age of 
the colour pigment but not necessarily the time of 
painting. But even in the latter case the precision 
of the measurements is never sufficient enough to 
identify the order of paintings in a cave, the history 
of a site’s development, with the desired exactness.

Rock engravings: For the determination of 
weathering crusts which formed before and after the 
engraving, micro-organisms that are enclosed in these 
crusts can be extracted. It is taken for granted that 
this rock varnish grows quickly and only once and 
that, in the course of this process, micro-organisms 
are enclosed and remain unaffected by any external 
influence. This premise was fundamental in the 
discussion about the age of the engravings of Foz Cöa 
(cf. Zilhåo 1998). But there is no proof and it is 
actually highly unlikely because dates from beneath 
lichen colonies give a significantly younger age than 
those directly adjacent to them. Everyone working in 
the Sahara will confirm that one and the same rock 
may have a different desert varnish at its opposite 
faces and that it may weather and form anew. The

same phenomenon can be observed in Siega Verde 
(Balbin Behrmann et al. 1991), an Upper Palaeolithic 
open air site not too far from Foz Cöa. In addition 
laboratories have produced pretty arbitrary results 
(Beck etal. 1998).

Archaeological methods

Self-dating: Rock art is self-dated when it shows a 
certain object, a certain symbol, or an extinct animal 
species whose age is known. In contrast to the Bronze 
or Iron Ages, in the Upper Palaeolithic this will 
as a rule provide only a rough point of reference. 
Examples that could be cited are certain signs 
(rectangles, lattices and tectiforms) whose occurrence 
has been established in portable art. The sequences of 
Grotte d’Isturitz, of Cueva del Parpallö (Villaverde 
Bonilla 1994; Züchner 1997) and some other sites 
offer many points of reference that are most 
important in this respect.

Context: Occasionally, rock paintings are dated 
on the basis of their connection with other findings. 
Putting them in context with layers of settlements 
as a rule provides a terminus ante quem, seldom a 
terminus ad quem as is normally assumed albeit 
erroneously. For example, the question as to how old 
the engravings in Pair-non-Pair really are remains 
ultimately unsolved: were they made by people who 
were standing erect in front of the rock wall at the 
time of Aurignacian or by people who, at the time of 
Gravettian, had to crouch already because sediments 
were starting to grow above the painting zone (Delluc 
& Delluc 1991, 1999)? Certain circumstances would 
even require one to assume a terminus post quem, 
namely in the case that the back wall of an rock 
shelter collapsed after the formation of the layers of 
settlements and the boulders, owing to their weight 
or changes in position, dug into the sediments. For 
if that happened the difference in time between the 
last person walking there and the act of painting is 
uncertain: the painting can have been made before, 
during or after the respective layer of settlement. This 
seems to be very likely, for example, in the case of 
the painted boulder of Abri Blanchard which, without 
any knowledge of the findings context (that is badly 
documented anyway), you would think to be from the 
Gravettian like the rock shelters next to it rather then 
from Aurignacian of the site itself (Delluc & Delluc 
1991,1999).

Superposition: Superposition of pictures may 
suggest tendencies in development, which facilitate
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the establishment of relative chronologies for an 
unknown time range (cf. El Castillo: Alcalde del Rio 
et al. 1911, Figs. 106 & 148). If these changes in the 
way an animal is represented occur at several sites, 
and in portable art as well as cave art, it can then be 
assumed that they show a general trend and are thus 
typical of their time and culture and not dependent on 
random factors.

Combinations: As a rule rock paintings and 
engravings are not connected with each other in any 
noticeable way. Like the hoards of Bronze or Iron Age 
from moors, rivers or fountain shafts they can have 
been “deposited” on a single occasion or in the course 
of an unknown range of time (Ziichner 1993). But 
when certain motifs, types of pictures and symbols 
regularly occur together or exclude each other, they 
give hints about whether they are from the same or 
different periods. The composition of the fauna and 
symbols in Lascaux or Le Gabillou from the Upper 
Solutrean and Badegoulian would be absolutely 
unthinkable for the Magdalenian sites of Font-de- 
Gaume, Rouffignac or Niaux. Taken together with 
other observations, this provides points of reference 
for a relative and absolute chronology.

Style and stylistic analyses: It is often believed 
that the stylistic dating of rock art is based on the 
subjective assumption that art has developed from 
simple, primitive beginnings to ever more realistic 
and technically more elaborated works. The pictures 
would be put into this succession according to their 
“development level” just as into a typological 
sequence. Breuil’s chronological system (Breuil 1906, 
1952) and to a lesser degree Leroi-Gourhan’s system 
(Leroi-Gourhan 1965), are to a certain extent based 
on these ideas. However, such a method can at best 
serve to determine the relative position of a certain 
picture between others of similar appearance in one 
and the same site. The widespread rejection of 
“stylistic” dating today probably has several reasons 
which have nothing to do with the method itself but 
instead with the fact that it is unclear what is actually 
to be understood by “style” and because “stylistic 
analyses” are usually superficial to an extent that 
would never be accepted in prehistoric research, 
classical archaeology, history of art and linguistics 
(cf. Apellaniz & Calvo Gómez 1999).

“Style” is frequently used in the sense of “epoch”: 
Leroi-Gourhan’s “Styles I-IV” are cultural units, just 
like the “Romanesque ”, “Gothic” or “Renaissance” 
periods. Used this way the term says just as little 
about the special characteristics of a concrete piece

of art as the terms “naturalistic” or “abstract”. Here, 
style means to us the specific way in which a certain 
subject is presented, be it in a painter’s personal 
handwriting or in accordance with the conventions 
among a group, in a region or an epoch. Every 
artist, no matter how extraordinary, depends on the 
appearance of his real or imaginary subject and on 
the conventions of his community. The representation 
always differs in some way from the model; it is 
never identical with it (GRAPP 1993; Surre 1997).
The “spotted horses” of Pech-Merle are just as 
“naturalistic” as those of Trois-Fréres, Les Com- 
barelles or Ekain are but they still differ very clearly 
from nature, emphasising certain elements whilst 
reducing others. They adapt to the idea of an artist 
and his times. The expert immediately recognises 
whether a bison or a horse is from Périgord, the 
Pyrenees or Northern Spain.

In this respect an “analysis of style” means the 
identification of conventions regularly repeated in 
space and time, basically being nothing else than the 
definition of types and subtypes usual in prehistoric 
research. An “analysis of style” - in different 
varieties and with different names - is generally and 
very successfully used in the history of art, linguistic 
research etc., provided it is applied with the 
necessary precision. Apellaniz in particular has made 
an effort in the last few years to identify criteria 
intended to facilitate an objective and understandable 
description of style (Apellaniz 1984, 1991, 1992, 
1999; Apellaniz & Calvo Gómez 1999). But a trained 
eye and experience are the best tools.

Stylistic dating: A closer look at cave art shows 
great differences in the way animals are depicted. 
They are partly determined by certain regularly 
repeated conventions and also partly by the message 
of the picture. An example for the latter case will be 
the “spotted horses” of Pech-Merle. They are so 
skilfully drawn that the artist would certainly have 
been able to get the proportions of head and body 
right. Nevertheless the heads are far too small. They 
were reduced because of their insignificance for the 
meaning of the picture, as were the “ femmes-bisons”, 
the women’s silhouettes of Pech-Merle, whose heads 
were not depicted because only the body was 
important to define the “woman” in general (Leroi- 
Gourhan 1965, p. 362, fig. 367-371).

The existence of regional and chronological 
conventions for the depiction of animals is a well- 
known fact. It should suffice to point out how much 
the paintings of Covalanas, La Haza or La Pasiega
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look alike and how much the paintings of Dordogne 
(e.g. Font-de-Gaume), the Pyrenees (e.g. Niaux, Trois- 
Fréres) and the north of Spain (e.g. Ekain, Altamira) 
differ from one another, although similar basic 
tendencies can be identified. FFowever, supra-regional 
conventions in the depiction of animals allow com
parisons sometimes covering large distances, as do 
more complex signs whose legibility requires rules 
known from afar (e.g. “Le Placard” signs, “clavi- 
forme” signs and females of type “Gönnersdorf”).

Parietal and portable art of the Upper Palaeolithic 
have numerous features in common, both formal and 
in content, of which only two examples will be cited 
here. The engravings on small stone plaquettes in 
Enléne or Labastide do not differ from those on the 
walls of their respective cave sanctuaries: the same 
person could have made them (Bégouen & Glottes 
1990; Simmonet 1990). The development of the style 
and of the signs within the long stratigraphic 
sequence at Cueva de Parpalló is repeated in different 
contexts. Those close connections facilitate chrono
logical statements regarding the age of identical rock 
paintings and symbols. They give points of reference 
in a development, saying that a certain phenomenon 
was known at a certain time, but not whether it had 
possibly begun earlier and continued to be used. Here 
it is important to find new points of reference that 
limit the respective time frames.

To argue for a style of pictures requires a dis
cussion of as many different details as possible: which 
species of animal is represented, what does it look 
like in nature, how is it represented, what is its atti
tude (standing, walking quietly, running, jumping), 
which details are shown and which are omitted etc. 
(Ziichner 1975)? To isolate one detail as a chrono
logical marker may be misleading: the M-line 
demarcating the dark back and the pale belly of a 
horse has a very long history. It can be used only in 
correlation with other details. Different techniques 
can be used at the same time: painting, engraving, 
and relief. This means that technique is not a stylistic 
criterion by itself. Only the sum of details can 
provide reliable results.

In conclusion, we have different archaeological 
instruments at our disposal, which allow us to date 
rock art. Just like all other methods, archaeological 
methods are of course not immune to errors either. 
However, they are definitely not based on subjective 
assumptions, and are therefore, in my opinion, 
neither antiquated nor outdated. A scientific method 
whose possible errors are not yet sufficiently known

should not be preferred uncritically. Instead, results 
that have been gained by different methods should be 
thoroughly weighed against one another in order to 
come to reliable conclusions.
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Abstract
Porto Badisco, on the coast of Apulia, has a deep 
cave with rock paintings that reveal the beliefs and 
ritual practices of their Neolithic makers. A research 
project conducted by the Centro Camuno di Studi 
Preistorici is analysing these paintings reaching some 
preliminary reading of their meaning.

Context
The “Grotta dei Cervi”, a cave at the shore village 
of Porto Badisco, near Otranto (Apulia, Italy), was 
discovered in 1970 and published in a book by Paolo 
Graziosi in 1980 (English edition 1996). Graziosi 
carried out a fundamental exploratory and descriptive 
work. However, interpretations about where, how 
and what was painted, remain problematic. On 
request of the province of Lecce and with the con
cession of the Superintendence of Antiquities of 
Apulia, a research project on this cave began in 2000.

In a peninsula on the northern side of Porto 
Badisco, near a docking bay of the Adriatic Sea, over 
1 km of underground corridors form a deep cave with 
stalactites and stalagmites, natural shapes and 
colours of a rare beauty. The rock surfaces have 
been covered by Neolithic and Eneolithic paintings, 
belonging to the 4th-3rd millennia BC. There are 
numerous paintings and a few engravings. According 
to the depictions of axes and other tools and to the 
findings of patterns and stone objects the site appears 
to have a sanctuary for about 1500 years.

From the typology of the paintings we can deduce 
that the cave was used by three different groups 
during this time. A large part of the paintings are 
made with guano and mud. An assemblage of figures, 
which form a separate typological group, is con
centrated at the beginning of the central corridor.
They are painted in Siena-red ochre. This group 
appears to include the earliest paintings. Another

group of paintings is constituted by large composi
tions which cover vast surfaces in corridor 3. Its 
typological and syntactic features distinguish it from 
the others and it likely includes the latest pictures of 
the sanctuary. Most of the other paintings seem to 
show a rather homogeneous conceptual pattern. They 
were made by different hands and presumably over 
a rather long period of time.

The archaeological levels near the opening of 
the cave contained remains of material culture, 
discovered during several years of excavations by the 
Archaeological Superintendence of Apulia and the 
Italian Institute of Prehistory and Protohistory in 
Florence (Cipriani & Magaldi 1979; Lo Porto 1976; 
Orofino 1970). Sporadic remains of fireplaces, small 
walls and other structures, fragments of ceramics, 
flint and bone, have been found inside the deep cave.

The environment completely isolates the visitor 
from the rest of the world: this factor is usually 
present in deep caves and it has influenced man’s 
behaviour both in the decorated caves of the Palaeo
lithic and in the ritual caves still used by contempo
rary tribal groups in several continents. Porto Badisco 
cave, similarly to the almost coeval Magoura cave in 
Bulgaria, seems to follow the same rule.

Connection between paintings and 
natural shapes
The presence of pre-existent natural shapes has often 
favoured the execution of graphic signs. The choice of 
place to execute paintings seems to be determined by 
the natural shapes of rock surfaces. The sinuosity of 
walls attracted man’s hand. Walls have a history, told 
us by the paintings themselves. There are different 
markings and also some rare superimpositions which 
allow us to reconstruct the process of accumulation 
of the paintings.

Approximately in the middle of the central 
corridor, one of the most impressive shapes of the
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Fig. 1-2. Geographic location of the site and plan of the cave. (After Graziosi, WARA Documents Archives.)
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cave is a large anthropomorphic natural form, over 
two metres high, surrounded by painted signs.
Man’s action was added to the natural shape. It has 
a phallic shape at the pubic area determined by a 
stalagmite which was intentionally broken in ancient 
times and is growing again. Water dripping from the 
ceiling keeps this phallic stalagmite wet and we can 
see in this instance that nature has been the source of 
ideas, which were then elaborated by man. It looks 
like a guardian-deity of a passage which goes further 
on, towards the main sanctuary of the cave.

From the side of the entrance, visitors must first 
cross a hall with ochre paintings. Then he must cross 
a narrow passage full of stalactites and stalagmites, 
before reaching this spot. The intentional removal of 
the calcareous encrustation of the rock surface, made 
by people who used the cave in ancient times, 
completes the outline of the large anthropomorphic 
figure, giving the image a realistic aspect. A sort 
of white “head” protuberance appears above, and 
below there is a light body shape with dark-coloured 
paintings. They are made in three different phases 
and display three different levels of conservation.
The paintings were created in different phases but 
probably during the course of the same period. There 
are recurring ideograms, mainly rectangles with dots 
in the centre. Probably the most recent painting is 
the one considered by Graziosi to represent sexual 
intercourse. There are two shapes with a vague 
anthropomorphic aspect, with their legs apart, joined 
one another by a sort of T’ shape.

In front of this anthropomorph, on the other side 
of the passage, there are some niches with appealing 
natural shapes: they are full of paintings. It was 
probably an important place for the prehistoric 
people who used this cave. The anthropomorphic 
image dominates a steep passage, wet because of 
water dripping from the ceiling, with stalagmites and 
stalactites. Mud makes the slope slippery and 
dangerous. The paintings, mainly those on the sides 
of the anthropomorph, were smoothed and therefore 
damaged by the hands leant against the wall. It seems 
that leaning the hands on the wall, at the foot of the 
anthropomorph, was a habit and perhaps a rite. No 
doubt, many hands have touched this spot in ancient 
times.

Along the corridors of the cave there are areas 
with concentrations of paintings and areas without 
any. The choice of zones to be painted seems to be 
largely dictated by the natural shapes of the rock 
surfaces which attracted man’s attention. For many of

the paintings, the choice of position also involved the 
presence of an open location where people could stay. 
This lead us to consider the activities linked to the 
paintings and carried out by small groups of people.

The iconography is composed of signs made by 
different hands. We can see for example an “idol- 
shape” and a circle with elements which seem to be 
made by the same hand. Then there are other figures, 
among which is an anthropomorph without arms. 
Some other signs were added later by different hands. 
It seems that adult fingers alternated with thinner, 
younger ones. Some fingers belong to people under 
15. So, we can see that small human groups visited 
the cave in ancient times, and they may have been 
composed of both adults and adolescents. So far, the 
tentative distinction between male and female hands 
has not lead to reliable data, but most of the adult 
handprints display bold shapes, probably belonging 
to males.

Each wall has a story that could reveal to us the 
beliefs and motivations of the people who used this 
cave for centuries and committed to it their messages. 
At first sight, some signs could seem to be easily 
interpreted. There are male characters with bow and 
arrows which are usually defined as hunters, the 
anthropomorphic figures suggesting a direction with 
their arm are defined as indicators of the direction to 
be followed. Sun disks or star shapes are considered 
to be astral symbols. The so-called “idol-shapes” are 
believed to represent worshipped images. Goats and 
deer are images considered to be the prey of the hunt. 
These figures are associated with others that are less 
clearly definable and whose meaning is not obvious. 
The accompanying ideograms look like words, parts 
of a speech which has to be deciphered and under
stood as a whole. The single words reach their full 
meaning if they are part of a sentence. Paintings show 
two different types of syntax: one of associations and 
metaphorical sequences, the other of anecdotal or 
descriptive scenes.

The circular shapes called “ anthropomorphic 
collectives” by Graziosi still raise questions. They 
were interpreted as symbols of a clan or a tribe, 
where each entity corresponds to a sign, all being 
connected by a line which forms a circle and creates 
the unit. Solidarity, which emerges from the ideo
grams, was probably very important for the authors 
of these drawings. They might indicate some rules 
and symbolize union and brotherhood. The figures 
with the shape of a chessboard or a “small carpet”, 
found also in Magoura cave in Bulgaria, on the
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Chalcolithic menhir statues in the Alpine area and 
in other zones, probably have the same meaning. 
According to a comparative analysis and ethno
graphic parallels, it has been supposed that these 
figures might represent liturgical mantles belonging 
to the chief or to the shaman. The mantle is the 
symbol of authority and power and may represent 
the spirits and other supernatural entities.

Some elements might represent ceremonial 
vestments. Some others seem to depict weapons and 
tools such as axes, lances and shields. As among 
modern ethnographically recorded peoples, the spear 
may indicate power, the shield protection, a specific 
pectoral or belt may indicate the high social status 
and so forth. The association between them could 
reveal their metaphorical meaning. Other signs could 
be magical formulae, coded messages of occult 
sciences, spells, blessings and other elements of 
wishful thinking. Walking along these passages one 
feels to be faced by a secret language expressed in a 
mysterious pictographic writing which is ready to be 
deciphered.

Among the symbols and ideograms which seem to 
have an active function, with the apparent intention 
of triggering an event, waking natural forces, causing 
rain or making the sun shine, there are ideograms 
which, if we look to ethnographic analogies, seem to 
ascribe identity. They are probably symbols of a tribe 
or a clan, some sort of coat of arms or tribal marks.

Recording this rock art should provide the ele
ments for reading the messages written in this graphic 
language, where the grammar and the syntax involve 
not only graphic signs, but also the natural shapes 
near them. If, as it seems, the artist wanted to convey 
specific messages, this was done according to the 
way of thinking of 5,000 years ago. The sequences 
of pictograms, ideograms and psychograms reveal 
cognitive and associative systems which are in
teresting not only for their historical and archaeo
logical meaning, but also for psychological and 
semiotic implications. A similar associative system 
recurs in other monuments of the same period, such 
as the engravings of the Kurgan culture in the 
Pontic area and in Azerbaijan (Anati 2001b), or the 
chalcolithic menhir statues and the monumental 
compositions in the Alpine area (Anati 1999). Other 
figures, mainly spiral-shapes and maze-shapes, have 
Mediterranean associations, showing a recurrence of 
patterns from sites such as the Neolithic temples to 
the Maltese islands (Anati 1988; Anati & Fradkin 
1988; Evans 1971).

Cultural associations and 
chronological elements
The artists and the customers who used the cave of 
Porto Badisco did not live in the cave, which seems 
to have had just a cult purpose. The archaeological 
layers at the entrance of the cave are probably the 
camping remains of small groups of people who came 
only on particular occasions. Ethnographic parallels 
would suggest temporary stations for initiation 
groups. The village where the artists lived must have 
been related to the creek, a few hundred metres away, 
where there are fresh water pools and easy access the 
sea bay. However, such a village, if it indeed existed, 
has not yet been identified. The entire zone was 
suitable for hunting, fishing and pasture. The choice 
of the place indicates that the sea and navigation 
must have played a fundamental role.

Who were the people who painted the cave? Did 
they originate from inland or from the coast? They 
obviously had their own cultural identity and their 
location indicates the importance of the sea for them. 
Thanks to typological comparisons, the paintings are 
included in a chronological context. Regarding the 
paintings made with guano, it is possible to make an 
analysis of the C14. But the resulting date refers to 
the deposit of guano, which does not necessarily 
correspond to the date in which it was used to make 
the paintings. However, it can constitute a terminus 
postquem. The C14 analysis of a fireplace gave 
the date of about 4,000 BC, which is likely to 
correspond to a late or final phase in the history 
of this sanctuary.

In order to define who the ancient users of the cave 
were, the artists who made the paintings on the walls, 
the material culture found in the cave may be of help; 
it allows us to find a temporal and cultural location 
for these people (Whitehouse 1969; To Porto 1976). 
But even in this case it is not always possible to 
demonstrate the relationship between the rock 
iconography and the ceramics or the flints found on 
the surface or in the layers. The pottery, belonging 
mostly to the Neolithic culture of Serra D’Alto, 
would indicate a chronological location in the 4th 
millennium BC Among the paintings of the cave, 
‘S’-shaped patterns, spirals and double spirals, have 
analogies with vase decorations and they confer a 
similar temporal indication. Comparisons with 
patterns of the already mentioned Maltese Neolithic 
show that they fit, more or less, in the same horizon 
(Anati 1988). Beyond the remains which can be
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Fig. 3. Panoramic view of the entrance to 
the «Grotta dei Cervi» at Porto Badisco. 
(WARA Archives 5800.)

Fig. 4-5. The cave is a prehistoric 
sanctuary, an appealing environment 
where natural shapes inspired man. 
(WARA Archives W05617; W05792.)
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referred to the Serra D’Alto culture, pottery fragments 
from the Diana culture of the Late Neolithic have 
been found in the cave. There are also sporadic 
Eneolithic elements which may be attributed to a 
period just after Serra D’Alto. The material culture 
therefore confirms that the cave was used for a long 
time during the Neolithic, but also just afterwards, 
in the Eneolithic.

A puzzling finding concerns patterned engravings 
on a few surfaces inside the cave which show 
assemblages of lines and patterns quite different from 
those of the paintings. They might well be the work 
of hunter-gatherers earlier than the Neolithic. How 
was the first painting in the cave created? How did 
the first visit of man happen? How did this pre
historic sanctuary come into existence? At the 
moment, these questions are still open.

The search for meaning
As mentioned already, natural shapes and colours on 
rock surfaces played a fundamental role in the choice 
of surface to paint. In fact, the first paintings look 
like completions and interpretations of the natural 
contours of the rock surfaces. Starting from these 
primary units, the images have multiplied, spreading 
to the various corridors and halls of the cave.

In the main, central corridor there is a curious 
recurrence of paintings being re-done. Additions of 
lines or signs, which were drawn by different hands, 
to the “circles of social aggregation”, occur often. If 
we carefully observe these paintings, we realize that 
they are not random signs: nothing is occasional.
Each mark was made on purpose and in a deliberate 
way, and must have a precise meaning. Even the 
occurrence of ‘spots’ is not random: they were made 
using the thumb along an intentionally irregular 
ovoid form, one being large and the other seven 
being small. The aim is likely to have been that of 
communicating information, using ideograms. We 
could call it an ideographic “writing” and, like any 
other writing, it ought to be deciphered.

This cave constitutes an emblematic case. Here the 
archaeologist must face coded messages. What are we 
to do with them? The great challenges of archaeology 
are not only discovery and description but, above all, 
comprehension. Numerous rock pictures, pottery 
shards and flint implements have been discovered, 
drawn, photographed and described for two genera
tions and everything is registered and stored. What is

the aim of all that? It is time to step further, from 
description to interpretation, reading and com
prehension of the messages. This is also the challenge 
for the cultures of tomorrow.

On the walls of the cave there are figures that 
are defined as “idol-shapes”, an ambiguous term 
referring to images with a vague anthropomorphic 
aspect. They also occur in other contexts of rock art 
including the Neolithic and Eneolithic megalithic 
art in various parts of Europe. Among the rock 
engravings of Valcamonica there are similar figures 
whose meaning we do not know exactly, but which 
are called “idol-shapes” by common consent (Anati 
1990). They can be found in the Atlantic megalithic 
art of the Iberian Peninsula, Britain and Ireland, and 
in other areas, as far as the opposite corner of the 
Continent, in Azerbaijan. How far do the graphic 
similarities mirror conceptual analogies? These “idol- 
shapes” have a vague anthropomorphic look, but 
they are not anthropomorphs. What was their 
function?

In Porto Badisco Cave, as in Magoura Cave in 
Bulgaria, there are groups of figures that have been 
defined as “hunting scenes” (Anati 1971). Wild goats 
are faced by anthropomorphic figures holding bows 
and arrows. In an assemblage where the most 
common syntactic forms are associations of graphic 
signs and sequences, these rare scenes, which seem to 
have a descriptive and anecdotal nature, appear at 
first as expressions of a rationalistic pragmatism 
different from most of the images. But there are 
“hunting scenes” with four-horned goats, whether 
they are metaphoric or real animals. Is it a real 
hunting or a hunt for something that corresponds to 
the idea of a four-horned goat? Such pictures might 
reflect concepts similar to those used today by some 
tribal populations. For example, the Bedouins of Sinai 
say “I hunted a gazelle”, meaning that they have 
seduced a girl. In Apulia “He had a good hunt” 
means he was lucky.

The artist took some natural spots into considera
tion. Apparently, such spots were important for 
him. They are ferruginous spots, darker than the 
surrounding rock surface and the prehistoric artist 
painted around them, as if the natural shapes were 
part of the context or the paintings were connected to 
these shapes. Graphic signs must be deciphered in 
their context.

The descent into the cave is a voyage into a world 
that is different from common human habitat. The 
cave is a world with no natural light, with peculiar
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Fig. 6. The so-called «spirit» is a natural shape of the 
rock which looks like a human body, over 2 m high. 
The intentional removal of the calcareous encrustation 
completes the outline of the figure, forming the lower 
limbs. A stalagmite, which was broken during 
Prehistory, can be seen as the male sexual organ. 
Water dropping down from the ceiling makes it wet 
all the time. Around this evocative shape, man 
has left the traces of his artistic creation.
(WARA Archives W05112, W05114.)

Fig. 7. The painted panel to the right of the passage is 5,5 m wide. Among 
the figures, we can notice cross-shaped symbols, often recurring in Porto 
Badisco, schematic archers, quadrupeds and abstract, complex, 
«arabesque-shaped» figures. (WARA Archives W05119.)

Fig. 8. Detail from the previous picture. In the middle, there 
is a large «arabesque-shaped» figure, surrounded by 
anthropomorphs and cross-shapes. (WARA Archives W05106.)
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Fig. 9 a-b. Cross-shapes, spiral-shapes, «arabesques» and schematized vulva symbols seem to be 
associated in the composition of complex messages. (WARA Archives W05619; W05620.)
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shapes that appear to move with the movements 
of torch-lights. One enters the darkness through 
corridors and passages surrounded by stalagmites 
and other appealing natural frightening shapes. Such 
a context may lead the visitor to enter a modified 
state of consciousness. The journey into the darkness, 
into the womb of earth, is an exploration beyond the 
world of the living. In several ethnographic cases, 
visiting caves demands special preparatory rituals to 
enable the visitor to have contacts with the super
natural world. The visitor, whether a shaman or not, 
seeks a dialogue with what is hidden beyond the 
rock and beyond the visible. And even the visible is 
impressive and frightening. The cave is the entrance 
to that mysterious and secret world which has always 
charmed man. Even today, in tribal populations, from 
Africa to Australia, dark caves evoke fears of meeting 
creatures from the darkness. They are considered to 
be entrances to the afterlife. The cave is the route 
from our world to spaces that expend further beyond 
the darkness.

These voyages to deep unknown cavities, might 
be useful for hyper-sensory experiences and perhaps 
the images are to be seen in this context. It has been 
assumed that the paintings, or at least some of them, 
were created during states of hallucination. K.F. 
Wellman and other psychiatrists have even suggested 
which substances and hallucinogens might have 
been used (Wellman 1981). At the moment these 
suggestions remain working hypotheses.

Shamanism and initiation
In Siberia and North America shamans have looked 
for explanations of a real or imaginary existential 
“reality” in the natural shapes of caves. As it still 
happened a hundred years ago for the Samoyeds and 
other tribes in Siberia, it is supposed that shamanic 
practices were carried out by the shaman or the 
priest who sought contact with ancestral spirits 
and supernatural forces in the womb of the earth. 
There may be analogies with the European Neo
lithic populations, here as in the Magoura Cave 
in Bulgaria, which shows similar paintings. The 
shaman who knew the cave, as his homologues of 
other territories and other times, identified the 
repositories of spirits or of energy emanation. He 
produced paintings that were like alchemy in that 
they were the means to establish contact with the 
occult forces.

Some painted walls, full of marks, almost look 
like school blackboards where the instructor drew 
sketches and examples in order to explain things or 
to teach the codes of a secret ideographic writing. 
The practice of communication with the spirits and 
obtaining the required results was reserved for 
initiated people and had to be learnt by those who 
would practise the rite. It is assumed that, with the 
persistence of the shamanic practice, the sacred 
quality of the cave was such that it was deemed 
appropriate for initiation rites. In theory the choice 
of the site follows a process: before taking groups of 
young people to be educated, the cave should have 
been well known and used by the instructing 
shamans.

A recurring element is the relationship between 
the figures painted by man and natural shapes. For 
example, near a natural black spot, comb-shaped 
elements were painted. Would such an association 
have a meaning? Nearby, the painting of a sort of 
triangle has a line penetrating into it: the stick 
penetrating the triangle, in many cases, is a plain 
ideogram of sexual intercourse. A strange “animal” 
with four horns and six legs is in the same group of 
paintings. Apparently, it was re-painted twice. Then 
there are hunting scenes representing an anthropo
morphic figure with a bow, a dog and a four-horned 
goat. As mentioned above, the repetition of four
horned goats appears to be intentional. Rather than 
a goat, should we consider it an ideogram?

So far, in the rock art of this cave, we have 
not identified recording of agriculture or animal 
breeding, but we know that these people were also 
farmers and breeders. They had other activities, no 
doubt they were fishers, artisans, they built canoes, 
homes and tools. Unlike these activities, hunting is 
represented: we find both real hunting, in a realistic 
sense, and metaphoric hunting. What did that artist 
mean by saying “I hunted a four-horned animal”? 
The need for proteins and calories does not seem to 
be a motivation for the paintings. Their authors were 
more likely to be interested in esoteric problems 
rather than in economic ones.

Near the end of the second corridor there is a 
large hall where a part of the low ceiling shows 
a concentration of handprints. The space between the 
ground and the ceiling is about 1 m high. The hands 
sizes show that they do not belong to adults, but to 
adolescents of about 10-14 years old, which is likely 
to have been the age for initiation. This group of 
young handprints in a specific area seems to indicate
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Fig. 10 a-b. A composition with a sort of lizard in the middle, with two radiate disks and other 
signs on the sides. The panel looks like the explanatory sketches of a school blackboard. 
(WARA Archives W05621, W05622.)
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Fig. 11. Black painting of a figure with a crest composed of seven signs. (WARA Archives W5470.)
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Fig. 12. Men and animals constitute the main subject in the figurative pictures of Porto Badisco. These two subjects 
can be found isolated but they generally compose hunting scenes. This is the most complex group among the 
pictures in red and it is the best preserved one. We can notice a larger concentration of figures on the right side, 
there are six anthropomorphs and three figures of animals. A man is represented while he holds the bow and he is 
going to shoot an arrow against a wild goat. A group of points appears above on the left.
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that one of the cave’s purposes concerned initiation. 
Handprints, in many cases of initiation sites, indicate 
that the young people who were being initiated 
accepted life roles, laws and rules, and embraced 
being an active component of society. Handprints are 
their signature. In Africa, America and Australia 
there are still tribes who practise this rite as a 
conclusion to the initiation process. From the 
paintings of Palaeolithic caves, to the secret places 
for the initiation of young people of the Iranga tribe 
in Tanzania, to the initiation shelters in the Arnhem 
Land in Australia, this custom seems to be widely 
spread. Ethnographic parallels show caves where the 
candidates went, together with their instructor, 
frequently a shaman, for meditation and for receiving 
the education they needed to become adults. In some 
cases they remained isolated from the rest of the 
world for weeks of initiation rites.

This intense concentration of handprints is a 
particularly impressive aspect of the cave. How 
revealing would it be if the voices, fears and 
thoughts, along with the handprints of these young 
people, had survived? The problem is that we still 
cannot fully understand the messages they left to us. 
Looking at these paintings, we wonder what else they 
made which left no traces. And what other traces are 
there, besides the rock art, which have not yet been 
found?

This preliminary analysis demonstrates that the 
initiation practices were among the main activities 
carried out in the cave. However, not all the images 
regard initiation, only some of them appear to have 
been intended for teaching and education. The main 
keepers of the cave were probably the shamans, who 
used it not only for initiation rites, but also for other 
practices, trying to communicate with the super
natural world, reading the messages, sometimes 
complicated, which were suggested by the natural 
shapes of the rock surfaces.

