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PREFACE

The Utah Rock Art Research Association (URARA) held its seventeenth annua
symposium in Price, Utah, August 29 through Sept 1, 1997 (Labor Day weekend).

URARA is an organization of individuals with common interests in prehistoric and early
historic Rock Art. Symposia, which are held annually at a location in Utah, and have been
since 1981, provide an opportunity for members to present their discoveries, ideas and
research and share them with others. The public is welcome.

Specia thanks are given to those authors who took time to prepare their papers for
publication. All authors are responsible for their material published in this volume, except
for Clifford’s paper on Fremont Arrowheads. Editing was kept to a bare minimum, to
preserve the individuality of each presenter.

Some papers, unfortunately, are not included. Some of these, according to their authors,
were not intended for publication. Other individuals were not able to submit their papers
due to unforeseen circumstances. The following presentations were not submitted for
publication: Alex Apostolides—Alamo Mountain: Bridge to the Past; Nal Morris—Time;
Mary Allen—Recent Discoveries of Grand Canyon Style Polychrome; David Susec—
Animal and Plant Images with Spirit Figures; Polemicsin Mexican Rock Art, Cecilio
Orozco. Two of the papers included here were presented at previous symposia. One paper
isincluded to honor arequest by Clifford Rayl; the other is authored by Clifford Rayl, to
whom the symposium and this volume are dedicated.

| would like to speak briefly to those of you who have presented a paper at our symposia,
or who plan to present a paper at a future symposium. We al are diminished when a
person goes to all the effort (and sometimes difficulty) to present a paper, but then never
submits it for publication. We are unable to benefit from your research. Not everyone is
able to attend every symposium to hear your presentation. Perhaps something you would
have written in your paper would have sparked in us an idea that would have lead us to a
great discovery. Perhaps we could have offered you an insight into your work that would
have assisted you greatly, and may have led you to make a great discovery. Since your
paper was not published, who knows what was lost? At the very least, we are unable to
marvel over your brilliance, hard work and determination! | would suggest that as you
prepare your paper for presentation, you aso prepare it for publication. There are those in
URARA that believe so strongly in publishing symposia papers that they believe that it
should be a requirement that before a paper can be presented a copy for publishing must be
submitted. Perhaps we should move in that direction.

Additional copies of this volume, or others in this series are available by contacting the
Publications Committee at URARA, P.O. Box 511324, Salt Lake City, Utah 84151-1324



DEDICATION

The 1997, Utah Rock Art Research Association’s Seventeenth Annual
Symposium isdedicated to Clifford L. Rayl.

This volume is aso dedicated to Clifford Rayl. Unfortunately, these dedications must be
made posthumously. Clifford passed away doing one of the things he most enjoyed. He
left us while attending the symposium.

Clifford assisted greatly with the Utah Rock Art Research Association. He shared our
passion for rock art, and he was an advocate for preservation and research. His unique
insights, coupled with an ample measure of humor, brought us an enormous amount of
enjoyment.

Like many of us in URARA, | had the pleasure of associating with Clifford for many
years—nearly as many years as URARA has existed. | count him as one of my friends, as
do other URARA members. Clifford aways had a spirited personality. Things were
always more lively when he was around. | accompanied him as we visited hundreds of
rock art sites, both on URARA field trips and as we traveled together. We always had long
and involved discussions, sometime "spirited discussions’, regarding rock art and the many
aspects of its meaning, function, and ways of protecting it—or not protecting it. Other
URARA members, | am certain, have had the same types of discussions, and we will all
miss them.

| could write more, but | would only be repeating (and certainly not saying as well) what
others have said. Therefore, | am including at the end of this volume some comments of
URARA members concerning Clifford Rayl—a memorial. Some of these also appeared in
Vestiges. | hope that you will take the time to read them, so that you may appreciate a
unique individual. (Steven Manning, Editor)

Jane Bush, President

Ron Lee, Vice President



Solstice Marker Design Variations

Paul A. Allee

ABSTRACT

Summer and winter solstice markers
produced by ancient artists of the
Southwest can be placed in severa cate-
gories. (one) an interaction between
shadows and a pictograph or petroglyph
a the time of the solstice event, (two) a
depiction of a solstice event with a pic-
tograph or petroglyph as viewed by the
artist at or near the site, and (three) the
directiona indication at a site, i.e., the
location on the horizon of a solstice
event marked by a pictograph or petro-
glyph. Other methods have been noted
by other authors, but are not a topic of
discussion in this presentation.

The artists in placing the markers display
considerable ingenuity in coordinating
the solstice event and their presentation
of amethod of marking the timing of the
solstice. A previously unreported sum-
mer solstice marker has been located on
the Courthouse Wash pictograph panel
in Arches Nationa Park, near Moab,
Utah. Its dua nature in marking the
event can be classified as being in both
categories one and two.

INTRODUCTION

The initial purpose of a series of previ-
ously published papers was to ascertain
the probable meteorological knowledge
of the prehistoric inhabitants on the Col-
orado Plateau region of southeastern
Utah, as portrayed in the Barrier Canyon
Style pictograph panels (Allee 19923, b;

Allee et a, 1996). It is assumed the in-
habitants were animists—that every nat-
ural object, including clouds, had an
immortal spirit. These spirits, when not
in the sky, were to be found within cliffs,
where natural symbols identified their
abode. The Barrier Canyon Style picto-
graphs are probably an anthropomor-
phized representation of an atocumulus
lenticularis cloud—a mountain wave
cloud, that forecasts a period of ran
about one third of the time (Allee
1992a). It is hypothesized that such pic-
tographs are invocations to the rain spir-
its, painted at the time of the onset of the
monsoon season (Allee 1992a, b). Their
observations of the seasons of the year
would certainly have noted the coinci-
dence of the summer solstice as being
the date of the initiation of the monsoon
rainy season, necessary for whatever ag-
ricultural endeavors were practiced, and
to furnish forage for the browsing game
animals that were so necessary for their
subsistence.

Conseguently, in order to time the date
of theritual for the invocation to the rain
spirits, it became a practice to mark the
summer solstice date by indicating on
the cliff, in some manner, the time of the
year when sunset or sunrise was farthest
north on the horizon. If symbols on the
cliffs can be deciphered, it is probable
that every pictograph panel with Barrier
Canyon Style anthropomorphs has a
summer solstice date marker. Some
sites appear to be primarily solar ob-
servatories (Allee et a, 1996), contain-
ing winter, as well as summer solstice



markers. The artists in designing their
solstice markers displayed considerable
ingenuity in their presentation of a
method that marked the date of the sol-
stice.

DISCUSSION

Summer/Winter solstice markers pro-
duced by ancient artists of the Southwest
can be placed in several categories.

1. By an interaction between shad-
ows and a pictograph or petro-
glyph at the time of the solstice
event.

2. Depiction of a solstice event as
viewed by the artist at or near the
site of a pictograph or petro-
glyph.

3. Directiona indication at a site,
i.e., the location on the horizon
of a solstice event marked by a
pictograph or petroglyph.

Most of the major Barrier Canyon picto-
graph Style panel locations appear to
have been chosen to fulfill certain crite-
ria. First, there must be some evidence
that the cliff has natura markers indicat-
ing that the rain spirits reside within
when not up in the sky (Allee 1992b).
Second, the panel is exposed to sunlight
during a portion the daylight hours.
Third, there is an overhang of the cliff
above the panel resulting in a shadow of
the overhang that moves down the cliff
if it faces to the east or up the cliff if it
faces to the west. And fourth, the shad-
ow has a notch, or some other distin-
guishing feature that can be utilized in
conjunction with the placement of a pic-
tograph, or petroglyph, to indicate the
timing of the solstice.

CATEGORY 1.
An interaction between shadowsand a
pictograph or petroglyph at thetime
of the solstice event.

Barrier Canyon. The Great Gallery
more than fulfills the above criteria
There are three notches on the descend-
ing shadow that react with pictographsin
the galery.

That portion of the Great Galery titled
"Holy Ghost and Attendants’ is located
within a natura arch that isindented into
the cliff surface. An imaginary outline
containing the pictographs is framed by
the arch in such a manner that the outline
is equidistant from the contour of the
arch. On the day of the summer solstice,
the shadow of the arch on the left side
and the shadow of the cliff above and on
the right side falls between, and equidis-
tant from, an outline of the figures and
the arch (Orozco 1995). The "Holy
Ghost and Attendants’ is perfectly
framed by the shadows and the arch.
This event occurs at about 10:30 A.M.
MDST.

The shadow of the overhang of the cliff
above that moves down the face of the
cliff toward the Barrier Canyon picto-
graph figures has two notches. At the
summer solstice each notch frames one
of the many pictographs. The first oc-
curs at 11:10 A.m. MDST, and the sec-
ond at 11:40 MDST. This takes place
before the notches have moved down
and off of the pandl.

The number of pictographs on the panel
leads to the speculation that with the
passage of time the notches may frame
other pictographs at the time of the win-
ter solstice, the equinoxes and possibly
Cross quarter dates.



As a Buckhorn Draw (Allee 1992b),
there are 273 large dots at the left end of
the panel. But, unlike Buckhorn Draw,
there is no apparent site where the addi-
tiona 90 dots might be or are located to
make up a 360-day calendar such as is
found at Buckhorn Draw, and the Black
Dragon sites.

Sego Canyon. During the summer sol-
stice, at 11:00 A.M. MDST, asmall notch
in the shadow moves down over the
panel and centers on the upper body of
the uppermost pictograph on the panel,
before passing down and off the bottom
of the panel (Allee 1992b).

Buckhorn Draw. A very large notch in
the shadow of the cliff moving down
over the panel comes to what is possibly
the pictograph image of a shaman wear-
ing a belt that has a medicine pouch at-
tached. As the upper shadow moves
down, a lower shadow comes up from
below, and the final bit of light on the
pictograph is the illumination of only the
belt. Thisoccursat 1:17 .M. MDST (Al-
lee 1992b).

Courthouse Wash. A notch in the cliff
shadow moves up from the base of the
west-facing panel, creating what appears
to be an upward moving shaft of light.
At one point in its upward movement it
becomes a base of light, upon which is
balanced a Barrier Canyon Style rain-
spirit petroglyph. This event is dis-
cussed further in the next section.

CATEGORY 2.
The depiction of a solstice event as
viewed by theartist at or near the site
of a pictograph or petroglyph.

One of the innovative methods the artists
have used to portray a solstice event isto

replicate a view of the horizon, or some
other nearby event.

Black Dragon. The artist here depicted
two events — summer and winter sol-
stice (Allee 1992b). The summer sostice
event is portrayed as a pictograph on the
panel that replicates a mountain peak on
the western horizon. In addition there is
a barbed line that indicates the exact
path of the sun as it passes down in the
western sky and disappears behind the
mountain peak. The winter solstice sun
shines into the depth of a nearby cave
only at the time of the winter solstice.
This event is portrayed as a pictograph
on the paned that shows a ray of light
passing down into the nearby cave.

On the overhang above the solstice
markers is the representation of a sun ray
that points across the canyon in a 225°
azimuth direction. The canyon rim is at
angle of 30° when viewed from the pan-
el, standing below the sun ray. At this
location the sun would set below the
canyon rim 11 days after the cross quar-
ter date between the winter solstice and
the vernal equinox (or 11 days before the
cross quarter date between the autumnal
equinox and the winter solstice). There
could have once been a marker below
the panel where an observer would stand
to place the canyon rim at an elevation
of 45° and mark the dates of the equi-
NOXES.

Courthouse Wash. Figure 1 is a sketch
of the northwest skyline as viewed from
near the south end of the pictograph
panel. On Figure 1 is shown (in exag-
gerated form) the location of a block of
sandstone that extends slightly above the
skyline. An arrow points to the location
of the last spark of sunset when the ob-
server stands on the fallen block at the



base of the panel, just below a petro-
glyph that represents a drawing of the
skyline to the northwest of the site.