Conclusion
After a long stay in the cave, one returns to the light 
of day and finds oneself in front of the sea. Porto 
Badisco’s little natural harbour has some fishing 
boats. From a distance, their shape should not be too 
different from that of the Neolithic pirogues that may 
have been there when the cave was in use. When 
coming out of the occult world of “Grotta dei Cervi” 
we realize how much light there is in the darkness

when man visits it. After spending many hours for 
several days in the cave and going through its 
passages many times, one feels that there are places 
that were particularly meaningful for their ancient 
users, where they produced the main concentrations 
of paintings.

To our mind, the most appealing point of the cave 
is the “spirit”, which is not a picture made by man, 
but a group of natural shapes completed and enriched 
by man’s marks. The other dramatic place is that 
with over one hundred adolescents’ handprints, likely 
to be early evidence of “matriculation exams”.

The ancient users of Porto Badisco probably 
looked for the meaning of natural shapes, like other 
tribes on Earth. The shapes, endowed with specific 
meanings, often mirrored the spirits will to show 
themselves with metaphors and allegories that had to 
be read and understood.

One can only imagine the kind of rites that may 
have been practised in front of the “spirit” of fertility 
and eroticism, which comes out of the rock and 
whose penis-stalagmite is always wet. The removal 
of the phallic stalagmite does not seem to be recent. 
The stalagmite is growing again thanks to the water 
dropping down from the ceiling, so the breakage 
could be dated to Prehistory, when the cave was 
used for ritual purposes. This penis-stalagmite was 
circumcised or simply cut? This might have been a 
ritual practice, a castration of the spirit, or just the 
contrary: a way to enhance its virility. Whatever the 
case may be, one cannot avoid asking oneself: what 
happened in this space?

This monumental passage of the cave also shows 
the vulnerability of rock art. Some paintings are 
covered with calcareous encrustation. Some of them, 
the most ancient ones, are faded. Recent splashes of 
mud, caused by walking in puddles and mud, reach 
the paintings. There is also a hand print, probably 
not intentional, that is not prehistoric and not for 
ritual purposes, but merely because a hand, dirty with 
mud, looked for a support in the slippery passage!

Before arriving at the large hall in the final part of 
the main gallery going deep into the earth, the visitor 
meets the “ghost”, which looks shocking even today. 
After the muddy descent, one has to crawl along a 
narrow, tight, snaky and difficult passage before 
joining the main concentrations of prehistoric 
paintings. The twisted but harmonious shapes of 
walls, corridors and stalagmites are the body which 
men covered with tattoos, looking for the most 
suitable corners and shapes for delivering their
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messages. After crawling, slipping into the mud in 
front of the erotic spirit-guardian, after visiting the 
corridors and the halls covered with puzzling signs, 
the visitor gets to the point where some young people, 
over 5,000 years ago, left their handprints, as an 
eternal memory of the experiences they lived in this 
cave, the culture, the rites and ceremonies. The fears 
and the questions marked on the walls are still 
waiting to be understood. The itinerary in the cave 
appears as a test leading to initiation, even for people 
of the 21st century. The paintings of this immense, 
dark, natural underground museum raise many 
questions for which we cannot as yet provide 
answers.
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British rock art
STAN BECKENSALL

Every year, the study of British rock art intensifies as 
more researchers enter the field and as official bodies 
organise themselves to deal with its recording, pre
servation and display. Most of the country has been 
covered in some detail and published, a good basis 
for further work, with investigation pursuing rock art 
in the landscape, in monuments and as portables.
This paper gives a summary of some of that work.
The next step is further research through excavation 
and a universal system of recording.

I was asked at a university seminar at the end of 
a talk that I gave on Prehistoric Rock Art in Britain 
why, although I obviously loved the motifs and places 
where they were found, and was fascinated by them,
I was very reluctant to let myself speculate more 
about the people who made them and what the 
symbols might have meant. My reply was that as an 
archaeologist I had to keep an intellectual detachment 
and only make statements that I could prove. If I 
wished to speculate, I did so in poetry and drama.
My answer is still the same, for although a great 
deal of speculation is floating around about drug- 
induced states of trance, entoptic imagery, shamanic 
practices, alternative archaeology, paganism and 
more, no matter what standpoint you take, you 
really have to be confident that you can prove your 
point. I am unmoved by reviews that imply that I 
should be dealing with these matters. Quite simply,
I prefer to spend my valuable time on what I do 
best: recording accurately and making sense of 
the distribution of rock motifs in Britain. This has 
involved me in producing more work in this than any 
other person in Britain. If theorists (some of whom 
seldom go into the field to look at and for rock art) 
want to use my discoveries, that is fine by me. But 
the hard-graft work of recording, time-consuming 
and involving great distances, has made it possible 
for others to speculate. It is not possible to appreciate 
rock art without doing work of this kind, as it has 
to be experienced in the field. Try making a highly 
accurate drawing without the use of a laser scanner, 
for example!

British rock art is almost entirely abstract. 
Interpreting symbols and motifs from the deep 
past is a dangerous business, as people tend to 
project themselves into it. What often arises is 
their problems, beliefs and aspirations. That is not 
necessarily what they meant to the people who 
made them. Ronald Morris, a solicitor and rock 
art specialist, teased out 104 explanations of the 
markings from various sources and gave them marks 
out of ten! Do read them.

My interest in rock art began about 30 years ago 
in an encounter with the great panel of rock art on 
Old Bewick Hill in Northumberland after I had spent 
two years teaching in Malta and incidentally conside
ring rock art there. It was not exactly the road to 
Damascus, but it did begin a kind of missionary zeal 
to find out more and to share such places with other 
people. So why the reticence? It is the discrepancy 
between what we know and what we do not know, 
and an awareness that some things we shall never 
know that should protect us from making rash 
statements. I hope that I have learnt this lesson, for 
all our knowledge brings us nearer to our ignorance.

Fig. 1. A pristine motif that shows all the pick marks in its making. 
The motif was hammered onto the rock after a decorated panel 
had been removed above it in prehistoric times. North Plantation, 
Fowberry, Northumberland.
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About 5,000 years ago, perhaps for a period of 
over 1,000 years, people hammered symbols onto 
rock surfaces with a hard stone pick that was harder 
than the receiving rock. It was only about 200 years 
ago that people became aware of the markings, and 
the term that they used has stuck: cups and rings.
It is a good description in many ways, although it 
excludes linear grooves. And cups, the most common 
element in all rock art, small shallow circular de
pressions in the rock, sounds much better than 
cupules, which sounds like some ugly swelling on the 
body. We call the arrangement of symbols and motifs 
into panels Rock Art, although much of what we see 
may not be aesthetically evocative. However, the 
term suffices.

From such simple beginnings as a cup and groove, 
people who chipped their patterns were familiar with 
many common motifs, but others expressed some 
individuality. If you like, they shared the same 
language, but some were more articulate than others. 
Rosettes, radiates, multiple concentric rings, crowded 
motifs and well-spaced motifs are just a few varia
tions on the theme. Spirals are much rarer. What is 
really stunning in all British rock art is there are no 
pictures of animals, people or human activity. It 
occurs in the open air, in the landscape, facing the 
sky, it appears on some standing stones, in some rock 
shelters in Northumberland, and in burials. These are 
the contexts that I use to classify the places of their 
discovery.

Open air rock art
Some motifs cannot be seen until you are almost on 
top of them, as many are on near-horizontal surfaces 
flush with the ground, and prehistoric people must 
have known where to look for them in the landscape. 
We can sometimes predict where we might look for 
‘new’ ones. Their locations may coincide with 
strikingly visible natural features, such as cliffs, but 
they don’t give themselves away easily. And who 
knows what message they conveyed to which group 
of prehistoric people? Some of the rock surfaces are 
large, like those at Achnabreck in Argyll (RCAHMS 
1988), and some are small pieces of earthfast rock 
carried by ice, such as those on Barningham Moor, 
Co. Durham (Beckensall & Laurie 1998). Open-air 
motifs blend sympathetically with the landscape, and 
use surface irregularities on the rock in their design. 
The spacing of motifs on the surface is important, for

they may be widely separated, linked very closely, 
run into each other, cover the surface or leave 
unmarked patches and borders. It is rare to find 
evidence of superimposition, which would help to 
hint at some sort of chronology.

There is a way of looking at the designs, for no 
matter what features of the landscape the sites may 
overlook, the people who made the designs used the 
slope of the rock, cracks, and natural indentations to 
create a design which is meant to be viewed from the 
bottom of the slope.

There is now a considerable amount of informa
tion about all these open-air rocks, and the positio
ning of the motifs on those chosen for this special 
treatment. From regional surveys in England and 
Scotland we can imagine a landscape 4,000-5,000 
years ago in areas that had rock art in an almost 
pristine wilderness. Some changes had been made: 
a clearing, a well-defined path, signs of a camp, or 
a burnt area where vegetation could regenerate.
In marginal areas like these there is evidence that 
the earlier Mesolithic hunters and gatherers chose 
the same areas for their camps and blade making as 
the motif-makers. This stands out particularly clearly 
in County Durham (Beckensall & Laurie). Agriculture 
brought with it a more static society based on farms 
and land enclosures, but hunting and herding 
continued to play a big part in their economy.

We tend to separate secular and ritual activity 
in modern society, but the distinction may not have 
applied to earlier societies. It is not surprising, 
therefore, to find that motifs may mark special places 
in the landscape that are relevant to hunting areas, 
and that the same motifs are put into graves and on 
standing stones. Their use reflects a different way of 
thinking about them.

In some ways decorated panels enhance the 
landscape. Unlike what was around them, they were 
organised, compact, spread over rocks specially 
chosen for the purpose, and an encounter with some 
of them would have been very impressive. However, 
leaves and other things would have covered some of 
them in a short time, and for their use to be anything 
more than temporary, one has to assume that the 
surfaces were kept clean. Were there prehistoric 
caretakers? Perhaps the paths to them were so well 
used that this became an automatic process. We don’t 
know. Assuming that they could have been put there 
in a period that might amount to over a thousand 
years it makes the process even more difficult to 
understand!
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Fig. 2. A complex design built up 
over time, discovered by the RCAHMS 
on a panel at over 400 m above 
Loch lay.

Interest in motifs has not sufficiently taken into 
account the details of their setting. That many panels 
of rock art are at prominent viewpoints has been 
recognised, but it is only recently through the work of 
Richard Bradley and his Reading University students 
that an attempt has been made to place this within a 
coherent statistical framework. What distances can be 
seen from marked rocks, in what directions, and how 
far away do you have to be before you can see the 
marked rocks? Is there a reason why some rocks were 
chosen for marking and not others? This involves 
taking a sample of all outcrop rocks in the area and 
comparing them. Are the sites of marked rocks inter- 
visible? All these data are there for the taking. Is 
there any rule that determines where different designs 
are sited? For example, are complex designs (with 
many concentric circles) in different places in the

landscape from simple patterns (such as cups or 
single rings)? If so, as motifs are a means of 
communication, are they designed for different 
audiences?

Such work has involved dividing a landscape 
into grids that include marked and unmarked rocks, 
measuring distances from rocks and the angle of 
sight, and making sense of the results. It was done on 
many sites in different regions in Britain, and took 
into account information already available. One 
interesting part of the research programme was to set 
down the students in a limited area of known rock art 
to see if they could predict where the markings might 
be. They were able to do so quite accurately.

Although all regions where there is rock art must 
be seen as different, Richard Bradley has put forward 
a number of common factors. He suggests that where 

there are monuments, the rock art 
leads to them in a carefully con
structed way, with the complex 
motifs at the highest parts. Simple 
motifs tend to be lower down on the 
margins, where local people went 
about their daily business, and he 
thinks that the complex motifs are 
therefore addressed to people 
coming from some distance to the 
monument sites. His landscape 
surveys show that the complex 
motifs are often at “entrances” in 
the natural terrain, and are reached 
by a sequence of others. He sees 
“thresholds”, which may have 
conspicuous rocks or rock outcrops 
overlooking the river valleys, at 
places where valleys run into an 
area of ritual.

This ‘logic’ of distribution 
seems to work in an area like 
Tayside, where the most elaborate 
panels are higher up than those 
with just cupmarks. A panel newly 
discovered by the Scottish Royal 
Commission (Fig. 2); it is clearly a 
work of art and at a dominant
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Fig. 3. Achnabreck, Argyll.

viewpoint over the loch and its valley below. But we 
must not regard only those panels with multiple 
concentric circles as ‘complex’, for cup marks and 
grooves can produce complex patterns without them. 
Another point is that there are panels with simple 
cups in the same area as the complex images. In the 
Kilmartin area of Argyll, Paul and Barbara Brown 
have found five panels of ‘simple’ art in a valley 
above the main valley with its rich monuments, 
and leading to them, as high as those at Achnabreck 
(Fig. 3).

As Britain has thousands of marked 
rocks, I have chosen just a few examples 
to show how the markings relate to the 
landscape. This selection is necessary 
to represent the kind of study that 
has already included most known 
concentrations of rock art such as 
Argyll, Galloway, Strath Tay, Cumbria, 
Northumberland, West and North 
Yorkshire, County Durham, the Peak 
District, East Yorkshire and Cleveland.
The latest publication has again 
been produced by non-professional 
archaeologists (i.e. those who do it out 
of interest, in their own free time and at 
their own expense). Dr Keith Boughey 
and Edward Vickerman have just

published Prehistoric Rock Art of the West Riding, 
the result of many people’s work over many years, 
bringing the number of recorded rocks in that area to 
over 640. Add that to the 870 or so in Northumber
land, and you will see what thorough work has been 
going on in Britain, and how its recording has been 
published to a high standard.

Cumbria has provided us with some of our most 
recent and spectacular discoveries of rock art in the 
landscape. All these are published except one

Fig. 4. A very important recent discovery in the Langdale valley. 
Chapel Stile, Cumbria.
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(Beckensall 2002). In the Langdale valley a massive 
block of Andesite tuff that had broken away in 
geological times from the mountain was covered on 
its flat eastern face with motifs that would fit happily 
into an Irish passage grave (Fig. 4). The motifs are 
crowded, some are unusual, some may have been put 
on the rock at different times (even recently), but 
what is so fascinating is that this valley links the 
famous Langdale Neolithic axe quarries with Lake 
Windermere. Here we have an important valley route 
marked with a large art panel. At Ullswater in the 
heart of the Lakes another group of panels came to 
light recently, covered with cups and linear grooves 
- again an important route for anyone wanting to 
access the rich valley food supplies of lake and 
marsh. Cumbria also has some significant rock art 
incorporated in its stone circles and cairns, notably 
at Long Meg and her Daughters. A new site has now 
been found in another valley, at Crummock Water 
(forthcoming).

North Northumberland
Open-air rock art in Northumberland has a wide 
distribution and follows an interesting pattern. In the 
Wooler area, where the River Till flows towards the

Tweed along a flat plain consisting of sediments laid 
down by a large glacial lake, the plain is reached 
through gaps in the sandstone scarps to the south and 
east. The River Glen flows in from the west past the 
Cheviots, which are composed of igneous rocks. The 
Till begins its life as the River Breamish, rising in the 
Cheviots, down the Ingram valley, flowing north past 
sandstone ridges on either side, which include major 
rock art sites. The river makes a right-angled bend to 
break through the sandstone to enter the Milfield 
Plain. Recently the plain has been shown not only 
to contain Saxon buildings, but henges, cemeteries, 
linear ditches and pit alignments of the prehistoric 
period.

One area will illustrate how the siting of rock art 
works. One of the “entrances” to the Milfield Plain is 
along the valley of the Broomridgedean Burn. It has 
cut into the sandstone, and is flanked by a steep 
sandstone scarp known as Broomridge, which has 
panels of rock art, four figures of deer, early Bronze 
Age/Late Neolithic burials under a rock overhang on 
Goatscrag Hill, evidence of destroyed burial cairns at 
the other end, and the largest outcrop of marked rock 
in England, at Roughting Linn.

The ridge has its own distinctive natural focal 
point in outcrops of sandstone that are eroded into 
dramatic shapes visible for many kilometres, and 

they lie below that part of the ridge 
from which burials were cleared 
away for recent agriculture. The 
survival rate of rock has been affected 
by the use of some outcrops for the 
quarrying of millstones, some of 
which, in various states of removal, 
are still visible. Surface traces in the 
thin soils have been disturbed by rig 
and furrow ploughing. The ridge has 
marked outcrops that overlook the 
Broomridgedean Burn valley, with its 
access to the Milfield plain via a 
sunken lane, and the other side has 
views of the North Sea and Ford 
Moss.

The map (Fig. 5) gives the 
locations of the rock art panels and 
other related features on the edge of 
the Milfield Plain. From west to east, 
at Broomridge, there are three panels 
of rock art on outcrop. To the east of

BROOMRIDGE

1 ROUGHTING LINNMILFIELD
PLAIN

■ HARE LAW

RIVER TILL

DOD LAW

• ■■ o
RIVER GLEN

CHEVIOT
HILLS WEETWOOD

Q Henges and Stone Circles

0 Minl-Hcnges and Ring Ditches

1 Rock Art panels FOWBERRY

Fig. 5. Map showing the distribution of rock art panels on the ridges around the 
monuments on the Milfield Plain, Northumberland.
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these, Goatscrag Hill rises 
above the rest of the ridge, 
and on one edge (NT 976 
371) are sets of two cups 
joined together by a curved 
groove, like horseshoes.
Underneath the rock over
hang were cremation 
burials in pots buried 
below the present floor 
level. Four figures of deer 
pecked into the vertical 
iron-stained wall of the 
rock overhang. Three are 
static, and one has its legs 
bent in movement. They 
appear to be prehistoric, 
but not definitely so.

The crag drops away to 
the stream, which meets a 
second stream. Together, they have cut through the 
sandstone to form a promontory. The Broomridge- 
dean Burn tumbles over the edge of this as a waterfall 
called Roughting Finn, which means that the water 
bellows like a bull into the pond. This promontory 
has massive, multiple earth and stone walls separated 
by ditches, enclosing the promontory in an arc. It has 
never been excavated, so we cannot assume anything 
more than that it is prehistoric.

Beyond this only a few metres away is a large 
whaleback of sandstone (NT 983 367), uncovered by 
William Green well in the mid-19th century. Half of it 
on the west has been quarried away, and a large slice 
has been cut out of it crosswise, but the rest has such 
a variety of motifs that it is justifiably one of the 
finest rock art panels in the world. Richard Bradley 
drew attention to its similarity in appearance to a 
long barrow or chambered tomb, and pointed out that 
the deep, ringed motifs run around the edge like the 
decoration on Irish passage grave kerbs. The more 
delicate, plant-like motifs are arranged further in to 
the rock, above the others.

This natural outcrop occupies an important place 
in the landscape at the threshold between the route to 
the Milfield Plain and access to the coastal plain of 
the North Sea. Despite its importance in world 
heritage, it is totally unmanaged and neglected - in 
fact, a national disgrace, despite its brooding charm. 
In contrast to its dismal story is the discovery of a 
fantastic panel under a rock overhang at Ketley Crag 
on Chatton Park Hill (Fig. 6).

Fig. 6. An exceptional design within an area of outstanding rock 
art. Ketley Crag rocksheiter.

The area in which its lies has other superb art, and 
the farmer has now applied for, and received, money 
from DEFRA to keep animals off these panels, and to 
open it up to the public. Here is a great opportunity 
for authorities to step in with help and planning, but 
nothing has happened yet. Further south the Roman 
Wall has attracted millions of pounds. Britain is not 
very good at looking after its entire prehistoric 
heritage.

There is one very important and positive 
development, however. Newcastle University was 
given funding to put my archive on the Internet.
Dr. Aron Mazel, well known for his work in South 
Africa, for his excavation and recording of cave 
paintings and for his work as a museum curator, 
was appointed for two years or so to work on 
the recording of the whole archive, with a very 
experienced and skilled team. He and I are revisiting 
all the sites in Northumberland, re-recording them - 
and inevitably finding more. This often happens, for 
when he is filling in his record cards and taking 
innumerable photographs, I am free to explore 
further. That’s how we find new rocks for me to rub 
and draw. We have also found plenty to say about the 
condition of the sites (good and bad), to assess threats 
to the art and to talk to the farmers and landowners.
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Fig. 7. A well-balanced and well-executed design on an earthfast 
boulder. Millstone Burn, Northumberland.

Millstone Burn/Snook Bank (Fig. 7) was an area 
revisited in this way. It marks the gap and communi
cation route between low-lying, level ground to the 
south and the hills to the north. The burn is so named 
because millstones have been quarried in the area, 
and Snook Bank is the ridge where the beasts were 
shackled. The Roman road, the Devils Causeway, 
follows the same valley on its route from Hadrians 
Wall north. Other cup and ring marks in the area 
follow a NE-SW course towards Alnwick and 
Rothbury on high ground that includes a cup and 
ring marked outcrop at Lemmington Wood (NU 1294 
1080,) side by side with runes. There is a rock shelter 
at Corby Crags (NU 1279 0962) with a Food Vessel 
urn under the overhang and a cup, channel and 
basin above it. Southwest, via cairnfields and other 
features, the sandstone scarp reaches the Coquet at 
Rothbury, where there are major rock art sites on 
either side of the river. Thus we have an area with 
many other uses of this landscape.

It is only recently that the well-visited area of 
Lordenshaw (NZ 0512 9912-0060 0045), has revealed 
that some of its stone piles are tri-radial cairns.
One of these has two exposed cupped stones at the 
junction of two of the radial walls (NZ 0525 9905). 
An outstanding ridge of sandstone is dominated by a 
large enclosure, usually referred to as a hillfort that 
continued to be used as a settlement in Romano- 
British times. Within the fort are faint cup marks, but 
on the slopes leading away from the ridge are varied 
motifs that include very large cups, one of which is at 
the head of a long, wide serpentine channel. Also on 
the whitened outcrops on the eastern side are long 
grooves linked in some cases to cups, and cups and 
rings, basins, clusters of midget cups. The ridge leads

down to the junction of the Whitton Burn to the River 
Coquet, including cairns and more marked rocks, 
ending at the valley bottom with large cups on 
outcrop. To the west, the art nearest the hillfort 
begins with a large outcrop, much of which has been 
quarried away, but with some fine motifs, over
looking the Coquet valley to the Cheviots, and 
looking up to the Simonside Hills.

Cairns
Rock art exists in late Neolithic/early Bronze Age 
burials, and it is this difference of use and its 
associations that enable us to move towards some 
kind of chronology. Below, further west on a parallel 
outcrop, is another set of motifs including the famous 
‘Horseshoe Rock’ (NZ 0502 9918) on the edge of a 
cairn. The relationship between cairns and motifs is 
well defined here. In Northumberland some cairns are 
built on decorated outcrops and incorporate marked 
stones in their structure, as we have seen, and here 
the same area uses rock art in the landscape and in 
monuments. It is appropriate that English Heritage 
chose this place to launch its Pilot Survey in 1999.

In Galloway, which has extensive art in the 
landscape, including more spirals than anywhere else, 
there is only one monument that includes markings, 
at Cairnholy cairn (NX 516 548). The same applies 
to west and north Yorkshire, where only a few cup- 
marked rocks come from cairn material, out of about 
640 rocks. County Durham, Swaledale and Wensley- 
dale have over 10 cairns with marked rocks, 
including How Tallon (NZ 057074) and Addle- 
borough Cairn. Many of the sites in the Peak District 
and North and East Yorkshire and Cleveland have 
decorated stones in cairns. Examples in Scotland have 
been known for much longer; here metal axes are 
pictured superimposed on cup marks on the inside 
of cist slabs. There are also two slabs in destroyed 
cairns that have line patterns instead of cup and 
rings, but using them in the same kind of cists, 
characterised in the Kilmartin area by slabs notched 
like housing joints to fit the cists together.

Motifs on stones in a few early Bronze Age cairns 
have always attracted people’s attention. On close 
examination, however, it has been found that many 
of the decorated cist slabs were eroded before being 
inserted, and some were broken off larger surfaces.
An example is an early Bronze Age cist at Balbirnie, 
(NO 285030) in Fife, Scotland. In the Neolithic
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dateable tombs of Ireland’s Boyne valley some 
decorated slabs were purpose-made, and others had 
been re-used. Some decorate the outside of the 
mound, and others were placed inside, presumably 
to be viewed by a different audience. What we now 
make of the re-use of decorated surfaces taken from 
open-air art is that its purpose had changed: it was 
buried, often face down, no longer to be seen, but still 
a meaningful symbol.

Whatever the meaning of these abstract designs, 
they eventually went out of use. It may be that their 
Neolithic symbolism was irrelevant to, and perhaps 
hopelessly incompatible with, the basic cosmology of 
the Bronze Age, which gave rise to the interment of 
important individuals in single graves, or to the 
burial of several such individuals in the same mound. 
The fact that some early Bronze Age cists contain re
used panels of formerly open-air rock art, however, 
may represent the last vestiges of a belief system, 
at a time of change and probably of crisis in many 
ways, which still recognised the power of the old 
symbolism.

It is beginning to be recognised that some 
decorated slabs were produced specially for the 
monuments in which they were discovered. In these 
cases, however, the decoration had been used in a 
way that suggests its meaning had changed - or was 
in the process of change. It was buried, often face 
down, and no longer to be seen. An example is the 
recentlyexcavated cist at Fulforth Farm, Witton 
Gilbert, near Durham city, where the cover was 
purpose-built and decorated on two sides, the more 
elaborate cups and rings on the underside of the 
cover, the other with plain cups (Fig. 8). Not only 
that, but also two freshly decorated stones were 
placed inside the cist. One is decorated with single 
cups and rings and zigzags. The other is a boulder 
with deeply picked linked cups on one side and the 
beginnings of a cup on the other. The site is late 
Neolithic/early Bronze Age.

Similarly, in the material used to build stone 
cairns, some stones are now being found with freshly 
decorated cups and rings mostly face-downwards, like 
wreaths brought to a funeral. One such double-kerbed 
mound at Fowberry (NU 019278), Northumberland, 
was built on profusely decorated outcrop rock. There 
are other round cairns on decorated surfaces that 
reinforce the significance of these places. Thus the 
motifs can continue to be used, perhaps for as long as 
hundreds of years, but in a different way and with a 
different meaning.

Fig. 8. A decorated cist cover with the elaborate motifs facing 
into the grave. Fulforth Farm, Witton Gilbert, Durham.
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Fig. 9a-c. Long Meg, Cumbria.
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Northumberland has rock-shelters with motifs, but 
Food Vessel and Beaker burials in two of them could 
be later than the making of the motifs. Establishing 
a chronology for the motifs is very difficult. I doubt 
whether we will ever know precisely what the 
symbols mean, whether some of the people who made 
the motifs were clear about their origins, and why the 
markings have so much in common with those, for 
example, in Galicia or California. We may speculate 
that the motifs may also have been tattooed on the 
skin, painted on wood, or woven into material, but 
these do not endure like stone. They appear on 
outcrop and earthfasts in the landscape, but some 
are on ‘portable’ rocks (i.e. they can be moved).

Standing stones
Motifs appear on a small number of monuments, but 
even then they can not be dated absolutely. Long Meg 
(NY 571372), for example, a tall pillar of red 
sandstone outside the portal entrance to a massive 
circle of volcanic standing stones in Cumbria, is 
covered in motifs (Fig. 9). Whether or not this 
legendary witch, turned to stone for dancing with her 
daughters on the Sabbath, lay flat, or was part of a 
cliff, is unknown, but the raising of this huge stone 
creates a totally different impression from horizontal 
outcrop. The motifs are linear, spiral, concentric, half 
ovoid, some finished and others roughed-out, and 
include recent initials. The early motifs may have 
been added when the monument was erected, or much 
later; or Long Meg may have been brought to the site 
covered in decoration centuries ago. The discovery of 
a huge ditched enclosure circling the present farm, 
another smaller enclosure and Stukely’s stone circle 
in the same area emphasises what a very extensive 
site this is, and the rock art is literally outstanding. 
Seen from the centre of the circle, Long Meg is 
aligned on the axis of the midwinter sunset over 
the two western portal stones. It is taller and more 
colourful than the stones of the circle.

A spiral and lozenge-shapes have recently been 
recorded at Castlerigg stone circle (NY 292236). 
Rather plainer designs occur on standing stones in 
the Kilmartin valley, Argyll. These examples are 
interesting, but at what stage they became part of the 
monuments is not known. That they are there means 
that they were clearly regarded as important to 
whatever rituals were enacted there.

This brief review gives some idea of the extent 
of rock art in England and Scotland, and the data 
are the result of the work largely of independent 
archaeologists. The Royal Commission on the 
Ancient and Historical Monuments of Scotland with 
its publication of Argyll, Volume 6 has shown what 
an excellent survey can be produced that sets rock 
art in a wider setting within a region. Reading 
University has demonstrated the value of field surveys 
based upon existing data. English Heritage set up a 
Pilot Project that should help to gather together 
existing information and relate it to the threats 
posed to a valuable resource and produce a strategy 
for conservation and intelligent display of rock art, 
provided that the initial report is followed up, 
which it has not been until the revival of the 
committee in 2003. Rock art study is at last taking 
its rightful place as an important part of archaeo
logy, but it needs a considerable amount of care to 
preserve it.
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Recent trends in rock art management and research 
of the Nordic countries - a personal overview
ULF BERTILSSON
NATIONAL HERITAGE BOARD, SWEDEN

Abstract
During the last ten years there has been an explosion 
of research as well as significant changes in the 
management of rock art in the Nordic countries.
This paper intends to provide an overview of these 
developments, tracing their roots within the context 
of the establishment of rock art as a discipline in its 
own right and focussing on the specifics of develop
ments at the management level. It is the author’s 
belief that these developments will have far reaching 
consequences, leading the way in technological 
developments in documentation and database 
management and providing important lessons for the 
management of rock art throughout the world.

Background
Management and research of rock art has a long 
tradition in Scandinavia. Some of the sites in 
Bohuslän, Jämtland and Uppland were recorded as 
early as the 17th century. Jarl Nordbladh (1995) at the 
second Alta Conference on rock art presented this 
early history. In fact, Nordbladh’s work also covers 
the 20th century up to the early 1990s. Most of his 
conclusions (1995:30) are still valid although a 
massive development has also taken place in the last 
decade. This means that more sites have been found, 
documented, managed and visited by more tourists. 
And simultaneously, more reports, papers, thesis and 
books on rock art have been written and published 
then ever before.

To a great extent, this development reflects an 
extraordinarily rise in funding and other resources 
within these fields. One obvious consequence is that 
rock art management and research have enlarged 
their arena and attracted a public interest of a 
hitherto unknown size. To a certain extent, this 
mirrors the general development of a trend in society

for a much greater interest in archaeology and 
history. But the main reason seems to be the fact that 
the rock images, painted or engraved, themselves 
attract an interest far bigger than that trend. In 
recent years, bus-, boat- and carloads of hundreds of 
thousands of tourists come to experience the images 
in places like Alta, Begby and Vingen in Norway, 
Tanum, Simris and Nämforsen in Sweden, Bornholm 
in Denmark and Astuvansalmi and Värikallio in 
Finland.

Intensified rock art teaching
It is hard to tell exactly which factor triggered the 
present situation. One obvious factor is that there 
were more university teachers actively interested in 
rock art than ever before in the Nordic countries in 
the 1980s and 90s. To mention only a few, Jarl 
Nordbladh in Göteborg, Kalle Sognnes in Trondheim, 
Knut Helskog in Tromsö, Gro Mandt in Bergen and 
Göran Burenhult in Lund and Stockholm. This meant 
that more students were taught this subject and 
developed a personal interest in it which led to 
papers and theses. In that way rock art more or less 
developed into a discipline in its own right at some 
of the main archaeology institutions in Scandinavia. 
Although, the persons mentioned above had and still 
have rather different approaches to rock art, they 
have one thing in common; they have all been 
heavily engaged in field projects on rock art docu
mentation (Burenhult 1973 & 1980; Helskog 1988 & 
1993; Mandt 1972 & 1991; Nordbladh 1973,1975, 
1980 & 1981; Sognnes 1982,1983,1987 & 1990).
It was natural for them as part of their teaching to 
bring students out into the field to study rock art 
directly on location. This was a great experience 
for many students and it provoked an extra strong 
interest in dedicating their upcoming academic
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studies to rock art. Furthermore, although docu
mentary aspects of those field studies included some 
additional contexts, like the surrounding environment 
and landscape, their main focus was on the images 
as such. Where were they placed, how were they 
manufactured and how could they be explained 
and interpreted? This laid further emphasis on the 
imagery as the most important inherent quality of 
the rock art: a quality that makes it much easier to 
connect to a wider interest in images and art that 
reaches far outside the usual realms of archaeology. 
Rock art in this way became a bridge to other 
scientific subjects and disciplines, such as semiotics 
and psychology, although much of the main 
archaeological interest focused on archaeological 
context and landscape environment.