On that panel, in the Impressionistic
Style of modern artwork, is a petroglyph
representing the outline of the skyline to
the northwest of the pane (Figure 2).
On that representation is an agglomera-
tion of painted dots that probably sym-
bolize the location of the position of the
sun as its last spark disappears behind
the skyline. Above the representation of
the skyline is a single deeply petro-
glyphed mark that may represent the
sandstone block noted on Figure 1.
Connecting the two marks with a straight
line crosses the "skyline" at what may be
the location of the last spark of sunlight.
This point on the skyline does not exact-
ly match the summer solstice sunset of
Figure 1. The angle of the skyline, and
the angle of approach of the sun to the
skyline, is such that the observer must be
standing somewhere below the petro-
glyph in order to get the sunset to match
the petroglyph's portrayal. Further ex-
amination at the time of the summer sol-
stice sunset may provide a clue as to
where the observer stood when viewing
the last spark of sunlight on the north-
western horizon.

The uncomfortably intense summer heat
up against the western exposure of the
sunlit cliff, and the ambiguity of the lo-
cation of the sun at the exact moment of
sunset experienced by an observer at this
site, may have led another artist to place
the Barrier Canyon figure partialy over-
laying the northwestern skyline petro-
glyph. In late morning a notch in the
shadow of the cliff rises from the base of
the panel, and touches the base of the
Barrier Canyon petroglyph figure, as
shown by the strongly dashed line on

Figure 3. The solstice event can then be
watched in the relative coolness of the
morning shadow of the cliff, until the
light of the sun reached the base of the
cliff, and the shaft of light progressed
upward to the Barrier Canyon figure.
The skyline petroglyph is made with a
number of deep, bold, indentations. The
Barrier Canyon figure is made with a
less deep, more continuous line style of
drawing. The Barrier Canyon figure a-
SO appears to be more recent in execu-
tion than the skyline petroglyph, consid-
ering the difference in development of
desert varnish on the two petroglyphs.

CATEGORY 3. Directional indica-

tion at a gite, i.e., Thelocation on the

horizon of a solstice event marked by
a pictograph or petroglyph.

Shaw Butte Hilltop Site. On a trip to
Phoenix, Arizona, there was an oppor-
tunity to visit the Shaw Butte Hilltop
Site, a prehistoric Hohokam solar obser-
vatory within the city limits of Phoenix.
Solar solstices are noted by alignment of
a "center stone" with opening in the
walls of now ruined rooms, and circular
petroglyphs with a diameter extended
beyond the circle on one side, pointing
to the solstices. Curioudly, one of the
circular petroglyphs with an extended
diameter points to Polaris, the North
Star. On the east side of the butte is a
small cave with marks on the walls of a
cave that record solar events. A presen-
tation at one of the URARA symposium
on the subject of scratched lines in con-
junction with petroglyph markings was
an alert to examine such sites for scratch
marks (reference unavailable) On the
hillside, south of the observatory, is a
flat rock. Inscribed on the surface of the
rock are two sets of eght to ten
scratched lines, about twelve centimeters



long. One set of lines in one direction
points to the horizon where the summer
solstice sun sets, and in the other direc-
tion to the point on the horizon where
the winter solstice sun rises. The second
set of scratched lines points to Polaris,
the North Star.

CONCLUSION

The quest to understand the probable
archeometeorological knowledge of the
prehistoric inhabitants of the Southwest
has led to additional assessment of their
capabilities. They probably had
knowledge of short term meteorological
forecasting, and of the climatology of
the area (Allee 1992b). They knew that
the monsoon season, with its seasonal
summer thunderstorm showers with their
welcome rainfall, followed the summer
solstice. And so, they developed at most
sites (maybe dl, if we could but under-
stand their inscriptions) summer solstice
markers to indicate the time for the per-
formance of their rituals of invocations
to therain spiritsfor rain.

Their dot calendars indicate they were
aso interested in measuring the year,
dividing it into some sort of time periods
that represented the seasons of the year.
Their probable purpose was to give their
shamans the knowledge to predict the
time of arrival of the various seasons,
i.e.,, when to plant their crops (Allee
1992b), when to expect the rainy mon-
soon season to start (marked by the
summer solstice), the harvest season,
when to store food and prepare for the
winter to come, and when the sun would
start its return from the far south to reju-

venate the earth and its growing season.
The purpose of the markers then was to
enable a forecast to be made to time the
progression of the seasons, with their
attendant weather phenomena. Each
season having an identifiable climatolo-
gy described by its temperature, humidi-
ty, cloud forms (or lack of clouds), pre-
cipitation amounts and the weather ele-
ments such as rain, hail, snow, frogt, all
vital information for planning for their
future activities.
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Figure 1. A sketch of the northwest skyline as viewed from near the south end of the pic-
tograph panel. Shown (in exaggerated form) is the location of a block of sandstone that
extends dlightly above the skyline. An arrow points to the location of the last spark of
sunset when the observer stands on the fallen block at the base of the panel, and just be-
low the petroglyph that represents a drawing of the skyline to the northwest of the site.



Figure 2. On the pictograph panel, in the Impressionistic Style of modern artwork, is a
petroglyph representing the outline of the skyline to the northwest of the panel. On that
representation is an agglomeration of petroglyphed dots that probably are the location of
the position of the sun as its last spark disappears behind the skyline. Above the repre-
sentation of the skylineis a single deeply petroglyphed mark that may represent the sand-
stone block noted on Figure 1. Connecting the two marks with a straight line crosses the
"skyline" at what may be the location of the last spark of sunlight. This point on the sky-
line does not exactly match the summer solstice sunset of Figure 1. The angle of the sky-
line, and the angle of approach of the sun to the skyline, is such that the observer must be
standing somewhere below the petroglyph in order to get the sunset to match the petro-
glyph's portrayal .



Figure 3. In late morning a notch in the shadow of the cliff rises from the base of the
panel, and touches the base of the Barrier Canyon petroglyph figure, as shown by the
strongly dashed line. The skyline petroglyph is made with a number of deep, bold, inden-
tations. The Barrier Canyon figure is made with a less deep, more continuous line style
of drawing. The Barrier Canyon figure also appears to be younger in execution than the
skyline petroglyph, considering the difference in development of desert varnish on the
two sections of the petroglyph.



By Hook or By Crook. Moreon the Shaman's Sacred
Crook in Native American Rock Art

Rev. Galal R. Gough

INTRODUCTION

In Canyon de Chelly, near Sleeping
Duck Ruin, is a petroglyph panel
containing two large crooks (Figure 1).
On the left side, next to one of the
crooks, there appears to be a sprouted
seed. At theright side, next to the other
large crook, are two human-like figures,
the upper one is upside down. In the
center, moving right to left, is a rubbery-
legged individual holding what appears
to be a snake in one hand and a crook in
the other. There are then two figures,
both appearing to be blowing flutes, with
the larger being hump backed and
phalic. Finaly, next to the large crook
on the left, and facing in the direction the
flutes are being played, is a snake
petroglyph. Campbell Grant (1978) has
the following caption under a drawing of
this panel: “Great Pueblo petroglyphs
near Sleeping Duck Ruin, site CDC-34.
Note sprouted seed at left and crooked
digging sticks. The snake and rubbery
legs show strong Chaco-Mesa Verde
influence" (Grant: 1978:203).

If the sprouted seed and crook were the
only features, the "crooked digging
sticks" could certainly be unguestioned,
but the upside down figure, next to the
larger crook on the right, suggests illness
or death. In that context, the
regenerative power of the Shaman's
Crook might be involved. My Navgo
guide, Daniel Staley, suggested that it
might be better to refer to the crooks as

"Ceremonial Staffs’ rather than crooked
digging sticks. Ethnographic data on the
role of the Shaman's Crook in fertility
has been discussed (Gough 1996). The
Shaman's crook gave "to al the world a
plentiful supply of plants bearing edible
seeds' (Laird: 1976:153). They dso
provided regenerative, resurrecting and
curative powers—for with a touch of the
sacred crook, they "raised up their slain
companions and restored them to life"
(Laird 1984:370). The crooks in CDC-
34 seem to have both generative and
regenerative power, with the figure
appearing to hold a crook in one hand
and a snake in the other. The flute
players pointing toward the snake, also
possibly have a curative, life-giving
dimension.

Kasner (1992) refers to "snakes to guard
the people" and that for the Navao
artist-healer "the healing powers were in
the forming of the symbols." She aso
wrote of how "Shamans placed pebbles
in hollow wands where they rattled
convincingly like aroused rattlesnakes—
adding to the healers powers."  She
commented as well on the "reputed
strength and power" of snake symbols
(Kasner: 1992:113,124, and 128). Payne
(1993) tells of Flute Society healing
ceremonies, which involved curved
sticks:

Before the altar appeared various
persons who were suffering from those
diseases within the purview of the
Flute Society. Sufferers from lightning

9



shock (stroke?), stabbing chest pains
(angina pectoris?), epilepsy, or injuries
incurred by guns, arrows or other
weapons, appeared for treatment.
Supplicants for long life came to the
altar and paid homage to the curved
sticks with the dangling prayer feather
known as the 'old men' (longevity
crooks) (Payne 1993).

According to Payne, the ceremony
culminated about the dtar with "the
music of singing and flute playing".
Payne also provides a panel of pictures
showing a "Kokopelli" with a crook in
one hand and arattle in the other, with a
flute player and Flute priest on either
side (Payne 1993:24-25, 49). These
references from Kasner and Payne,
which are illustrative of many types of
ethnographic data available, are meant to
a least offer sufficient insights into the
generative and curative possibilities of
the symbols in Canyon de Chelly. They
support a more complex meaning than a
simple "crooked digging  sticks"
interpretation might involve.

UTILITARIAN USESAND SACRED
CROOKS

Nevertheless, the reference to "crooked
digging sticks' by Grant does raise a
guestion on utilitarian crooks versus the
Shaman's sacred crook in rock art
interpretation. Laird makes a case for
the poro or sacred crook being the
Shaman's "one indispensable piece of
equipment,” which revived the dead, was
associated with fertility, and was an
object of great power (Laird 1976:31).
She further wrote that "In mythic times,
the one essentia piece of equipment for
a shaman was the poro, the sacred crook
or wand by means of which he restored
the dead to life," and that even in the
recent past the shaman was known as

12

one who "caried the poro" (Laird
1984:273).

On the other hand, Laird (1976) refers to
the utilitarian uses for a crook:

Since Father Garces noted, on
encountering a party of Chemehuevis
in 1776, that 'They al carried a crook
besides their weapons' (Coues, p. 225).
It is obvious that a crooked stick for
pulling lizards, gophers, etc. from their
hiding places was an ordinary piece of
equipment. Is it not possible that this
implement, like the shepherd's crook in
other times and in another part of the
world, became in certain hands, the rod
of power? (Laird 1976:244).

Carobeth in afurther note observes:

George Laird always tranglated poro
as “crooked stick”, but | do not
know if poro was the word used
here in the Chemehuevi text. When
we are told that Coyote used his
poro to hook the North Wind down
from the sky, a practical usage is
implied. | do not know whether the
tool used for hooking lizards or
small rodents out of their hiding
places, killing rabbits caught in
bushes, or even beating seeds from
plants was aso the most sacred
symbol of shamanistic power; but
there would have been nothing
contradictory in this dua usage
(Laird 1976: 259).

McLane (1996) comments on different
uses. "Canes, hooked sticks and
crookneck staffs are some of the terms
used to describe these curved features.
Hooked sticks are of two lengths. The
cane-size ones were used for pulling
lizards and animals from burrows, and
taller shoulder length ones were objects



of great power" (McLane 1996:1). Later
in his paper, he develops this
differentiation more fully:

In the southwest Great Basin region
there appears to be two predominant
sizes of cane-shaped sticks used mainly
for two different purposes. Those that
are hip-high, around 120 cm and less,
were used for taking lizards and
rodents from burrows. Those that are
longer, reaching head high, from about
140 cmto 180 cmin length, were either
power implements, signifying ones
high status, fertility symbols or signs of
alongjourney (McLane 1996:5).