These developments also lead to some unexpected 
consequences. Some archaeologists started to read 
more into the rock images than the traditional history 
of religion researchers would ever have dreamt about. 
Or rather, read more information out of the images: 
much more. The first entry of this kind on Scandina
vian rock art was Christopher Tilley’s (1993) attempt 
to re-interpret the Nämforsen engravings by writing 
something like a novel about it. Tilley’s book almost 
had the effect of an armour-breaking missile judging 
from the reactions it gave rise to. They were mostly 
confusion and strong defensive reactions since it was 
heavily and criticised by nearly everyone. Nowadays 
it seems to have been almost forgotten although it 
has a few followers like Joakim Goldhahn’s book on 
Sagaholm (2001). It is hard to tell whether this 
phenomenon has been fully established or should 
be considered more like a “one hit wonder”. It is 
obviously part of postmodernist archaeology where 
many scholars work intensely to find new inter
pretations and explanations for old and/or new finds 
and complexes. These efforts have been revitalising 
and resulted in many new and intriguing research 
studies. A good and rather varied overview can be 
gained from the report from the seminar held at 
Vitlycke Museum some years ago (Goldhahn 2002). 
But a major drawback is that much of this recent 
work in Sweden and Norway is written and presented 
only in Swedish and Norwegian, which means that 
most of the new and provoking ideas and theories of 
these works never reach a wider academic circle.
This is a big pity.

The actual research picture seems there to have 
been rather dispersed and not at all uniform. At the

same time it is obvious that the relativism that is one 
of the characteristics of the postmodernist school may 
lead to a situation where profound academic studies 
and results may be questioned and challenged by less 
professional individuals and institutions. It could turn 
out to be a thin line between a public approach and 
a populist such resulting in a situation where «Any 
guess is a good guess».

This is specifically true for rock art research that 
for a long time has suffered from «infiltration» by 
confused theories and distorted ideas that does not 
fulfil even the lowest scientific demands. An illumina
ting example is the case of the research project based 
on explaining much of the Swedish rock art by 
relating the images to a solar eclipse. The two most 
upsetting fact about this case was that it was financed 
by public means and that it was designed by a 
natural scientist without the slightest knowledge 
about rock art (Populär Arkeologi 1995). However, as 
long as academia rests on a strong relation between 
theories and practices it runs only a little risk to be 
overrun by those phenomena. In conclusion this 
means that the positive qualities of rock art may also 
attract much negative interest. However, much more 
so has the intensified academic teaching of rock art in 
the last 20 years resulted in a very large rise in 
attraction in university circles.

That has also resulted in a relatively big number 
of new students’ papers and thesis in recent years.
A much analytical and readable overview of 
especially late 1990s research trends is provided in 
The Lonesome Sailing Ship by Katherine Hauptman 
Wahlgren (2000). Hauptman Wahlgrens’ dissertation 
based on the rock engravings at Norrköping in 
Östergötland (2002) is also a good example of a 
postmodernist related research work still founded on 
traditional fieldwork but giving raise to much new 
ideas and theories of interpretation. Hauptmans’ 
work is based on structural analysis of the rock art 
images that as a second step are interpreted in a 
hermeneutic way. One advantage of her work is that 
she focuses on the images as such relating this basic 
intrinsic quality of rock art to modern art theories.

Excavations in this very area of a major Bronze 
Age settlement site lead to another recent doctoral 
thesis of great importance for understanding the 
archaeological context of the rock art written by 
Héléne Borna-Ahlkvist (2002). Partly founded on field 
documentation work in the same area of the panels at 
Fiskeby Berghage and Ekenberg is the recently issued
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thesis by Äsa Fredell with the informative title: 
Bridging Images- Pictorial Commun ication of 
Ideology and Cosmology in the Southern Scandina
vian Bronze Age and Pre-Roman Iron Age (2003). 
Fredells’ work that was partly compiled within the 
RockCare project is a broadly designed attempt to 
demonstrate a contextual connection between rock art 
images, bronze artefacts and mythology. Although, 
being a rather demanding task Fredell certainly 
manages to clear new land in these traditionally 
separate fields of archaeological research by putting 
them into a common context.

This renewal of focussing on the rock art images 
as such stands in an seemingly very healthy contrast 
to much of the research of the last decade where rock 
art sites and other prehistoric monuments sometimes 
seems to have become less interesting. The focus of 
interest has instead shifted to the landscape as such as 
an arena for prehistoric man (or should it rather be 
the modern researcher?) acting as a director shaping 
and constructing completely conscious topographic 
forms were the prehistoric monuments including rock 
art sites have been degraded to supernumeraries 
playing a modest, subordinate role. In that situation a 
turn back to the rock art images themselves could be 
the right prescription to find new ways of research 
leading forward to a deeper and more thorough 
understanding of rock art - the world’s most 
widespread prehistoric phenomenon. That the interest 
in the rock art images have started a new trend is 
further witnessed by a seminar arranged by Tanum’s 
Rock Art Museum at Underslös bearing the informa
tive title of «Prehistoric Pictures as Archaeological 
Source» in 2002 (Milstreu &C Pröhl 2004). The aim of 
this symposium was to promote a change of research 
focuses towards a situation were the rock art pictures 
are equally important as artefacts in archaeological 
research.

Big projects on research and 
management
All the teachers mentioned above had in common that 
they conducted rock art field projects. Normally they 
were based on individual incentives and based only 
on one specific university. However, one such project 
originally run by Gro Mandt at the University of 
Bergen also became a project on the national level 
namely the Norwegian «Bergkunstprojektet» that

started more than 20 years ago (Mandt 2000 for a 
complete history of the project). This means that the 
concepts and methods of the project were applied on 
a national level although the focus for a long time 
was on the rock art of the Bergen region and the sites 
of Ausevik and Vingen. Alongside of other results the 
most important achievement of this project was that it 
provided a tool for bridging an otherwise expanding 
gap between university and heritage administration - 
research and management. The occurrence of this 
alliance is one of the factors that have led to the 
situation of today in the Nordic countries where much 
of the funding falls on rock art projects of a similar 
kind.

Another illustrating example is the «Air Pollution 
project» of Riksantikvarieämbetet in Sweden that was 
carried out in the years of 1988-1995 (Bertilsson &c 
Töfvendahl 1992, Löfvendahl & Bertilsson 1996).
This project originally focused on research on 
environmental damages on monumental stone 
buildings but also came to encompass the prehistoric 
rock art. The Ministry of Environment basically 
provided the funding of the project. As the projects 
name indicates the focus of the studies performed was 
put on the impact of the environmental pollution on 
the rock art panels. But as a consequence much time 
was designated to study the rock art images and their 
state of conservation. One important outcome was the 
creation of registration forms for basic classification 
and field documentation that could be digitised and 
used for comparative analyses then and in the future. 
This form resulted in the creation of a data base 
named «Hällrist» which basic structure has been 
further refined in the Rock Art Base and its follower 
RockCare Base, a highly condensed form still in use 
(C. Bertilsson 2000). This means that collection of 
information on rock art has been performed in a 
similarly structured and organised way in more than 
15 years. Much of the data might then be used for 
future comparisons. The manifold activities of this 
project lead to an important rise of knowledge 
about the state of conservation of the rock art panels 
and an insight that much of the erosion and other 
damages seems to have appeared and/or accelerated 
since the 1930s. Although, no specific environmental 
pollution factor causing this damages could be sorted 
out it became obvious that the accumulated effects 
of changing use of land and the pollution on the 
environment also had affected the rock art in a 
much negative way. This was especially valid
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for the granite area of Northern Bohuslän with the 
Tanum World Heritage area as its centre. But also 
in other areas such as Enköping in Uppland it became 
evident that an accelerating deterioration was 
taking place on many bedrock surfaces (see also 
Coles 1992).

The major results and achievements have since 
been the foundation of much rock art research and 
management in Sweden and to a growing extent also 
in Norway. This goes for aim, organisation and 
participants. A crucial factor for the relatively success 
of this project was the cross science perspective 
expressed in the close co-operation between the many 
geologists and archaeologists involved in the work.
In order to meat with the goals and to produce 
results an open-minded atmosphere without too much 
subject orientated prejudice and prestige is essential. 
This was further enhanced by the simultaneous 
participation of specialists from universities and 
experts from heritage management. Other important 
ingredients were the excerption of and research for 
all possible information on rock art in the national 
archive ATA of Riksantikvarieämbetet. These 
documents provided an important interface with 
the past even though it could originally have been 
accomplished for a specific and restricted purpose.
A good example is the detailed photos taken at the 
Aspeberget engraving in Tanum 1938 that provided 
an excellent basis for comparison with modern photos 
taken under similar conditions (Bertilsson & Löfven- 
dahl 1992:29, Fig 8 a and b). In that way new 
information on the degradation of this specific panel 
could be reached. The accumulated budget for the 
rock art part of the project during seven years was 
approx. 300 000 euros.

Another synergetic effect of this project was that it 
triggered organised co-operation between the national 
heritage boards of the Nordic countries starting in 
1995. First between Sweden and Norway but soon 
also Finland and Denmark joined. This work was 
initially focused on the field documentation of rock 
art and came very close to producing a joint form for 
field recording based on Hällrist and Bergkunsdata- 
basen. However, before this task was finalised a new 
and bigger project was set up funded by the Interreg 
II program of the European Union. The project was 
named «Rock Carvings in the Borderland» and was 
based on a close co-operation by the counties of the

border region of Sweden and Norway, Bohuslän and 
Östfold. This region seems to have formed a close 
unity in the Bronze Age and is one of the richest rock 
art areas of all Europe. More than 6000 panels with 
more than 90.000 images have been registered there 
(Hygen and Bengtsson 1999). Therefore, the project 
had a solid foundation for an activity plan that 
encompassed a wide range of activities from rock 
art recording over site excavations to education 
activities and book productions (Kallhovd and 
Magnusson 2000). The project owner was the County 
Administration of Göteborg but Riksantikvarie
ämbetet in Sverige together with Riksantikvaren in 
Norway provided the main funding. In total the 
project budget exceeded 6 million euros. The main 
focus of this programme was to try to make research 
and management activities that are normally directed 
towards the rock art only also work to enhance 
regional awareness and cultural tourism. Much of the 
projects programme and activities was originating 
from earlier such performed in the Air Pollution and 
Bergkunst projects and also resting on their results 
and conclusions. Very many efforts were put in to 
further test and develop those earlier achievements in 
the fields of degradation and geochemical analyses of 
the granite bedrock of the region (Löfvendahl and 
Magnusson 2000). Another aim was to compare and 
refine existing techniques and systems for field 
documentation and database registration of rock art 
and to try to include the task to develop common 
standards within those fields (Bertilsson and 
Magnusson 2000, Magnusson, Bertilsson, C. and 
Olsrud 2000).

This focus on field documentation and database 
recording was further emphasised in the subsequent 
RockCare project within the framework of the 
Raphael and Culture 2000 programmes of the 
European Commission (Bertilsson 8c Fredell 2003). 
This project was set up and funded on a fifty-fifty 
basis with the EU by the National Heritage Board in 
Sweden in 1998 and run until 2001. It is now in its 
final and reporting stage but two reports, one 
presenting the target issues of the project (Bertilsson 
2000) and another focussing on the rock art 
documentation seminars arranged in Tanum, Sweden 
and Valcamonica, Italy (Bertilsson & Fredell 2003) 
have already been published. The four main aims of 
this project were the following:
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1. To arrange seminars and meetings so that the 
RockCare project could use the help of a network 
of international experts.

2. To develop new methods for the presentation of 
rock carvings and to improve access to sites of 
archaeological interest, especially the rock 
carvings in Tanum.

3. To elaborate further methods for protection against 
environmental destruction and deterioration.

4. To develop new methods for documentation and to 
make efforts to make results comparable between 
different countries.

The co-partners of the project were Centro Camuno 
di Studi Preistorici in Capo di Ponte, Valcamonica, 
Italy, National Board of Antiquities in Helsinki, Fin
land and National Centre of Rock Art in Vila Nova 
de Foz Cóa, Portugal. The Laboratoire Departe
mental de Prehistoire du Lazaret in Nice, France also 
participated in the initial phase of the project.

Development of documentation 
methods
The seminar activities of the project was rather 
successful bringing together experts from the major 
European research and management institutions at 
several different occasions and locations like Tanum, 
Valcamonica, Astuvansalmi, Mont Bego and Foz 
Cöa. This resulted in theoretical discussions in 
combination with practical applications and test of 
different documentation methods like rubbing, 
tracing, laser scanning and digital photogrammetry.

One of the major achievements of those events was 
that of evaluation of existing documentation methods. 
This has resulted in recommendations of an ideal 
standard recording procedure including several steps 
and methods starting with rubbing, followed by 
tracing and digital photographing. The application of 
the paper rubbing method should follow the standards 
developed by Tanums Hällristningsmuseum at 
Underslös in cooperation with the National Heritage 
Board and RockCare. This requires for the use of a 
standard format high quality graphic printing paper 
that can easily by scanned and digitised as a 
subsequent step. The following step is normally the 
tracing on plastic that can be performed in two 
different ways; where the rock images are well 
preserved and the peck marks still are visible it 
should be done according to the standards of the so 
called «Dot technique» on high quality transparent

plastic developed by the CCSP in Valcamonica 
(Fig. 1); on panels were the images are more eroded 
an less visible it is better to apply the contour 
tracing technique developed by Vitlycke Museum in 
cooperation with BOTARK. At any circumstance, it is 
of vital importance to use both methods since they are 
not oppositional but complementary. The rubbings 
gives a so far as possible «objective» depiction of the 
rock art images and also capturing the essence of 
their original artistic qualities and details while as 
the different tracing methods gives its executor a fair 
chance to interpret the peck marks and lines on the 
rocks. In recent years the original Italian «dot 
technique» has been adapted and adjusted to the 
specific conditions of the granite rock panels in 
Bohuslän by Lasse Bengtsson and his team at Vitlycke 
as demonstrated by the depiction of the magnificent 
engraving at Åby in Tossene (Fig. 2).

Both methods have proved to be useful for 
recording of damages of the panels surfaces. On 
rubbings cracks, exfoliations and the state of erosion 
of the rock surface gets «automatically» recorded. 
This data can then be further treated and analysed on 
the digital records resulting from the scanning of the 
rubbings. This information could in turn be used for 
general analyses and classification of the panels 
according to their degree of damage. The plastic 
tracings have another advantage in that they are 
transparent and allow the recorder to interpret and 
add information also about the state of conservation 
of a panel during the process of documentation.

Much effort has been put into the task to develop 
new methods and innovative concepts for recording of 
damages (Ernfridsson 2001). This has included also 
tests and recommendations of different conservation 
methods (Strömer 1997).

Within the RockCare project were also made tests 
of using different digital recording techniques such 
ranging from the production of 3D photo maps based 
on traditional analogue cameras, over the use of a 
high resolution laser scanner to the use of high tech 
digital photogrammetry (Johansson & Magnusson 
2004). All these high tech methods have proved to be 
very useful for recording of the very highest level of 
accuracy. Their only drawback, but a major one, is 
the high cost which is still between 10 and 20 times 
higher than the use of traditional methods of rubbing 
and tracing. This clearly indicates that the use of 
traditional methods will dominate still for a long 
time. In fact, they have another advantage that may 
never be possible to out role whatever technical
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Fig. 1. Tracing of rock engraving at Simrislund in Scania, Sweden by Italian team from Dipartimento CCSP, Valcamonica 
with leader Umberto Sansoni. Photo: Catarina Bertilsson, RockCare.
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Fig. 2. Central part of Bronze Age rock engraving 
at Åby in lossene, Bohuslän. Cf. tracing figure 2. 
Photo: Bengt A. Lundberg, RAÄ.

Fig. 3. Section of Bronze Age rock engraving at Åby in Tossene, Bohuslän. Tracing technique. 
Indicates various depth of images; black-deep, grey-shallow, and cracks-red on the panels surface. 
Tracing: Lasse Bengtsson, Vitlycke museum.
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development, they require for a natural and close 
examination of the rock and its images by the 
recorder. This normally leads to a deeper knowledge 
and understanding of the study object that is almost 
impossible to reach when using only high tech 
methods. It could be expressed in the following way; 
the symbiosis between man and nature will 
(hopefullyp)always stay stronger that that between 
man and the machine. All the same, the digital 
photogrammetry has proved to be a very useful 
method recording heavily damaged panels like at 
Kåfjord in Alta where recently a huge area of a steep 
and heavily damaged site of several hundred square 
metres have been recorded by using the ATOS 
technique developed by Metimur in Göteborg. Due to 
the extremely bad conditions of this site this was 
judged to be the only chance avoiding to damage the 
fragile panels as much as possible. However, in 
normal conditions rubbings and tracings would have 
presented a just as satisfactory result and including 
more of the original qualities of imagery and artistry 
of the original rock art artist. And in adapting the old 
rubbing technique to the most modern digital 
standards is also reached another important and 
twofold aim the scanned documents become an 
interface with both the past and the future and 
between the prehistoric rock art images and the 
modern high tech and IT world.

Documentation of images
The focus of the images is one of the most obvious 
traits of the last decade. This includes everything 
from concentration on a «pure» basic recording as 
that performed and published continuously by the two 
museums in Tanum (e.g. Bengtsson & Olsson 2000 
and Milstreu 1999) to more research orientated and 
analytical recording enterprises performed by John 
Coles in several sites and areas in Sweden in recent 
years and by David Vogt in Ostfold, Norway (Coles 
2000 and Vogt 1998 and 2000). Coles interest in 
Scandinavian rock art has been obvious for many 
years resulting in debate articles, several public guide 
books, research papers and a major study of the rock 
carvings of the Enköping area in South-West 
Uppland. In his extensive study of the Uppland 
engravings based on field documentation work 
performed by him Coles focuses much on the site and 
social hierarchy being expressed in and interpreted 
from the rock art sites and images. Doing this, Coles

puts the material of that region into a much used 
explanatory model that, someone might argue, have 
passed its «best before date» already in the 1980s but 
regardless of that still of course can be used as a basis 
for valid conclusions. Coles has a vast knowledge of 
most phenomena and aspects of the European Bronze 
Age and thus can provide a most useful model for 
putting the Enköping rock art in it’s «right place». 
There is however one aspect of Coles work that could 
be a matter of discussion namely his recording 
methods; while as his photos is of highest quality and 
the maps and plans of the rock panels are plain and 
easy to understand it is fairly obvious that his field 
documentation using contour chalking does not meet 
with modern research standards. Since this method in 
not very accurate, this may also lead to a result were 
many images and details on the panels has not been 
seen and recorded. An obvious example is the horses 
above the ship in the centre at the Grillby panel in 
Villberga (Fig. 3), (Coles 2000: Fig. 93). They were 
included already in Einar Kjellens original recording 
from the 1930s and are much evident on the digitised 
rubbing made by Catarina Bertilsson in 2003 (back 
cover Fig. 3). It seems that the presence or absence of 
the horses is not only a matter of the accuracy of the 
depiction method it also most certainly adds elements 
of importance for interpreting this big panel.

In his subsequent recording of the Häljesta 
engraving in Västmanland it seems that Coles has 
become more observant on the problem with the 
recording technique and now using also the rubbing 
method. This resulted in a more thorough docu
mentation including the discovery of a number of 
«new» images (Coles 2001: 245p). Regardless of this 
methodological improvement it is still obvious that 
the much schematised way in which Coles present the 
images on the plans of the panel looses much of their 
original artistic manners and important details (Cf. 
Fig. 4 and Coles 2001: Fig. 19). Manners and details 
which are at hand also in his very rubbings.

North of the Border - Norway
In Östfold in Norway were rock art is equally 
abundant as in Bohuslän south of the border many 
new sites have been discovered and recorded in recent 
years. This extensive body of data has lead to a need 
for renewal of existing concepts of management and 
research. Especially the later aspect has been the 
basis for the works of David Vogt who has not only
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Fig. 4. Plan of rock engraving at Crillby in Villberga, Uppland from Coles 2000. Documentation made by John Coles.
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recorded and published the new findings but also 
made serious efforts to put the rock art into a de- and 
reconstructed environmental setting and social 
context (Vogt 1998 and 2000). This might regardless 
of other implication serve to further develop the 
process of integration of research and management on 
rock art between Östfold and Bohuslän that started in 
the last decade. This seems to be urgently needed if 
rock art research in the Nordic countries will not stay 
most of the time running around in restricted circles 
of analyses and interpretation that was drawn up 
already many years ago. In order to avoid that 
it is of vital importance that the process of both 
geographical and intellectual widening and integra
tion of different research perspectives that have 
started in the last decade will become an even 
more obvious trend of the first decade of the third 
millennium. Although, it is not the intention here to 
present or evaluate all present research in Norway it 
should be stressed that many new and interesting rock 
art studies has been performed also there. Of specific 
interest are the new studies at Vingen including 
excavation of areas in front of panels by Trond 
Lödöen that has revealed much new information 
including Late Mesolithic dates. Anne-Sophie Hygen 
has also introduced a new field of Scandinavian 
rock art research, namely that of management and 
conservation of the sites (Hygen 1996).

The same tendency of widening circles and of 
integration is also typical of the research focussing on 
the paintings and engravings of Northern Scandi
navia and Finland. In recent years research has 
prospered much from intensified contacts within this 
area including the Western parts of former Soviet- 
union, the White Sea region and Russian Karelia. 
Several common projects have been performed 
especially in the Russian regions were several sites 
are located including the major ones at Zalavruga 
and Besov Nos. Contacts between researchers has 
lead to widening of the general research concept and 
its’ context including also ancient myths and beliefs 
from the region (Kare 2000). An important 
contribution that may serve to further promote this 
development is publication on Nämforsen - its rock 
art and archaeological context in 2001 where the site 
and the vast archaeological data and record around it 
is presented and put into a modern framework.
Except for the essays on the rock images and 
archaeological objects a most valuable report is given 
on the reason behind all this concentrated 
archaeological efforts that was put into the site - the

exploitation of the grand rapid - Nämforsen - with 
the magnificent rock art panels for the purpose of 
building an electric water power plant (Biörnstad 
2001). This matter illustrates in a striking way an 
eternal dilemma of 20th century archaeology; the 
mutual dependence of rescue archaeology and 
research were those two elements seem to feed each 
other in an endless process. However, it is also 
a good illustration to the fact that research and 
management are the two sides of one and the same 
coin.

Another fact that becomes evident from studying 
this dynamic development on research on the art of 
the Northern hunters is that it looks like it will stay 
being just that forever. Although modern and 
excellently written overviews are presented in the 
referred works and the sites is said to belong to the 
same traditions, very few comparisons are ever made 
between sites and images in Finland, Norway, Russia 
and Sweden. It seems that the national borders have 
been cemented and having their prime function to 
stop cross border ideas and research. In that way 
there is a really big need for a new dialogue. This 
dialogue should in my world of conception not only 
concern internal affairs of the Northern hunters but 
should also be encouraged to include the art of the 
Southern farmers trying to find common concepts and 
elements.

The Danish picture
So far not much has been said about Denmark. This 
could have been explained by the fact that Denmark 
has very few rock art sites compared to some of the 
neighbouring countries. But it will not! Although 
Denmark has considerably less rock art sites than 
Norway and Sweden it has many more sites than 
Finland. However, since this essay is not focussing on 
site numbers we will not further pursue along this line 
of analyses. Instead we will try to point to some 
obvious elements of present rock art research and 
management in Denmark. Denmark has in fact a 
long tradition within these fields going back to the 
early 17th century when the first officially recorded 
rock art site in Scandinavia situated at Backa in 
Brastad in Bohuslän, now in Sweden but then in 
Norway was reported to the Danish king by a 
Norwegian priest. This matter implies among other 
things that giving rock art sites specific national 
identity is rather meaningless and does not promote
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modem research. It seems that Danish rock art, 
although restricted to the Island of Bornholm except 
for engravings on free lying stones and boulders and 
roof slabs of megalithic tombs, has been very much 
focus of research and management in the last decade. 
In fact, one of the first to actually analyse the often 
referred to connection between rock art and 
archaeological objects was Flemming Kaul in his 
study based on ships engraved on various bronze 
artefacts from the Bronze Age (1998). This study 
seems to have triggered off or at least inspired some 
of the subsequent research work presented above 
(Fredell 2003). His attempts to use the engravings 
also as a mean for dating has brought a new or rather 
forgotten aspect of archaeology back on the target; 
the possibility to use a combination of different 
sources to reach new knowledge. This is also evident 
from his rather refreshing application of myths and 
concepts from the Nordic mythology in the inter
pretation of the Bronze Age rock images. In that 
way it may be argued that Kaul has turned the focus 
back to the days of the 19th century were Nordic 
archaeology was still in its formative process of 
building up sequences of cultural history based on the 
study of artefacts as its main source of information. 
On that background, it is an interesting fact that

although the research performed by Danish 
archaeologists (Jörgen Jensen, Klavs Randsborg and 
Kristian Kristiansen) have resulted in considerable 
contributions to the creation of a new Bronze Age 
prehistory very little or nothing of that has concerned 
rock art. This after all, probably reflects that rock art 
has been a minor subject in Denmark. However, 
important contributions have been made especially 
within the field of documentation by Tanums 
Hällristningsmuseum in Sweden built up and still run 
by Danes (Gerhard Milstreu). The systematic 
documentation concept developed and performed 
there has also been applied in Denmark in recent 
years and especially on the Island of Bornholm were 
some rock art sites like Madsebakken and others 
nearby are equal to many sites in Sweden and 
Norway (Fig. 5). The activities on Bornholm now 
include also excavation of areas adjacent to rock 
carvings with promising results. Another positive 
factor is the newly started cooperation with the 
neighbouring areas in Simrishamn, Scania with the 
impressive rock art sites of Jarrestad and Simrislund 
situated in one of the richest Bronze Age areas of all 
Scandinavia. This may lead to the development of 
wider objects of study and broader basis of ideas and 
concepts for interpretation.

Fig. 6. Rock engraving at Lille Strandbygård in Bornholm, Denmark. Painted with water and chalk 
powder solution for documentation. Photo: Gerhard Milstreu, Tanums Hällristningsmuseum.
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Education and rock art - the British experience
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Abstract
The aim of this article is to highlight the small role of 
teaching of prehistoric rock art in formal education 
and its contrasting higher presence in informal 
education in Britain. We will try to explain this 
contrast and suggest the potential role of prehistoric 
art in formal education as a marker of past diversity.

With little or no archaeology taught in British 
schools archaeology is still perceived by many as an 
exotic adjunct - a peripheral curiosity - the domain 
of quirky eccentrics in colourful sweaters or khaki- 
clad adventurers searching for priceless artefacts. 
Worse still, archaeologists are considered by some 
to be disrespectful - disturbing sacred ground and 
analysing artefacts and remains with no regard for 
those to whom they belonged. Yet, if the number 
of television programmes about archaeology is a 
reliable measurement of public interest, the popula
rity of archaeology becomes apparent. The place of 
prehistoric rock art in this public medium is, how
ever, almost non-existent. It will be the aim of this 
article to explain the reasons behind this indifference 
towards prehistoric rock art in relation to the current 
state of information and education related to rock art 
in Britain. In our explanations several issues will be 
mentioned, including the selection of particular pasts 
for British, English and Scottish nationalisms. We 
will conclude by suggesting improvements necessary 
for the future of research and the preservation and 
enjoyment of this important aspect of British culture.

Formal education
Formal education on rock art exists, to a very limited 
extent, in the United Kingdom in schools and 
universities. Regarding school teaching of prehistoric 
archaeology in general and of prehistoric rock art in 
particular, its almost total absence is one of the main 
reasons behind the general lack of knowledge by the 
public. There is an almost complete absence of 
archaeology in the timetables of most British schools

(Fleming 2000; Henson 2000b). Although British 
history is taught, the content varies by country: in 
Scotland topics begin with ‘The ancient world before 
the 5th century’, in Wales children learn about ‘The 
earliest peoples’ and in Northern Ireland teaching 
begins with ‘The Middle and New Stone Ages’. Sadly 
in English schools for the average 7-14 year old child 
history begins in a puff of smoke from which emerge 
Julius Caesar, Roman villas, roads and soldiers. Since 
it is not mandatory, knowledge of prehistory is not 
usually part of the training for history teachers. Some 
students may be lucky enough to be offered G.C.S.E. 
Archaeology at age 14-16, and new AS and A2 
courses bridge the gap between secondary and 
tertiary education. This situation explains why most 
students entering British Universities to study 
archaeology have no previous experience of the 
subject (Collis 2000).

As regards university education, although 
prehistoric archaeology is taught in most of the old 
universities (Henson 2000a), as far as we know, 
only at Durham University is there an undergraduate 
module that focusses on prehistoric art and several 
students have written their undergraduate disserta
tions on rock art (Fig. 1). At a higher level,

Fig. 1. Durham student practising rubbing techniques for her 
dissertation in 2002.
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prehistoric art is taught as part of the MA in 
Archaeology (Prehistoric Art) in Durham, the MA in 
Comparative Art and Archaeology at UCL in London, 
the MA in Archaeology (Prehistoric and Ancient Arts) 
in Manchester and the MA Archaeology of Art and 
Representation in Southampton. In fact, the teaching 
of rock art is very new in British universities. This is 
due, in part, to the emphasis on science since the 
1950s (Fagan 2001), which caused most teaching 
related to the ideological world to be left aside. In 
Britian, perhaps with the exception of Hadingham 
(1974) no academic publication was made on open- 
air rock art from the 1950s until the early 1990s.

In fact many archaeologists enter the subject after 
a career elsewhere, perhaps pursuing a hobby or 
interest developed through evening classes run 
through an expanding programme of Continuing 
Education. The contribution of amateurs, such as 
Ronald Morris, Stan Beckensall, Maarten Van Hoek 
and local groups in Ilkley and Northumberland is 
testament to the interest of non-professionals.

One could ask why education on prehistory and 
prehistoric rock art is needed at all. In the modern 
world the role of history - and therefore of archaeo
logy - is to underpin identity. This is why history was 
introduced in school curricula throughout the nine
teenth century, during the emergence and consolida
tion of modern ethnic and national identities (Dodd 
1999; Phillips 1998). The selection of the past 
undertaken by the regulating authorities is clearly 
connected with the golden ages and with the version 
of history a country wishes to promote. It is our view 
that a programme including societies with different 
social structures and a contrasting sense of aesthetics, 
as prehistoric societies in Britain did, would help to 
promote diversity. It is heterogeneity and not a single, 
uniform past, which better fits the history of the 
United Kingdom and of Europe. Moreover, it is this 
diversity which, in the face of the current social 
make-up of Britain and Europe, will help many to 
feel a sense of identity. We are not only referring to 
immigrants arriving onto our shores, but also to those 
involved in the internal migration throughout the 
country so common in Britain nowadays.

Between formal and informal education: 
museums, exhibitions and the public

One of the main functions of museums in the 
nineteenth century was education. As Elizabeth 
Crooke has discussed for the Irish case (Crooke 2000),

the aim of museums with historical and archaeo
logical objects was the dissemination of knowledge 
of the past of the nation (or of the region within the 
nation). It cannot be but significant that it was in 
those nations in the British Isles that in the nineteenth 
century included prehistoric archaeology - under
stood as Celtic archaeology - in their own national 
history where pieces of prehistoric rock art first 
entered museums: Ireland and Scotland. At the time - 
and to a great extent still today - English nationalism 
was mainly based in the idea of the empire and this is 
the reason why the British Museum had objects from 
almost everywhere except the United Kingdom 
(Caygill 1992; MacGregor 1998). Still today the 
British Museum only exhibits one single piece of rock 
art - in fact megalithic art - that of the Badbury 
barrow, Dorset (South England) (Stuart Needham, 
pers. comm.). English nationalism - somehow 
overlapping with British nationalism from an English 
perspective - is centred in London and the south of 
England. Rock art is found in the north, and therefore 
considered, as the region itself, marginal (for a 
discussion of marginality and Scottish archaeology 
see Barclay (2001)).

In the United Kingdom, as in other parts of the 
world, museums were the focus of presentation and 
protection of archaeological objects until the 1960s 
when interest shifted toward the larger cultural 
environment and monuments (Walderhaug Saetersdal 
2000: 167-8). This obviously affected monuments 
such as Stonehenge, still the focus of a lively debate 
(Skeates 2000: 80-4; Wainwright 2000), and 
Hadrian’s Wall. Until recently, prehistoric rock art 
had also been completely ignored in landscape 
management. Despite some good information at a 
few sites, such as Castlerigg (Fig. 2), most completely 
lack any type of management. It is surely not just an 
open mind that accounts for the preservation of a 
roadsign indicating “Long Meg Druids Circle”
(Fig. 3) but, rather, a simple lack of interest. This 
same apathy may also explain why nobody prevents 
rockclimbers from practising on rock art panels 
(Fig. 4), and why the first rock art site to be found in 
Northumberland, the very special place of Roughting 
Linn, is being consumed by vegetation (Fig. 5) whilst 
its information panel is falling apart (Fig. 6).

All the examples so far referenced are located in 
the north of England, whereas, we would argue, 
centralisation inevitably tends to focus interest on the 
south of England and the capital of the state, London. 
In our opinion, given the growing popularity of rock
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Fig. 2. Information panel at Castlerigg, Cumbria.

Fig. 4. Rockdimber practising on Chapel Stile rock 
art panel.

Fig. 3. Roadsign to "Long Meg Druid Circle".

Fig. 5. Roughting Linn. General view.