Alvin McLane surveyed early references
to hooked sticks by Francisco Garces,
John C. Fremont, and others, relating not
only to their use in pulling creatures
from burrows, but also in agriculture,
i.e, making holes for planting seeds.
Moreover, he lists a number of
archaeological sites where crookneck
staffs have been found.

To differentiate between utilitarian
crooks and ceremonial crooks based on
length aone may not be aways
dependable, especiadly in diverse
regions. In the San Bernardino County
Museum in Cadlifornia, for example,
crooks are exhibited which would fit the
shoulder or head-height variety. These
were used to reach branches with acorns
and pine nuts. This would aso be true
for a crook found in a pinon pine tree on
the Nevadartest site.

However, with respect to Crooks found
in rock art contexts, all have, | believe,
shamanistic and ceremonial rather than
utilitarian features, including the Canyon
de Chelly sites. | have found five crooks
in fertility contexts, four in curative/
regenerative context, five seemed to

relate to a journey, Six were in
high/sacred places, three were associated
with what appeared to be supernatural
beings, and four were in ceremonial
settings, with what appeared to be
dancing or ritua events. In addition, in
every case but one, the crook was
grasped mid-staff, which in my mind
suggests a ceremonia rather than
utilitarian positioning.

WOMEN, SHAMANISM AND
SACRED CROOKS

Gorden (1997) displayed a photograph
of a petroglyph depicting a humpbacked
woman holding a crook (Figure 3).
Usually the humpbacked figure in
southwest rock art is male, with a
prominent phallus. However, the above-
mentioned figure, which is in Ferron
Box, Utah, has the pronounced breasts of
a woman. If, indeed, a shaman is one
who carried the poro or sacred crook,
this petroglyph might depict a woman
shaman.

While some archaeologists have insisted
shamans were male, the existence of a
petroglyph suggesting the possibility of a
female shaman tends to complement
ethnographic references to women as
shamans. Laird (1976) notes severa
references to women as shamans:

When a hunting party had failed to
secure deer, a member who owned the
deer song would be asked to sing. The
singing would be a way of assuring
success in the hunt for the next day. A
very long time ago, a woman who was
a deer shaman would sing in this way
for and with the hunters (Laird
1976:16).

Women shamans were not uncommon
(Laird 1976:34).
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Tuukwatsi, Stretched, Herbert Chapo's
wife, was suspected of being a shaman
because of her power to will disaster or
illness by use of the mangasuyaganuh
(may that one..) formula (Laird
1976:37).

Women's voices were heard at the
Gatherings, and fierce and implacable
women incited their men to take the
warpath. The Chief, so it was said, was
always a man. But in the older, darker
and more awesome world of the
shamans there were at least as many
women as men (Laird 1976:213).

Laird (1984) aso has a comment on the
mythological stories:

In the texts, no woman is called puh
aganti, shaman; but George frequently
referred to shaman's as those who
"carried the poro". Coyote's daughter
carried wolf's poro; Dove Boy's mother
claimed to have killed a jackrabbit with
her poro; and the mother of the two
stars threatened the snake with hers
(Laird 1984:314).

The relationship of crooks to known
fertility symbols (the vulva and the
enclosed and encircled crosses—
emblems of fructification) by the Grass
Valey pane in the Eastern Mojave,
Cdlifornia has been illustrated (Gough
1996). A boulder in Bridge Canyon near
Spirit Mountain in Nevada has three
pairs of crooks on the same surface as
vulva and enclosed cross symbols
(Figure 4). Both ethnographic data and
numerous instances of vulva and
enclosed/encircled cross symbols in
direct relationship have been reported
(Gough 1994). Just as the humpbacked
figure was thought to carry symbols of
fertility, seeds and babies, in the hump,
which would seem to apply to the
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humpbacked woman petroglyph as well;
so also the relation of crooks to known
emblems of fructification would add
further insight, since the humpbacked
woman also carried a crook.

TWIN CROOKSAND SHAMANISM

Patterson pictures twin crooks near
Kachina Bridge in the Natura Bridges
National Monument in Utah (Patterson
1992:190). High above the Kachina
Bridge, as part of the Rock Ruin
petroglyph panel, there are aso twin
crooks (Gough 1996:7). Both sites have
shamanistic implications, not only
because crooks have such associations,
but also because of the powerful physical
settings. In addition, twins were thought
"to have specia shamanistic powers'
(Keyser 1992:77). Keyser also notes "a
significant number of painted and carved
twin figures that denote the supernatural
aspects of twins' (Keyser 1992:78). In
some traditions, if twins were born, one
of them must be devoted to be a shaman.

Twin crooks also have implications for
fertility and are found along with
symbols of fructification. The twin
crooks at the Grass Valey site (Gough
1996:5) are in proximity with vulva, and
the encircled and enclosed cross
symbols. Also, a boulder in Bridge
Canyon, previousy referred to, not only
has the three pairs of crooks, but in
proximity with the twin crooks are
fertility symbols (Figure 5).

In Sevenmile Canyon near Moab, Utah,
there is a petroglyph panel aong a
narrow ledge under a mgjestic overhang,
which features a waterfal in rany
weather, and a pool of water was at the
bottom when | visited the site. In the
panel there were paired or twin figures



holding crooks. Precisely what these
twin figures with crooks meant to those
who carved them can never be known
fully by us today, however, the site
certainly lives up to known ethnographic
data relating to the supernatural
attributes of twins. In Mojave
mythol ogy, for example, twin
supernaturals represent different
dimensions of creation and the duality of
life (Johnson 1993:1).

OTHER CROOK INSIGHTS AND
USAGES

As just indicated, crooks may be present
in places having high or sacred
implications. The Sevenmile Canyon
site is one example. The panels at
Kachina Bridge and the Rock Ruin site
towering high above the Kachina Bridge,
in the Natura Bridges National
Monument, are further illustrations.
Another case in point is the crook in the
lower left-hand corner of the pictograph
panel in the Vallecito Potrero grotto in
the Anza-Borrego Desert of Southern
California (Figure 7).

Crooks are aso found in association
with what appear to be supernatural
beings. A crook above such a design is
found on the sandstone cliff west of
Bluff, Utah (Figure 8). Even more
provocative are two figures holding
crooks in a panel which includes afigure
with a unique headdress, located along
the Little Colorado River (Figure 9).
Such panels suggest great powers
invested in the shaman's crook.

McLane (1966) suggests that crooks may
be "signs of long travel," and the Cane
Man Hill petroglyphs (Figure 10) may be
an example:

Based on the archaeological and
ethnographic evidence from regions to
the south and west, it is surmised that
the Cane Man Hill Petroglyph canes
represent a long distance of travel
associated with a person or persons of
high status. Like the Cane Man Hill
panel, the staff is generally shown in
other petroglyphs carried by its mid-
section, which is analogous to the worn
sections found in physical specimensin
archaeological  contexts  (McLane
1996:5-6).

Thetravel hypothesis certainly holds true
for the "Processiona Panel” of Butler
Wash in Southeastern Utah (Manning
1992), and the "Migration" Panel in the
Coso Range (Gough 1996:4).

Payne (1993:24) referred to curved
sticks with dangling feathers, as
"longevity crooks'. While visiting the
Dickson Mounds Museum in lllinois, |
saw two contemporary Indian paintings
featuring crook-necked staffs with two
feathers dangling from the crook end.
One was by Dan Quiver, Sioux, and
titled "Sioux Man in Old Costume;" and
the other by Calvin Tyndall, Um-Pah,
entitled "Horse Tail Dancers.”

These references to crooks and feathers
made me take a second look a a
petroglyph panel located two miles
downstream from Grand Fals on the
Little Colorado River, northeast of
Flagstaff. It was described to me as an
"animal headed staff or crook with flute
player to the left." Could the two earson
the crook (Figure 11) redly be two
feathers on a longevity crook? At least
the question shows how tentative our
assumptions must be.

| proposed a stratigraphy or layering of
crook symbolism and usage, with the

15



oldest examples being Shaman's Crooks
of great power, giving way in time to
more widespread and secular usages, and
finally being completely corrupted in
Post-European Contact times, when the
Spanish and American officials gave
"canes' to Pueblo leaders to promote
their own authority over the First
Americans (Gough 1996). The presence
of crooks in petroglyph panels of the
Anasazi, the "ancient ones," certainly
suggests antiquity. Grant, Baird, and
Pringle (1968:17,18,24) place
petroglyphs of atlatls in the Early Period
(Before 200 BC) and Transitional Period
(200 BC to 300 AD). Since crook
petroglyphs in Renegade Canyon are
found in relation to atlatl panels, we
might assume an early origin. Given the
difficulty in dating petroglyphs, of
course, assigning an early date to crook
symbols will have to be a tentative
conclusion until more accurate dating is
possible.

CONCLUSION

One of the finest bronze sculptures
dramatizing the crook is "The
Rainmaker," by Fritz White (Gough
1996). Fewkes (1914) illustrates such a
crook: "A crooked stick is said to be
used to draw down the clouds when the
rain they contain is much desired"
(Fewkes 1924:29). Perhaps the most
interesting demonstration of the growing
"mystique’ and awareness of the
Shaman's Crook is what | regard to be a
fake crook "geoglyph" a half mile from
the Field exit on Interstate 15, northwest
of Afton Canyon in the Mojave Desert
(East of Barstow, California). A crook
about 25 feet long has been created, with
the center raked clear and a ridge left
around both edges in Intaglio style.
Then rocks were placed along the ridge
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on both sides to outline the crook, in
Rock Alignment style.  The mixed
styles, and the lack of patination on the
rocks, aong with the convenient
proximity with a desert dirt road,
suggests the work of a trickster, who has
learned enough about the power of the
Shaman's Crook to add a modern
"graffiti" to the study of this fascinating
symbol of shamanic office.
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FIGURES

Figure 1, top left. Drawing of CDC-34 Panel. Figure 2 top right, Photo of CDC-34 panel Figure
3, center left. Woman with Crook, Ferron Box, Utah. Figure 4, center right. Crooks with Vulva
Glyphs, Bridge Canyon, Nevada. Figure 5, lower left. Twin Crook Symbols, Bridge Canyon,
Nevada. Figure 6 lower right. Paired Figures with Crooks, Sevenmile Canyon, Utah.
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Figure 7, top left. Vallecito Potrero Site, Southern California. Figure 8, top right. Sandstone
Cliffs site near Bluff, Utah. Figure 9, center |eft. Little Colorado River near Holbrook, Arizona.
Figure 10, center right. Cane Man Petroglyphs near Tonopah, Nevada. Figure 11, bottom [eft.
Petroglyphs below Grand Falls, Arizona. Figure 12, bottom right. Crooks in Renegade Canyon,
Coso Range.
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Barrier Canyon Style Petroglyphs'

Steven J. Manning

INTRODUCTION

When the title of this paper was an-
nounced, | noticed that there were some
whispered comments of skepticism. This
suggests that most of you have never
heard of Barrier Canyon Style Petro-
glyphs. Although, you may not have
heard of them, | am most certain that
many of you have seen them, but not rec-
ognized them. The purpose of this paper
is to demonstrate that Barrier Canyon
Style Petroglyphs do indeed exist and to
discuss their importance.

The discovery of Barrier Canyon Style
petroglyphs would be significant. The
existence of petroglyphs of this style
would provide us an opportunity to inves-
tigate dating from a new perspective.
These petroglyphs likely would have a
degree of patination, something that pic-
tographs lack.  Patination levels on
Barrier Canyon Style petroglyphs have
the potential to provide significant new
information concerning the date that they
were constructed. For example, the level
of patination on Barrier Canyon Style pet-
roglyphs could be compared with those
on Glen Canyon Style 5 petroglyphs,
which are most certainly Archaic (Turner
1963, 1971). If Barrier Canyon Style im-
ages are Archaic then patination levels
would have to be consistent with Glen
Canyon Style 5 petroglyphs (which most-
ly are completely repatinated). If the
Barrier Canyon Style petroglyphs are
consistently lighter in color, they would
be younger than Glen Canyon Style 5,

and if they are darker in color, they would
be older.