CUP-AND-RING MARES,ROUGHTING LINN
,1.the Carved markings^ this oUtc-rop are

ONE OF THE BEST EXAMPLES É NORTHUMBERLAND OF 
THE WIDESPREAD,THOUGH STlft UNEXPLAINED,

! PREHISTORIC PRACTICE O!' DECORATING LARGE 
OUTCROPPING OF. STONE..WfTHVtiOLLOW 'CUPS' 
SURROUNDED 3T.RINGS AND OCCASIONALLY SPIRALS, 
lås FORM OF DECORATION, PERHAPS WITH A 
rMigious INSPIRATION.WAS COMMON FROM AT 

LEAST 3000 BQ. OR PERHAPS’ EARLIER, UNTIL 
ABOUT 15.00 BC, .v. '

12. THE MRKING|s^;VERY^/tei:E SÄ SUSCEPTIBLE 
IifOiWEAR.VÜHTÖRS ARE ESTER NOT TO WALK
EtoRtCLIMBOR'0%żMS$ ENGAGE, ‘THE
||50jtiFACE' OF m« STONąąjgl#* V ,
L IStHE STON E l&ÄwifcI ip 'M AN ANCI gW 
libfWtiMBNT- ’itoiS-ft PROVISION OF .THE

‘«-.V 
_ -X"

\5

S^THE STONE ANCIgW
^.VU$WES.Äi'E PROVISION OF THE

,iHT :

Fig. 6. Information panel at Roughting Linn
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art among both local populations and visiting 
tourists, it is increasingly urgent to develop measures 
to ensure both the protection of the sites and their 
sustainable use. Education, including the creation of 
good information panels, guide brochures and the 
training of tourist guides should be one of the 
primary goals of the heritage authorities.

In contrast to the situation in England, in Scotland 
the rock art area of Kilmartin excels in the good 
presentation of rock art sites to the public. Excellent 
information panels are coupled with good con
servation practices (Figs. 7 & 8). For the last five 
years tourist visits to the rock art at Kilmartin have 
been complemented by an excellent exhibition at

The domed rock surface in front of 
you was decorated around 5,000 years 

"ago. The decoration covers three areas 
(A, B and C), together forming one of 
the most extensive early rock carvings 
known in Britain. Another carved rock 
surface may be visited in the woodland 
to your right.

The people who made these rock carving* grew crops. Bui they also 
hunted, fished and herded animals. They will have travelled long dis
tances in search of raw materials, such as stone for making axes or the 
copper needed for the earliest metalworking.

Many of these journeys will have been made seasonally, following 
well known paths. Certain stopping places, or places of meeting between 
people, will have gained a special orasacrcd significance. At these plates 
memories of earlier meetings and ocher journeys will have been recalled, 
.«king, perhaps, with stories about a mythical pasł in which the world was 
created and the landscaj»formed.Ä<:hnäbrcck. with its open views, was 
one such place and die carvings indicate its importance.

Wc know little about where these people lived, As today, the lower 
slopeso|f the Glen and the lowland paths arc likely to have been heavily 
used- Admabreck lies on a path leading into the uplands. The carvings a re 
on oncsidc of a valley, stand i ng stones arc known to have stood downslt >pc 
and me importance •-< the higher ground is indicated by theconvt ruction 
of a tomb there.

Other decorated rock 
surfaces can be visited -it 
Cairn haan. Kllmichael 
01 assart", Baluachraig and 
Bellygowan. Important 
group» of prehistorii 
monument' can ahn be 
•ecn at Ballymeanoch and 
around Kilmartin (follow 
the road signs).

The rock surfaces are 
fragile. Please respect them 
by not walking on them or 
marking them in any way.

Fig. 7. Information panel at Kilmartin.

Fig. 8. Platform view at 
Achnabreck, Kilmartin.
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Kilmartin House, a local private museum (Fig. 9). In 
2002 one of us (MDA) visited Kilmartin museum and 
was struck by an exhibition of children’s work at the 
entrance of the museum (Fig. 10). Although not 
directly inspired by the carvings, this attempt to 
involve children coincided with activities undertaken

in two other museum environments in the north of 
England that were specifically related to rock art. 
Both exhibitions (independently organised) in the 
spring and summer of 2002, included activities 
for children. An exhibition on “Stone Circles and 
Standing Stones of Eden”, in Penrith, was linked with

Fig. 9. Detail of permanent exhibition at Kilmartin House.

Fig. 10. Final product of children's activity organised by Kilmartin House.
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Fig. 11. Exhibition of pupils' work connected with the "Stone Circles and 
Standing Stones of Eden" exhibition, Penrith 2002.

school workshops, the products of which 
were included in the exhibition (Fig. 11). 
The workshops explored aspects of the 
prehistoric landscape through artefacts, 
photography, paintings, sculpture and 
words. Youngsters from local primary 
schools were invited to take part in a 
‘Museum Challenge’ competition and the 
professional artist, Karen McDougall, went 
into the schools to work with the children 
on artwork, which then became part of the 
exhibition display. This was supplemented 
with visits to local sites. The project was 
welcomed by teachers who used ideas from 
the exhibition in literacy, geography and 
art classes. A second exhibition, organised 
in Durham, included an interactive display, 
a competition where children had to paint 
something inspired by rock art (Fig. 12) and 
a panel where visitors - both children and 
adults - could write their own ideas about 
the exhibition. Finally, children were 
encouraged to produce their own work of 
art (Fig. 13). Both exhibitions included 
talks not only by academics - one of the 
writers of this paper (MDA) included 
- but also of amateur popularisers such as 
Stan Beckensall.

Fig. 12. Activities for children at the "Art 
on the Rocks" exhibition, Durham 2002.

Fig. 13. Activities for children at the "Art on the 
Rocks" exhibition, Durham 2002.
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Conclusion
As stated above, in the modern world the role of 
history - and therefore of archaeology - is to 
underpin identity. This is why archaeology is still 
important and this is why we have argued that 
learning about prehistoric rock art is important. It is 
an understanding of diversity and not homogeneity 
which is key to current social processes in our own 
society. Education begins in schools, but it is not 
restricted to academic institutions. Formal education, 
as important as it is, is not the whole story: museums 
have traditionally been the main complementary 
institutions to formal education. The emphasis on 
landscape has led to an increasing relevance of 
heritage management. In this paper we have analysed 
the impact of prehistoric rock art in the three fields so 
far mentioned - formal education in schools and 
universities, museums, and sites themselves. We have 
argued that there are clear differences between the 
ways in which, within the United Kingdom, England 
and Scotland make use of prehistoric rock art. We 
have related such differences to the nationalist 
ideology in each of them but highlighted how 
alternative voices are being raised. Hopefully these 
will grow and continue to be heard in the future 
because their message is important for us all.

A first version of this article was presented at the 
session “Rock Art and Education” organised by ]ulie 
Francis and Alanah Woody at the 2003 Society for 
American Archaeology.

All photographs in this article by Margarita Dlaz- 
Andreu.
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New suggestions on symbolism in the medieval 
rock art of Valcamonica
LILIANA FRATTI
DEPARTMENT VALCAMONICA OF THE CCSP

The analysis of non-figurative rock art (cupmarks, 
grooves, crosses, etc.), that is widespread in the Alps 
and clearly connected to local oral traditions and 
folklore, can bring new light onto ancient societies. 
Beyond the rock art typology, Valcamonica is one of 
the richest areas in Europe regarding medieval 
figurative engravings. Besides crosses, keys, 
Salomon’s Knots, which are subjects of obvious 
Christian inspiration, we can find images of castles, 
warriors, horsemen, etc. Particular attention has been 
paid to the Solomon’s Knot, a polysemantic symbol 
that represents the equilibrium between two opposite 
concepts. Historic rock art should be coupled with the 
study of imagery of the same period in order to 
clarify meanings and purposes: a result that is almost 
impossible if we look only at the few known contexts 
of the thousand of prehistoric engravings.

The Alps is an area rich not only in figurative but 
also in schematic rock art representations which 
preserve folkloristic heritage and oral narratives, the 
roots of which are buried in pre-Christian beliefs and 
behaviour. The new religious messages were late to 
take hold and did not eliminate the deep-rooted 
ancient practices, which would have resulted in the 
loss of the cult itself. During 2000-2001, Sansoni, 
Lentini and Marretta (2001) investigated an area 
rich in schematic rock art, at the beginning of 
Valcamonica and the edge of Lake Iseo, between 
Pisogne and Piancamuno. This work explored the 
references buried in legends and traditions, which 
might have related to the iconographic traces on the 
rocks. The language of the stones and the oral 
narratives were compared using the instruments of 
archaeology and cultural anthropology. The analysis 
of oral sources revealed their producers’ world-views, 
designating a particular conception of space, the 
domestic and the wild, thus delineating a particular 
geography of the territory. The object of analysis 
was a micro-culture that can be taken as representa
tive of the wider Alpine context, characterised by a 
fundamental homogeneity. This newly gathered 
evidence, used in conjunction with official History,

can help us to reach a better understanding of the 
series of human events that represents our cultural 
substrate.

In this area, characterised by schematic art, the 
only example of figurative art is a single human 
image (Fig. 1). The weapons handled would have 
been used for fighting at a distance and identify him 
as a cross-bowman or a magical guardian watching 
over the territory. The figure has a large open hand, 
a sign of power or magical or spiritual virtues, and 
is surrounded by other signs that are difficult to

Fig. 1. Pisogne, Valcamonica.
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Fig. 2. Pisogne, Valcamonica.

understand. It can be considered to date between 1100 
and 1300 AD, according to the weapons’ typology.

Other signs are crosses, or boundary-markers, 
which may also express a spontaneous popular ritual 
as is the case for the various crosses on a rock that is 
situated on a path leading to some mines in the area 
Pe de l’Aden. The cross, an apotropaic symbol par 
excellence, can be used as protection against negative 
entities or as a sign of exorcism (Fig. 2). So, the 
boundary-marking crosses do not only have a 
practical purpose. The meaning of boundaries 
overcomes physical reality, as the peace and 
equilibrium of the community presupposes the 
sanctification of boundaries, entrusted, not by 
chance, to stone: a powerful and eternal substance. 
The Romans offered sacrifices and gifts to the stones 
during the festival called Terminalia, in honour 
of the tutelary divinity, and whosoever violated 
the boundary could be killed. In Scandinavia the 
boundary stones were under the protection of the god 
Thor, and according to German and Scandinavian 
legends the transgressors, after death, wandered 
without rest trying to replace the stone in the right

position. The choice of the cross as boundary-marker 
could be motivated by its protective value and by the 
will to consecrate the boundary itself.

The horseshoe also has a protective value: it 
protects the hoof of the animal and, by extension, 
the human being. It is made of iron, a metal with 
magical properties, connected with strength and 
power. The horse itself presides over the passage 
between life and death; it connects reality with the 
other side, it is the vehicle of death represented in 
Roman triumphs. Horseshoes present on the rocks, 
according to numerous folkloric narratives, are the 
sign of the passage of a Saint or a demon, who have 
left the imprint of the horse. Frequently it marks 
boundaries between the world of the living and that 
of the dead. These signs and the relative legends 
occur in particular places, near deep ravines. It is 
probable that there is a relationship between 
engraved signs, the choice of places and popular 
beliefs, regarding manifestations of divine or diabolic 
entities or the world of the dead.

The souls of the dead had much importance in 
pre-modern societies. Wellbeing and prosperity was 
asked of them and was vital for the community. The 
divinities of Hades (Demetra) or the ancestors would 
guarantee rebirth in the cycle of life. But potentially 
dangerous contact with the world of the dead was 
regulated by well-established rituals (e.g. for the 
Romans through the “mundus”, for the Celts in the 
days of Samain). European folklore clearly shows 
that beside good spirits there are damned souls, 
responsible for meteorological disasters, epidemics, 
famines, or who simply want victims. The defence of 
the collective against those souls is varied: exorcisms 
or processions defining the space of the village and 
fields to protect from wandering souls that were thus 
confined beyond the territory of the community. For 
instance, even today during the “Notte Encrusera” in 
the Saviore Valley, the young build barricades at 
cross-roads and in front of the church on New Years 
Eve to stop restless souls from penetrating the village. 
The same protective aim is found in the rogations 
directed to the four cardinal points in the period prior 
to sowing. For these we only have the memories of 
oral history, but maybe deeper research including 
toponomy or cartography showing the ancient use of 
territory - domestic spaces, wild spaces - could add 
some clarification.

Particular attention should be directed to shrines 
along old paths. Often they are built on rocks 
engraved during the pre-Christian era with the
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function of disabling the strength of the pagan 
traditions by superposition. Christianity absorbed 
pagan sacred areas and practices in a complex 
equilibrium between its own affirmation and 
continuity with the pagan practices. The compre
hensive reading of the signs from the Middle Ages 
can only be achieved within the religious framework 
in which the penetration of the new faith reworks an 
archaic religiosity not without resistance and 
syncretic effects. In the area of Campanine one finds 
the major concentration of medieval figures in 
Valcamonica and the Alpine Arc, extraordinary for 
the variety of Christian subjects: keys (Fig. 3), 
crosses, symbols of the Passion of Christ, script, 
Solomon’s Knots. There are also images belonging to 
the lay tradition: a castle (Fig. 4), knights, warriors, 
scaffolds, hangmen, heraldic emblems, and magic 
signs. The boundary between sacred and profane is 
very weak. Certainly, the desire to narrate found 
expression in the incision of rocks. On rock 50 of 
Campanine, in the middle Valcamonica, there is a 
representation of a fence inside which there are 
figures holding a cross, a pole, a stick that terminates 
in a spiral, an anthropomorph characterised by a 
long tunic and others with clothes split in the middle. 
This could represent a procession near a walled 
village with a gate or a castle. Other depictions of 
castles in the area are similar to real constructions in 
the territory.

On rock 14 a figure with big hands is juxtaposed 
next to a phalliform with the base of an inclined 
cross. Is this a propitiatory scene in which one can 
see an archaic ritual, not domesticated by Christian 
orthodoxy? Another sign of great interest is the 
Solomon’s Knot. It represents the equilibrium between 
the horizontal and vertical dimensions, the harmonic 
and vital link of the unbreakable intertwined. 
Solomon’s Knot is represented, on various media, by 
civilisations distant in space and time. This symbol 
has an extraordinary diffusion in the Roman world, 
from the 1st century AD onward. In Valcamonica the 
first examples come from this period, both on walls 
and rocks. Solomon’s Knot is a powerful symbol that 
established itself perfectly in the Christian epoch 
when the new religion gave the symbol new meaning, 
without annulling the previous values that had 
determined its great success. In the Germanic and 
Longobard area there are many examples on belt- 
buckles and jewels. The Nordic taste for plaits 
created fancy forms among which one can indi
viduate both simple and complex knots. In Ireland

Fig. 3. Campanine, Valcamonica.

Fig. 4. Campanine, Valcamonica.

monks decorated pages dominated with this theme 
and in Sweden we find the best examples of these 
knots on a silver pendent in the form of a cross from 
the 10th century. This shows the strong link between 
the matrix of the knot and the cross. In Valcamonica 
we find the knot, in the Middle Ages, on the rocks of
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Campanine and also on frescoes from the 15th century 
(Figs. 5 and 6).

The incised rocks of the Middle Ages present a 
reflection of that which was depicted on the walls 
of churches, with a common language that only a 
rigorous iconographic confrontation could clarify.
It is necessary to continue research in all directions, 
in such a way that historic rock art research 
complements the study of the imagery as well as 
anthropological research. Only thus can we gain 
clarification of the meanings of the incisions on the 
rocks.
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Fig. 5. (Left) Campanine, Valcamonica.

Fig. 6. (Below) The church of Malegno, Valcamonica.
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Developing new techniques for 3D documentation 
of rock art
SVEN-OLAV JOHANSSON 
METIMUR AB

JAN MAGNUSSON
CULTURAL HERITAGE SECTION, COUNTY ADMINISTRATIVE BOARD OF VÄSTRA GÖTALAND

Abstract
This project was implemented in order to test the 
validity of using portable scanners for 3D-documenta- 
tion of rock carvings. The development project in 
2000 verified the validity of this proposal and, within 
the RockCare project in 2001, the method was further 
developed. Rock carvings were scanned in Tanum, 
Sweden, Valcamonica, Italy and Foz Coa, Portugal. 
During 2002 a large rock carving site in northern 
Norway was scanned within the project RANE. Data 
acquisition can be made on-site without damaging the 
carvings. If needed, life-size copies can be processed 
from the original data. The graphical surface model 
can be presented from various angles and illumina
tions on ordinary computer screens. The data 
accuracy (less than 0.02 mm) makes it possible to 
detect even small changes of the surface over time 
and so far, comparative studies of results from 2001 
and 2002 have been performed for the Tanum rock 
carvings in Sweden.

Background
There is a great need for objective and comparative 
documentation of important historical artefacts and 
monuments. The ancient rock carvings of Sweden 
constitute an enormous cultural treasure, but they are 
being destroyed at an ever-rapid rate by acid rain, 
physical damage and other factors. Documentation 
and registration is one of the most important means 
to preserving this heritage, but the most commonly 
used methods, rubbing (frottage) and plastic tracing, 
have been imprecise, costly and require large storage 
facilities. Although such methods can, when 
performed by skilled and experienced field staff, 
produce excellent representations of the originals in 
two dimensions, the third dimension, that reveals the 
topography of the bedrock, depth of figures and

pecking technique, is lost. This third dimension is 
important for making complete analyses of the motifs 
and compositions as well as for dating the different 
components of a panel’s overall composition. 
Furthermore, these methods can be potentially 
harmful to the carvings, inflicting severe damages on 
already badly weathered and brittle rock surfaces.

Recognising these problems, the Swedish National 
Heritage Board decided to develop a non-tactile 
three-dimensional digitising technique for documenta
tion and monitoring of degradation rates. Jan 
Swantesson began the development of techniques in 
the late 1980s with the support of the National 
Heritage Board’s Air Pollution Project. In 1989 the 
first prototype of a laser micro-mapping system was 
ready for testing in the field. The accuracy of the 
system was 0.2 mm and the maximum area to be 
measured was 40 x 40 cm, which took 2 hours to 
finish. Consequently the theoretical capacity of the 
system was 1 m2 in 14 hours. This poor capacity 
meant that you needed more than one working week 
to finish even a moderately sized rock carving. The 
system was therefore not used for documentation 
purposes but to monitor degradation rates of smaller 
sub-areas of different rock carving sites instead.
It was this technique that revealed the rate of 
weathering at Aspeberget rock carving to be 
equivalent to 58 mm per 1000 years from 1994 to 
1996, which is up to 60 times faster than the average 
rate of weathering of Scandinavian crystalline 
bedrock. This alarming figure resulted in the decision 
to cover the site with a protective insulating material.

In 2000, as part of the RockCare project, the 
Swedish National Heritage Board commissioned 
Metimur Co. to examine whether technological 
advances within the motor vehicle industry could be 
used for the purpose of recording rock art. The 
computerised methods and systems developed in the 
industry are objective, non-contact and capable of 
documenting objects with precision, in ways that
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make it possible to construct high-volume copying 
equipment at low cost. With such a system, there 
is no problem of physical storage apart from the 
preservation of computer files in digital media. In 
addition, the data can be processed and refined in 
various ways, for example by automatically genera
ting a fairly accurate copy of an object. The data can 
also be combined with other types of information, 
such as ortho-photos, in order to bring out and 
identify vague details. The question was whether 
this technology could be further developed for the 
documentation of rock carvings and, if so, with what 
consequences. Following some demonstrations and a 
small preliminary study, Metimur further developed 
the technology on the basis of the Swedish Heritage 
Board’s following specifications:

Measuring process

• Must not damage the rock surfaces.
• Accuracy better than 0.2 mm.
• Repeatable with high precision.
• Possible to cover at least 10 m2 per normal 

working day.

Equipment

• Transportable over terrain without roads.
• Powered by a portable electricity source.
• Reliable and not sensitive to various climatic 

factors (temperature, lighting conditions, humidity, 
etc.)

Data

• Providing the necessary information for producing 
accurate copies (initially for indoor storage in 
museums etc, then maybe for outdoor use).

• Displaying graphic models of surface shapes on a 
computer monitor from different angles and in 
various lighting conditions (for museum display, 
archaeological interpretations of carvings, etc.)

• Detecting surface changes between different 
measurements over time.

NOMAD system and method
The first tested measurement system and, at that 
time, new type of band-laser called NOMAD, 
consists of two main components. One is a Faro 
Silver measuring arm, which is 120 cm long and 
manoeuvrable through seven different axes. The arm 
has a pointed probe which registers the position of the

measurements. Attached to the arm is a scanner 
which emits a laser beam that is monitored by a 
digital camera. The camera is mounted at a precise 
distance and angle in relation to the laser beam.
The distance to the object can be calculated from the 
location of the laser beam in the image plane. The 
lengths of the laser shafts and their relative angles 
determine the spatial location of the measuring arm. 
When the scanner is fastened to the measuring arm, 
the two sensors can be calibrated so they yield the 
same result within a margin of 0.1 mm. The probe is 
used to establish the object’s system of co-ordinates, 
which can be defined as a plane or in terms of at 
least three points that can be identified with known 
co-ordinates (x-y-z). The surface shape of the object is 
then measured with the scanner, which registers 7000 
points per second, a capacity of 1 m2 in 35 minutes, 
compared to the old system’s 20 points per second.
So, this system has the same accuracy as the old one 
but it is considerably faster. The data is then fed into 
a computer and displayed on a monitor, either as an 
array of points or as a model in shaded relief.

Preliminary study
Prior to the main project a small-scale preliminary 
study was carried out in order to test whether or not 
it was possible, by means of precise measurements, to 
visually represent the data in the desired fashion and 
to make accurate copies. A small rock slab with a 
carving of a ship, borrowed from the Storehouse of 
the City Museum of Gothenburg, was scanned with 
the NOMAD system. The area scanned was c.
0.6 m2. The collected data was then processed with 
CAD to generate a triangulated surface model that 
could be viewed from different angles and lit from 
various directions on a monitor. A milling machine 
was then used to model a hard plastic material (Uriol) 
mixed with aluminium into three different grades of 
finish. The first grade gave a fairly rough surface; the 
second was somewhat smoother; and the third 
produced a surface very close to the original. The 
completed model measured 30 x 40 cm. The test 
showed that it was possible to produce accurate 
representations of rock carvings, at least with regard 
to their basic shape. Still lacking is a modelling 
material that has the authentic colouring of rock. 
Using actual rock is regarded as an unsuitable 
alternative due to the high risk of splitting.
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Adaptation to field conditions
The NOMAD mobile laser scanning technique was 
tested in the field on a rock carving in Tanum in the 
summer of 2000 (Fig. 1). Rock 151 at Fossumtorp 
was selected because it is situated fairly close to a 
road, was well-preserved and it has already been 
documented with traditional casting methods, so it 
would be possible to make comparisons of the various 
methods. To enable repeated measurements over 
time, a reference network of fixed points was set into 
the rock outside the area containing carvings. The 
points were precisely measured (better than 0.2 mm 
within an X-Y-Z framework) using geodetic instru
ments. Once the network was established, temporary 
points on the rock were measured. These were 
arranged so that at least three of them could be 
reached with the measuring arm. They were 
measured in the same way as the network and with 
the same precision by Mätpartner Co., who has 
knowledge and experience of precision measurement 
in industry as well as of geodetic measuring equip
ment. The specially constructed field tripod was easy

to set up, but insufficiently stable. This was later 
improved with changes in its construction. During the 
field test, however, it was replaced with a tripod that 
was normally used indoors. This had no significant 
effect on the outcome. Two car batteries were used as 
a power source. However, these had to be recharged 
after four hours of use. In order to avoid power 
spikes, the batteries were grounded with a heavy, 
specially constructed, cable. For shelter, an inexpen
sive “party” tent was used. It had a surface area of 
3 x 8 m, which in this case covered the entire rock 
carving. Made of lightweight material, the tent was 
erected easily but was blown about by strong winds. 
Also, the plastic blue and white striped material 
caused the penetrating sunlight to acquire a bluish 
tone that caused problems for the laser scanner. 
Covering the tent with a green plastic tarpaulin 
solved this problem. Later in the day the drizzle 
began but the shelter served its purpose and the 
documentation process was not disturbed.

After measurements from position 1 were comple
ted, checked and digitally stored, a new set of 
temporary points was measured with the arm-probe

Fig. 1. Rock no. 151, Tanum, Sweden.
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(Fig. 2). These points were marked with a felt-tip pen 
which was easily removed afterward and which 
served as new references when the measuring system 
was moved to a new position. This new position must 
be within the reach of at least three points. As the 
carved surface was c. 5 x 2 m, this procedure was 
repeated five times, until the entire rock surface was 
measured. The whole site was measured during a 
12-hour working day.

During the course of the work, many people 
came to see what was happening. General opinion 
was that the carvings appeared more distinctly 
on the viewing monitor than on the actual rock 
surface. Observers were particularly impressed with 
the on-line presentation of measurements as the work 
progressed. The established measuring routines 
worked well during the field test. An important 
routine procedure was to save measured data on 
external storage media at frequent intervals in the 
event of power failure. All measured data was 
labelled and saved in ASCI-format on Metimur’s 
computer network and on CDs. No further processing 
of the data has been carried out so far, but the results 
have been compared with a cast made of the same

rock carving. Conclusions are not yet finalised but 
there are indications that castings, even though this 
particular one was made with great skill, are not 
entirely faithful copies since they do not display the 
exact overall shape of the rock.

ATOS system and method
The technical development within this field is very 
rapid and in the beginning of 2001 a new and better 
technique called ATOS/moiré/Fringe Projection 
Sensors was available on the market. The ATOS 
system, which stands for Advanced Topometric 
Sensor, was developed by COM mblT for the car 
industry in order to model, manufacture and test 
components and assemblies with high accuracy. This 
new system is not based on the laser technique but 
can be described as an advanced photogrammetric 
device. The system consists of a measuring head with 
two digital cameras mounted on each side of a 
projector, a tripod, a controlling box and a PC. 
During the measuring process, fringe patterns of 
different densities are projected on the surface of the

Fig. 2. Testing the NOMAD laser scanner at rock no. 151, Tanum, Sweden.
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Fig. 3. Testing the ATOS video scanner system in field conditions.

object. These patterns are recorded in stereo by the 
video cameras and each of the recorded 439000 
points is calculated into 3D-coordinates with a 
maximum accuracy of 0.02 mm. The ATOS-system 
can collect 33000 points per second compared to the 
NOMAD system’s 7000 per second and the point- 
laser’s 20 per second. Another great advantage of the 
ATOS system is that you can instantly view and 
evaluate the collected data, which allows you to 
accept the data or reject it and re-measure. The 
digitised point-clouds can be saved as STL, Surf or 
Ascii files. In order to position individual data 
collections of larger objects into one point-cloud a 
common co-ordinate system must be established. This 
is performed using a pattern recognition technique 
called Tritop: with adhesive targets the system 
calculates the corresponding sensor positions and 
transforms the different data collections directly into

a local co-ordinate system established by a digital 
camera before the start of the actual surface 
digitisation.

Both laser and moiré methods generate a very 
accurate, dense, three-dimensional array of points 
representing a given object. However, there is no 
difference between the two methods with regard to 
processing the data. But moiré technology, as 
employed in the video scanner ATOS system, is easier 
to adapt to outdoor field conditions than the laser 
scanner as the measuring equipment is lighter and 
more portable (Fig. 3). The ATOS also significantly 
increases the accuracy, precision being better than
0.05 mm compared with NOMAD’s 0.2 mm, and 
covers considerably larger areas. On the other hand, 
although their level of precision remains too low, 
hand-held laser-based systems are continually being 
developed.
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Fieldwork
In order to apply the method developed for industry 
to outdoors settings, certain adjustments had to be 
made, which are summarised in the table below 
(Table 1).

In June 2001 most of the problems regarding 
adaptation to the field, described above, had been 
addressed and the ATOS technique was ready to be

fully tested in the field. In four working days data 
was collected from four sites with a total area of 
37 m2 (averaging 9.2 m2per day), which must be 
considered as a very encouraging result considering 
the stormy conditions that prevailed for two of these 
days. In addition a roof slab (3.2 x 2 m) of a dolmen 
stone coffin, containing over 50 cup-marks in a state

Problems Solution Limitations

The measuring head needs 
to be absolutely stable 
during exposure.

A stable and easily operated tripod
must be used.

Difficult on long and steep slopes.
Stormy days should be avoided.

The lighting conditions must 
be absolutely stable during
data collection.

A large moveable and lightweight 
party tent with a dark fabric must 
be erected over the equipment.

Even in a tent the lighting conditions 
can vary on a day with changing
weather conditions.

The equipment is sensitive to
moisture and dust.

As above. We experienced no disturbances 
due to this problem.

An absolutely stable power 
supply must be provided during 
the whole working session as 
voltage peaks can destroy 
computers.

A power supply designed for 
computers (Honda) and a device 
between the generator and 
computer must be used.

Common small gasoline generators 
cannot be used.

Sites are often situated at some
distance from the nearest road 
and the equipment is heavy.

A strong back-up team should be 
available. Equipment should be 
as light as possible.

Sites situated far from roads
(max 500 m) cannot be measured 
unless a helicopter is used.

Moist conditions on object
surfaces.

Surfaces must be cleaned and dried
before measurement commences.

No work can be performed on rainy 
days.

Table 1.
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Parish Number Name of site Remarks

Tanum 151 Fossumtorp The entire panel. With reference screws for monitoring 
from the Nomad data collection

Tanum 505 Prästgården The entire panel

Tanum 21 Southern Aspeberget The entire panel. With reference screws for monitoring

Tanum 255 Fossum The east part. With reference screws for monitoring 
from earlier data collections by Swantesson

Kinneved 21 The Slutarp dolmen The entire roof slab. With reference screws for monitoring

Table 2.

of imminent degradation, was scanned for monitoring 
of the degradation rate. The panels scanned in 
Sweden during 2001 were (Table 2).

In September the ATOS technique was also tested 
in Italy and Portugal. During three and a half very 
long working days, five sites were scanned in 
Valcamonica, Italy. For one and a half days the 
downpour of rain halted all attempts of fieldwork. 
Thanks to excellent field assistance from our Italian 
colleagues it was possible to scan 38 m2 (11 m2/day 
and 1.4 sites/day). This must be considered to be an 
absolute maximum of what is possible to achieve. 
After Valcamonica the equipment was transported to 
Foz Coa in Portugal where the rainy conditions were

replaced with very hot and dusty circumstances. The 
hot and arduous conditions were intensified inside the 
protective tent, where temperatures could exceed 
50°C. Nevertheless, during five days the team 
succeeded in collecting maximum resolution data 
from 5 sites containing both carved and filiform (very 
finely carved) figures. The scanned panels in 
Valcamonica and Foz Cóa were (Table 3).

Since the finalisation of the RockCare Project 
several more panels have been recorded using the 
ATOS scanner. The Slutarp dolmen, Tanum 255 and 
Tanum 21 were re-sampled in 2002 and 2003 in order 
to determine their degradation rates. A rock carving 
in northern Bohuslän, Hogdal 205, was scanned in

Place Name of site Number No of panels Remarks

Valcamonica Bedolina 1 The entire "Map Rock"

Valcamonica Garden of CCSP 1 Carved stone

Valcamonica Cemmo 1 1 Part of the carved boulder

Valcamonica Paspardo 2 Both entire panels

Foz Cöa Penascosa 3 1 The entire panel

Foz Coa Penascosa 4 2 Scanned twice with different resolutions

Foz Cöa Penascosa 5a 1 The entire panel

Foz Coa Penascosa 5c 1 The entire panel

Table 3.
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2003 due to the development of a large shopping 
centre in Nordby. And most important, 110 m2 of a 
unique panel in Kåfjord, within the World Heritage 
Area of Alta in the very north of Norway, was 
scanned during 2002. The Kåfjord panel is very 
fractured and brittle and will therefore not be 
displayed to the public. The data collected from this 
site will be used for the development of 3D virtual 
reality screenings of the panel at Alta museum, while 
the original is being preserved for the future under an 
insulating cover.

Evaluation of data collection in 
the field
It is always difficult to adapt sophisticated high-tech 
equipment developed for indoor use to rough outdoor 
conditions. The equipment must be protected from 
moisture, dust and extreme temperatures. Lighting 
conditions and the camera rack must be absolutely 
stable during data collection and a stable current 
supply must be provided. In spite of these limitations 
and difficulties the ATOS/GOM equipment has

proved to be very reliable despite rough external 
conditions. In order to avoid changing lighting 
conditions night-work could be considered.

Prior to the data collection in the field it is 
important to decide the optimal point-density in 
relation to the purpose. Measurements that are too 
dense vis-å-vis the purpose means small areas of data 
capture per exposure and, in turn, slow and expensive 
fieldwork. Therefore, it should be decided if some 
sections are of higher scientific interest demanding 
a higher point density than the rest of the panel.

Applicability and utility of the 
ÄTOS technique
At present the ATOS system offers the most optimal 
technique for the depiction of rock art that is 
available at an almost reasonable price level. The 
approximate price of data collection varies between 
300 and 800 EUR per square metre depending on the 
point-density and size and location of the measured 
panel. This price level makes it an exclusive 
technique for use only on carefully selected rock

Fig. 4. Resulting image from computerised processing of data from rock no. 151, Tanum, Sweden.
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carving panels. For the great majority of sites 2D 
techniques, such as rubbing and plastic tracing, 
remain the only accessible standard solutions.

The present data processing methods meet high 
expectations as do products for the end user. The 
documentation is stored in a computer data file 
containing a very dense array of measuring points 
within an X-Y-Z framework. The data can then be 
processed so that accurate representations of the rock 
and its shape can be generated automatically (Fig. 4). 
Substantially less space and expense is required to 
store the data than is the case for castings and 
frottage, but these records can be combined with the 
computerised data, for example colour ortho photos, 
which can increase the likelihood of detecting 
carvings that are not visible to the naked eye. Also, 
the data can be displayed in various projections and 
lighting conditions so that even vague outlines 
emerge with sharp contours.