It is important to note that the
determination that the Barrier Canyon
Style is entirely Archaic is without
empirical evidence (such as radiocarbon
dating). | would aso like to add that |
find problems with the way Barrier
Canyon Style has been defined. It
appears to me that the Barrier Canyon
Style is a compilation of several very
different types, or “styles’, of images—
perhaps from different time periods and
maybe even from different cultures. |
suspect these different types were
grouped together because there were not
sufficient cultures available to associate
each type (or style) with a different
culture—which seems to be the principal
goal of style analysis (Schapiro 1953).

If Barrier Canyon Style petroglyphs can
provide more secure data on age differ-
ences, it may also be possible to define
divisons of the Barrier Canyon Style
based on these age differences, and not
just on differences of figure type and
composition—which are the differences
that 1 have noted. Differences in age
would certainly be expected to exist over
the hundreds, perhaps thousands of years
that Barrier Canyon Style existed, that is,
if it truly is Archaic. It would likely have
existed until something replaced it, which
would just about have to be images made
by the Fremont, or the Anasazi in south-
ern Utah. If age differences do exist, it
may be possible to determine if Barrier
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Canyon Style changed over time and
what those changes were.

BACKGROUND

The Barrier Canyon Style was first de-
fined by Schaafsma (1970). She stated,
“Within the San Rafael Fremont region
there are a group of panels or rock paint-
ings in which life-sized anthropomorphic
forms are dominant, but which are stylis-
ticaly distinct from the Fremont
tradition...” (Schaafsma 1970:65, italics
added). She also named the style, “The
name Barrier Canyon Style has been cho-
sen as an overall designation for these
paintings after the tributary of the Green
on which the largest number of the strik-
ing panels had been recorded.”
(Schaafsma 1970:68, Italics added).
Schaafsma’'s definition and analysis indi-
cated that the Barrier Canyon Style
consisted only of paintings, i.e., picto-
graphs.

EXAMPLES OF BARRIER CANYON
STYLE PETROGLYPHS

Perhaps the simplest and most convincing
way to demonstrate the existence of Bar-
rier Canyon Style petroglyphs is to show
you examples of Barrier Canyon Style
pictographs and then compare them with
Barrier Canyon Style petroglyphs. The
following, then, are five examples
demonstrating the existence of Barrier
Canyon Style petroglyphs.

Example One

The well-known Barrier Canyon Style
site in Buckhorn Wash near Castle Dale,
Utah (Schaafsma 1970: her Figure 69)
contains what appear to be snakes with
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extraordinary and phantasmagoric charac-
teristics, see Figure 1. The three snakes
shown in Figure 1 have ether horns or
arms, or both. The largest of these has a
mouth that is rectangular—more like the
shape seen on mountain sheep than
snakes. The three snakes have associated
with them an apparent liquid substance.
This liquid appears to come out of their
mouths, and it falls downwards, and it
perhaps also falls or drips from their
hands, as easily seen in the largest image.
This substance seems to have the charac-
teristics of being fluid, because it is
depicted as streams of dotted lines. This
fluid might represent venom, saliva, wa-
ter, or even blood.

Similar images have recently been dis-
covered in the San Rafael Reef, roughly
35 miles southeast of the Buckhorn Wash
panel (Figure 2). | would like to know if
any of you have seen this panel. If you
have, would you please raise your hand?
(No hands were raised.) | think you will
find this panel most interesting. The fig-
ures here are also painted. On the left
side of the panel (shown here as Figure 2)
there are two snakes. Both have arms,
and one has horns. The larger snake (in
the upper right center of the photograph)
appears again to have a fluid substance
dripping from its hands and also perhaps
from its mouth. (Another snake with
hands is farther to the right and is not
shown in the photograph.)

Both of these panels are unquestionably
Barrier Canyon Style. Both panels con-
tain very distinctive and unparalleled
images of snakes. (I should aso point
out that the snakes in both panels are
about the same size) The remarkable
peculiarity or unigueness of these images
is very significant. They are not the de-



piction of a creature found in nature
(horned snakes), so they are, therefore,
the product of a cultures or a peoples
unique imaginative ideologies. This
uniqueness provides a very specific indi-
cator for defining the particular style or
type of rock art in which they occur, as
well as relating them to the specific peo-
ple who created them. Therefore, these
images presence in Barrier Canyon Style
is a reasonably explicit indicator of the
existence of that style or type.

A petroglyph of a snake with an analo-
gous form and context is shown in Figure
3. This image is located next to a large
petroglyph panel at the junction of Mud-
dy Creek and what Schaafsma calls
Rochester Creek (Schaafsma 1970: Plate
29 and Figure 66; see also Castleton
1978:117-121; Smith 1980:108-109; and
Gunnerson 1969:figure 25b). The image
of the snake has the same extraordinary
outstretched arms as the pictographs, and
something is coming out of its open
mouth.

Notice also that the largest and most de-
tailed snake in the painting in Figure 2 is
positioned facing a large anthropomorph.
In the petroglyph panel, the snake is also
positioned facing a large anthropomorph.
Since the petroglyph has the same unique
characteristics, form, size, and situation
as the pictographs, it must aso be defined
as Barrier Canyon Style. (The other im-
ages in Figure 3 also have pardlds in
Barrier Canyon Style panels, but they will
not be discussed here because of time
limitations.)

Example Two

The Great Gallery in Barrier Canyon
(Horseshoe Canyon) contains many im-
ages that are “life sized”, or nearly so. A

few of them are illustrated in Figure 4.
These figures have been described as
“ghost like’, i.e, they have no arm or
legs, and the bottoms of the figures are
generally rounded. Thesefigures are Bar-
rier  Canyon Style by definition
(Schaafsma 1970:74-77). The images
with this type of body seem to have a
wide distribution within the range of the
Barrier Canyon Style.

A petroglyph with the same body form,
i.e, possessing a “ghost-like” lack of
arms and legs, similar body decoration,
and the same large size as the images in
the Great Gallery is found about 35 miles
to the southwest of the Great Gallery, see
Figure 5. This petroglyph aso has the
same shape of head as is found on many
Barrier Canyon Style pictographs. Since
this petroglyph is analogous in form to
the pictographs, it must, therefore, also be
Barrier Canyon Style.

Example Three

In the Great Gallery there is a large rec-
tangular figure that has a large cross (X)
on its chest, see Figure 6.

A petroglyph much the same as the picto-
graph in Figure 6 is located about 35
miles to the southwest of the Great Gal-
lery (Figure 7). There are aso other
similar anthropomorphs in the panel, but
thisisthe best figure. It has the same rec-
tangular body, the same absence of arms
and legs, and the same cross across the
chest as the pictograph. Both figures aso
have a horizontal line across the torso.
(Since this line is about in the middle of
the torso, it may represent a belt.) Both
figures also have decorations below the
horizontal line. Since both figures share
the same attributes, both pictograph and
petroglyph must be Barrier Canyon Style.
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Example Four

The next example is located in Can-
yonlands National Park on the west side
of the Colorado River in an area known
as the Maze. Schaafsma refers to this
Barrier Canyon Style pictograph panel as
the “Bird Site” (1970:77, Figure 76). To
the left and a little above the main group
of painted figures there is a smaller group
that contains an abstract, fierce, and
strange-appearing quadruped, see Figure
8. The quadruped is very elongated, has
an open mouth, and presumably a tongue,
represented by a thin line, coming out of
its mouth. (The line is similar to that
shown in Figure 3 in the snake’s mouth.)
This line bends downward towards the
end. Notice aso that this quadruped is
situated similarly to the snakes shown in
Figures 1-3, i.e, it is in a nearly upright
position facing a large anthropomorph. It
also has its arms outstretched toward an
anthropomorph.

There are also severa other fierce-
appearing quadrupeds at the site, but they
do not show up well in photographs, see
Figure 8 inset. The particular quadruped
shown in the inset has atail that distinctly
bends up over the back of the animal, like
the one in the larger photograph. Both of
these quadrupeds have short pointy ears.
These images are unquestionably part of
and contemporaneous with the rest of the
panel and are Barrier Canyon Style.

The main panel at the Rochester Creek
site mentioned above contains the same
abstract, fierce, and strange appearing
guadrupeds (Schaafsma 1970: Figure 66),
see Figure 9. They have short pointy
ears, elongated bodies, and sometimes-
short stubby legs coming out at a forward
angle from their bodies. They also have
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lines/tongues coming out from their
mouths that curve down at the ends, as do
the pictographs. These unique, abstract
and peculiar quadrupeds, like the snakes
with outstretched arms, have been found
only within a unique complex of images.
The quadrupeds with shared characteris-
tics in both pictograph and petroglyph
panels indicate that they are both Barrier
Canyon Style.

It is interesting that Schaafsma noted,
when describing the panel at Rochester
Creek, that “Many of the anthropomorphs
bear a resemblance to Barrier Canyon
Style figures in head and body form, in
the presence of eyes which are round or
“bugged,” and in their long, curved anten-
na’ (Schaafsma 1971:61). Despite this
conclusion, Schaafsma did not assign
these anthropomorphic images to the Bar-
rier Canyon Style, nor compare the
zoomorphs to the site in the Maze. There
is more here, however, than a mere re-
semblance. The figures mentioned by
Schaafsma also exist as pictographs. The
parallels argue that this petroglyph panel
isprincipaly Barrier Canyon Style.

It must be noted that the images in the
panel are not all contemporaneous. Im-
ages were added to the pand at different
times and likely by different cultures.
Therefore, not all the figures in this panel
are Barrier Canyon Style. Differences are
obvious when the levels of patination are
examined carefully.

Example Five

In a remote area located east of Ferron,
Utah there is a panel of Barrier Canyon
Style figures that have especialy long
tapering bodies, see Figure 10.



Note that these images have legs and
“feet”. Other examples of these images
are found scattered in various panels in
the Barrier Canyon Style area (see, for
example, Figure 1, lower right corner,
partly cut off).

Near the Rochester Creek site is a small
panel of petroglyphs that are identical in
form to the extremely elongated Barrier
Canyon Style painted anthropomorphs,
see Figure 11. Unfortunately, the images
are faint and do not show up well in pho-
tographs. These are also Barrier Canyon
Style. This example shows that even the
long, tapering Barrier Canyon Style an-
thropomorphic type exists as petroglyphs.

Summation

These five examplesillustrate by compar -
ison that Barrier Canyon Style
petroglyphs exist.

To this date, not all Barrier Canyon Style
pictographs have petroglyph counterparts.
Similarly, not all petroglyphs have picto-
graph counterparts. A good example of
this is a panel located near Moab, Utah,
see Figure 12. Note that the larger figure
has the same body shape as those in Fig-
ures 4 and 5, but | have not yet seen
painted counterparts for the smaller fig-
ures. (Thislack of painted counterpartsis
not unexpected, since there are panels of
Barrier Canyon Style pictographs con-
taining images that do not have
comparable images in petroglyphs.)

DATING DESERT VARNISH AND
PATINATION

Pictographs, though sometimes spectacu-
lar and very interesting, have at present
an inherent failing when it comes to de-
termining their age. It is difficult, if not

impossible, to obtain an absolute date for
the images. At the preset time, picto-
graphs cannot be dated unless carbon is
preset in sufficient quantities to allow
radiocarbon anaysis. (A sSignificant
problem with radiocarbon analysis of pic-
tographs is that collecting a pigment
sample will in most instances severely
damage the image, which is unaccepta-
ble) Even when carbon is present, there
is the problem of determining if the car-
bon came from a source (hopefully an
organic binder) created at or near the time
the image was painted. If the artist com-
bined, for example, some charcoa from
an ancient hearth with the pigment and
the binder, the radiocarbon date obtained
for the painting would be older than the
actual age of the painting. Similarly, if
the paint, while the figure was being
painted, was mixed with organic material
previously deposited on the cliff face by
animals, insects, rodents, lizards, agae,
lichens, etc., the obtained date would be
incorrect.  Furthermore, if animals, in-
sects, rodents, lizards, algae, lichens, etc.,
deposited organic material on the paint
after the figure was painted, the obtained
date would aso be incorrect. Even wind
blown dust containing decomposing
plant, insect or anima material remains
could contaminate the pigment and give
an incorrect date. Radiocarbon dating
something that was placed on a cliff face
that was covered with organic material
initially, and that has been in an open en-
vironment since it was created, either a
hundred years ago or a thousand years
ago, may be impossible.

The existence of Barrier Canyon Style
petroglyphs makes it possible to use the
relative degree of intensity of desert var-
nish to roughly assess the age of the
image. Thisis especially true where two
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ages of petroglyphs occur close together.
It is obvious to those of us who have seen
many petroglyphs that differences in de-
sert varnish levels in rock art are
identifiable between different time peri-
ods. For example, differences are
generally, readily identifiable between
Archaic petroglyphs (about 6000 to 2000
years ago), the Fremont/Anasazi petro-
glyphs (about 2000 to 700 years ago), the
more recent Ute/Paiute/Navgo (about
500 to 200 years ago) petroglyphs, and
those from the historic period (the last
200 years). | believe that we have all
seen petroglyphs from these different pe-
riods and noted the differences in desert
varnish levels.

Desert varnish or patination levels, how-
ever, should never be considered an
absolute and unequivocal indicter of age.
The formation of either of these is de-
pendent on exposure. | have seen severa
panels where a single figure, extending
out from under a sheltered overhang, has
several different levels of desert varnish,
and the same situation exists for patina
tion. These variations occur because of
the different levels of exposure. There-
fore, individual figures in a single panel
that were made at the same time may give
the appearance of being made at different
times, or they may give different dates
because of their different degree of expo-
sure.

Despite these limitations, varying levels
of patination on petroglyphs are very im-
portant. They can still provide relative
dating information not available with pic-
tographs.  Petroglyphs from different
periods on the same panel, that has the
same level of exposure, can provide accu-
rate relative dates without any
superposition occurring, something that
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rarely exists with pictographs. For ex-
ample, patination levels of Turner’'s Glen
Canyon Style 5 figures aways, in every
panel that | have ever seen, has darker
patination than either Anasazi Basket-
maker or Fremont rock art, when they
occur in the same panel with the same
exposure.  Thus, petroglyphs provide
firm evidence that Glen Canyon Style5is
older than either Fremont or Anasazi pet-
roglyphs, as they are currently defined.
When Glen Canyon Style 5 pictographs
occur in the same panel as Anasazi picto-
graphs, they appear as being the same
age. At the very least, then, the presence
of desert varnish, or any form of patina
tion, provides a basis for assigning better
dates than controversial superimposition
and opinion of pictographs. (Sometimes
superimposition is easily determined, but
sometimesit is not.)

Although we are al familiar with the
terms patination and desert varnish, |
think it is appropriate to define these
words, since | have observed that there is
some variation in the way they are used.
Many people use the two words inter-
changeably. | know | sometimes say
desert varnish when | should be saying
patination. We should understand that
the two are not the same; you cannot use
the terms interchangeably. Patination is
defined as the, “sheen on any surface,
produced by age and use; a change in ap-
pearance produced by long-standing
behavior, practice, or use’ (American
Heritage Dictionary). Desert varnish is a
form of patination, but not all patination
is desert varnish. Other things produce
patination besides desert varnish. For
example, wood left exposed to the ele-
ments turns gray over time. Copper or
copper dloys, such as bronze, form on
exposure a thin greenish layer, which is



usually copper sulfate. Neither of theseis
desert varnish. Desert varnish, or more
correctly rock varnish, is a brown to
shiny black coating that forms in layers
on rock surfaces in many areas of the
world. It even formsin Arctic regions. It
is about 10 to 500 microns thick. Desert
varnish is composed of clay mineras
(about 70%) and oxides and hydrides of
manganese and iron (Potter and Rossman
1977, 1979). Trace amounts of many el-
ements are aso present, among them are:
calcium, titanium, copper, barium, lead,
aluminum and sodium.

According to current science, desert var-
nish begins to form when microscopic
amounts of clay, aong with iron and
manganese are deposited on rock surfac-
es. This deposition occurs principally by
the action of wind, but water can also
place these substances on cliff faces.
Many of us have experienced the blowing
clouds of dust that frequently precede
storms in our southern Utah deserts. This
phenomenon is one of the essential com-
ponents of desert varnish formation. Iron
and manganese exist naturaly in the
wind-blown clay, or are added from the
weathering of nearby sources. The sand-
stones of the desert areas of the Four
Corners contain ample amounts of iron
and manganese for this, as evidenced by
their spectacular dark red, violet and yel-
low colors.

Following the deposition of clay, iron and
manganese on the rock surface, rainwater
comes into contact with them. Rainwater
contains the weak, unstable acid, carbon-
ic acid, which is produced by the
absorption of carbon dioxide from the air:
CO; + H0 —» H,CO3. Some of the iron
and manganese is dissolved by the car-
bonic acid. When the acidified and

dissolved iron and manganese solution
comes in contact with the cliff face,
which is dkaline, a neutraization reac-
tion occurs, and the dissolved iron and
manganese, being no longer soluble, pre-
cipitate. (Both iron and manganese are
soluble under acidic conditions but insol-
uble under basic conditions.) At this
time, a little of the clay is also cemented
onto the rock surface. In southern Utah,
where there are so many sandstones with
dark desert varnish, the akalinity for neu-
tralization comes principaly from the
calcium carbonate that cements the sand
grains together. In other locations, the
alkalinity comes from wind-blown aka
line soil. As stated above, the
precipitated iron and manganese and oth-
er minerals cement some of the clay to
the rock surface. This is why a substan-
tial amount of clay is present in desert
varnish. Since iron and manganese min-
erals are dark in color, the layers build
up, and the rock surface darkens. The
necessity for these conditions to exist be-
fore desert varnish will form explains
why dark desert varnish is not found in
sheltered areas like rockshelters and in
areas of the world without alkaline soil.

The necessity of these conditions existing
before desert varnish forms may aso ex-
plain why desert varnish apparently is not
forming as fast today as it did in the past.
The industrial revolution has resulted in
the release into the atmosphere each year
of millions of tons of sulfur dioxide and
nitrous oxides, etc., which in turn pro-
duce acid rain. The rain is so acetic that
it is neutralized only with difficulty.
Without neutralization, no desert varnish
forms.

Once the desert varnish coating is re-
moved from the rock surface, such as by
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the creation of a petroglyph, the process
begins again. The disturbed area slowly
darkens with age as the desert varnish
rebuilds in increasing layers. In time, a
plateau or maximum intensity is reached,
and both the disturbed area and the origi-
nal surface reach the same color.

Desert varnish also forms a nearly im-
permeable layer on rocks that protect the
rock surface from erosion. We have like-
ly al seen examples where the pecked out
area of an image has eroded faster than
the surrounding desert-varnished rock.

The gradual darkening of rock art (either
by desert varnish or repatination) is not
always noticeable. It is most easily seen
when an adjacent area is recently dis-
turbed by bullets, names, or graffiti.

Confusion exists when the darkening of
images is caled desert varnish, when it
really is patination. Patination takes only
a little while to form when compared to
desert varnish, which may take thousands
of years to reach its darkest form. A spe-
cific example where patination might be
confused with desert varnish and give
erroneous dating estimates is shown in
Figure 13. If you saw only the bottom
half of Figure 13, you would likely reach
the conclusion that the petroglyph was
old because of the high level of “desert
varnish”. However, when you see the
historic signature, S. G. Peay, and the
date, 1911, above the petroglyph both
having the same level of “desert varnish”,
you must reevaluate your estimate of the
age of the petroglyph.

The perplexity of this situation exists be-
cause the coating on the names and the
petroglyphs is not desert varnish. It is
patination. The color comes from a coat-
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ing of nearly microscopic lichens, algae
and dark soil or dirt. The panel isin a
somewhat moist, west facing, shaded lo-
cation, which is a good environment for
the rapid growth of lichens and algae, and
the moisture retains dust and dirt. (In
comparison, there are other dates (even
the same name) on other rock surfaces
along Indian Creek (where this pand is
located), but the others have no, or very
little, patination. These other names and
dates are not in moist microenviron-
ments, like those in Figure 13, and there
are little or no lichens nor algae growing
on them.) Without a careful examination
of the figures it is easy to mistake patina-
tion for desert varnish, or to cal it desert
varnish when we mean patination.

There is one other thing that may ook
like desert varnish. Thisis stain resulting
from the high iron and manganese con-
tent of soils washing over petroglyphs.
These stains are often seen as darker, ver-
tical, paralel lines on cliff faces where
water runs over the surface. Many of
these moist areas are also excellent envi-
ronments for the growth of algae and
lichens, which aso darken the color of
vertical, moist areas.

Finaly, there is one other category or
event that may be considered to produce
the appearance of desert varnish or pati-
nation, but it is neither. This occurs
when rain washes fine reddish-brown
dust or soil down over the face of rock,
and it coats or coversimages. Thereisa
place aong Seven-Mile Wash where con-
struction of the road cut through a section
of the cliff. Rain washing fine reddish-
brown dust down the face of the rock
covered over some graffiti. At first
glance the images appear to be very old,



100% repatinated petroglyphs, but they
arein aroad cut!

The point of this discussion is that we
must be careful what we call desert var-
nish. If we are not, we may ascribe
undue age to a petroglyph panel.

It should be noted here that lichens make
the surfaces of rocks acidic. It is one of
the mechanisms lichens use to break
down the rock so they can extract the nu-
trients. Lichens, then, are destructive to
desert varnish.

Paint can also be destructive to both de-
sert varnish and patination. A good
example of thisislocated south of Moab,
Utah, at a popular tourist stop named
Hole-in-the-Rock. The owners painted,
among others, the words “Hole-in-the-
Rock” high on the cliff face. Over the
years, the paint has weathered off several
times, and it has been subsequently re-
painted severa times. Currently the paint
is mostly weathered off. This cliff faces
mostly north, so it is a moist location and
therefore a good environment for algae
and likens. The alkaline paint killed the
microscopic life beneath it and so left a
lighter area when it weathered off. Now
the area where the old lettering was is
much lighter in color than the cliff face
where there was no paint and the algae
continued to live. It is unlikely that the
paint could remove the desert varnish.

CONCLUSION

The existence of Barrier Canyon Style
petroglyphs has been demonstrated.
What do they tell us about the age of the
Barrier Canyon Style? If you examine
the levels of patination on the images in

Figure 12, | think that you can reach your
own conclusion. The patination level on
these figures is not consistent with imag-
es from the Archaic period. Therefore,
apparently all of what we are calling Bar-
rier Canyon Style is not Archaic. This
panel, and others, suggests that there are
major age differences within what we are
calling Barrier Canyon Style. (Addition-
aly, the images | have included here aso
suggest that they may be grouped into
different categories based on form.)

Preliminary evidence suggests, therefore,
that there are problems with the defini-
tion of Barrier Canyon Style—as we are
using it. There appears to be different
ages and different figure types combined
into one category—the category we call
Barrier Canyon Style. s it possible that
the Barrier Canyon Style is, in fact, sev-
eral different entities (styles(?)) from
severa different time periods and cul-
tures all lumped in to one category?

| hope that | have been able to demon-
strate the existence of Barrier Canyon
Style petroglyphs to your satisfaction, and
that |1 have given you something to con-
Sider about their age, their definition, and
how they were classified.