Processing of the collected and often very large 
basic data files demands a powerful workstation as 
well as the appropriate software, like different CAD 
and GIS programmes, which in turn demand well 
educated operators. However, the large number of 
applications of this data, more than compensates for 
these drawbacks.

Overall, the benefits of the ATOS system can be 
summarised as follows:

1. The high precision 3D data is the most optimal 
way to safeguard a rock carving for future 
research.

2. Detailed scientific studies and analyses of 
indistinct figures, pecking techniques and 
superimpositions can be performed at all times of 
the year.

3. Replicas can be manufactured using computer- 
controlled milling cutters or 3D copying machines.

4. Different types of virtual images and recorded 
programmes can be produced for display to the 
public on 3D screens in museums. False 3D images 
of protected and covered sites can also be 
produced for display in computerised guiding and 
information programmes on small handheld 
computers rented to visitors in major rock art 
centres.

5. High precision monitoring of degradation rate can 
be performed by repeated data collections from the 
same site. This high precision also means that 
results are yielded much quicker than with other 
methods. The only disadvantage is that you need 
at least three reference marks in order to calibrate 
the different measurements with each other and 
calculate the degradation. But these reference 
points are, of course, a serious intervention to the 
monument and therefore the advantages of the use 
of this method must at all times be carefully 
weighed against this intrusion.

Future plans
The results of this project demonstrate that measure
ments must be made with great density and precision 
in order to produce faithful computer or physical 
models. Rapid development of measuring equipment 
that meets such demands is currently taking place. 
There is also a rapid development of computer hard- 
and software that can process data at greater speeds 
and lower costs than previously. The technical 
difficulty lies in adapting such systems to outdoor 
settings. The technical challenge is that there is no 
large market for such systems, which means that most 
costs are absorbed in the production of a single 
model. The advantage, of course, is that the site or 
object can be safely documented for the foreseeable 
future with less risk of damaging the rock than 
traditional methods. The measurements are objective 
and precise to within 0.05 mm, making it possible to 
detect degradation processes within relatively short 
time intervals. This rapid detection of wear and tear 
makes it possible to take effective measures in good 
time. Also, related research can be accelerated 
through the distribution of the computer model over 
great distances. However, the most important 
advantage of this method is that it is so accurate and 
efficient (covering over 10 m2/day), so it provides 
good reason for extensive documentation of rock 
carvings before they are subject to further 
deterioration.

For further information we recommend Metimur’s 
home page www.metimur.se
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Rock carvings in Denmark
GERHARD MILSTREU
TANUMS HALLRISTNINGSMUSEUM, UNDERSLÖS 
TRANSLATED BY WILHELM OTNES

Abstract
Denmark’s tradition in archaeology is its pride. 
Unfortunately this statement is not true for the field of 
rock carvings. This field may be small but it is of 
great importance. During the last ten years several 
European countries have conducted comprehensive 
work, including documentation and presentation to 
the public, to protect prehistoric art. Sweden has been 
at the forefront of these developments. Denmark, 
however, has only just begun documentation and 
registration work on ship iconography in metal and 
rock contexts.

The history of research
Interest in Scandinavia rock carvings has a long 
tradition. The first published carvings were copied by 
Petrus Adolphi, Oslo, Norway, who sent his drawings 
of a rock carving, the so called ‘Shoemaker’ from 
Bohuslän, Sweden to Ole Worm in Copenhagen in 
1627. At that time Norway, Bohuslän and Scania, 
Halland and Blekinge belonged to Denmark. The 
first survey of the Danish material came in 1875 in 
a book by Henry Petersen, About Rock Carvings in 
Denmark. Interest in rock carvings then grew and 
resulted in a number of publications that were mostly 
descriptive in nature. As is characteristic of such an 
old tradition, many amateurs have contributed to the 
overall picture of Danish prehistoric art. In 1969 
P.V. Glob published a revised and updated survey, 
Rock Carvings in Denmark. Rock carvings continue 
to be found in Denmark today.

Physical geography
Denmark is a low-lying country of less than 200 metres 
above sea level. For this reason its highest points can 
be described only as large hills. All of the Danish 
hills were formed during the last Ice Age, which 
lasted for over 80,000 years and ended about 15,000

- the current situation

years ago. During this glacial period large stones and 
boulders were carried southwards by the ice - but 
without engravings!

In the middle of the southern Baltic lies the island 
of Bornholm, 150 km east of Sjælland (Denmark) but 
only 80 km north of Poland and 40 km south of 
Sweden. Bornholm is the easternmost large island and 
its geographical nature is different from that in the 
rest of Denmark. Bornholm was formed over millions 
of years by the tremendous rupture and upheaval of 
bedrock and thus consists of granite and gneiss cliffs 
(Fig. 1). In this sense it can be considered as an

Fig. 1. Vivebrogård, Jylland. Apart from at Bornholm there 
is no bedrock in Denmark. But there are many small stones 
and boulders bearing almost all types of engravings.
Photo: Gerhard Milstreu and Flemming Kaul.
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Fig. 2. At Bornholm the bedrock very often 'peeps out' in the fields, and have thus been called "girl-stomachs".
It seems that Bronze Age artists preferred that 'canvas' for inscribing their important message. Photo: Gerhard Milstreu.

extension of Sweden. Bornholm is a particularly 
important area of Danish rock carvings. In the 
rest of the country we find engravings only on 
smaller stones and boulders (Fig. 2).

Images and signs
The majority of Danish rock carvings consist of 
single images or signs. Only a few stones exhibit 
more than a few different figures and it is only on 
the ice-polished rocks of Bornholm that we find 
larger compositions (Fig. 3).

Cup-marks
The most common sign is the cup-mark found, 
which is found at about half of the sites. It often 
occurs with other signs with the exception of 
handprints. The cup-mark is found on more than 
1000 Danish boulders and rock outcrops and 
small versions (smaller than the size of a hand, 
the so-called ‘pocket cup-stones’) occurring on 
over 250 stones. The many thousand cup-marks

Fig. 3. Madsebakke, Bornholm is the biggest panel in Denmark 
with 17 ships, cross-in-circles, footprints and cup-marks.
Photo: Gerhard Milstreu and Flemming Kaul.
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are found all over Denmark in varying 
concentrations and dimensions - from 2 
to 12 centimetres in diameter and from 
a few to 100 millimetres deep (Fig. 4).

Cross-in-cirde and drcular signs

Apart from the cup-mark and ship, the 
most common of the Danish rock- 
carvings is the circle in a variety of 
forms (Fig. 5). About half the carvings 
fall into this category, when cup-marks 
are excepted. Usually, these signs are 
interpreted as sun symbols (Fig. 6). The 
simplest of the wheel-signs consists of 
a plain circle. Its special position in 
relation to other figures implies its 
interpretation as a solar symbol. This 
is most evident on the Engelstrup stone, 
Sjælland, where it is located between a 
male and female figure. It may express 
sexual attraction. There are also 
several instances where the cross-in
circle symbol occurs in pairs and when 
two pairs are found together they have 
been interpreted as carriage wheels. It 
is well known that two-wheeled wagons 
(with or without teams of stallions) 
were symbolised across Europe by 
cross-in-wheel signs. Besides the four
armed cross-in-circles, other wheel- 
signs with 8 spokes are known.

Fig. 4. Ringeby, Bornholm. This large boulder, with about 230 cup-marks, is 
an integrated part of the peasant culture to day as it was during the Bronze Age. 
Photo: Gerhard Milstreu.

Fig. 5. Lille Strandbygård, Bornholm. A very beautiful panel in the middle 
of a field. Its position makes it is extremely vulnerable to damage during 
fertilisation. Photo: Gerhard Milstreu.

Fig. 6. The Chariot of the Sun from Denmark is 
well known. Last year we found "The football of 
the Sun" - the stone is rounded and pecked with 
double cross-in-circle motifs displaced 90 degrees 
and with cup-marks inside each section of the 
cross. The bottom is levelled which indicates that 
it was intended to stand. Is this some kind of ritual 
Sun Sculpture? Photo: Flemming Kaul.
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Fig. 7. Brændegård, Bornholm. Several footprints on an extremely weathered surface. 
Photo: Gerhard Milstreu.

Fig. 8. Lensgård, Bornholm. This panel was excavated in 1999. The farmer is very proud of 
the carving and takes care of it. Photo: Gerhard Milstreu and Flemming Kaul.

Footprints
A common sign in Scandinavian rock carvings is the 
footprint. This image type includes both paired and 
single bare feet, sometimes with all of the toes care
fully indicated, sometimes without. Footprints are 
known at ten localities in Denmark (Fig. 7).

Ships
The favoured pictorial motif in Scandinavian rock 
carvings is the ship (Figs. 8 and 9). Cup-marks

excluded, depictions of ships comprise over 25% of 
the Danish carvings, while the corresponding figures 
for Sweden and Norway are about 50% and 60% 
respectively. It shows the paramount interest of the 
engravers in the ship, something that separates them 
from contemporaneous carvings in the rest of Europe.

Carvings of ships are found throughout Denmark 
but are most numerous in northern Sjælland (Fig. 10) 
and northern Bornholm. As early as in the beginning 
of the early Bronze Age, the ship appears engraved on 
the blade of a curved sword from Rørby, Sjælland.
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Fig. 9. (Left) Kirke Hyllinge, Sjælland. It was quite 
common to re-use the old sacred stones in the first 
churches. (Below) Detail of the ship and several 
cup-marks. Photo: Gerhard Milstreu.

Fig. 10. Hyllingebjerg, Sjælland. 
One of the biggest boulders with 
four ships, cross-in-circles and 
about 240 cup-marks.
Photo: Gerhard Milstreu.
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Fig. 11. Madsebakke, Bornholm. One of the biggest ships from 
the late Bronze Age. Photo: Gerhard Milstreu.

It is possible that this type of ship, with an inwardly 
curved stem and stern, was depicted on rocks during 
the early Bronze Age, period I and II. It seems that 
other types, where the stem and stern are provided 
with ‘heads’, first appear in period III-IV. The largest 
concentration of rock-carvings on Bornholm is 
situated at Madsebakke (Fig. 11), on a furrowed rock 
surface. 18 ships of very different types can be seen 
here, together with footprints, cross-in-circle symbols 
as well as circles, parallel curved lines and numerous 
cup-marks. It would seem that the Danish ships, ex
cluding those from Bornholm, belong to the early 
Bronze Age and the first period of the late Bronze 
Age, while the Bornholm ships 
continue into period VI and the 
Celtic period (the Hjortspring 
type).

found on Sjælland (Fig. 12). In addition two are known 
from Østfold, Norway and two from Bohuslän, Sweden.

Men and animals

Animals and men comprise below 5 % of the Danish 
rock carving’s repertoire. The very schematic crew- 
strokes in boats are not included in this calculation. 
Well known examples include the scene on the 
large Herrestrup stone where a man, depicted with 
outstretched arms and open fingers, is seen facing an 
animal (possibly a horse). Above his hip is an oblique 
stroke that makes him strongly phallic. He is armed 
with a sword. A phallic man is also seen with a 
woman on a circular, flat stone disc from Maltegård, 
Sjælland. Undoubtedly we see in this unique piece 
a depiction of the “sacred wedding”, a scene that 
is also found in other Scandinavian rock carvings.
A man and a woman are also depicted on the 
Engelstrup stone. They stand beneath the ships on 
each side of a circle (probably the sun). Another man 
turns his back to this couple but probably belongs to 
the same scene. To the left, above the larger ship is a 
third male figure, apparently phallic. Above the ship 
at the very right is an animal (possibly a horse). 
Women are relatively seldom seen on the rock art 
of the Scandinavian Bronze Age. It is therefore note
worthy that women comprise about one third of all 
human representations in Denmark, while they are 
almost unknown in other areas.

Handprints

One of the most peculiar 
motives of the Scandinavian 
rock carvings is the hand with 
open fingers and parts of the 
arm, pointing to four short 
parallel strokes. In contrast to 
other motives this one is - with 
two exceptions - always found 
alone on smaller, usually split 
stones, several of which have 
been found in or near graves 
from the Bronze Age period IV. 
This small group consists of 23 
Danish stones, of which 18 are

Fig. 12. Grevinge Kirke, Sjælland. Two stones bearing handprints were incorporated into 
the tower of the church. Photo: Gerhard Milstreu.
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A new research project 
- ship carvings in rock
In 2001 the Research Centre of Marine Archaeology 
in Roskilde started a research project called Ship 
Carvings in Rock in co-operation with the National 
Museum in Copenhagen and Tanums Hällristnings- 
museum, Underslös.

If we exclude cup-marks the ship is the most 
common object depicted in this religious visual art. 
The Scandinavian research material is comprised of 
tens of thousands of ships carved into solid rock or 
onto loose stones and hundreds of ships portrayed on 
bronze artefacts, such as razor blades. In 1996-7 
a complete survey of ships depicted on bronze 
artefacts from the Danish Bronze Age was made, 
thanks to the Research Centre in Roskilde. Ships on 
Bronzes (Flemming Kaul 1998) is a published registry 
of ships on bronze finds. A registry of all Danish 
ships depicted during the Bronze Age will not be 
complete before the ships on the rock carvings are 
included. On account of this, the Research Centre 
of Marine Archaeology introduced the project

Bronze Age Ships in Rock in August 2000, in order 
to provide documentation and registration of all ship 
pictures in Danish rock art. This project is not only a 
prolongation of Ships on Bronzes. Rock carvings are 
primarily earth-bound artefacts in a landscape that 
includes other finds, and it seems important to 
register and study these relationships, not forgetting 
their topography and geography.

The renewed documentation work on Danish rock 
carvings will consist of several phases that will be 
developed by Tanums Hällristningsmuseum, Unders
lös. The present author will be responsible for the 
documentation work. A considerable part of the work 
will take place at Bornholm, the only part of Den
mark with carvings on the bedrock. Moreover this 
island has the largest number of exposed rock-carved 
ship images in the country. Around selected carving 
sites there will be comprehensive archaeological 
investigations that may reveal activities related to the 
carvings. One has to consider whether particular 
details in the landscape, as well as the time and place 
of sunset and sunrise during the year, may have 
influenced the position and direction of the carvings.

Fig. 13. Madsebakke, Bornholm. To take good photographs is very important - but not always very easy. Photo: Flemming Kauf
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The image as a source of 
archaeological information
The use of the rock carvings as a source of archaeo
logical information seems to have been - with a few 
exceptions - marginal throughout the history of 
research in Denmark. The approach to Danish rock 
art has been mainly esthetical and its information 
value has been underestimated. Serious research is 
scant. In the recent 10-15 years there has been 
growing interest and understanding of rock art as a 
decipherable message. The carvings’ value as a 
source, equally important with other historical 
sources, is now being recognised. Our archaeological 
history is becoming visible. The starting point of this 
change is electronic. The digital revolution is of great 
importance in the history of research as it has made it 
possible to gather and file copies of this ancient world 
of pictures in great quantities. This allows a more 
solid and comprehensive survey and understanding of 
this visual material alongside other archaeological 
information. We still do not completely grasp the full 
consequences of this. Pictorial mass communication 
became a pivotal source of information in the 20th 
Century. This has influenced the traditional views of 
specialists, who gradually began to acknowledge the 
picture as a source of archaeological information and 
interpretation, not less valid than other sources. This 
has enhanced the demand for developing suitable

methods and techniques in research as well as for 
teaching.

People often believe that anyone can understand 
a picture, but this is not the case. The informational 
value of rock art is extensive. Their simplified 
shape gives a clear interpretation of the underlying 
message. Part of the iconography may immediately 
be related to the other finds from the same period.
By comparing and contrasting these sources, carvings 
and finds can provide each other with more informa
tion on the contents of the pictures and the meaning 
of the finds. However, it remains difficult to interpret 
rock art. The carvings were created in a social and 
historical setting and the moment of their creation 
was unique. The experiences of people today do not 
coincide with those of the rock-carving artists. So, 
although they greatly improving our knowledge, 
there are limits to their use as a source.

Conclusion
Denmark has - with energy - embarked on the 
endeavour of electronic registration and filing of 
the archaeological source material consisting 
of ship iconography. This is the beginning of a bright 
future for rock art research in Denmark that will 
benefit much from international collaboration in 
this field.
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Southern Scandinavian rock art in the landscape
Observing the observers

JARL NORDBLADH
GÖTEBORG UNIVERSITY, DEPARTMENT OF ARCHAEOLOGY, GOTHENBURG, SWEDEN

1. Introduction
From the 17th century onwards, antiquarians and 
early archaeologists left their learned and safe milieu 
- the library and archive - to make outdoor 
observations. Movement and presence was necessary 
in order to bring “home” objects, notes, measure
ments and drawings. Thus, Sweden was furnished 
with ancient monuments and finds, archaeological 
regions came into being and dispersion and 
density patterns provided different spatial values. 
Antiquarian activities created new material worlds, 
which did not exist in that manner before. Places 
were held together by social uses. However, 
geographical notes were firstly aimed at retrieving 
the ancient places, rather than incorporating them 
in an overall, archaeological, spatial framework. 
How early travelling used a trained eye to produce 
documents and thematic atlases is discussed as well 
as how this apodemic, self-experienced voyage 
affected the contents of sites. Geography became an 
indispensable property without which archaeology 
could not get along.

Introduction
Landscape became a major category rather late in 
archaeology. Suddenly, in the 1980s landscape was 
seen as a strong reference not only for the under
standing of location and arrangement but also as a 
scene for actions and - on a larger scale - a creation 
resulting from human life: a transformation of the 
earth and its elements. Furthermore, landscape 
characteristics could add information to archaeo
logical materials of a symbolic nature, such as rock 
art, which could reinforce interpretations and explain 
phenomena in special contexts. Topography and the 
interplay of bedrock, plains, water, sky and vegeta
tion offered a background both for a historic situation 
but also for the understanding of the discovery of the 
ancient monuments and remains during our times.

Geography has become an indispensable property 
without which archaeology can not get along.

Initially landscape was often seen as an un
problematic concept, as a normal fact. The process 
was to delimit a piece of terrain and provide the 
space chosen with adequate vegetation and climate, 
relations between water and land and so on and then 
to furnish this area with human activities and 
constructions. Everything was supposed to have 
happened within this created box. Physical recon
struction became the norm for both spatial and 
locational understanding. However, during the course 
of research, landscape appeared to be a problematic 
concept as it was loaded with many, often conflicting, 
properties. The ever growing literature on archaeo
logy and landscape clearly shows this dilemma. From 
questions of physical setting landscape demonstrated 
answers on planning, ideology, symbolic distances, 
visual and other sensory sensations. Landscape 
became more and more a social matter. Of course 
we are all the time left with the fundamental and 
unsolvable problem of the relations between what 
was once there and current observations. It could 
even be the case that the more objective we try to 
be (according to the rules given), the more time 
dependent we become.

This article is not dealing with the concept of 
landscape through time but rather with specific 
appreciations of land, terrain, setting and place 
in relation to the structures of discovery and 
observation. Instead, travelling as a method of 
gaining direct outdoor situated knowledge is 
discussed. Rock art became a specimen for academic 
interest and explanation in Sweden during the 17th 
century, resulting in a special kind of movement 
through the terrain that was very much different to 
that involved in the initial use of petroglyphs. It is 
interesting to observe early colleagues and their 
establishment of certain techniques, planning, 
collecting and forming information. The petroglyphs 
are still used, but by us for quite different reasons, 
such as cultural tourism, school education, heritage
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and research. These reasons are not necessary the 
same as those given when archaeology was invented. 
What future uses there might be are quite difficult to 
imagine.

To look for and to find
The 17th century provided for a more developed and 
structured antiquarian mission because of a thorough 
investigation of the land and properties of Sweden. 
Earlier, the church, trade and the military had 
explored the country according to their activities and 
needs. These organisations were distinct from each 
other but to common people in the countryside they 
all represented power and control from outside and 
far away. As knowledge and education were 
traditionally connected with the church, antiquarian 
activities were also grounded in the church’s 
administrative system, with entities such as 
episcopates and parishes, but there were also more 
traditional civil divisions of land such as county, 
hundred and, as the smallest entity, the single farm. 
Land surveyors of the state and the antiquarians of 
the crown travelled the length and breadth of the 
country. Taxation of land resulted in new, upsized 
and graded records of the terrain in the form of 
economic maps, on which ancient ruins of monu
ments were now and then indicated as obstacles for 
farming which allowed a reduced tax. Probably the 
antiquarians, employed at a collegium or academy 
in Uppsala or later in Stockholm, were seen as 
representatives of the state, with special passports, 
duties and rights. The antiquarian interest was 
focused mostly on impressive monuments and 
cemeteries, runic stones, ruins of castles and old 
church buildings. Artefacts were seldom seen and the 
collection of specimens at the collegium was very 
limited (Arne 1931). Another argument regarding 
which social system the antiquarian belonged is that 
they were most often the guests of local vicars, where 
a library might be available and from whence place- 
knowledge could be gathered in an educated form 
that would be usable for writing the travel book.

It is important to point out that travelling 
antiquarians are not the first contact between ancient 
monuments and a system of administration. In 1666 
the first of several general antiquarian investigations 
were introduced, conducted via the archbishop and 
the bishops and parallel with the same commission by 
the county governors (Stahle 1960). The same kind of

surveying had occurred in Denmark several decades 
earlier, and it is highly probably that this was the 
model for the Swedish campaign. The questionnaire 
relied on the relationship between the local deans and 
vicars and the state antiquarian organisation. It does 
not necessary include travelling and probably most 
officials of the church just asked their congregation 
about the state of ancient monuments. The answers to 
the antiquarian authorities were quite uneven in 
quality, varying from detailed accounts with pen 
drawings to complete silence.

Observation and the trained eye
What happened in antiquarian history can never be 
completely known and there has been a strong 
tendency to place all known efforts into ascertaining 
this knowledge into one, deliberate mission: 
archaeology. As prehistoric remains don’t disappear 
completely, there must be some sorts of reflections on 
the passing of times and the place of your own life. 
Memory generally seems to be replaced by different 
forms of history, both local and formed by strangers, 
called academics. Sometimes this has survived in 
documents, such as law texts, place names, border 
agreements or even myths about hiding-places for 
treasure (Jensen 2002). Phenomena such as these are 
affects resulting from the original situations, a kind of 
echo or by-product, which point at something other 
than themselves.

There are accounts of individual exploration 
expeditions already at the end of the 16th century, 
which present a new method of gaining knowledge: 
the apodemic, which represents a scientific practice 
involving predefined movement in space (Eliasson 
1999). This kind of journey is thought to be well- 
structured, repeatable and objective through a limited 
set of language terms and expression. It is also a 
proof of presence to be stored in a centre for 
documents, an archive, ordered from principles, 
already anticipated, during the journey. What is 
looked for has to be decided in advance and 
assumptions must be made on how it will appear. 
Moreover, the very seeing or observation is a learned 
quality, guided by the meeting between an 
archaeological material and a set of scientific 
questions. Hereby a source material is created. It is 
made a source material by us, not by itself. Central 
to this is the source’s ability for representation. It is 
less of a personal memorandum and is principally
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directed to be usable by others, colleagues, in com
parisons with accounts made in the same way by 
other persons: as models, quotations, copies, but also 
to be criticised. In the history of archaeology these 
pioneers are seen as isolated, strong individuals, but 
probably this is merely a hangover from the romantic 
view of the lonely researcher. Instead, journeys 
included more than one person, often a small group 
of specialists, depending on the qualifications of the 
antiquarian. It is not standard that the same 
individual could measure, depict, investigate, take 
samples and write down observations. If excavations 
were included, these were conducted but not physi
cally realised by the antiquarian. Help with digging 
was organised through day-labourers at the farms, 
service men at nearby military regiments etc. 
Regarding the depictions, there was a sort of drawing 
machine available, which could help to gaze-frame 
the picture, providing the right proportions etc.

Taken and transported away from the visit are 
the figures of the measurements, the depictions, in 
different scales, of the sought rock image, the 
rubbings and casts, the descriptions and observations 
in text, not least, the condition of the monument, and 
finally - on top of everything - the travel book 
describing what was done, where, when and by 
whom. The discovery visit has come to an end and 
the rock image and the place is shut. But the 
produced documents are not an end in themselves. 
Back at the laboratory, studio or archive, the texts 
are reorganized not along what was done and written 
during the visit step by step, but according to the 
structural logic of the document. Drawings are 
converted into presentable copies on better paper 
quality, rearranged, framed and sometimes coloured. 
The final codification will be the carved and later 
printed woodcut from a drawing, which in a way 
- through wide distribution - guarantees the possible 
stereotype. The original notes from the visits are 
often reused and erased for other purposes. There is a 
parallel wearing out both of the rock image surface 
and the documents produced. Unfortunately both 
categories are on their way to destruction.

The importance of place
Rock art must be situated somewhere. Most of it is 
immobile and obviously part of the bedrock. Some 
rock art, in the form of small stones with engraved or 
pecked figures and cup marks, is movable and may 
have been circulated, but how such networks may

have been organised is unknown to us. A remarkable 
use of rock art is the category of standing stones, 
which have been situated, where there were no stones 
before. Cist graves with picture stones or so-called 
hand-stencil stones are important markers in the 
landscape and help to structure the different forms 
of rock art.

The chosen place for rock art is not definitely the 
same place as that occupied by the ancient monu
ment, the rock carving site in antiquarian terms.
Place is a historical and social creation and the 
maintenance of a place demands people. The place 
fades away if its use is discontinued. What remains 
of the site is a possible but dissolved historic place, 
which can be productive in archaeological discourse. 
On the other hand, a new place is created by the anti
quarian activities and is held together by quite diffe
rent social uses. Rock art as a modern concept collects 
candidates and forms both formal and spatial circum
stances, which stand out from other archaeological 
phenomena. Reflections on placing supports wider 
interpretations of rock art beyond pictures and figures 
and may better relate to other historical remains.

Archives
Antiquarian activities create new material worlds 
which did not exist in that manner before. There has 
never been a sort of model chamber or repertoire 
storehouse from which rock art was chosen and 
performed. Further, there has never been an office 
where the quantities and distribution of certain 
figures have been registered and permission of use 
was obtained. The modern archives are substitutes of 
real things, which are not suitable for collecting as 
they are. New types of order, closeness and neigh
bouring are given, as a reference system in the 
antiquarian world. Moreover, the documents, 
belonging to different field campaign periods, also 
mark time within the archive. If documents would 
be not identical but totally congruent with the chosen 
objects, it is only the research situation, which 
suddenly is moved indoors in a concentrated way.
So, instead of being identical, documents must 
clearly have contents of interpretation, which be
come important arguments within the interpretative 
framework. Archives need translation and the reading 
and viewing of documents is an art in itself. As diffe
rent documents are situated in different archives, just 
like artefacts, new journeys are needed for archive 
visits. The apodemic travel seems to never cease.
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Fig. 1. The rock carving site of Librunna, Parish of Ramsta, County of Uppland. (Ramsta sn 
(parish) no. 3). Woodcut by Ulf Christofersson, with handwritten comments regarding the 
geographical situation. Date uncertain - c. 1693. Original in the Peringskiöld collection,
The Royal Library, Stockholm. Note the setting with the sloping bedrock and the focused ship 
figure. The topography is indicated but rather stereotypical. No scale, no indication of North.

Fig. 2. Rock art ship at the site of Ramsta no 3, Librunna 2:1, County of Uppland (same as 
Fig. 1). Photo: Sören Hallgren 1971. The ship is 280 cm long and painted in white, for photographic 
contrast. Compared with Fig. 1 it is amazing that the antiquarian has so successfully managed to 
establish a pictorial language to express the observation. It is evident that the almost three 
hundred year old woodcut image guided how the photograph was taken.
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Fig. 3. Two overviews of the rock carving site of Lökeberget, County of Bohuslän. Lithography by 
Laurits Baltzer, 1881. Note the ambition to account for both the setting, the form of the bedrock, 
with cracks, weathering and vegetation, and rock art.
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Fig. 4. Map of known rock art sites in the county of Bohuslän, where the locations are given within the parish borders. 
From Hällristningar från Bohuslän, 1890, by Laurits Baltzer. Another version is published by Baltzer in 1911.
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Places make areas, make regions
As Carl Linneus research journeys were influenced by 
earlier travellers, the antiquarians of his time were 
influenced by Linneus - the way he planned and 
structured the apodemic enterprises, and how the 
results were presented. However, Linneus was more 
interested in singularities than which species preferred 
to live together or the geographical distribution of a 
certain herb or flower. Geography meant to him a 
possibility only to revisit the place of growing.

It is possible to see, that archaeologists argue in 
terms of distributions, concentrations and designs in 
geographical areas (Holmberg 1848:3-4). On the 
small-scale, very good overviews of cemeteries were 
presented in advanced graphic form, already in 
Suecia Antiqua et Hodierna. But map production and 
use was in the hands of the State and seen as a 
military secret, so cartographic based archaeology 
was introduced rather late in Sweden, about a century 
ago. The earliest map of rock art distribution, known 
to me, is Laurits Baltzer's presentation in his rock art 
atlas (Baltzer 1890).

Conclusions
The structure of gaining knowledge by travelling was 
not at all original in archaeology. But it affected how 
landscape was appreciated and how it could be 
composed and used. Antiquarian travelling followed 
other travels by the State and the Church. The State 
wanted its antiquarians to generally observe the 
conditions of roads and communications as well as 
economic and farming activities, for example, the 
presence of useful ores in the countryside: almost 
like a mission of espionage and economic inventory. 
Basically all antiquarian apodemic travel was 
conducted within a hierarchical system, where formal 
instructions or aide-memoire were given to the special 
correspondents. At the end of every trip they had to 
give accounts of their activities and to persuade 
the state antiquarian to send them out on new 
commissions. In a way, the antiquarian travel 
corresponded to earlier journeys of visitations by the 
bishops when they inspected parish conditions. Thus, 
antiquarian activities contributed to the establishment 
of special antiquarian routes for updating and control 
which were used for several centuries. Onboard 
was a special set of observation rules and later on, 
a cartographic eye. However, no real, extensive

antiquarian maps were used until the beginning of 
the 20th century. Before that, mapping was used for 
clusters of big monuments and for cemeteries, often 
with mounds and standing stones.

During the 18th century, with the inspiration of 
the Enlightenment, local and regional initiatives 
were taken to produce - for general use - detailed 
descriptions of parishes in which archaeological 
observations also found a place. Investigations of 
monuments by excavation were carried out, accounts 
were made and artefacts recorded. More thematic 
investigations became desirable and for the category 
of rock art, the first major project was started by 
Carl Georg Brunius c. 1815-15, in the county of 
Bohuslän. His text and measurements - in French 
- are still awaiting publication.
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The CAR-ICOMOS charter for the protection and 
management of rock art and rock art sites
Final draft version

CHRISTIAN ZÜCHNER
INSTITUTE OF PREHISTORY, ERLANGEN, GERMANY

1. Preamble
1.1— This charter describes the special guidelines that 
the International Scientific Committee for Rock Art 
(CAR) recommends to all institutions and persons, 
public or private, concerned with rock art and rock 
art sites.

1.2 — The basis of this charter is the ICOMOS 
Charter for the Protection and Management of 
Archaeological Heritage (1990) and all subsequent 
Charters and Declarations of ICOMOS as well as the 
respective charters and recommendations of ICCROM 
and ICOM (www.icomos.org, www.unesco.org, 
www.iccrom.org, www.icom.museum). These are to 
be adapted to the special demands of managing rock 
art and rock art sites.

1.3 - Rock art has been an integral part of human 
culture for more than 40,000 years and can be found 
in all parts of the world. It is the purpose of the 
charter to provide guidelines for the conservation, 
documentation and investigation of this heritage of 
mankind in order to preserve it for future generations.

2. Definition of rock art and rock 
art sites

2.1 - Rock art comprises all images, symbols or 
inscriptions painted on or drawn, carved, pecked or 
polished into all sorts of suitable stone surfaces.
These may be on bedrock, earthfasts and boulders as 
well as on artificial constructions such as megalithic 
and other prehistoric or historic monuments.

2.2 - Generally, rock art is fixed at its original place 
and setting. These were chosen intentionally by their 
creators for specific purposes. Rock art, surfaces and 
landscape are inseparable elements of its messages.
In contrast to many other archaeological remains 
rock art conveys an illustrated, pictorial insight into

the thoughts, desires or beliefs of its creators. Rock 
art constitutes petrified messages of past and present 
cultures.

2.3 - Rock art was created at a site or in a landscape 
of special importance for prehistoric as well as 
historic peoples. It is embedded in its surroundings. 
The topography of the site is believed to be part of its 
message. This means that not only should the rock art 
and the site be handled with maximum care but also 
its environment. To remove images from a site, 
therefore from their meaningful and multiple con
texts, to take them into collections or museums, to 
alter a site or its surroundings means to destroy the 
messages forever.

2.4 - Rock art and rock art sites comprise a funda
mental part of our archaeological heritage, just like 
all other prehistoric or historic artefacts, sites and 
monuments.

3. Management, protection and 
conservation of rock art and rock 
art sites
3.1 - Each country’s laws of antiquities should 
regulate responsibility and management of all classes 
of cultural heritage in the most efficient, scientifically 
and ethically safe way. If necessary, this legislation 
should be supplemented by specific measures adapted 
to the particularities of rock art surfaces and sites.
If there is not sufficient expertise within this field, the 
advice of international committees is essential and 
should be sought by the responsible authorities.
CAR will offer suggestions and advise on how 
to solve concrete problems or arrange contacts 
with international organisations and communities 
concerned with cultural heritage in general and rock 
art in particular.
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3.2 - Rock art requires extreme care as it is not 
normally covered by protective layers or artificial 
constructions in contrast to many other prehistoric 
remains. On the contrary it is exposed to all kinds of 
natural or anthropogenic destructive agents. The 
influence of acid rain and other polluting factors, 
climatic variations, plants’ roots, lichens and mosses, 
and trampling visitors may erode and eventually 
destroy even seemingly solid and compact rocks. 
Destructive agents and influences should be observed, 
documented, monitored and redressed systematically 
to prevent further and irretrievable devastation 
(www.w-heritage.org/RockCareweb/).

3.3 - Rock art is a shared, universal ancestral tradi
tion, for which modern societies must accept the 
responsibility of protection for the benefit of every
one. If sites still constitute a part of a living tradition 
or religion, the responsibility of managing this 
heritage may pass to the respective community.

3.4 - Outstanding rock art sites should be given 
world heritage status regardless of prehistoric or 
historic age. That means that all concerned people 
and institutions must make the utmost efforts to give 
these sites special protection. An initial point of 
contact for gaining World Heritage Status is CAR.

3.5 - Authorities should make all efforts to protect 
rock art and rock art sites in the most effective and 
responsible way that the local circumstances will 
allow. After thoughtful examination and documenta
tion of the specific local circumstances it may be 
necessary and useful to build discrete fences or 
enclosures or to restrict visits. Other measures may 
be to temporarily or permanently cover endangered 
rock surfaces with protective materials. However, it 
is of the highest importance that measures should be 
performed in ways that are as unobtrusive and non- 
interventional as possible in regard to the rock art 
and the environment. But in the long term it is more 
efficient to strengthen the interest, motivation and 
understanding of present and future generations in our 
archaeological heritage, instead of keeping the public 
away altogether. This can be achieved by promoting 
information, school education, guided visits, regular 
events and demonstrations etc.

3.6 - Direct measures to delay or prevent the 
destruction of weathered rock art surfaces may be 
necessary. Conservation methods should follow 
international guidelines (www.icomos.org/docs/ 
guidelines_for_education.html). In principle, con

servation should be reversible, invisible and non- 
intrusive. Documentation must be in place ahead of 
conservation work, and both the process of conserva
tion and the end result must be recorded. Scientific 
tests and experiments should never be performed on 
original material.

4. Documentation of rock art
4.1 - An important means for future preservation and 
understanding of rock art is the use of photographic, 
pictorial, descriptive and all other methods of 
documentation and recording. The making of casts 
may be an option provided that safe, non-intrusive 
methods are available. All tried and scientifically 
tested means should be employed to record and 
document rock art and its environmental contexts 
without any damage to rock surfaces, images and 
local settings.

4.2 - Rock art analysis should not cause damage to 
sites.

4.3 - Excavation of a site may only be undertaken in 
accordance with the national legislation and in 
accordance with The European Convention on the 
protection of archaeological heritage 
(www.councilofeurope).

4.4 - Laymen travelling even in the remotest areas of 
the world do much important prospecting work and 
documentation today. Their work should be governed 
by agreed international rules so that they do not 
inadvertently cause damage. They should not fail to 
report fully on their findings. The best way to enable 
this might be the creation of documentation centres 
and networks, to inform people about the importance 
of their work, to advise them how to deal with rock 
art and to encourage them to co-operate with these 
centres. This will prevent the danger of inadvertent 
destruction. (Existing documentation centers include 
CCSP (http://www.rockart-ccsp.com/) and RockCare 
(www.w-heritage.org/RockCareweb/)).

5. Final remarks
5.1 - Rock art, like all other archaeological and 
historical heritage, is the global heritage of mankind. 
International co-operation is therefore essential for 
the development and maintenance of management

150 THE VALCAMONICA SYMPOSIUMS 2001 AND 2002



standards. CAR will assist by instructing authorities 
and all people doing work in this field.

5.2 - The guidelines for managing rock art and 
international co-operation are to be found in the 
present and future Charters and Declarations of CAR 
as well as of ICOMOS, ICOM, ICCROM which are 
to be adapted to the special demands of rock art.

Introduction to the CAR-Charter
In 1964, Emmanuel Anati founded the Centro 
Camuno di Studi Preistorici in Capo Di Ponte, Italy. 
One of the primary reasons for the foundation of the 
CCSP was Valcamonica’s rock engravings, which 
were largely unknown at that time. They had to be 
documented, interpreted and published in order to 
expose them to the expert world. Through personal 
contacts, publications and congresses, the CCSP soon 
became an international centre, where experts and 
students from all over the world could obtain 
information and learn how to document and interpret 
rock art and similar testimony of ancient cultures.
In the course of time, a network developed, joining 
experts and amateurs in their efforts to study and 
preserve this important heritage of mankind. It was 
a difficult journey because, apart from monuments 
like European Palaeolithic art or the paintings and 
engravings in Africa or Australia, less spectacular 
rock art was not appreciated as an integral part of 
prehistoric or archaic cultures by the “official” 
archaeology of most countries in the world. This 
attitude continued to predominate through the 70s 
and 80s of the 20th century. Therefore, systematic 
survey was largely left to amateurs and a few 
professional experts. Interest grew with the discovery 
of ever more rock art sites and in numerous countries, 
regional and national societies dedicated to docu
mentation, publication and preservation were 
founded. Concentration of these activities and the 
involvement of national and international bodies like 
UNESCO turned out to be necessary. In 1980, 
ICOMOS, the International Scientific Committee for

Rock Art - Comité International pour l’Art Rupestre 
(CAR-ICOMOS) was founded in Warsaw. For more 
than 20 years, Prof. Anati and his colleagues at the 
CCSP were responsible for the co-ordinating CAR 
activities and its representation toward international 
bodies. Through his untiring personal commitment 
as chairman, Anati was able to promote rock art 
research and its appreciation, and to make CAR the 
global institution it is today. In accordance with the 
statutes, the chairman’s term in office is limited to 
a maximum of 9 years, which is why, Jean Clottes 
took over as chairman in in 1990. He was able to 
successfully carry on with the work that Anati had 
begun, in continued co-operation with the CCSP. In 
1992, J. Clottes founded INORA, the International 
Newsletter on Rock Art, which has achieved high 
levels of circulation and contributes decisively to 
the speedy publication of new discoveries and 
methods world-wide. In the past decades, increasing 
industrialisation, urban sprawl in regions untouched 
by man, pollution, climatic change, tourism and 
other factors have led to an alarming rate of 
destruction affecting rock art which had survived 
millennia without suffering damage. There is the 
danger that entire rock art sites may be lost in the 
near future. In order to better assess this danger and 
take appropriate countermeasures, the RockCare 
project was founded by Dr. Bertilsson, the chairman 
of CAR since 1999, and has seen great success so far. 
To face the new challenges also at an international 
and institutional level, the establishment of a Rock 
Art Charter seemed necessary. In this Charter, rock 
art and sites are considered to be a special type of 
monument in respect of archaeology and cultural 
history. For this reason, the ICOMOS, ICOM and 
ICCROM guidelines and recommendations also 
apply to CAR. However, they have been amended to 
include the specific characteristics and requirements 
that are crucial for the protection and management of 
rock paintings and their natural environment. On the 
basis of this Charter, CAR will formulate recom
mendations directed at national and international 
authorities and institutions.
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Introduction
Computers can seem daunting and inaccessible to non-experts, but they are tools which can be 
mastered by anyone who is given appropriate training.

Background
Though a brief description of the history of computers for the documentation of rock art 
information we can gain an insight into the development of the use of this tool. There are at least 
four obvious periods or eras in the computer history:
Pre 1970s

The Mainframe computer era, characterized by big computers and large scaled systems. 
Bad user interface without user feedback.

1970s-1980
The Minicomputer period, characterized by the first real applications (data program 

developed by methods and with a model); terminal based systems in a company network;tools 
specialisation with a high level of computer technique (e.g. 4GL language JSP-method). 
A medium based user interface, users communicated with the computer gurus.

1980s
The PC entered the scene, with Bill Gates and Microsoft, Visual Basic, Superbase, dBase 
etc.
A local network system, without connection to the large scaled mainframe systems.
A high degree of user participation.

1990s until present
The Internet revolution together with secure Client/Server database.
The users set the rules.
A low degree of computer technique, it is again just a dumb terminal sending and 
receiving data.
In the beginning no standards, no structure of development.
HTML, ASP and JavaScript’s are used for developments.

The future?
Again, Microsoft has taken the lead with their development of the system ".NET" (DOTNET). 
The strategy is to integrate html-coding to Visual Basic in order to improve standards and 
modularity. You can reuse code and components during developing and benefit from all the 
advantages in the VB-environment, like source safe code, compiling etc. .NET also focusses on 
handheld computers, like Compaq Ipac, and mobile phones.
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RockCareBase at the Swedish National Heritage Board
The development of a rock art database at the Swedish National Heritage Board started at the end 
of Minicomputers era. A typical problem was that the computer users could not type international 
characters like “ä” when registering information into the database. Tins started an internal 
development project at the beginning of 1990 to build a database in a PC-enviromnent in the 
Superbase programme and to develop the Hällrist database, which is ongoing. Another project 
was to develop an image database (Digbild) for the Photo department. Tills application was also 
developed in Superbase and then transformed to Microsoft Access. It has been used since 1994 
and over 20 000 images have been stored to date. Hällrist (in English 'RockAxtBase') is an 
information system about rock carvings and rock paintings. The database system can be used as a 
single-user version as well as in a PC-network. Experience of using the system has shown that 
there is a general need to be able to work locally on a desktop with access to the central database. 
In 1998 when the RockCare project started, a Multimedia Presentation CD and later on a web 
community for the project RockCareAVeb were developed. The web community contains project 
information and activities.
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RockCareBase

RM-n o: i000j__vj Subno: |0001 v

Imageid :0010628

Photographer Lundberg &engt t

Institution Riksantikvariearr

Main Image

Notes
Fotografering av fuktad häll

100%Current zoomle vel: |5 

Fit imane tn frame lv*

Record |3 of 10

RockCare by Miljödata AB © 2001

3 RockCare by Miljödata A8 © 1997-2001 - IE_Window_Title

Inventories

RockCareBase is an Internet version of Hällrist. To use the program, you just need a computer 
that is connected to the Internet and a web browser.

The purpose of the system RockCareBase is, among other things:
To collect all available information about rock carvings/paintings - despite era and 
purpose - in a single database. As a result, the need of time consuming and technically 
complicated transactions between different local databases is excluded.
An increased security by saving data in a client/server database - SQL-server. SQL
Server is also a requirement if you want to use the information of the database within a 
map program such as Arc View to connect it with the geographical position.
To simplify the usage of data. You don’t have to install the program to use it. All you 
need is a connection to the Internet and a Web browser (for the moment: Internet 
Explorer 4.0). The design of RockCareBase is simplified compared to Hällrist. You can 
handle all base information including images and information about inventories in this 
version of RockCareBase.
User Interface, all you need is a web browser and the name of the start address for the 
website.
Independency of physical locality: wherever there is a computer connected to the Internet.
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System design of RockCareBase

Starting RockCareBase
RockCareBase is available on the Internet. All you need is a connection to the Internet and a Web 
browser (Internet Explorer 4.0 or a later version).

Address: http://www. w-heritage.org/RockCareBase

Type the address in the web browser and then click Enter. The opening screen of RockCareBase 
shows. In a couple of seconds you will be redirected to the first page of RockCareBase.
3 RockCare by Miljödata AB ® 1997-2001 - Microsoft Internet Explorer HBE3

RockCare by Miljödata AB © 2001Login: Mot logged in

RockCare!

An application on documentary and damage inventory of rockcarvings and rockpai firings. 
Developed for: The Swedish National Heritage Board

•■«a ‘WC* »“XS3Ö».«*"' "■ - •• <-:?oi

Id; jAcklinga

,

TD Idno; 11844 _zj RAÄ-no: 10043 Tj Subno: f^ööi T] ■* +-

Viewing and searching for information
You can now search for information and do printouts of the information by:

Clicking the Search button on the menu to the left.
Choosing Id or Idno and RAÄ-no in the search field at the top of the page.
Using the arrow buttons (in the upper right comer) to browse forward or backward. 

When you choose to work with the Search function to search for records in the database you 
have to select at least one search criteria in the form.

County! 

Ec. map:

Community: j Alla 

Parish; ) Alla

▼ I Sort by: | ID

I Stigand«

t I Clear | 

T I Searchj

APPENDIX I - ROCK ART AND THE INTERNET 1 59



Click Search when you have selected your search criteria. A list of one record per row is shown 
matching your selection. Click on the grey button in front of the record to show detailed 
information about one specific rock engraving.

Viewing detailed information
Information about rock carvings is grouped under the headings: Id-concepts, Inventories, and 
Object etc. Click one of the menu group buttons to the left to show the relevant information.

Images
Information about images of the rock carving (photographs, paper rubbings etc) are shown when 
you click the menu group Images. You can store your own pictures of a rock carving and register 
information within the program if you have access rights.

Printouts
You can print all the information within the program as detail information or summaries.

To login and register data

To log into the system and register data within the database you have to be registered as a user 
with access rights. This allows you to add, edit and remove rock carvings data.

Viewing data
The identification of the rock carvings/paintings consists of a unique number, which is a 
combination of Idno, RAA-no and Sub no. At the top of the page the fields Id, Idno, RAÄ-110 

and Sub no are shown within the header. The header with the information you have chosen is 
shown at the top of all pages when you choose to click the menu group buttons.

Id.' jAcklinga ^3 Idno: 11844 RAA-no: j«>43 Subno: Joooi jrJ ♦

If you want to study the information about a specific rock carving in detail you first have to find 
the record. To find the record do one of these alternatives:

Click the button Search and type search criteria and click the button Search in the search 
form.
Select Id or Idno and RAÄ-no in the search field at the top of the page.
Use the arrow buttons (in the upper right comer) to browse forward or backward.
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Click the menu group buttons at the left side of the page to explore the registered information 
about the chosen rock carving.

Images

You can also choose
buttons to browse or 
header.

one of the other- rock carvings within the same parish by clicking the arrow 
by selecting the RAÄ-no and Sub no of the other rock carving within the

Viewing Id-concepts
In this form the base information about the identity and geographic position of the rock 
carvings/paintings are registered. The identity of the rock carvings/paintings is a code 
combination composed of Idno (parish code), RAÄ-no and Sub no. The Sub no must always be 
registered. This combination makes it easy to find a specific rock carving/painting since it is 
unique for each rock carving/painting. This also enables searches for them in the other systems. 
Click the menu group Id-concepts.

RAÄ-no: fööIT~3] Subno: [ÖÖÖT~£] -* ■

Parish jTanum

Community jTanum 

Province J Bohuslän 

County JVäslra G Ölalands

Property jTegneby 4:3

Economic map 
Topographie map 
X-coordinate 
Y-coordinate 
L.a.s

SA 3i Tanum SV

i (romstad 94 SO

RAA-no
Subno

|0012

|oooi
Panel, name jAspeberget 

Type I Hällristning

You can either search for Parish in the list of Id (parish) or in the hst of Idno (parish code) in the 
header. These two lists are connected. Community and county shows automatically since these 
also are connected to the same list by the ATA:s system.
Click the arrow buttons (in the upper right comer) to browse forward and backward.
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Viewing inventories
Click the menu group Inventories.

RAA-no; I0612 Hl Subno; I0001Id! I Tanum

Report Year Active IType of Inventory Institution

1848-01-01 I Annan inventering * I JATA 2j |A e holmbetg 1848 |1848

Show all inventories

Images

This form shows all the inventories that have been done. These are inventories done by RAÄ, 
damage inventories and other inventories. The one marked as active is shown when you click the 
menu group Inventories. The rest of the inventories are shown when you click the button Show 
all inventories.

Viewing object information
Click the menu group Object.

This form shows information about the length, breadth, area, position of the panel etc for the rock 
carving/painting. Besides this there is a field for description of the rock carving/painting.

Viewing symbols (type of figures)
Click the menu group Symbols.
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This form shows information about the type of figures that the rock carving/pamting contains, the 
number of each type and a notes field. At the bottom of the form you can see the total sum of 
registered figures.

Viewing environment
Click the menu group Environment

The form shows a description of the environment and surroundings of the rock carving/painting.

Viewing the state of conservation
Click the menu group Conservation.

APPENDIX I - ROCK ART AND THE INTERNET 1 63



The form contains information about the state of conservation in the form of damages, Surface 
structure, Fractures and Degradation of the rock carving/pamtmg.

Viewing images
Click the menu group Images.

This form contains the photographic documentation of the rock carving/painting. It can take a 
while (up to a minute) to load the image depending on your Internet connection speed and the 
size of the image. The picture that shows first is marked as Main Image. Every image is 
registered with some information about the Date of the photo, Photographer, the Institution and a 
Description of the picture. Use the button below it to zoom. For some of the rock 
carvings/paintings there are more than one picture registered. Use the arrow buttons below the 
Notes field to track the others. To the right of the arrow buttons you can see which image record 
is shown at the moment and the total sum of images for the rock c arving/painting. You can also 
write the picture number directly in the field and click outside of it to change to a specific 
picture.
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Searching for information
To search for a selection of rock carving/painting records click the menu button Search.

County: 

Ec, mapi

Community: | All* j Sort by: flD Clear j
Parish! 1 Alla jrJ o'rder: !Stiqande . Search]

The search criteria within the form are County, Economic map, Community and Parish and the 
sort fields are Sort by and Sort order. You have to enter at least one search criteria. You can write 
directly in the fields County and Economic map. Select Community and Parish from the lists as 
well as Sort by and Sort order. To choose from a list you have to click the down arrow and click 
on an alternative in the list. Click the Search button when you have made your choices. The 
search results are shown below the search form as a list with one rock carving record per row.

Click the grey button in front of the rock carving/painting record you want to study in detail. If 
there are any images registered for the records these are shown with a camera in the Image 
column. To go directly to the menu group images for the record you click on the camera.
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Printouts
To print information about a specific rock carving/painting
If you want to print the registered information corresponding to a specific rock carving you have 
to make sure the information is shown in the forms. One way is to use the search function. Click 
the menu button Print and the following dialog is shown:

Click in the boxes to mark the information you want to print. For Image and Inventory you have 
to select one of the alternatives. When you are finish click OK. A preview of the printout is 
shown in a new window. Click the button Print. Click OK in the new dialog that is shown. Click 
the button close in the preview window. If you want to go back to your search results you just 
click the Search button. Your previous search criteria are shown in the search form and the list is 
loaded again.

Printout of search list
If you want a printout of the search results you click the menu button Print right after the result 
list is shown.

Mark the alternative you prefer in the dialog and click OK. A preview of the printout is shown in 
a new window. Click the button Print. Click OK in the new dialog box that is shown. Click the 
button close in the preview window.
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3 Utskrift - IE_Win<low_Title æm

op
CID Riksantikvarieämbetet

j Print I I Close J

Id-concepts:

Image: f0010711
Number: 10
Institution:
Photographer: Bengt A Lundberg
Notes: Besöksramp vid hällristningen.

Editing Data
Logging in/logging out
You can register data in the system if you have the access rights of logging in and handling 
information within the system. If that is the case click the menu button Login, select your 
username from the list and enter your password in the login-dialog. Click OK.

Your name is now shown at the bottom of the page. For logging out you click the Logout button.

Add a new record
If the logging in procedure is successful tires e buttons appeal's at the bottom to the right of the 
page:

The active buttons, which you can click on, have black letters. The buttons with grey letters are 
inactive. To register a new record, you click the menu group Id-concepts to register the Id-data 
first and then work your way through the menu groups. Click the button Add at the bottom of the 
page.

APPENDIX I - ROCK ART AND THE INTERNET 167



Many of the fields appear as search lists. To select alternative within these fields you click the _d 
dropdown button to the right of the field and pick the alternative you want. The chosen 
alternative is then shown in the field. In some cases you have to mark a box to activate the search 
list. For example:

17 Vertical

IF Horizontal u

ID-concepts
In this form the base information about the identity and geographic position of the rock 
carvings/paintings are registered. The identity of the rock carvings/paintings is a code 
combination composed of Idno (parish code), RAÄ-no and Sub no. The Sub no. must always be 
registered.

When you click the Add button the form Id-concepts becomes empty with the exception of the 
geographical information.

Parish

Community

Province

County

Property

(Bohuslän

(västra Götalands

Economic map 

Topographic map [ 

X-co ordin ate 

Y-co ordin ate 

L.a.s

Panel, name J~

RAÄ-no

Subno

Type j Hällristning

Select Parish from the Parish fist. The Community, Province and County are added 
automatically by the system.

Enter the property name in the field Property according to the Economic map where the rock 
carving or painting is situated.

The field Economic map, on the scale of 1:10000, enters according to an alphanumeric system 
with map code and name, for example: 9A 3i Tanum.

The field Topographic map, on the scale of 1:50000, is Eke this: 9A Strömstad SÖ.

Leave the fields X-coordinate and Y-coordinate empty.

Enter where the rock carving or painting is situated, in the field L.a.s (level above sea) in meters, 
referring to the nearest low altitude curve.

If the rock carving/painting has a specific name enter it in the field Panel, name. 

Enter the Sub no and the RAÄ-no.

Select the type from the list.

Click the button Save and confirm by clicking OK. When you change menu group to register the 
rest of the information about the rock carving/painting the ID-data that you just registered are 
shown in the header.
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Inventories
This form shows inventories that have been made. These are inventories done by The Swedish 
National Heritage Board (so called RAÄ-inventories), damage inventories and other inventories. 
The information registered is the name of the person who made the inventory, institution and 
date. If there is any report of the inventories it should be entered. The record that is marked as 
active is shown when you click the menu group Inventories. The rest of the inventories are 
shown when you click the button Show all inventories.

The inventories and revisions done by The Swedish National Heritage Board are fixed data that 
belong to the rock carving/painting record. The damage inventories and other inventories you can 
register continuously yourself.

Click the menu group Inventories.

Date Type of Inventory Institution Name Report Report Year Active

Show all inventories

Click the Add button.

Enter the field information in this dialog to create a new inventory and then click OK. The new 
inventory record is shown in the list of inventories. You can register more inventories by clicking 
the Add button again.

Object information
To register information about rock carvings/paintings in the form Object click the menu group 
Object and then edit mode.
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Length

Direction

Position on 
the panel

Orientation

Breadth m Area |Q m2

] Exponation (

Inclination

---- ----------—3

In this form the information about the object is entered. For example the Length, Breadth and 
the Direction of the rock carving/painting. Select the Direction from the list.

The Inclination is entered as a percentage. The direction of the inclination enters in the field 
Exponation. Select it from the list.

Write a short note about the position of the panel in the corresponding field.

In the field Orientation the distance (in meters) and direction to existing objects in the 
surroundings should be entered. You have to enter at least two directions.

In the text field Notes you should enter detailed information about the locality including the sum 
of types of figures and how they look according to RAÄ's principals on how descriptions of 
ancient monuments should be described.

Click the button Save and then click OK to confirm your new registration. Click the button 
Show.

Symbols
In the form Symbols you can make a review of all types of figures that appears on the rock 
carving/painting. Click the menu group Object.

Type of figure Number Notes Select
Number: 0

Then click the Add button to register new information about the rock carvings/paintings types of 
figures. The following dialog appears:
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Select the Type of figure from the list. Enter the number of occurrences for the chosen type of 
figure.

The field Notes is used for observations of the figures, for example the biggest and smallest 
dimensions of the type of figure that appears or the depth and diameter of the cup marks. If the 
figures have specific details you can make a note of this too. The form is used as a base for the 
real object description.

Click the OK button when you have finished. The new record is shown as a row in the Object 
list. Start all over again to register another type of figure for the rock carving/painting.

Environment
Click the menu group Environment. Then click the Edit mode button.

Type of vegetation

Position in terrain

Selected All occurences
d
d

Åkermark
Träda
Hagmark
Kalhygęe

ti

d
Selected All occurences

d
d

Åkerholme
Dalgång
Moränrygg
Kuperad mark

ti
31

Bed-rock
Property

r Sunexposed
f™ Watersieving

Micro location of engraving

Negative factors in micro 
environment
Changeable, reversible factors

Blandad bergart 31
Tl
T
T

The type of vegetation is the vegetation in the environment and surroundings of the rock 
carving/painting.

Click on the alternative in the list All occurrences and then on the left arrow to select Type of 
vegetation. The chosen alternative is now shown in the list with the selected alternatives. Repeat 
the procedure if you want to select more than one type of vegetation. If you regret a choice you 
just do it the opposite way, i.e. mark the incorrect alternative in the list of selected alternatives 
and click the right arrow.

In the field Position in terrain enter the position of the panel or block in the terrain. The field 
Position in terrain functions in the same way as the field Type of vegetation.
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Enter the rock type in the field Bed-rock from the list. Select the main rock type.

Select Property from the list.

Mark the box if the panel is exposed to the sun. Select the main exposure from the list. The list is 
activated when you mark the box.

The water-sieving panel is registered in the same way.

Make a brief description of the Micro-location of the engraving/painting in a larger perspective. 

Make a short description of the Negative factors in the micro environment, if there are any.

Do the same if there are any Changeable, reversible factors.

Type of vegetation

Position in terrain

Bed-rock 

Property 

F Sunexposed 

F Watersieving 
Micro location of engraving

Selected All occurences:

d
d

Åkermark

Hagmark
Kalhygge

å
Jd

Selected All occurences

d
d

Åkerholme
Dalgång
Moränrygg
Kuperad mark

ä

Blandad bergart —u
Annat

~~a
~~~~n

Negative factors in micro 
environment

Changeable, reversible factors

When you are done click the Save button and confirm it with OK. Finally click the Show button.

State of conservation
In this form you register the rock carvings/paintings state of conservation as Damages, Surface 
structures, Fractures and Degradations. Click the menu group Conservations and then the Edit 
mode button.
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Damages, weather erosion Surface structure
Paintings/Carvings damage r Smooth ~~u
T~ Partiallv hollowed 3 C Slightly ruoqed

f" Exfoliation, flake off zl 1" Heavily rugged J
l~ Other --------3

Fractures Degradation

l~ Vertical JBÉ l~ Black

C Horizontal ------3 P* Red-brown

r Diagonal ------3 r~ White

I- Micro fractures 3 r Green

l~ Ice groove
—3 I“ Other

To enter the Paintings/Carvings damage you can either type the text directly in the field or 
double-click in the field to make this dialog appear:

Enter the text and click OK. The text now shows in the text field.
Mark the boxes in front of the fields that are present for the rock carving/painting and select 
alternatives in the lists for the selected fields.
Click tire Save button and then Show.
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Images

Size and format of images

To register images you have to be logged into the system and have access rights.

In the form Images you can register up to 30 images per rock carving record. One of the images 
is registered as the main image and is shown when you click the menu group Images for a 
specific rock carving/painting record. Browse with the arrow buttons to see the other images that 
are registered for that record.

The image you want to register has to be in jpg-format. The image size recommended is 
768X512 pixels. The image is stored in two sizes. The small one is used in printouts. The two 
images must have the same name.

Take pictures with your own camera and develop Photo-CD-pictures or take photos with a digital 
camera and then save them in jpg-format.

You can edit and compress the images with picture programs so that you get the described size 
and format.

Adding images

To register a new picture for a specific rock carving/painting record click the menu group 
Images. The form Images is shown:

Undernr: I0001

Bildnummer |f0010516

Datum

Fotograf

Beskrivning
^ Manniskofigurer och skepp.

Nuvarande zoomning: |36 % 

Anpassad zoomning lvr

Inloggad som: Int« inloggad RockCare av Miljödata AB © 1997-2001

k3^oc^ate av Miljödata AB ® 1997-2001 - Miciosoft Interne! Explotet

Click the Add button. A new dialog opens:
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Enter the information about the Photographer, Institution, and Date of photo and a Description. 
Mark the box if you want the picture to be the main image and if it is a picture from The Swedish 
National Heritage Board mark the RAÄ-box. Click Next. A new dialog is shown.

Click the Browse button and look for the picture you want to register. When you find the picture 
mark it and click Open. Click OK. Click OK to confirm the uploading of the picture.

In the next dialog you must enter a small image to upload in the same way you did with the large 
one. Remember that the small one needs to have the same name as the large one.

The new image with related information is now shown in the form. To register more pictures on 
the same rock carving/painting record you must start this process again. To register a picture on a 
different rock carving/painting record you first have to search for that record.
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Editing records
To edit records in RockCareBase you have to be logged into the system and have access rights. 
Search for the record you want to edit. Click the menu group button for the group of information 
you want to change then click the Edit mode button. Make your changes and click the Save 
button. Click OK to confirm the saving of your changes. Then click the Show button.

Remove
To remove information registered in RockCareBase you have to be logged into the system and 
have access rights.

Remove records
Search the record you want to remove. Click the menu group Id-concepts. Then click the button 
Remove. Click OK to confirm that you want to remove the selected rock carving record. Click 
Cancel if you change your mind about removing the selected record.

Remove symbol or inventory information for a record
Search for the record you want to remove the symbol or inventory information from. Then click 
either the menu group Symbols or Inventories.

Inventories

Click the Show all button to get a fist that includes all inventories registered. The record marked 
Active (to the right) is the one that the function removes. If you want to change the active record 
you have to click the Edit Mode button and the mark the record you want to remove as active. 
Then click Show. To remove the active inventory record click the Remove button. Confirm by 
clicking OK in the new dialog.

Symbols

The record marked Selected (to the right) is the one that the function removes. If you want to 
change the selected record you have to click the Edit Mode button and select the record you 
want to remove. Then click Show. To remove the selected inventory record click the Remove 
button. Confirm by clicking OK in the new dialog.
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Codes
To make it easy to register information about rock carvings/paintings the RockCareBase system 
provides you with fields that are connected to lists of alternatives. These alternatives are 
registered in code groups in the form Codes.

Viewing codes

The codes are shown as lists with alternatives connected to the field. For example:

US
User name: 

Password:

Rock

Bertilsson, Catarina 
Bertilsson, Ulf 
Broström, Sven-Gunnar 
Ernfridsson, Eva 
Ihrestam, Kenneth 
Ingvarsson, Hans 
Johansson, Lena 
Magnusson, Jan 
Olsson, Tom 
Robertsson, Roger

Click the down pointing arrow to the right of the field and select alternative (in this case your 
user name) in the list.

To see all the codes registered you must have access rights to log in the system and to edit 
information within the system. Log in the system. Click the Codes button from the menu. You 
can now look at the alternatives registered in each group. Select the group from the list.

Adding Codes
To register new codes you have to have access rights to log into the system and to register 
information. Log into the system and click the Codes button from the menu.

1 Location on par

Place Select
|Delvis

(Hela ytan 

(Höger kant *

|l ristningsytan C"

|mH± pi häl I en C

jMedre delen C

(Vänster kant 

(Övre delen C*

I ———

Click the Edit mode button and enter the new code alternative in the empty field at the 
bottom of the list. Click the Save button and then the Show button.
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RockCare Web Community

Starting RockCareWeb
RockCareWeb is available on the Internet. All you need is a connection to the Internet and a Web 
browser (Internet Explorer 4.0 or a later version)

Address: http://www.w-heritage.org/rockcareweb

Type the address from the web browser and then click Enter. The main frame of RockCareWeb 
is displayed:

Lokalt intranät

-3 RockCare Web - IE_Window_Titie

H Gå till Länkar

♦ 2001-12-08 Tanum, Closing Seminar
♦ 2001-09-22 Valcamonica Symposium
♦ 2001-09-08 Foz Cda,Documentatio...
♦ 2001-08-04 Valcamonica, Working...
♦ 2001-07-07 Tanum, Documentation...
♦ 2001-05-06 Ristiina Finland, Do...
♦ 2001-04-11 Vitlycke, Tanum Open...
♦ 2001-03-27 Tanum, Guide Book
♦ 2001-02-04 Valcamonica, Expert...
♦ 2001-01-12 Valcamonica, Exhibit...
♦ 2000-12-16 Tanum, Closing Semin...
♦ 2000-12-06 Tanum, Reports from ...
♦ 2000-11-10 Valcamonica, Expert...
♦ 2000-09-11 Milan, Opening of Ex... 
jt onnn.no.in cr-X-<

2001-12-08 Tanum, Closing Seminar
08th - 12th December 2001

Sunday 9 Dec
Showing of the RockCare exhibition at Vitlycke.
Monday 10 Dec
Short presentation on the Tamgaly project in 
Kazakhstan by Anne-Sophie Hygen.
Presentation and summary on the school activities 
by Maria Carlgren, Hans Schub, Silvana Galvado, 
teachers and students.
Presentation of the new film about RockCare by 
Agneta Riddar.
Presentation on the results of the digital 
documentation by Runo Löfvendahl and Jan 
Magnusson.
Tuesday 11 Dec
Presentation of the data base by Roger Robertsson

^1 Klar

Arkiv Redigera Visa Favoriter Verktyg Hjälp

©B*6 * © 0 0 © yö** Favoriter ^Media Q i -_<> Q - Q Q <9

Adress [ifQ http://rogerdell/world%20heritage/Rockcareweb/ ____

Updated: 2002-05-21

H &

Computer lab in Tanum
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Scope
RockCare website contains ongoing information about the RockCare project.

The System consists of menus, menu groups and information pages within the following area: 

Information: both general and specific, about the project

News: most recent news (5-10) pages/paragraphs, as well as archived news displayed 
in rows

Documentation on working methods and project activities

Information on rock art sites of participating countries included in the project

Forum: a discussion forum which is administered by the project Administrator of 
RockCare.

Events: news, seminars, exhibitions etc.

Media: contemporary information, books, magazines, brochures, video clips.
Information is provided and files can be downloaded to a PC.

- Links: addresses to associated websites, categorized by groups

- Contacts: Contact persons/members in the RockCare project. A Contact person can 
be included in different categories (information types). Through this you can e-mail 
for specific information

- Administration: a function for administrating the contents of the project site. The 
Project Administrator has the ability to add or edit menus, menu groups, pages and 
paragraphs.
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System design and user interface
3 RockCare Web - IE_Window_Title lap

Fü

v i Q Gå till Länkar

Lokalt intranätDisplay page: Valcamonica - Italy

Arkiv Redigera Visa Favoriter Verktyg Hjälp

Q Bakis - ,_J X* i] (jfe y-1 Sök ^Favoriter Media Ør » ® ' F| 0^

Adress http://rogerdell/world%20heritage/Rockcareweb/

Characteristics
The reserve contains more than 2,900,000 
mz of chestnut forest and is circumscribed by 
a road which connects the three ancient 
towns of Nadro, Cimbergo and Paspardo, 
which have retained much of their original 
antiquity. - The entrance to the reserve and 
the Museum of the Reserve are located along 
with paths, which lead to Cimbergo (forthe 
areas of Campanine) and Paspardo. - The 
characteristic element of the reserve are the 
prehistoric rock engravings: signs, images,

I incised symbols on rocks which help us 
understand the prehistoric peoples that once 
lived here. The studies conducted by the 
Centro Camuno di Studi Preistorici have shed 
light on the story of the evolution and culture 
of these populations and brought awareness 
to the figurative cycles corresponding to the 
evolving epochs and culture: from the first 
Neolithic hunters and gatherers (Period II, IV

.Tanum - Sweden 

. Valcamonica - Italy 

. Foz Coa - Portugal 

. Astuvansalmi - Finland 

. Mont Bego - France

Prehistoric Rock Engravings of Valcamonica
The Regional Reserve of Rock Engravings of Ceto-Cimbergo- 
Paspardo, is located in the middle of the Camonica Valley in 
the Province of Brescia. It was instituted by the Region of 
Lombardy in 1983 with the help of the communities of Ceto, 
Cimbergo and Paspardo and the Centro Camuno di Studi 
Preistorici, with the aim of protecting a vast area containing 
rocks with prehistoric rock engravings and joining together a 
series of important ethnographic and environmental elements 
inherent in the evolution of the alpine environment through 
the ages

Visitors: 1 
Updated: 2002-05-21

Menu
A menu consists of:

Menu rows

- Menu groups: groups (number depending on need) for each menu row

Pages
All information which is shown in the site is displayed as pages. A page consists of a link to a 
menu group and menu.

Paragraphs
A page is constructed by a number of connected paragraphs.
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Page templates

Each page is connected to a page template. The templates specify the graphical format for the 
page (how it will be displayed). In the template the following is specified:

Heading

Text

Image

Image description 

Link (URL-Address).

Information category
Each page is connected to an information category (forum, news, media etc.).

APPENDIX I - ROCK ART AND THE INTERNET 181



Links
The functions specify a link to an URL-address, which can hold a hyperlink from the page.

Category;

start

'3 RockCare Web - if Window Iitk-

'<11:122 Microsoft W... ' O' 3 Internet Ex... .j ft? C:\MinaDokum.. @ Ü » 0 > J- SS 6ń

Arkiv Redigera Visa Favoriter Verktyg Hjälp

Q Bakåt * Q @ ijll yP Sök Favoriter Media ■Ø - U, @ ’ El ^
Adress \&\ http://rogerdell/world%20heritage/Rockcareweb/

Hits: 713
Visitors: 1 
Updated: 2002-05-21

Links

Sort order: Ascending v j [Search] [ Reset |

Heritage Site

N-te* Heritage Site

Link name Link

Astuvansalmi http://www.internetix.ofw.fi/tutkimus/muinaistaide/kallioiumala/e-
kallioiumala/index.htm

Coa Valley htto://www. ioa.min-cultura.pt/coa/
Mont Bego http://www.rupestre.net/alps/beqo.html
Rupestre
Rock Art & 
Petroglyphs

http://ruDestre.net/

Tanum http .//www.fsfpa.sa/eng/roękart/ d.afą u It. htm
UNESCO
World
Heritage List

h.?.s.a!

Valcamonica http://www.q3informatica.it/museo/

Q Gå till Länkar
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Contacts

Contact information of the members or associated co-operators in the project. Each contact can 
be included to several categories.
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Forum

Is a discussion forum where discussions on different questions can start. It consists of the 
following information:

Question: a heading of a discussion subject

- Discussion: a question, proposition etc. It consists of a heading, text plus the contact 
person/member who is responsible for the question.
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Viewing information

Page and paragraphs

Normally information is displayed by clicking on a menu group of a menu row. The 
corresponding page with text is displayed.

Adress t||] Länkar

3 RockCare Web - IE_Window_Title 0(91

. Documentation
. Wurkiny mulliuds 
RockCare project

Documentation
I One of the key objectives of the RockCare project is to 
I create a modern database for documentation of rock art that 
?! will meet with the highest possible quality requirements 
Ü concerning the registration of pictorial images and 

descriptive texts. Alongside the development of the 
■ database, major efforts were made to test and refine different 
I methods of field documentation, such as rubbings and 
I plastic tracing. I hese are methods that have been in use for 
I a long time in rock art recording but are in serious need of 
I modernisation and technical refinement. The rubbing 

method, for example, has been more or less discredited as a 
8 method mainly used by non-professionals for non-serious 
I depictions of rock carvings. However, extensive tests

______________________ __ I carried out during field seminars in both Tanum and
Valcamonica strongly indicate that the opposite may well be the case. When used on the rocks the rubbing 
method seems to capture much of the original artistic intention and pictorial content of the rock art figures. 
Furthermore, the method provides exceptionally good opportunities for subsequent computerisation and digital 
recording of field depictions at as many rock-carvings sites as possible. Discussions of a common development 
and application of modern digital techniques are ongoing, but up until now a lack of funds has prevented any 
concrete developments.

Damage inventory
An important part of the rock art research work so far done in Sweden has been designated to developing f |—. 
methods and standards for recording of damages on rock carvings. The basic systems for field recording j LÜJ 
were developed in the Air Pollution Project and in the INTEREG IIA projects. However, one important 
scope of Rock Care is to refine and develop a standard computerised application of damage recording as 
an integral part of the database ROCKCAREBASE.

Standards of documentation and Database programme
In orderto facilitate transnational research and rock art documentation in Europe some basic tools are 
needed. One such tool is a common standard of documentation, a sort of common denominator of rock art 
classification, applicable regardless of geographic area. To create such a standard is one of the top 
priorities of the RockCare project. As a first step the working process of creating an interface between 
Sweden and Italy - Tanum and Valcamonica, has already been started. The documentation and Web- 
based database programme RockartBase

Display page: Documentation *3 Lokalt intranät

V Q Gå till

Arkiv Redigera Visa Favoriter Verktyg Hjälp

0 Sakit - Q S €•) >)ak Favoriter (g* Media 0 f - ® - : j

http://rogerdell/world%20heritage/Rockcareweb/

Visitors: 1 
Updated: 2002-05-21
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System Administration
Login

In order to administrate (add, edit or delete information), you must have access rights to 
RockCareWeb. This is done by clicking on the menu group Login in the System Menu.
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Administration of menus and menugroups

You can visually edit the menu system by using the function Menu in the System Menu 

From the Menu page, you can:

- Remove or rename menu items (rows)

- Add, edit or remove menu groups (second paragraph in the image above)

- Change the order of paragraphs within a page

- Edit the content of a page
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äl Edit chapter -- Webbsidedialogruta

Headline

RockCare - Tanum laboratory of
Text
The project RockCare - Tanum laboratory of cultural heritage "The rock-carvings in 
Tanum in Sweden" started within the framework of the Raphael programme, in 
November 1998 by The Swedish National Heritage Board. The RockCare project was 
granted by European Commission and the Swedish government,
The project is now in its 3rd stage and will thus have been going on to the end of 
2001. Reports from the project have been produced continuously and a final report 
will be issued in the beginning of 2001. It is now within the framework of the 
Culture 2000 programme of the EU. Reports will also be presented on this website,

Close Undo Save

View the result by going to the page (connected to a menu and menu group)
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Adding pages and paragraphs

Before you add a new page, you first have to add a menu with consisting menu group on which 
the information of the page will be placed.

After that, while you are in the Page frame (shown above) you do the following:

Select menu and corresponding menu group where the page will be presented.

- Select a template on which the information will be built.

- Click on the OK button.

A new frame is displayed:
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Enter data in the requested fields in the frame, and then click OK again. 

Select OK, if you want to save the new page:

Now you can click on the menu group to view the result.
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Images
"3 RockCare Web - IE_Window_Title

gl Klar

Arkiv Redigera Visa Favoriter Verktyg Hjälp

O Båkit - 0 @ ::«i „P5* 'M'Favoriter Media ^ 0- Ęfr
Adress i^] http://rogerdell/world%20heritage/Rockcareweb/

IB * S f-^>

Visitors: 1
Updated: 2002-05-21

v ; Q Gå tifl Länkar

Showing 1-8 of totally 18 records

Lokalt intranat

Heading:

Photodate:

Ragnar Utne
Gerumvy 

Ragnar Utne

Showing 1-8 of totally 18 records

Bo, Tanum 62, ... Bo, Tanum 62, ...

Fler skepp 
Ragnar Utne

m

Photographer: ] None
Keyword: 1 None v

Results per page: | [ 1 [ Search )

Bo, Tanum 62, ...

Hr, Tannas 58,...

Catarina Berti...

Finntorpristni... 
Gerhard MilstreuGerumsristningen 

Gerhard Milstreu

Alta, Norge

- VY'

Alta,Norge

Bo, Tanum 405,...

Lurbllsare
Ragnar Utne

A general image handling routine has been added to system. The purpose of the function is to 
have the ability to document images connected to the proj ect.

The Image frame consists of:

- Top frame where you enter your selection criteria for displaying images.

Result frame where thumbnails of images are displayed.

Detail frame which you reach when double-clicking on a thumbnail image on the 
Result frame.

Viewing and searching for images

You can now search for information and do printouts of the images. Select at least one search 
criteria from the search frame then click Search. A list of one record per row, including a 
thumbnail image with image information, is displayed matching your selection.

If you double-click on the thumbnail image detailed information of the image is displayed.
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Viewing detailed information about an image

In the detail Image frame you can edit the information describing the image. If you double-click 
on the image it will be displayed in normal size.
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Adding new images

From the Photo menu group on the System Menu, you can add an image and description. 

Enter/select information for describing the image.

- Click on the Bläddra button (browse) for selecting the file/image.

- When selecting a filename, click Upload. The image will be uploaded from your PC 
to the database in the Web server and stored.

Select the Save button to save the record.
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The WARA imagebase prototype

Starting WARA
WARA prototype is available on the Internet. All you need is a connection to the Internet and a 
Web browser (Internet Explorer 4.0 or a later version)

Address: http://www.w-heritage.org/wara

Type the address from the web browser and then click Enter. The main frame of WARA is 
displayed:
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Scope
The WARA prototype is the result of ongoing discussions to secure the future of the WARA 
Image database which has been developed and is maintained at the Centre Camuno di Studi 
Preistorici in Valcamonica.

The purpose of the WARA prototype is to:

- build a simple yet effective database application to be used on the Internet.

- host the database on a secure Web server.

- Provide a model for further development of a final version, containing rock art 
information for the whole rock art community.

System design and user interface
The WARA main menu consists of:

- Top frame where you enter your selection criteria for displaying images.

- Result frame where thumbnails of images are displayed.

- Detail frame which you reach when double-clicking on a thumbnail image in the 
Result frame.

Viewing and searching for records

The Search Frame consists of Frequent codes that you want to search information from.

You have to select at least one search criteria from the search frame.

When selecting the Search button, a list of records will be displayed, including a thumbnail 
image and information matching your selection.

If you double-click on the thumbnail image, detailed information of the image is displayed:
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Login

You must login to the database to gain access rights for adding, editing or removing records.

- Click on the Login button at the left on the Top Frame, and enter your username and 
password.

- If you have access rights, new buttons are displayed in the frame:
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Viewing detailed information on an image
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In the detail Image frame you can edit the information describing the image. If you double-click 
on the image it will be displayed in normal size.

'll http://rogerdell/world hentage/WARA/photo/T89Finntorp.jpg !E_Window_Title
Arkiv Redigera Visa Favoriter Verktyg Hjälp

.v -■ J 3 \é . h P5ök <8TMe* C: . - h B 0
Adress http://rogerdell/world%20heritage/WARA/photo/T89Finntorp.jp v] Q Gå till Länkar

^ Lokalt intranät

Adding new records

Select

Select

Select

Country:

Area code:

Grammatical form:

Schematization;

Conceptual ideogram:

Anthropomorphic pictogram: fselect 

Anthro. body decoration:

Weapon type:

Zoomorphic pictogram:

Topo teet pictogram:

Psychogram:

Bibliography:

Date of Record:

Entry compiled by:

Image source:

Select

Select

I vj Locality:

vj Category code:

v i Repetitiveness:

vj Anatomical ideogram: I Select

vj Numerical ideogram:

vj Anthropomorphic sex: [ Select

Vj Object type:

v I Tool type: 

vj Zoomorphic sex: 

vj Impliamentpictoc 

Chronology:

jj CD number:

_] Photo/Slide/Drawing: 

Dimensions:

1 Orginal slide number:

1 1

Click Browse to set image.

1 Select vj|

1 1

□

1 Select v|

1 Select v| 1 Bläddra...

1 Select v|

I Select V 1

I Select V j

1 Select v|

1 Select vj

1.......................................................................1 Zoomorphic bodystyle:

Other pictogram:

Copyright:

Select v

1............................................................ ...........1

i J

j Keywords: ( Delete ]

Ij Select keywords.. V |

From the Photo menu group on the System Menu, you can add an image and description.
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Add a record/image by:

Click on the Bläddra (browse) button below the image-area. 

- A File Folder dialog will appear on the screen:

Välj filtyp

Leta i:

Ck.

Senast använda 
dokument

3
Skrivbord

OJ
Mina dokument

Den här datorn

Ö Bild 3d <h Hd ö' EHh
Q|Minj
@ Dummy jpg

[0fd8914Ol.jpg
0fd8914O5.jpg
0Fd8914O9.jpg
0fd8915Ol.jpg
@ fd891502.jpg

0fd8915O3.jpg
[0Fd891513.jpg
0fd891514.jpg
0fd891522.jpg
0 fd891901.jpg
10fd8919O2.jpg
0fd8919O3.jpg
0Fd8919O4.jpg

< II!! I

0fd8919O5.jpg
0fd8919O6.jpg
[0fd8919O7.jpg
0fd8919O8.jpg
0fd8919O9.jpg
0fd89191O.jpg
Cjfd891911.jpg
0fd891912.jpg
gjfd891913.jpg
0fd891914.jpg
0jfd891915.jpg
0fd891916.jpg
0Fd891917.jpg
Bjfd891918.jpg

[0fd891919.jpg

0Fd89192O.jpg 
0fd891921.jpg 
I0fd891922.jpg 
0 fd892015.jpg 
@Fd892016.jpg 
0 fd892017.jpg 
0fd892O18.jpg 
0fd892O19.jpg 
0fd892O2O.jpg 
0fd892O21.jpg 
0fd892O23.jpg 
0fd9O21Ol.jpg 
0fd9O21O3.jpg 
[0fd9D21O4.jpg

Mitt: 512x768
Typ: JPEG-bild
Storlek: 86,8 kB

(0fd9O21O6.jpg 
0fd9O21O7.jpg 
0 Fd902108.jpg 
0fd9O21O9.jpg 
0Fd9O211O.jpg 
0Fd9O2111.jpg 
0fd9O2112.jpg 
0fd9Q2113.jpg 
0 Fd902114.jpg 
0Fd9O2115.jpg 
0fd9O2116.jpg 
0fd9O2117.jpg 
0fd9O2118.jpg 
0Fd9D2119.jpg 
@ Fd902120.jpg

(S)fd902121 
@fd902122 
jfi)fd902122 
0 Fd902201 
0 Fd902202 
0 fd902203 
0Fd902204 
0 Fd90220E 
@Fd90220É 
0fd9O23Ol 
0 Fd902302 
0 Fd902303 
@Fd902304 
0Fd9O23OE 
0Fd902306

m
Mina

nätverksplatser h|öamn:

Filformat: I Alla filer

”3

cd

Öppna

Avbryt

- Search and select the filename/image from your computer's hard disk.

- Select the Öppna/Open button.

The image will appear as a thumbnail image in the window frame, together with the 
path/filename:
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Country:

Area code:

Grammatical form: 

Schematization:

Conceptual ideogram: 

Anthropomorphic pictogram: 

Anthro, body decoration: 

Weapon type:

Zoomorphic pictogram:

Topo teet pictogram: 

Psychoqram:

Bibliography:

Date of Record:

Entry compiled by:

Image source:

Select

vj Locality:

v i Category code:

vj Syntax:

Dvj Repetitiveness:

vjl Anatomical ideogram: [Select
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The Valcamonica symposium in Tanum 2001. 
Appendix 2
Tanum, Sweden, 22nd-28th September, 2001 
Programme, closing session, abstracts and participants

Programme
Parameters and guidelines for studying 
rock art

Over the last 33 years, the Valcamonica Symposium, 
organised by the CCSP, has achieved great success in 
Italy. In order to enlarge its dimensions, this year the 
19th Valcamonica Symposium is held here in Tanum 
and is organised by the RockCare project of the 
Swedish Heritage Board.

We hope that you enjoy participating in this event 
and look forward to future rock art research 
collaborations.

CCSP CAR
CENTRO CAMUNO INTERNATIONAL COMMITTEE
DI STUDI PREISTORICI FOR ROCK ART

Afternoon
14:30 - 16:00 If the weather is good, there will be 

an excursion in the World Heritage 
Area. Otherwise, Lasse and Ulf will 
present a slide show of Tanum rock 
art and a RockCare project video 
will be shown. Gerhard Milstreu will 
host the private museum Underslös 
and will provide afternoon coffee 
and cake.

Evening
19:00 Dinner

Monday 24th September

07:30 - 08:30 Breakfast

Saturday 22nd September
Arrivals.
20:00 Welcome dinner

Sunday 23rd September
7:30 - 8:30 Breakfast
Morning session 
09:00- 10:00

10:00-10:20
10:20-11:00

11:00-11:45

11:45-12:30

13:00-14:30

Opening ceremony by the Honorary 
President of the Symposium, 
Professor Emmanuel Anati 
Morning Coffee
Dr. Ulf Bertilsson - Psychoanalytical 
aspects of Scandinavian rock art 
Dr. Christopher Chippendale - 
Pictures and stories, stories and 
pictures: a model from Aboriginal 
Australia for the prehistoric meaning 
of rock-art
Dr. Lili Kaelas Nyström - Reflec
tions on the interpretation of 
rock art 
Lunch

Morning session 
09:00-10:30

10:35-11:10
11:25-12:15

12:45-14:15

Umberto Sansoni and Alberto 
Marretta - New discoveries in 
Valcamonica rock-art (August 2001). 
Zurla and Grevo: first analysis 
and methods of investigations.
A) Presentation of the context, 
characteristics and highlights 
(U. Sansoni), B) Themes and 
comparisons (A. Marretta)
Morning Coffee
Dr. Georgio Dimitriadis -
Philosophy of image: the relationship
between variant and constant in
rock art
Lunch

Afternoon
15:00 - 16:30 Press conference at the RockCare 

office. Refreshments will be served.
Evening
17:30-18:00

18:15-19:00

19:30

Visit to the Vitlycke Museum 
presented by Lasse Bengtsson.
40000 years of contemporary rock 
art exhibition guided by Prof. Anati. 
Dinner at the Vitlycke Museum
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Tuesday 25th September

07:30 - 08:30 Breakfast
Morning session 
09:00-09:50

09:55-10:45

10:50-11:20
11:25-12:20

12:45-14:15

Dr. George Nash - Keeping up 
appearances in the Mesolithic: 
retouching, re-painting and re
colouring Spanish Levantine rock-art 
Dr. Margarita Diaz-Andreu - What 
else could be done? Some suggestions 
for the study of Levantine art (Spain) 
Morning Coffee
Dr. Christopher Chippendale and Dr. 
George Nash - Walking through 
landscape: a photographic essay of 
the Campo Lameiro Valley, Galicia, 
north-western Spain 
Lunch

Afternoon
14:30 - 15:00 Dr. Gerhard Milstreu - A short

presentation ofrecent Danish rock 
art studies

15:00 - 18:00 Another excursion to rock art sites 
within the World Heritage area and, 
for those who wish, a visit to the 
Bronze Age Farm.

Evening
19:30 Dinner
21:00 Official meeting of CAR. The second

half of this meeting will be open to 
all participants.

15:15 - 16:00 Lasse Bengtsson - The hand behind 
the pecking: a trial to trace the 
individual artist

16:00 - 16:45 Åsa Fredell - Figurative gestures: an 
introduction on how to study the use 
of gestures in pre-scriptual figurative 
material.

Evening
19:00 Official Dinner sponsored by the

Tanum Municipality.

Thursday 27th
09:00-11:00
11:00

September
Closing session.
Departures for Göteborg airport. We 
will try to arrange transports for as 
many people as possible but the train 
alternative must also be considered 
for some.

Organising Committee

Ulf Bertilsson 
Louise McDermott 
Jennifer Martin Schuch 
Jonas Gutebrand 
Catarina Bertilsson 
Johanna Bergqvist 
Camilla Olsson

Work co-financed by the European Union, DGX. 
Culture 2000 program.

Wednesday 26th September

07:30 - 08:30 Breakfast
Morning session 
09:00-09:50

09:55- 10:45

10:50-11:20
11:25-12:20

12:45-14:15

Dr. Christian Ziichner - 
Archaeological dating of rock art: 
nothing but subjective?
Dr. Ekaterina Devlet - Shamanic 
attributes in the rock art of Siberia 
and Central Asia 
Morning Coffee 
Susheng Suyu - Explaining the 
cultural meaning of the owl in 
China’s rock art 
Lunch

Afternoon session
14:30 - 15:15 Jan Magnusson - Moiré - A new 

technique for 3-D high resolution 
depiction of rock art

Closing session
Held at Tanum, 27th September 2001.

Resolutions and recommendations

1. Setting of the Committee

The participants of the 19th Valcamonica Symposium 
constitute an Assembly to sum up results and 
formulate recommendations. The Assembly is jointly 
chaired by Prof. Emmanuel Anati (Italy), Dr. Ulf 
Bertilsson (Sweden) and Prof. Christian Ziichner 
(Germany). The Secretariat is composed of Louise 
McDermott.

The following issues have been discussed and 
approved.
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2. Results of the 19th Valcamonica Symposium
The Symposium was organised by RockCare and 
held in Tanum. It lasted five days. The following 
communications were presented: “ Psychoanalytical 
aspects of Scandinavian rock art”, “Pictures and 
stories, stories and pictures: a model from Aboriginal 
Australia for the prehistoric meaning of rock-art”, 
“Reflections on the interpretation of rock art”, “New 
discoveries in Valcamonica rock-art (August 2001). 
Zurla and Grevo: first analysis and methods of 
investigations. A) Presentation of the context, 
characteristics and highlights, B) Themes and 
comparisons”, “Philosophy of image: the relation
ship between variant and constant in rock art”, 
“Archaeological dating of rock art: nothing but 
subjective?”, “Shamanic attributes in the rock art of 
Siberia and Central Asia”, “Explaining the cultural 
meaning of the owl in China’s rock art”, “Moiré - 
A new technique for 3-D high resolution depiction of 
rock art”, “The hand behind the pecking: a trial to 
trace the individual artist”, “Figurative gestures: 
an introduction on how to study the use of gestures 
in pre-scriptual figurative material”, “General 
debate, recommendations and deliberations”.
The collaborating countries were China, Denmark, 
Germany, Greece, Italy, Norway, Russia, Spain, 
Sweden and the UK.

3. Thanks
The participants of the 19th Valcamonica Symposium 
address their deep thanks to all the people and 
institutions that have contributed to the Symposium 
and its financing:

• RockCare project
• Tanum Municipality
• Resö pensionat
• Vitlycke Museum
• Underslös Hallristnings Museum 
•CCSP
• Västra Götaland County Administration

Thanks are also addressed to all those who sent 
letters of encouragement and support, and to all who 
participated in the organisation and running of the 
event.

4. Future of Valcamonica Symposia
In accordance with the recommendations of the 
18th Valcamonica Symposium, this is the first 
Valcamonica Symposium that has been hosted outside

of Italy. The event is usually relatively small 
consisting of around 80 people. This year the 
dimensions were smaller, with about 40 participants, 
but a friendly and intimate environment contributed 
to the success of the Symposium. The question is now 
where to hold the Symposium next year with the aim 
of enlarging its dimensions and those of the CAR 
meeting. Three suggestions emerged: 1 - in Tanum, 
Sweden, organised by Dr Ulf Bertilsson. 2 - in 
Durham, England, organised by Dr. Margarita Diaz- 
Andreu. 3 - in Bornholm, Denmark, organised by 
Dr. Gerhard Milstreu. Each is located in the middle a 
rock art area, a prerequisite to hosting the Symposia.

The Assembly decides that the next Symposium 
will be held in Sweden where greater funding will 
enable its enlargement. Co-operation will be made 
with Professor Jarl Nordbladh of the University of 
Göteborg in order to tie the institutions working in 
this area. The Symposium will be held at Futurama, 
an education building, and will take place from 
September 21st to September 28th, 2002.

Due to the problems of hosting the 2002 
Symposium in Zimbabwe, it is suggested that it take 
place in Durham, England. In 2003 the Symposium 
will either go to Denmark or return to Valcamonica. 
In the other venues the name of “Valcamonica 
Symposia” will be preserved. A committee for the 
organization of the events, composed by Ulf 
Bertilsson, Margarita Diaz-Andreu and Gerhard 
Milstreu, has been created.

Action: Bertilsson, Diaz-Andreu and Milstreu.

5. Title of the 19th Valcamonica Symposium

A matter discussed was that the Symposium should be 
open to all people interested in prehistoric and tribal 
art, not only to selected people in localised parts of 
the world. We would like to be open to specialists in 
other areas of art studies as well as re-open the 
Symposium to school participation. In order to 
increase public interest we would like to make a sub
theme to cover museums, education and the 
promotion of rock art to the public. A Scandinavian 
network to deal with this issue is being built by Prof. 
Kalle Sognnes of Norway and will be of benefit to 
participation and involvement in this sub-theme. 
ICOM, IGROM and ICOMOS will be invited to this 
session in order to promote rock art in exhibitions 
and museums.

Themes proposed for the forthcoming Symposium 
include:
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1. Cultural uses of rock art: the position of 
rock art in society

2. Rock art as visual communication
3. World patterns of prehistoric and tribal art
4. World archives with comparative purposes
5. Grammar and syntax of rock art
6. Historical reconstruction and rock art
7. Mythology and rock art
8. Co-operation and international work

The following title has been selected: Cultural uses 
of rock art: recent perspectives on presentation, 
conservation and interpretation.

The other suggested titles could be used as sub
themes for the 20th Valcamonica Symposium.

Action: Bertilsson.

6. Publications

The Assembly of participants’ addresses to the 
International Organizations and to the National 
Government of Italy to request support for publication 
of the proceedings of past symposia that have not yet 
been published in order to make these symposia better 
known. It is further requested that other monographs 
concerning the study of prehistoric and tribal art be 
supported by public funds, both national and 
international.

Action: UNESCO.

7. Standards of recording and documentation
The participants of the Symposium request the 
support of international organisations to create gene
ral guidelines for methods of recording and docu
menting prehistoric and tribal art. This is necessary 
for having a smooth exchange of information.
A commission is created to follow up. It is composed 
by E. Anati, U. Bertilsson and C. Ziichner.

Action: UNESCO, ICOMOS, ICOM, ICCROM.

8. World Heritage Sites recognised by UNESCO
The World Heritage Sites committee nominates sites, 
and then neglects them. Ulf Bertilsson informed about 
the ongoing monitoring program of UNESCO 
encompassing all World Heritage Sites and 
emphasised the importance of Valcamonica being 
included in that program.

Action: UNESCO (World Heritage), CAR.

9. Inventory of prehistoric art in Lombardy

Last year the Assembly wrote to the local government 
of Lombardy to request help with the creation of a 
total systematic inventory of rock art from Valca
monica and surrounding areas like Valtellina, by the 
CCSP that has been working in this field for years 
and retains the archives. The result of that action was 
attainment of funding that has enabled this project to 
be initiated.

Action: CCSP.

10. Rock art of Greece
Last year, the Symposium addressed to the Greek 
Government recommendations to develop studies of 
the newly discovered rock art sites in Fillipi of 
Macedonia, Greece. After no response the committee 
will follow that initiative again this year.

Action: CAR.

11. WARA Project

Support for the WARA Project (World Archive of 
Rock art) and its availability on the internet is 
requested from UNESCO and the Italian Government. 
The Assembly recommends that this help is not only 
continued but also increased. This is especially 
important in order to make available the images of 
rock art that are otherwise not available to 
researchers, such as that now flooded by the Tejo 
River Dam in Portugal.

Action: UNESCO, Italian Government (Ministero 
Affari Esteri).

12. Information and Education

We intend to communicate the results of this year’s 
Symposium and announce the title of next year’s 
Symposium to UNESCO, to ICOMOS and to the 
press. It is our intention to publish the papers of the 
Symposium. Information and education addressed to 
the general public about rock art should be carried 
out at both local and international levels. Support is 
requested from UNESCO and ICOMOS to help the 
diffusion of information and to ICOM to help 
introduce rock art in museums and develop relations 
between museums and institutions for the production 
and exchange of exhibitions.

Action: UNESCO, ICOMOS, ICOM.
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13. CAR

A general information meeting and the annual 
meeting of the Council of Directors of CAR took 
place and were attended by most participants. 
Information on the actions of this year, amongst 