FOOTNOTES

1. | am including this paper to honor a
request of Clifford Rayl that it be pub-
lished. He asked me about it many times.
This paper was presented in 1988 at the
URARA Annua Symposium held at the
College of Eastern Utah in Price. It was
submitted for publication, however, in the
process of reaching the editor, it was lost.
| recreated it several years later and once
more submitted it, and again it was inex-
plicably lost. Since it has never been
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published, and several people have asked
me about it, | am including it with the
proceedings of this conference. This pa
per has historical significance, | have
been told, because it is the first recorded
discussion of the existence of Barrier
Canyon Style petroglyphs and it chroni-
cles the first report of some Barrier
Canyon Style panels. It is also important
that this paper be published because a
second paper about Barrier Canyon Style
petroglyphs is being written. This second
paper will provide additiona information
and describe new discoveries.
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Asiain America: The Puzzle of Similar Symbols

Alex Patter son

In an effort to understand the meanings of
the rock art symbols found in the South-
west, | have been studying the symbols
found elsewhere, especially Asia. It has
been the accepted belief that the early in-
habitants of the Americas came from
Asia, either across the Bering Straits (by
land bridge or by boat) or raft across the
Pacific. Could they have brought their
symbols with them?

Our research on the symbols of India,
Tibet and China puzzled us. There seem
to be surprising similarities with the
symbols we find in the Southwest,
particularly in the Anasazi culture area of
Arizonaand Utah.

India was the birthplace of Buddhism and
the Buddha (born about 550 B.C). His
teachings spread over Asia by 1,000 AD.
Initially Buddha was considered too holy
to be depicted in human form (Coosmar-
aswamy 1972:1). He was depicted only
by certain symbols from his life: the Bo-
dhi tree under which he was enlightened,
the wheel of his doctrine, and the Stupa
or burial shrine that held holy relics
(Schulberg 1968:62) (Figure 1). Above
each symbol was the topknot, made of
parasol (s) against the sun and garlands of
flowers, which honored any holy or king-
ly person on public appearances. This
multi-level topknot idea evolved over the
centuries into the Asian pagoda buildings
of the recent past (Sechel 1964:114)
(Figure 2).

In northern Arizona and southern Utah,
there are numerous petroglyphs with sin-
gle and multiple arcs appearing over the
heads of anthropomorphs, similar to the
topknots of Asian iconography (Figure
3). Grant (second image from right) at-
tributes this pictograph in Canyon del
Muerto, northern Arizona, to the Basket-
maker/Modified Basketmaker period
(AD?to AD 700). He also comments on
the top of the head and |eft ear devices as
being connected "with shamanic attrib-
utes, including 'power' of some sort"
(Grant 1978: 261).

Multiple layers of heavens (and hells)
seem to be frequent imagery in cultures
around the world. Miguel Leon-Portilla
describes the 11 levels of the 13 heavens
of the Aztecs of Mesoamerica (Figure 3).
"These heavens are comparable to a blue
dome’, separated by “celestial crossbars’
(Leon-Portilia 1963:59). In the Buddhist
universe there are the "Immeasurable
spheres of the twenty-eight different
heavens', arising around the sacred
Mountain Meru in India (Lauf 1972:37).

Mystics through the ages have seen layers
of colored light (Figure 4) around heads
of people, especidly those considered
godly. Scientists today are studying this
phenomenon (Brennan 1987: chapter 5).

Besides the topknot symbols there are
others found on coins of India, circa 300
BC to 300 AD, which seem similar to
rock art symbols of Arizona and Utah.
The top row of Buddhist symbols in Fig-
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ure 5, D 1-4, the Supa, or burial mound
seems like the Hopi cloud symbol (Fig-
ure6) (Patterson 1992:60). The next
symbol, C 1-2 and A 1-4, the wheel of
doctrine and the lotus (Figure 5) are sSimi-
lar to the octagon symbol of Muingwa,
the Hopi germination god (Figure 6) (Pat-
terson 1994:235). Another symbol, B 1-
4, the tree surrounded by a railing, signi-
fying Buddhas received illumination
(Figure 5), is found frequently (without
the railing) as the tree or plant or centi-
pede or one pole ladder symbols (Figure
6) (Patterson 1992:58).

J. Allan, Curator of the British Museum,
produced a summary of the coins of
Taxila, an ancient city in north India
which lies at the foot of the Kyber Pass—
the main trading entry and exit from India
to Europe and Asia (Figure 7). Allan
based his nomenclature on the work of
Sir Alexander Cunningham, the original
authority on Indian coins. Note that
Allan uses "Mountains' for what Foucher
had called "the Supa, or buria mound.”
Allan adds the Svastika (Swastika), the
Hollow Cross, and the River to his menu
of Indian signs, symbols found often in
the Southwest.

In summary, there are seven similar sym-
bols: arc(s) over the head, topknot,
clouds, Stupa or mountain, wheel or oc-
tagon, tree, swastika, hollow cross, and
river. It remains an intriguing puzzle to
us.
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FIGURES

Figure 1. Buddha's symbols with topknots. Left to right: the bodhi tree where Buddha was
enlightened, the wheel of his doctrine, Stupa or buria holding holy relics. All are Sanchi,
India (Schulberg 1968). Far right: later Jain holy man (India) with topknots (Herman
1974:120).

Figure 2. Left: Lamist painting of holy man and Stupa with multi-topknot Mongolia 18th
century (Laut 1972:89). Right: Evolution of Indian Stupa with topknots, into Asian pago-
das with multi-roofs (Sechel 1964:114)

e

Figure 3. Topknots in Utah and Arizona Rock Art. Left to right: Butler Wash, San Juan
River, Utah; Canyon del Muerto, Arizona (Grant 1978:261); figures at Dawwa Park, Hopi
Res., Arizona. (From author's photos except Grant).
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Figure 4. Left: The Eleven Levels of Heavens (from the Vatican Codex A, Fol. 1. Leon
Portilla 1963:58); right: seven layers of colored auras. (Brennan 1987:47)

AB LD
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@ 7t 15 I

Figure 5. Symbols on coins of India, circa 300 BC to 300 AD associated with life of
Buddha Top to Bottom: D 1-4: Stupa, or burial mound; CI-2: wheel of his doctrine; B 1-4:
tree of hisillumination; A 1-4: lotus, symbol of birth of Buddha; A 5-8: taurine symbol, for
zodiacal sign of Taurus, the Bull, the month of Buddhas birth; A 9-12, sacred animals:
elephant—conception, bull—nativity horse—great departure, and lion—Ileader of his
people (Foucher 1972:Plate 1).
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Figure 6. Left to right, top: rain-cloud (clan) symbols at Hopi from Fewkes 1897:1-10;
bottom, rain-cloud with kachina face from O'Kane 1950:248 (quoted in Patterson
1992:60); symbol of Muingwa, Germination God from Stephen 1892 (quoted in Patterson

1994:235); tree or plant (Castleton 1984:xix); and centipede or one-pole ladder in Warner
1982 (quoted in Patterson 1992:60).

SYMBOLS ON COINS OF ANCIENT TAXILA

INTERPRETATIONS BY J. ALLAN, CURATOR, BRITISH MUSEUM

1. & & . & Mountains 9. ~~ River

2. g Tree in railing 10. T standard

3. % . Svastika | 11. 4% Grapes

4. 1% 1 Monastary w/mound 12. «% The Taxila Symbol

5. gp Hollow cross 13. ¥ Y Nandipados

6. W Plant form 14. % 8. $ Unknown

7. | l( ¥ Pillar & Pillar inrailing

8. " Laksmi or Prosperity Goddess

Figure 7. Symbols on coins of ancient Taxila, interpretations by J. Allan, curator, British
Museum.

45




Unique Repetitions

Jesse E. Warner

INTRDUCTION

The name unique repetitions may at first
sound like aserious contradiction or an ox-
ymoron, since unigue is often defined as
single or sole, or being without a like or
equal, and repetitions are a situation where
it takes at least two or three somethingsto
repeat. | have defined unique repetitions,
hereafter UR(S), as a set of figures that by
their very nature, as a very limited group,
are unique in their limited repetitions.
These types of figures only repeat with an
extreme minimum number of times. They
are also a complex and unusual enough
type of construction that they would be
very unlikely to have originated inde-
pendently by different individuals, so that
any repetition(s) would seem to berelated.

Most often, they will repeat just once or
twice (which makes two or three example,
one origina occurrence and one or two
repetitions). Since that may be dightly re-
strictive, and because the evidence seems
to predicate the placement of areasonable
limit on the definition, | have allowed its
limit to expand; from threerepetitionsto as
many as five in special cases, making ato-
tal of 5 or 6 examples. Any more than that
and the element would come close to fall-
ing into the category of being a motif.

The first question is, why do such a thing
asthis? In my 1997 presentation of A Few
Curious Things (to be published in the Pat-
inaseries), | introduced the concept of URs
and provided the framework and validity
for considering URs as a valid category
between the state of being an element and

becoming a motif, but did not illustrate
those comments with any examples. Let
me review and expand on those thoughts
and explain the reason for such aconsider-
ation.

ELEMENTS

The word element has been defined as a
single, identifiable unit of production.
With that definition, we have to assume
that the idea behind an element can range
from an isolated dint mark to a complex
abstraction. Since the concept of an ele-
ment is fundamental to this discussion let
us examineit alittle deeper than you have
probably thought of it before. Before we
can ever begin to understand these enig-
matic symbols we need to begin to see
what these ancient symbolistsdid in away
that is as close as possible to what they ac-
tually saw themselves doing. Without
them that will be very difficult, if not im-
possible.

We talk about this and that as an element,
but even on this fundamental level do we
really see an element as the glyph makers
saw and defined it? Moreover, are defini-
tionsreally relevant? We consider an im-
age as any definable, segregateable unit,
when it is known from ethnography that
the glyph makers did not see, define, or
produceit that way. To them, each part of
an element, and the individual element's
part to the whole, was not segregateable as
such. Anelement inour way of thinkingis
simply the most fundamental aspect of rock
art terminology.

a7



Even though the element isthelowest form
of occurrence on the unique level of one,
from asingle dint mark to asingle expres-
sion, but more complex form, combination,
or context it is not just one simple idea or
concept aone in-and-of itself. Elements
are the common chaff that we throw into
the intellectual hopper of the mill that
grinds out meaningful facts and situations
for us to then analyze and staticize. Even
though elements can beisolated by us, they
were not, as has been mentioned, isolated
to the ones that made them. They're a part
and a parcel of vast and rich symbolic
packages, and we need to do what both Bill
Dalton and Harold Tuchins (Native Ameri-
can consultants) said to do to find what |
used to trandate as meaning but knowing
also fits. They said to look for every ex-
ample of a specific aspect that can be
found, then consider the similarities and
study the differences. Why? Becausesim-
ilarities will help point out what is im-
portant (on the level of its motifness, on to
becoming a convention), and the differ-
ences will teach us the most about the ele-
ments (how and to what they can be ap-
plied). That is what Dalton and Tuchins
did, so that iswhat | try to do. For some
reason, back then it sounded very scien-
tific, and still does for the same reasons,
but isit science, and doesit need to be?

To beontheancient symbolist'slist (which
did not really exist), of what an element is,
consider that an element is not just what
they produced aone, such as an anthropo-
morph. The person that anthropomorph
represents had a character, apersondiity, a
persona, a status and various relationships
to other elementsin a context with various
masks hiding everything but the obvious.
He also involves a positioning on the cliff
to be involved with rock incorporations or
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incorporating forms of light and shadows
forming Symbolic Solar Interactions(SSl),
or solar flairs, that are also part of theform,
context, and concept of its elementness. It
is not uncommon that the forms of light
and shadow predicated the size, form,
placement, and context of an element. The
SSl, hole, crack, ridge, bulge, or solar flare
is not just a part of the element; they are
also elements within or by themselves.
That is the way the makers of the figures
looked at it, and some of us continue to
ignore that fact. However, it is none-the-
lessafact. Andwe only encapsulate what
weseeinthesimpleword, "element.” That
word without all this other vital infor-
mation remains so crisp, and so clean, and
so "scientific,” but lacks so much of what
we need to be seeing.

When we do what they did, werealize that
isolation (i.e. a single human form on a
rock face) is ssmply an abbreviation of a
context and that no element, sign, symbol,
icon, image, or SSI can ever be isolated.
How many have ever thought of contexts
as elements or motifs? Because of theevi-
dence | have seen, | have been forced to
accept that as well. Let me illustrate the
importance of that, since it is so very im-
portant. Figure 1A provides a few exam-
ples of elements that are associated with
rock features, but represented here without
them. Figure 1A isthe way we see them.
Figure 1B illustrates why the natural fea-
ture is a mgor part of a glyph's element-
ness. The crack, or other forms of rock
incorporation, the associations it has with
other figures, the exact location, and then,
last but not least, thetimethat it was meant
to be viewed to compl ete the context, com-
pletes the concept that was being ex-
pressed, which isfar beyond the essence of
itsform alone as an isolated element. Fig-
ure 1C illustrates light incorporated as a



vital part of what the meanings of these
elements are.

With such considerations we have taken
these figures out of the definition of asim-
ple element and have put them into many
different categoriesthat each have become
motifsor even conventionsin-and-of them-
selves. Thus, the term element defined as
an isolated figure is scientifically incom-
patible with the facts. If defined as any
definable figure, as Schaafsma (1971:3)
states, it, as a scientific term, is all right, |
suppose. However, | am concerned about
what is definable and how and from what
areas of consideration it is defined, since
many of our scientific definitions define
things so differently and define so little.
As long as we know that in our definition
therewill always be more than we current-
ly realize and rock art elements are really,
in the trueness of their origina intent, un-
definable, we are left to define what there
is to define from our perspective, our vi-
sion, and in our words. We do thisfor all
of our many unrealized reasons, not the
reasons of the ancient symbolists, especia-
ly sincethe professional'svision of rock art
issolow and when sitereportsask for rela-
tively nothing more than a presence of rock
art, if that much. Thiswill be expanded in
detail in afuture paper entitled, Looking at
Versus Seeing Rock Art.

MOTIFS

The next category we have inherited by
previous pioneersin thisfield of researchis
the next higher level in the progression of
the percentage of occurrences of an ele-
ment. That category isreferred to asmotif.

Motifsare elementsthat have become ma-
jor themes or concepts segregated from
each other, as elements are by their forms,
but that repeat enough times that they

eventually becomedistinctive subjectsina
particular style. At that point they may
eventually become hallmarks of their vari-
ous styles or shared traits between styles;
then they are recognized as conventions or
conventionalized symbols.

Again, in our efforts to elucidate and no-
menclate these categories we often fail to
see what the glyph makers were really do-
ing. Of course, wethink we areintelligent
enough to know that what they were doing
was not really what we can processdirectly
over into a "scientific" procedure. There-
fore, in our efforts to be very scientific in
our research, wefeel the need to take what
they did apart. We bend it and often have
to break it to make it fit into our view of
what would be an acceptable scientific
cubbyhole or what | facetiously call "cla-
tures of nomins." Into all of our various
scientific categories, we serioudly try to put
al of the little bits and pieces of seldom-
understood evidence so we can better, in
the end, understand it. Now that really
makes sense. It isironic that if we really
understood what they were doing that
would be the best scientific procedure to
define and analyze it by, but we do not, so
we do not.

UNIQUE REPETITIONS

Thus, feeling compelled to operate in the
realms of scientificness, we quite often
missthe point (their point), in our research.
After the term element, because of my re-
search, my scientific bias calls for the in-
sertion of another cubby-hole that tries to
express amore complete approximation of
what | think | see them doing. At least |
believethis new cubby-holebringsthisand
other related areas of the symboling pro-
cess a little closer to the ancient author's
way of thinking and better enables usto get
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a glimpse of what was going on in their
minds. That is where unique repetitions
come into play. This Category helps to
provide me with another sot for things to
fall out of the hopper into. In my research,
| have been trying to be conscious of the
frequency of symbol repetition with minor
variations, and thelimits of what those var-
iationsimply. | have noticed that there are
afew figures that, on their way to becom-
ing motifs, fall short of what | have defined
as the adequate definition and numbers to
actually become motifs.

The problem is, as far as | know, no one
has ever considered this aspect of the pro-
cess before. It is very difficult trying to
blaze a new road through well-established
scientific procedures when it is aready a
well-travel ed highway, even thoughiit takes
us in the wrong direction. We have been
taught that when an element repeats often
enough it becomesamotif. However, what
happens when it repeats, but not "often”
enough to become a motif? Moreover,
who has made the determination of how
many times it takes to repeat before be-
coming amotif? Isour definition or limit
equal to what | believe | see them doing?
Maybeitistimeto look at our definitionsa
little differently and think about their ade-
quacy.

In my research in different categories of
SSl, | felt | needed to find an area of sym-
bolic expression repeat at least 12 times
before | could serioudly establish it as a
valid category, a motif, or convention of
light interaction. Why? Mostly just to be
sure that | understood what they actually
meant, and then to satisfy the possibility
that they might not have meant something
else

A leading anthropologist, Dr. Marvin Har-
ris, once said that to have moreinformation
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does not tell us any more about the subject
(Harris1989:vii). That istrueif itisjust a
repetition of the same old information.
Thisillustratestheimportance of the"Lim-
itsof Variation," (next year's presentation),
and wasthebasisfor Tuchin'sand Dalton's
statement that it isthe differences, thevari-
ations in those repetitions, that will teach
one the most. Differences are not just
more information; they are additional in-
formation. David Madsen and Asa Niel-
son, both prominent Utah archaeologists,
made similar statements about the fact that
another pit house or another arrowhead
will teach us little more than we already
know about who the Fremont Indiansredlly
were. Itisvery interesting that while many
elements repeat so often and so similarly,
the latter discoveries often tell us little
more about their applications. That iswhat
makes URs so very specid, they are very
seldom exactly the same. One or the other
of the URs has the types of additional de-
tails to expand greatly our comprehension
about them. In fact, they are very im-
portant in our useto determinethelimits of
variation, not only in form, but in applica
tion as well. Dr. Richard Cytowic
(1993:138) in a similar discussion to this
suggests that it is also very helpful to
overwhelm the opposition with evidence.

Thusfar | haveidentified 30 different cate-
gories of SSIsmost of which have at least
twelve repetitions. There are aso a few
categories that still have less than 12 ex-
amplespresent. Like URs, those SSIswith
alesser number of occurrences are proba-
bly motifs or even conventions, but thevar-
ious degrees of repetition represent an aeri-
al distribution of conventionality, or possi-
bly fewer examples having been found.
Those sparse numbers of URsand SSIscan
alsoreflect areaswheremoreexplorationis
needed, not just the lack of occurrence. Let



me restate that a little differently. It ex-
presses a known number of occurrences,
not the real number of occurrences. Low
percentages of figuresintheinventoriesare
not always an indicator of nonexistence;
they can equally represent alack of record-
ed information. To beatrue UR therewill
only be an extremely small number of oc-
currences, and thusit will be harder to find
those repetitions, if in fact they do exist.

WHAT URsSREPRESENT TO US

1- URs express the border between asim-
ple presence a a site or in a style, and an
element or its associated concepts becom-
ing amotif or a convention.

2- URs expressinteresting concepts, ideas,
and procedures, etc., that are not common
to thesite or common from the sitelevel to
that of the style.

3- URs illustrate the distribution or asso-
ciation of sites or styles not otherwise as-
sociated with only one occurrence of an
element, verses two or three occurrences
spread between different sites or styles.

4- URs illustrate innovations or different
manners of representing an existing con-
cept that did not succeed. These are ideas
that may not have been an important asso-
ciation, form or context, to the style be-
cause it never grew or became accepted
beyond the stage of the main level of the
UR, the panel or site and sometimes be-
yond.

5- URs can express something in the intel -
lectual (superorganic) domain, or the phys-
ica (organic) domain that were seldom or
never expressed el sewhere.

6- URsillustrate the non-universal areas of
symbolism. Theseareaswerenot generaly
shared between people or styles, or shared
in the manner of the UR.

7- URs can also represent instances where
the carrier of one symbol package moved

from one area to another, producing the
only existing examples of hisURs. Since
these are unique enough they may even
provide a specific example of thumb print-
ing of individual glyphmakersinrelationto
other associated glyphmakers.

8- URs can also represent one or two more
contextsto help expand the present limited
knowledge of the one or two previously
known examples.

9- URs often provide uswith different con-
texts, associations and variations that help
us identify the limits of their variations,
and more information to help usto extract
more variables about form, meaning, appli-
cation or function.

10- URs thus help us to better see and un-
derstand the symboling process. They help
define the existence and use of a known
reservoir of symbols that became a shared
knowledge of their makers.

11- Rather than an examination of ele-
ments alone, URs are at the foundation of
an analysis of symbolism, because they il-
lustrate how extensive the association and
situation is that they occur in and what
form the association takes, as well as how
well it was accepted. Thiscannot bedelin-
eated by astudy on the level of elementsor
motifs alone.

12- Lastly, they can express the limits of
expression of one concept and the begin-
ning of the expression of that or asimilar
form in an another concept.

URs can occur in:

e The same panels.

e Different panels at the same site.

e Different but associated sites (same
style).

e Different non-associated Sitesat greater
distances (same style).

e Moredistant sites of different (contig-
uous) styles.
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e More distant sites of noncontiguous
styles (e.g., several states apart).

In the last situation there needs to be some
serious consideration in respect to inde-
pendent invention or diffusion. Examples
that occur beyond contiguous stylesmay be
part of what iscalled universal symbolism,
and then the symbols will not be URs.
Thisis adlightly different area than inde-
pendent invention that | will not gointoin
this presentation, except to say that inde-
pendent invention would preclude the pos-
sibility of itsbeing aUR, since we are de-
fining it asuniqueinthat it would be com-
plex enough aconstruct to bevery difficult
or improbable for another glyph maker to
come up with the exact same design, con-
figuration of form, or context. Becausewe
are dealing with the human mind, and the
possibility and problemswith the principal
of universal consciousness, that possibility
cannot be ruled out.

Thefollowing examplesfollow thegenera
categories expressed above rather than the
meanings of URs to us, and illustrate the
importance of considering URs as a new
and important category for future use in
research. Since thiswill be the subject of
concern for achapter of Volume 4 of Rock
Art and The Symboling Process, there will
only be enough examples hereto illustrate
the intended importance. Inthat volume, |
will delveinto URs from the view of those
12 points. In Figures 2-6, the illustrations
have been broken down into the following
categorieswithout any discussion. Figures
7A-10B will be considered for their specia
contributions. These are by no means al
of the examples. They were picked be-
cause they seem to represent a broad spec-
trum of problems encountered with URSs.
Their provenance has not been included
because it is not important to the concepts
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being considered here beyond an associa-
tion on the same panel to their occurrence
invastly distant areas. Provenanceswill be
provided in the chapter that deals with
them in Volume 4 of Rock Art and The
Symboling Process.

These are some of the categories

e URs a the level of the same panel
(Figures 2A and B).

e URsat the level of the same site (Fig-
ures 3A and B).

e URsat the level of associated sites of
the same style, to more questionably re-
lated styles (Figures 4A and B).

e URs at more distant sites of the same
or similar styles (Figures 5A and B).

e URs at more distant sites of what we
call different styles (Figures6A and B).

These categories may even become im-

portant in considering what we call style

and stylistic associations. These examples
represent the limit and the boundaries of

URs. Many of these in Figures 6A and B

are doubtfully URs.

Figure 7A for some time was felt by many
members of our organization to have been
modern vandalism. The human form
looked too modern, and the arrow through
him looked too phony. Thisfigure occurs
on a panel at the upper end of Buckhorn
Wash. After finding just one other exam-
ple of avery similar figure, produced in an
identical technique at another site in the
canyon without the arrow, it became more
likely that it was not modern vandalism,
but a more historic artifact.