which are the President’s mission report on Alqueva, 
Portugal, and actions in respect to the construction of 
the motorway in Tanum, Sweden, will be published 
this year.

The Secretary General presented a draft of the 
Charter for Rock Art Research and Management.
This will be distributed to National Co-ordinators for 
their feedback and amendments. Once finished it will 
be published on the ICOMOS webpage for public 
access.

Regional and national reports on new discoveries 
and on the state of research have been provided by 
numerous National Co-ordinators. They will be 
published this year.

CAR wants to strengthen the contact between 
National Co-ordinators and the Board so that we get 
information about endangered rock art sites as early 
as possible.

Action: CAR.

14. Major Sites
The production of a publication entitled The 
Encyclopaedia of World Rock Art Sites by the CCSP 
has been begun but the project has not progressed due 
to a lack of funding. The Assembly of the Symposia 
appeals to UNESCO to help in this project. Both the 
CCSP and RockCare will also investigate other 
possible sources of funding for this publication. 

Action: UNESCO, CCSP, RockCare.

15. European Co-operation
Co-operation with the RockCare project has resulted 
in the CCSP exhibition 40,000 years of Contemporary 
Rock Art being brought to the Vitlyke Museum in 
Tanum. The installation was made by Titziana 
Cittadini of the CCSP. A new exhibition on rock art is 
planned by the CCSP.

In co-operation with Umberto Sansoni of the 
Dipartimento CCSP, RockCare has arranged four field 
seminars on documentation in Astuvansalmi, Finland, 
Tanum, Sweden, Valcamonica, Italy and Foz Coa, 
Portugal.

For 2002, an application for a new stage of the 
RockCare Project is under preparation.

Action: Bertilsson, Cittadini, Sansoni.

Abstracts
Psychoanalytical aspects of Scandinavian rock art

Ulf Bertilsson
The National Heritage Board, Sweden 
ulf.bertilsson@raa.se

The late Bronze Age/Iron Age of Scandinavia is 
described as reflecting a mythology with personalised 
gods in connection with an explicit cult of weapons 
and rivalry. This is probably the start of the 
mythology that we meet some fifteen hundred years 
later in the myths of the Vikings described in the 
Nordic sagas. It seems quite obvious that the basic 
structures and elements of these sagas are presented 
and depicted in Bronze and Iron Age rock art. At the 
same time, some elements from the shamanistic 
religion of the early Stone Age rock art are evident. 
Some of that art was probably illustrative too but 
putting more emphasis on the different characters 
depicted than on the story. Another obvious difference 
is that this art focuses more on life than on death.
The ideas presented are inspired by some works of the 
Italian psychoanalyst Bacciagalupa.

Pictures and stories, stories and pictures: a model from 

Aboriginal Australia for the prehistoric meaning of rock-art

Christopher Chippindale
Cambridge University Museum of Archaeology and
Anthropology, UK
cc43@cam.ac.uk
What are prehistoric pictures, so often of animals, 
images of? Of the creatures themselves? Or did they 
have meanings beyond their immediate subjects? And 
did those meanings change over time? The rock-art of 
recent hunter-gatherers in Aboriginal Australia offers 
a robust model, founded in an actual, recorded and 
real social experience. There, the pictures often 
express stories, and the stories are illustrated by the 
pictures. The pictures, once made, may endure. The 
dialectic between word and image provides for the 
stories to change. At the same time it allows for the 
pictures to have meaning, for the pictures to remain 
of meaning, for the pictures to change meaning, and 
for the pictures to be re-discovered with meaning, in 
concert with the stories.

Reflections on the interpretation of rock art

Lily Kaelas
Prästgårdsgatan 68, 41271 Göteborg, Sweden

Consideration will be made of the theories and 
assumptions put forward for rock art in the Alpine
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regions and southern Scandinavia. Reflections will 
focus on the post-war period. However, Oscar 
Almgren’s (1934) strongly influential study of 
southern Scandinavian rock art, according to which 
the petroglyphs were interpreted as an expression of 
the fertility mythology of an agrarian society, is 
taken as a starting point. For Alpine rock art George 
Dumézil’s (1958 onwards) theories on the social triple 
division of Indo-European people into rulers, warriors 
and craftsmen with their equivalents in the triple 
deities - of heaven, thunder and healing - played an 
important role. Henry De Lumley (1984) also 
addresses the theory of Indo-European religion, 
however, in it’s Mediterranean version, i.e. the cult 
of the ox, that of the earth-goddess, and the cult of 
thunderstorms. For the Italian mountain valleys of the 
Alps, Emmanuel Anati (1964 onwards) too launches 
the Indo-European myths with a triple set of gods - a 
celestial, terrestrial and underground deity. However, 
in order to understand the meaning and purpose of 
rock art language there is a new approach - the role 
of rock art within the social system. Recent studies, 
a.o. the thesis of Ulf Bertilsson (1987), have focussed 
on quite a different set of questions: that of spatial 
relation to settlement areas.

New discoveries in Valcamonica rock-art (August
2001).

Zurla and Crevo: first analysis and methods of 

investigations

A) Presentation of the context, characteristics and highlights 
(U. Sansoni)

B) Themes and comparisons (A. Marretta)

Umberto Sansoni and Alberto Marretta 
Departamento CCSP, Italy 
dip.ccsp@libero.it

The rock art sites excavated during the 2001 
archaeological fieldwork added new precious data to 
the long process of understanding the thoughts of 
ancient Camunian people, a work started forty years 
ago with annual fieldwork and uninterrupted new 
discoveries. Extremely rich panels have been 
documented in Zurla, a small area between Naquane 
and Foppe di Nadro, which is well known for its 
engravings and for the exceptional conservation of 
the carved rocks. A global documentation of R1 and 
R2 are providing insights into the specific themes and 
periods in Valcamonican rock-art. Many elements 
point to a late Villanovian and Etruscan influence, 
although reinterpreted by a local tradition.

Beyond this important concentration of depictions 
from the Iron Age was an unexpected discovery that 
redraws the geography of the Calcolithic pheno
menon: in a private property in the territory of 
Grevo-Cedegolo lay two boulders with engravings 
belonging to the Copper Age (4rh millennium BC) 
and a fragment of a third embedded in the external 
wall of a house. The stones were damaged in the 
past and picked by a Calcolithic sanctuary close to 
the site (probably similar to the one excavated in 
Ossimo-Borno), with many such engraved boulders 
lined up between other structures. These important 
findings add examples to the wide phenomenon of 
Calcolithic stele that were diffused across Europe 
during the 4th millennium. They show similar 
expression through the use of a limited range of 
common signs, including triangular daggers, sun 
discs and parallel lines.

Phi'f image: the relationship between variant and constant 

in rock art

George Dimitriadis 
Departamento CCSP, Italy 
dip.ccsp@libero.it

A critical revision of the foundations of rock art 
research is attempted. Twenty years after Anati’s 
(1981) first classification along a socio-linguistic line 
and sixteen years after Sansoni’s shift to the archetype 
association (1985) we are missing an important 
element: the spatial figure distibution. I will try to 
create the analytical basis of such an approach by 
showing how prehistoric artistic activity developed 
along spatial-temporal co-ordinates. That is, to 
demonstrate how images engraved on an entire rock 
surface are the fruit of the topologie qualities that 
arose from cultural variety through iconographic 
superimposition. The first step consists of raising the 
image to the state of a hologram, that is to apply 
a mental geo-chronological-graphical grid: a 
geographic map of the possibility of the stratigraphic 
synthesis, an isomorphic transformation of the 
prehistoric paintings and engravings.

Keeping up appearances in the Mesolithic: retouching, 

re-painting and re-colouring Spanish Levantine rock art

George Nash
Centre for the Historic Environment, UK

The rock-art of the Spanish Levant, consisting 
predominantly of painted images, dates from the 
(western Mediterranean) Mesolithic (or Epi- 
Palaeolithic) period. These images, arguably mainly
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hunter/gatherer in form, have a long history that span 
at least 5,000 years. Over the past 80 years or so, 
many researchers have attempted to place these 
images into a chronological framework. The current 
technique used for dating Mesolithic and Palaeolithic 
images, based on stylistic characteristics, can be 
considered as a rather haphazard affair (Bednarik 
1995). For example, the vibrant warring archers from 
the Les Dogues and Cuevas del El Civil panels 
(Castellón) once thought to date to Mesolithic are 
now considered Neolithic (Dams 1984). The dating 
criteria for these images is based on limited 
archaeological excavation within, and/or close to 
rock shelters that possess rock-art. Direct methods 
such as radiocarbon dating can only fix images to 
one particular point in time, thus rendering either 
the dating of the original image or any retouching 
difficult to assess. Furthermore, radiocarbon cannot 
explain how long these images were actually in use. 
However, how does one chronologically assess rock- 
art panels that possess elements of re-touching, over 
painting and image removal? Within the Spanish 
Levantine assemblage (and elsewhere) this change 
in the original image statementing appears to be a 

relatively common occurrence.
Within this paper, I will discuss the philosophy 

of retouching and removal of images over time and 
suggest that the process of image-change forms an 
important mechanism in the introduction of new 
socio-political ideas. Similar to iconographic changes 
within our own society, the art of the Spanish Levant 
portrays a society that is both artistically and socially 
dynamic - through time and space.

What else could be done? Some suggestions for the study 

of Levantine art (Spain)

Margarita Diaz-Andreu
Department of Archaeology, University of Durham, UK 
M.Diaz-Andreu@durham.ac.uk

From its discovery at the beginning of the twentieth 
century, a great deal has been said and hypothesised 
about Levantine rock art. A first major break in the 
history of its research was the move from a 
Palaeolithic to a Post-Palaeolithic chronology, first 
indicated in the 1920s, although this was not 
generally accepted until the 1940s. A second major 
rupture was presented by researchers in the Valencian 
region in the 1980s, who claimed that the links 
between Neolithic impressed Cardial pottery and the 
rock art of Machroschematic, Schematic and

Levantine styles established the earliest date of the 
latter firmly in the Neolithic. These discontinuities 
in the investigation cannot conceal the fact that a 
comparison between what is currently written and 
much earlier publications on Levantine art reveals 
striking similarities in terms of the interpretations. 
While a great emphasis on description of the motifs 
continues, other types of analyses more common in 
other rock art styles in the world, such as the 
landscape in which the sites are immersed, are 
missing. In addition, the continuity between the 
early works by Breuil and Cabré and those of today 
regarding allusions to elements connected to the 
religious world such as “sanctuaries”, “deities”, 
“priests”, etc. seems to indicate a need to examine 
critically the bases of these interpretations. In sum, 
this paper will propose that the new debates raging in 
the study of rock art elsewhere have a lot to offer to 
the analysis of Levantine art and will advance some 
suggestions on future lines of research.

Walking through landscape: a photographic essay of the 

Campo Lameiro Valley, Galicia, north-western Spain

George Nash and Lindsey Nash 
Border Archaeology, UK 
and Christopher Chippindale

When describing rock art and landscape, one usually 
reports what was seen, without mention of light 
conditions and temperature. Moreover, descriptions 
are usually assigned to a single moment in time.
The words that describe the sight are usually devoid 
of emotion, although we as archaeologists are 
sometimes overawed by what we see. Using the old 
adage that ‘a picture is worth a thousand words’, we 
here ‘walk’ the reader through a landscape, in this 
case, the rock-art landscape of the Campo Lameiro 
Valley, southern Galicia (north-west Spain), and ask 
‘Are words the best way to communicate about 
pictures?’

Archaeological dating of rock art: nothing but subjective?

Christian Ziichner
Institute of Prehistory, Erlangen, Germany 
cnzuechn@phil.uni-erlangen.de

Since it became possible to date rock art by scientific 
methods there is a tendency to reject the classical, 
archaeological methods as unreliable and merely 
subjective. An extreme position is taken by some 
authors declaring: “only a scientifically dated picture 
is a dated picture”. Other colleagues take a more
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empirical decision: if there are AMS-dates they are 
considered correct, even if they are in contrast to all 
experience. If there are none, they use the classical 
methods to fix the age.

In my opinion there are some problems with the 
archaeological methods used to determine the age of 
rock art. We use the term “archaeological” and not 
“stylistic” as we want to express that these are the 
same methods normally used in prehistoric research. 
Correctly used they yield good results even if they are 
not without fault. It seems necessary to reconsider 
these methods and how they work:

• Dating by self evidence (e.g. daggers, halberds 
etc.)

• Connection with settlement layers (terminus ante 
quem - ad quem - post quem)

• Superposition of pictures (relative chronology)
• Regular combination of figures (cf. prehistoric 

hoards)
• Dating by style: what do “style” and “stylistic 

dating” mean? This is the most crucial point, as 
there are severe misunderstandings regarding this.

There are enough archaeological methods available 
to get good results. If scientific and archaeological 
methods yield contrasting results we have to weigh 
up carefully what might be correct.

Shamanic attributes in the rock art of Siberia and 

Central Asia

Ekaterina Devlet
Institute of Archaeology, Russian Academy of Sciences, Russia 
katja.devlet@desna.dock.ru

In Siberia and Central Asia - the homeland of 
shamanism - valuable data can be gained from rock 
art motifs and their comparison with ethnographic 
material, which indicate that a shamanic world-view 
was fundamental for the complex symbolism of the 
native people. Rock art images with shamanic 
attributes (coat with pendants, drum, drum-steak, 
head-gear, etc.) manifest the shamans function as 
mediators in a tripartite universe. Decorated 
shaman’s coats and attributes were a material form 
which marked the shaman’s special status. Similar 
attributes of anthropomorphic figures in the rock art 
give reason to interpret these images as shamanic or 
protoshamanic, allowing us to trace back the roots of 
shamanism.

Explaining the cultural meaning of the owl in China's 

rock art

Susheng Suyu
Rock Art Research Association of China, Beijing 
sushengrockart@yahoo.com

Rock art is a testimony to the history of ancient 
civilisation. In order to decipher it we must master 
the rules of primitive artistic creation that were 
controlled by primeval thoughts. We must understand 
the relations and characteristics of the images, 
symbols and pictographs in order to make them 
understandable. This helps us to reveal the cultural 
mystery deeply hidden in the rock art. China’s ancient 
calendric recordings, writing, poems and legends are 
related to these primeval conceptions and thus 
provide clues to the rock art.

Easily recognisable depictions of owls, Xiao, 
appear on prehistoric ceramic, bronze and jade 
objects of China whilst owls in rock art are often 
simplified and abstract. Nonetheless, Many owl 
images have been identified in the rock art of China. 
Recent investigations of rock art and archaeological 
excavation have shown that the number and range 
of owl figures in rock art have increased over time. 
Owl images contain a kind of formula: an evolved 
symbolic sign. Within the ancient culture background 
of China we find the cultural intention of owl images. 
The owl is the symbol of the 18th constellation, one 
of the 28 constellations into which the celestial 
sphere was divided in ancient Chinese astronomy.
It appeared in the ancient Chinese calendar with the 
arrival of the winter solstice and is the symbol of life, 
spring and the sun. It is instated the god of seasons. 
The owl is the theme of many rock art sites in 
Inner Mongolia that date to the YinShan Dynasty 
(3000-4000 BP). It also appeared in ancient Chinese 
writing and in folklore the owl occurs frequently 
as a mythical animal.

Moiré - A new technique for 3-D high resolution depiction 

of rock art

Jan Magnusson
County Administrative Board of Västra Götaland, Sweden 
jan.magnusson@o. Ist.se

A new technique for 3-dimensional digitising of 
objects, mainly for the car industry, has been 
elaborated into a powerful tool for depiction of rock 
art within the frame of the RockCare project. The 
system, called ATOS (Advanced Topometric Sensor)
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or moiré photogrammetry has been tested on rock 
carving sites in Sweden (Tanum), Italy (Valcamonica) 
and Portugal (Foz Coa). The accuracy of the measure
ments varies between 0,02-0,05 mm. The paper will 
present some of the results from the development 
work as well as the technique, comparison to laser 
technique and possible applications, which include 
post CAD-processing for enhanced interpretation 
possibilities, monitoring of degradation and 
production of replicas.

The hand behind the pecking - a trial to trace the 

individual artist

Lasse Bengtsson
Vitlycke Museum, Sweden
lars.bengtsson@bohusmus.se

This paper deals with the problem and challenge to 
find the individual artist behind some particular rock- 
art motifs in the Askum area in Bohuslän. The study 
can be regarded as an experimental case study and 
as a possible first step to establish a methodology to 
deal with this field of research. If an individual 
artist can be traced it will be important for our 
understanding of the role of rock-art during the 
Bronze and early Iron Ages in Bohuslän, and also, 
to some degree, for understanding the movements of 
these individuals in the landscape.

Figurative gestures: An introduction on how to study the 

use of gestures in pre-scriptual figurative material

Åsa Fredell
Gothenburg University, Sweden 
asa.fredell@goteborg.mail.telia.com

While studying rock images and other figurative 
material in Bronze age Scandinavia there is one thing 
that too often has been overlooked - the use of 
gestures, a non-verbal, narrative expression of 
communication that may help to reveal fundamental 
values in a society as well as relations among its 
people.

This short introduction on how to study the use of 
gestures in figurative material in general, and in rock 
art in particular, does not aim at analysis and 
interpretation of all occurring gestures. Instead its 
purpose is to emphasise two of the many non-verbal 
expressions of communication in an oral society - 
figurative gestures, an expression where images 
display “frozen movements of meaning”.

Since gestures embody both natural and cultural 
components as expressed emotions and highly

specialised signs or signals, it is important to not only 
recognise the gesture but also its surrounding and 
associated context. Gestures are embodied memories 
used in cultural transmission. This makes their 
character highly conservative and longstanding. This 
is especially true for gestures based on emotional 
expressions and used in ceremonial or repeated 
activities. In figurative expressions like rock art, it is 
likely that gestures became standardised to favour 
understanding.

With an example of a closer study of one gesture 
i.e. human figures with large spread out five-fingered 
hands, it is my intention to draw attention to the 
deeper expression of meaning that gestures most 
definitely had as a pre-scriptual, figurative 
expression. While departing from the situational 
context of the gesture/image and relating it to 
contemporary or related sources under certain 
conditions, there is a possibility to understand the 
complex and multiple use of gestures. As a result of 
being an archaeologist coloured by our own time and 
chirographical society we have tended to treat 
figurative gestures as attributes. The example will 
show that small details like the situational context, 
the angles of arms and size of figures do indeed have 
importance. What we before treated as one gesture or 
attribute might, according to its situational context, 
be several completely different expressions. These 
expressions may be a result of expressed emotions, 
symbolic signs or a replacement for attributes.
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The Valcamonica symposium in Scania 2002. 
Appendix 3
Simrishamn, Scania, Sweden, 23rd-26th October, 2002 
Programme, closing session, abstracts and participants

Programme
Recent Perspectives on the Documentation 
and Presentation of Rock Art

Over the last 34 years the Valcamonica Symposium, 
organised by the CCSP, has achieved great success in 
Italy. Last year, for the first time, it was hosted in 
Tanum, Sweden. This year we are proud to have the 
opportunity to host the 20th Valcamonica Symposium 
in Scania, Sweden. We hope that you enjoy partici
pating in this event.

CCSP CAR
CENTRO CAMUNO INTERNATIONAL COMMITTEE
DI STUDI PREISTORICI FOR ROCK ART

Wednesday 23rd October

Arrivals.
20:00 Welcome dinner

Thursday 24th October

Morning
07:30-09:00
09:00-09:45

09:45-10:30

10:30-10:45
10:45-11:30

11:30-12:00

Breakfast
Opening ceremony by the President 
of the Symposium, Dr. Ulf Bertilsson, 
who will present Rock art in 
Southern Sweden - problems and 
prospects for documentation and 
management. There will also be a 
short slide show by Catarina 
Bertilsson.
Professor Emmanuel Anati - The 
prehistoric rock art sanctuary of 
Porto Badisco, Italy.
Morning Coffee
Jan Magnusson - RANE - Rock Art 
in Northern Europe: a new Inter- 
Nordic project for development of 
tools for sustainable management 
of rock art.
Roger Robertson - Rock art and the 
Internet.

12:00 - 12:30 Dr. Gerhard Milstreu - Rock art in 
Denmark - a statement on it’s 
documentation, preservation and 
presentation.

12:30-14:00 Lunch
Afternoon
14:00 - 18:00 Excursion to rock art sites in Simris.
Evening
19:00 Dinner

Friday 25th October

Morning
07:30-09:00
09:00-09:45

09:45-10:30

10:30-11:00
11:00-11:45

11:45-12:30

12:30-14:00

Breakfast
Dr. Margarita Diaz-Andreu - Rock 
art in England and Scotland: its 
management and study.
Stan Beckensall - British prehistoric 
rock art.
Morning Coffee
Professor Emmanuel Anati - The 
structural analyses of prehistoric 
rock art.
Umberto Sansoni - New discoveries 
and perspectives on Valcamonican 
rock art.
Lunch

Afternoon
14:15 - 14:30 Professor Jarl Nordblahd - Southern

Scandinavian rock art in the landscape.
14:30 - 16:00 Excursion to Kivik where we will find 

the largest Bronze Age burial cairn 
with engraved slabs in Northern 
Europe.

Evening
19:00 Dinner
21:00 Dr. Christian Ziichner will present the

CAR Charter at the official annual 
meeting of CAR. This meeting will be 
open to all participants.

APPENDIX 3 - SYMPOSIUM 2.002 213



Saturday 26th October

Morning
07:30-09:00 Breakfast
09:00-09:30 Liliana Fratti - New suggestions on 

symbolism in the medieval rock art 
of Valcamonica. (In French).

09:30-10:00 Serena Solano and Simonetta Boldini 
- The schematic art in Middle
Valcamonica.

10:00-10:30 Morning Coffee
10:30-12:30 Visit to the Simrishamn Museum 

presented by Lena Alebo.
12:30-14:00 Lunch
Afternoon
Departures for Copenhagen and other destinations.

Organising Committee

Dr. Ulf Bertilsson 
Louise McDermott
Work co-financed by the European Union, DGX 
Culture 2000 program

Closing session
Held at Österläns museum, Saturday 26th October
2002.

Resolutions and recommendations

Thanks

The participants of the 20th Valcamonica Symposium 
address their deep thanks to all the people and 
institutions that have contributed to the Symposium 
and its financing:

• RockCare project
• Österlens Museum 
•CCSP

Thanks are also addressed to all those who sent 
letters of encouragement and support, and to all who 
participated in the organisation and running of the 
event.

The Symposium was organised by RockCare and 
held in Scania. It lasted three days. The following 
communications were presented: «Rock art in 
Southern Sweden - problems and prospects for 
documentation and management» «The prehistoric 
rock art sanctuary of Porto Badisco, Italy», «Rock Art 
in Northern Europe: a new Inter-Nordic project for 
development of tools for sustainable management of

rock art», «Rock art and the Internet», «Rock art in 
Denmark - a statement on it’s documentation, 
preservation and presentation», «Rock art in England 
and Scotland: its management and study», «British 
prehistoric rock art», «The structural analyses 
of prehistoric rock art», «New discoveries and 
perspectives on Valcamonican rock art», «Southern 
Scandinavian rock art in the landscape», «New 
suggestions on symbolism in the medieval rock art 
of Valcamonica», «The schematic art in Middle 
Valcamonica», «General debate, recommendations 
and deliberations». The collaborating countries 
were Denmark, Germany, Italy, Spain, Sweden and 
the UK.

Setting of the Committee

The participants of the 20th Valcamonica Symposium 
constitute an Assembly to sum up results and for
mulate recommendations. The Assembly is jointly 
chaired by Prof. Emmanuel Anati (Italy), Dr. Ulf 
Bertilsson (Sweden) and Prof. Christian Ziichner 
(Germany). The Secretariat is Miss Louise 
McDermott (England).

The following issues have been discussed and 
approved.

1. Future of Valcamonica Symposia

In accordance with the recommendations of the 
19th Valcamonica Symposium, the 20th Valcamonica 
Symposium was hosted in Sweden for the second year 
running. The event is usually relatively small 
consisting of around 80 people. Last year the 
dimensions were smaller, with about 40 participants, 
and smaller again this year, with about 20 parti
cipants. But a friendly and intimate environment 
contributed to the success of the Symposium. During 
the 19th Valcamonica Symposium the Assembly 
suggested that the 21st Valcamonica Symposium could 
be held in Durham, England, and organised by 
Dr. Margarita Diaz-Andreu. Dr. Diaz-Andreu will 
make immediate applications for funding this event 
that will take place in September 2003. The 
Symposium will be held at Durham University and 
will take place from September 21st to September 
28th, 2003. Due to limited funds the dimensions of 
this event will remain small.

In 2004 the Symposium will return to Valca
monica, Italy where it will be organised by the 
CCSP. Professor Emmanuel Anati will make early 
preparations for this in order to ensure greater 
participation in the event.
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Action: Diaz-Andren, Anati.

2. Title of the 21st Valcamonica Symposium
Themes proposed for the forthcoming Symposium 
include:

1. The meaning of style in rock art research
2. Contexts of rock art
3. Rock art as visual communication
4. World archives with comparative purposes
5. Historical reconstruction and rock art

The following title has been selected: Rock Art:
Style, Context and Meaning

The other suggested titles could be used as sub
themes.

Action: Diaz-Andreu.

3. Publications
The Assembly of participants requested support for 
publication of the proceedings of past symposia that 
have not yet been published in order to make these 
symposia better known. The proceedings of the 19th 
and 20th symposia will be collated and published on 
the RockCare website. These will also be published in 
book format when sufficient funds have been located 
as will the CAR publication: “The Future of Rock 
Art: A World Review”. An updated edition of “Who”s 
Who in Rock Art’, detailing new CAR members, will 
be produced by the CCSP once finances have been 
secured.

Action: Anati, Bertilsson, McDermott.

4. Standards of recording and documentation
The participants of the Symposium request the 
support of international organisations to create 
general guidelines for methods of recording and 
documenting prehistoric and tribal art. This is 
necessary for having a smooth exchange of infor
mation. A commission is created to follow up.
It is composed by E. Anati, U. Bertilsson and 
C. Ziichner.

Action: UNESCO, ICOMOS, ICOM, ICCROM.

5. World Heritage Sites recognised by UNESCO
The World Heritage Sites committee nominates sites, 
and then neglects them. Ulf Bertilsson informed the 
committee about the ongoing monitoring program of 
UNESCO encompassing all World Heritage Sites and

emphasised the importance of Valcamonica being 
included in that program.

Action: UNESCO (World Heritage), CAR.

6. WARA Project
Support for the WARA Project (World Archive of 
Rock art) and its availability on the Internet is 
requested from UNESCO and the Italian Government. 
The Assembly recommends that this help is not 
only continued but also increased. This is especially 
important in order to make available the images 
of rock art that are otherwise not available to 
researchers.

Action: UNESCO, Italian Government (Ministero 
Affari Esteri).

7. Information and Education

We intend to communicate the results of this year’s 
Symposium and announce the title of next year’s 
Symposium to UNESCO, to ICOMOS and to the 
press. It is our intention to publish the papers of the 
Symposium. Information and education addressed to 
the general public about rock art should be carried 
out at both local and international levels. Support is 
requested from UNESCO and ICOMOS to help the 
diffusion of information and to ICOM to help 
introduce rock art in museums and develop relations 
between museums and institutions for the production 
and exchange of exhibitions.

Action: Bertilsson.

8. Establishment of IMPRA (Institutions,
Museums, and Parks of Rock Art)
We will develop permanent co-operation for the 
exchange of information and the development of joint 
databases, formation of specialists, handling of parks 
and exhibition structures, conservation, research, 
education, promotion, and the development of 
educational and culture tourism. Participating 
organisations will apply to UNESCO, ICOMOS and 
ICOM for moral, political and financial support.
The founding members, Ulf Bertilsson (Sweden), 
Emmanuel Anati (Italy), and Rafael Martinez Valle 
(Spain), will prepare a constitution and regulations to 
officially institute the Association.

Action: Anati, Bertilsson, Martinez Valle.

9. Charter for Rock Art Research and Management
Most participants attended the annual meeting of the 
Council of Directors of CAR. Information on the
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actions of this year, amongst which are the President’s 
mission to Lithuania and actions in respect to the 
construction of the motorway in Tanum, Sweden was 
presented. The Secretary General presented a draft of 
the Charter for Rock Art Research and Management 
that resulted in constructive debate and amendments. 
The charter will be distributed to National Co
ordinators for their feedback and amendments.
The legality of the document will be verified.
Once finished it will be published on the ICOMOS 
WebPages for public access.

Action: Zuchner, Bertilsson.

10. Membership

CAR elections also took place. These included the 
Council of Direction, including the president, Dr. Ulf 
Bertilsson, and the vice-president, Dr. Christian 
Züchner, who were re-elected for the time period of 
2002-2005. Several new members were also elected 
including Dr. Margarita Diaz-Andreu, England, 
Nolene Cole and Sharon Sullivan, Australia and Dr. 
Katja Devlet, Russia. The two other members of the 
Council of Direction, Andre Prous, Brazil and David 
Whitley, USA has now held their posts for the 
maximum time period of nine years. Consequently, 
they are now ex-officio members and it was decided 
that their posts should be held vacant for the time 
being. The election of these posts is yet to be 
organised. CAR wants to strengthen contact between 
National Co-ordinators and the Board so that 
information about endangered rock art sites is 
provided as early as possible. In order to make it’s 
current members more active, it was proposed that all 
CAR membership should be officially renewed. The 
situation concerning the National Co-ordinators is 
also similar and needs to be reorganised.

Action: Zuchner, Bertilsson, McDermott.

Abstracts
The cave paintings of Porto Badisco: a prehistoric 

sanctuary cave from Southern Italy

Emmanuel Anati
Porto Badisco, on the coast of Apulia, has a deep 
cave with rock paintings that reveal the beliefs and 
ritual practices of their Neolithic makers. A research

project conducted by the Centro Camuno di Studi 
Preistorici is analysing these paintings reaching some 
preliminary reading of their meaning.

British rock art
Stan Beckensall
Every year, the study of British rock art intensifies as 
more researchers enter the field and as official bodies 
organise themselves to deal with its recording, 
preservation and display. Most of the country has 
been covered in some detail and published, a good 
basis for further work, with investigation pursuing 
rock art in the landscape, in monuments and as 
portables. This paper gives a summary of some of 
that work. The next step is further research through 
excavation and a universal system of recording.

Education and rock art: the British experience
Margarita Diaz-Andreu and Kate E. Sharpe 
The aim of this article is to highlight the small role of 
teaching of prehistoric rock art in formal education 
and its contrasting higher presence in informal 
education in Britain. We will try to explain this 
contrast and suggest the potential role of prehistoric 
art in formal education as a marker of past diversity.

New suggestions on symbolism in the medieval 
rock art of Valcamonica
Liliana Fratti
The analysis of non-figurative rock art (cupmarks, 
grooves, crosses, etc.), that is widespread in the Alps 
and clearly connected to local oral traditions and 
folklore, can bring new light onto ancient societies. 
Beyond the rock art typology, Valcamonica is one of 
the richest areas in Europe regarding medieval 
figurative engravings. Besides crosses, keys,
Salomon’s Knots, which are subjects of obvious 
Christian inspiration, we can find images of castles, 
warriors, horsemen, etc. Particular attention has been 
paid to the Solomon’s Knot, a polysemantic symbol 
that represents the equilibrium between two opposite 
concepts. Historic rock art should be coupled with the 
study of imagery of the same period in order to 
clarify meanings and purposes: a result that is almost 
impossible if we look only at the few known contexts 
of the thousand of prehistoric engravings.

Developing new techniques for 3D documentation 
of rock art
Sven-Olav Johansson and Jan Magnusson
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This project was implemented in order to test the 
validity of using portable scanners for 3D-documenta- 
tion of rock carvings. The development project in 
2000 verified the validity of this proposal and, within 
the RockCare project in 2001, the method was further 
developed. Rock carvings were scanned in Tanum, 
Sweden, Valcamonica, Italy and Foz Coa, Portugal. 
During 2002 a large rock carving site in northern 
Norway was scanned within the project RANE. Data 
acquisition can be made on-site without damaging the 
carvings. If needed, life-size copies can be processed 
from the original data. The graphical surface model 
can be presented from various angles and illumina
tions on ordinary computer screens. The data 
accuracy (less than 0.02mm) makes it possible to 
detect even small changes of the surface over time 
and so far, comparative studies of results from 2001 
and 2002 have been performed for the Tanum rock 
carvings in Sweden.

Rock carvings in Denmark - the current situation
Gerhard Milstreu 
Translated by Wilhelm Otnes
Denmark’s tradition in archaeology is its pride. 
Unfortunately this statement is not true for the field 
of rock carvings. This field may be small but it is of 
great importance. During the last ten years several 
European countries have conducted comprehensive 
work, including documentation and presentation to 
the public, to protect prehistoric art. Sweden has been 
at the forefront of these developments. Denmark, 
however, has only just begun documentation and 
registration work on ship iconography in metal and 
rock contexts.

Southern Scandinavian rock art in the landscape: 
observing the observers
Jarl Nordbladh
From the 17th century onwards, antiquarians and 
early archaeologists left their learned and safe milieu 
- the library and archive - to make outdoor observa
tions. Movement and presence was necessary in order 
to bring «home» objects, notes, measurements and 
drawings. Thus, Sweden was furnished with ancient 
monuments and finds, archaeological regions came 
into being and dispersion and density patterns 
provided different spatial values. Antiquarian 
activities created new material worlds, which did not 
exist in that manner before. Places were held together 
by social uses. However, geographical notes were

firstly aimed at retrieving the ancient places, rather 
than incorporating them in an overall, archaeo
logical, spatial framework. How early travelling used 
a trained eye to produce documents and thematic 
atlases is discussed as well as how this apodemic, 
self-experienced voyage affected the contents of sites. 
Geography became an indispensable property without 
which archaeology could not get along.

Rock Art Database
Roger Robertson
Computers can seem daunting and inaccessible to 
non-experts, but they are tools which can be mastered 
by anyone who is given appropriate training. The 
development of a rock art database at the Swedish 
National Heritage Board started at the end of 
Minicomputers era and has resulted in the Hällrist 
database (“RockArtBase”), which has over 20 000 
images so far. It is an information system about rock 
carvings and rock paintings.

The CAR-ICOMOS Charter for the Protection and 
Management of Rock Art and Rock Art Sites
Christian Ziicher
The charter describes the special guidelines that the 
International Scientific Committee for Rock Art 
(CAR) recommends to all institutions and persons, 
public or private, concerned with rock art and rock 
art sites. The draft of the charter will be outlined at 
the seminar and discussions will be considered for 
ammending the final charter which will be made 
available to all.
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The Valcamonica symposiums
2001 and 2002

According to historical tradition people from Scandinavia 
visited Valcamonica and Lombardy in prehistoric times. 
They were named the "Long Beards" a name later 
transformed into Lombardia/Lombardy. Weather this is 
true or not, many motifs and scenes in Valcamonica rock 
engravings are strikingly similar to those in Tanum in 
Northern Bohuslän, Sweden. Both sites are inscribed on 
UNESCO's World Heritage List. A close co-operation has 
developed between these two major rock arts centres in 
Europe in the RockCare project within the framework of 
the Raphael and Culture 2000 programmes of the EU. 
ICOMOS' international scientific rock art committee - 
CAR, supported the project also.

It resulted in the arrangement of the Valcamonica 
seminars in Sweden in 2001 and 2002. This was the first 
time ever that this major rock art event took place out
side Valcamonica. The seminars were held at Resö in 
Tanum in 2001 "Parametres and Guidelines for studying 
rock art" and in Simrishamn in Scania in 2002 "Recent 
Perspectives on the Documentation and Presentation of 
Rock Art". The titles mirror a current process of integra
tion of documentation and management. It has been 
argued that this may not be to the advantage of "true" 
rock art research, since it should focus on the meaning of 
the rock art only. However, without management, protec
tion and conservation of rock art sites there would soon 
be very few sites left to research. It seems that a key 
factor to integrate these two fields in the future is the 
documentation of the rock art itself.

In this report these intriguing aspects of modern rock 
art management and research are presented and 
penetrated.
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