There is one fact that provides good evi-
dencethat the second figure, and by exten-
sion the first, were not non-native produc-
tions. That evidence consists of the col-
umn-likefigurewiththe partia rayedcircle
on top to the left of the figure (on our



right). This, asit turnsout, no doubt repre-
sents ageographical feature (an inaccurate
and misinterperative term without any
proof). However, the existence of asimi-
larly shaped geological feature helped in
the discovery of this panel. While | was
looking for the place to stand to observe
the sunrise on the top of a pinnacle on the
skyline on an important solar date, | found
| was photographing the sunrise on the
pinnacle right in front of this figure that
duplicated me (the observer), the pinnacle
and the sun. No other examples of this
type of figure have been found within
Buckhorn Wash, the rest of the San Rafael
Swell, or beyond that areathat | know of.

Three historic examples aso illustrate the
same problems that we are faced with in
the study of more ancient symbols. Figure
8A, occurs in an overhang in Barrier
Canyon. Figures 8B and C occur next to
each other in Clear Creek Canyon. The
time sequence of thelast two are not exact-
ly the same. All three of them, being very
unique in shape, share the same symbol-
ism. Figure 8C, was made with a metal
tool, while the technique of Figure 8B,
looks not that different from aboriginal
work. Infact, thedifferencein repatination
and wesathering between the two that are
side by side would make one believe that
the left one was much, much older. That
may be an example of the inability to trust
either factor in dating, since all three ex-
amples of these are probably of Anglo pro-
duction. Thisimpliesthat there cannot be
that great of an age difference between the
two Clear Creek examples.

Figures 9A and B occur in one of the can-
yons on the Ute Reservation. They do not
occur at the same site, but at sties in the
same generd vicinity. They pose one of
the problems that we have in this type of
research that involves the limits of varia

tion. When an UR has achieved a certain
degree of repetition, one can begin to ex-
plore the limits or range of its acceptable
variations. That means, when does this
symbol stop representing what the more
identifiableform doesand start to represent
something else? Many times the symbol
begins at that point to develop into either
an extended application of the origind
symbolism or amarkedly different symbol-
ism atogether. An exampleof that isFig-
ure 10. Many believe two joined triangles
simply represent conflict or war; which can
be a misinterpretation because they are
much more complex than that. First of all
these are not complete triangles. 1n addi-
tion, joined triangles may also represent
several different objects and concepts.
With URs we do not have the luxury of
enough repetitions to make those judge-
ments based on similarity of forms rather
than their differences.

Since Figures 9A and B are the only two
and they are so close in their proximity, it
isfelt that the negative eye-like feature has
agreater influence on theidentification and
or semantics of the symbol than does the
outline of the form that houses the eyes.
Also, remember that orientation is not as-
sociated with what the object of considera-
tionis, but how it isbeing used (i.e. orien-
tation represents part of the meaning of a
figure and not alwayswhat it is).

Thedifferencesinthe X-likeor joined par-
tial triangle-like symbols from the same
area as Figure 9 also illustrate these prob-
lems in the limits of variation just dis-
cussed. The compound elementsin Figure
10 are probably Ute cattle brands, but that
IS an assumption of some researchers. Af-
ter astudy of other brands from the area, |
have found that there were not any others
that had aplus-like sign or equilateral cross
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above partially closed X-like triangular
symbols. Both of these X-like forms are
very vulvalikein their own different ways,
which may be part of their symbolism.
Without more examples and contexts, itis
impossible to say.

Figures 11A and B, includes the only two
examples of one type of abstract human
form of which | am aware. Thesetwo fig-
ures have looped lines that join the arms
and feet on each side of the body to create
what isvery similar to and probably arep-
resentation of the lobed circle symbolism.
The Lobed Circle (a descriptive term) or
Lobed Pendant (an interpretive term) com-
plex existed within a complex but finite
frame of reference in the Basketmaker
styles of thelower San Juan River areaand
alimited area beyond. Thefirst and more
complete figure comes from the banks of
the San Juan River near Bluff, Utah. The
second example comes from apanel in the
Petrified National Forest, Arizona. This
example of aUR, along with several other
figures that were more successful in be-
coming motifsand hallmarks of that group,
hel p tie those panel stogether with others of
that style. Thesetwo distant sitesand their
associated styles are considered as separate
styles by geography, and are generally felt
to be of a different time frame. Can we
here assume that because of their smilarity
they may be somewhat contemporaneous?
Was there a diffusion of the idea? Those
aretricky questionsto answer, and without
more information is impossible. If the
Utah example ties into the Lobed Circle
complex as it seems likely, these two fig-
ures add a few additional and different
pieces of information to what was known
about those symbols that is not obviousin
other isolated or incorporated examples of
lobed circles. If these do in fact belong to
that more complicated Lobed-Circle com-

plex, then they may represent other areas of
extension of that symbolism not previously
illustrated by them or considered by us.

In two independent research projects, nei-
ther author considered this application or
several other incorporated examples of that
form as a possible variation, exemplifying
that theideaand importance of considering
the limits of variations is an important
point that others haven't caught on to yet
(Manning 1990, and Patterson and Pater-
son 1993).

PROBLEMSIN PROPERLY
DEFINING URs.

After looking at these illustrations, the
thought arises; have | properly identified
them? What exactly is, or is not, an UR?
It isoften easier to identify what something
is by looking a what it is not. Those
thoughts guided the decision of which ex-
amplesto include and which not toinclude
as URs. In conclusion and to exemplify
that, take amoment and examine and con-
template the cases in Figures 12A-C that
are not felt to qualify as URs. | will not
explain the reason why not at this point,
but leave them for you to ponder. Some
reasons are obvious and others are not, de-
pending on what one does or does not see,
know, or understand.
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Additional I nformation on the Willow Creek
Observatory, Northern California.

John H. Rudolph, with contributions by Paul Middents

ABSTRACT

This paper provides additiona infor-
mation on an ancient observatory situated
on the rim of Willow Creek Canyon in
northeast Cadlifornia Rudolf (1993,
1995, 1996) described the site and ob-
served solar interactions. Two natural
rock-roofed clefts in a basalt escarpment
were utilized by placing various petro-
glyphs on the walls so that shafts of light
formed by modified natural cracks and
rock configurations produced light point-
ers that impinged upon specific parts of
these petroglyphs at significant times of
the year. The summer solstice is predict-
ed by 59 days, i.e., two lunar cycles. The
summer solstice is determined by a light
pointer that lands on the sloping top of a
standing stone at first sunlight. A light
finger lands on the center mark of a sev-
en-legged Super-Pi Petroglyph in the ear-
ly afternoon. Only moonlight can reach
the southernmost of the legs. Later, the
sunlight lights only the top circle of the
Sun/Moon Gage, the balance of the gage
being illuminated only by moonlight, in-
dicating knowledge of the 19-year lunar
cycle. A computer program has been
used to determine when the moon would
be in aposition to cast a beam of light on
these two images. Near sunset, a light
pointer moves around the outside line of
concentric arcs to pull away at the top.
At sunrise on the equinox, a light/shadow
line runs exactly on the points of a stack
of five chevrons. These and other inter-
actions are dramatic indications that the
site was used over a long period of time

to mark the change of seasons with great
accuracy, thus illustrating the importance
of seasonal sky events to the early inhab-
itants of the area

INTRODUCTION

The Willow Creek Observatory is on nor-
therly end of a basalt ridge, which is
heavily embellished with petroglyphs.
Many are invisible unless sunlight slopes
across the rock face tangentially. Two
natural "caves', i.e., fissures in the basalt
are covered partially by large dabs and
boulders, and are of particular interest.
One, the Sunrise Chamber opens to the
Northeast. The other, the Sunset Cham-
ber opens to the southwest. The main
events observed and the principle sub-
jects of this paper are: a sunrise light tri-
angle on a now removed target stone, 59
day summer solstice predictor light spear,
the equinox light/shadow line on chev-
rons, and the late afternoon light-pointer
on the Sunset Mask. Furthermore, the
purpose and use of the mid-day light fin-
ger on the Super-Pi Petroglyph, aong
with the meaning of the five wavy paral-
lel lines and the purpose and use of the
Sun/Moon Gage are described below.!

DISCUSSION

During the 1995 summer solstice visit, |
observed and photographed a light point-
er shaped like a clenched fist with ex-
tended finger land on the Super-Pi Pet-
roglyph with the tip of the finger first
touching a drilled hole then moving to
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the short center leg. (Rudolph 1995) It
then moved off to the right (east). This
light pointer never moved farther to the
west on the petroglyph, either before or
after the solstice. The only source of
light that would project the light finger to
reach the westward three legs is moon-
light. About 60 feet southwest of the
sunrise chamber is another "cave" formed
by a six foot wide fissure capped by large
dlabs of rock creating a rough sort of
cave. The roof rock and an outer ledge
form alight pointer that lands on various
petroglyphs at certain specific times of
the year.

Figure 1 illustrates a section through the
sunset chamber. From right to left the
petroglyphs are: the one-eyed Sunset
Mask, the parallel wavy lines, the double-
lined serpentine, and the Sun/Moon
Gage. A light spear strikes the center
lobe of the double-lined serpentine, 59
days before the summer solstice (Ru-
dolph 1995). The light pointer moves up
and around the Sunset Mask outer arc on
the afternoon of the summer solstice as
shown in Figure 2. At the verna equi-
nox, this shadow profile works across the
arcs of the Sunset Mask (Figure 3). The
Sun/Moon Gage is shown in Figure 4.

The expedition of Junel7-23, 1996 was
undertaken to measure azimuth and alti-
tude angles of assumed sun and moon
light pointers that | postulated would im-
pinge upon the Sun-Moon Gage. These
were taken by first stretching a string
from aperture to petroglyph with the help
of Dr. Bob Fortner and then measuring
more accurately with an optical K&E
"mountain transit”, actually a theodolite.
The sunlight, shaped by the narrow aper-
ture, was observed to fully illuminate the
upper offset circled dot only at its maxi-
mum.
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Figure 5 shows the view looking up at the
Sun-Moon Gage from below showing
stretched string. The view looking down
from above at the string stretched down
through the aperture crevice is shown in
Figure 6. Figure 7 is the view of the
author taking a sight down the stretched
string with a modified theodolite. This
rather crude method gave remarkably
accurate results and was used by Paul
Middents (1966). The analysis worked
up by Middents gave tantalizing "proof"
that the hypothesis was correct, namely,
that this was indeed a gage to compare
the angles of elevation of the moon
throughout its nineteen year cycle to that
of the sun at its maximum elevation at the
summer solstice.

Because these angles were measured with
stretched string and a crude sighting de-
vice, | determined to return to the site
with Paul Middents, equipped with a bet-
ter instrument later that year. | modified
the theodolite by mounting an inexpen-
sive telescopic rifle sight atop the tele-
scope barrel of the instrument. Offsetting
this sight above the barrel of the instru-
ment allowed vertical angles to be meas-
ured up to 75 degrees. We visited the site
on September 5-9, 1996 and spent most
of our time making careful measurements
of azimuth and altitude of both the Sun-
Moon Gage in the Sunset Chamber, and
also the angles of sun and moonlight
pointers at the Super-Pi Petroglyph in the
Sunrise Chamber.

Figure 8 a, b, and c show the light finger
sequence of the Super-Pi Petroglyph on
the day of the summer solstice. We now
had careful and accurate measurements at
the Sun-Moon Gage and the Super-Pi
Petroglyph so Paul Middents could do an
anaysis of both. The last part of this pa-



per will be an abridged version of these
analyses.

One fascinating "revelation" is worth
noting before proceeding with Paul's part
of the work. The parald wavy lines in
the Sunset Chamber had been an enigma
to me. It looked as though it represented
ariver or a stream, but in this astronomic
context, | thought that this might
represent the Milky Way, the "river" of
stars in the sky. This sort of wavy line
petroglyph is found at sites elsewhere in
the west, and is the sign for water in
Egyptian hieroglyphs. But there was no
proof. One especiadly puzzling aspect
was that the right-hand line crossed over
the other four and ended in a pecked hole
in the rock face.

We were sleeping out under the brilliant
stars on this trip, and | woke from a
sound sleep to be perfectly awake, just as
though someone had called my name.
Without moving my head or eyes, | was
looking at that part of the Milky Way that
holds the constellation Perseus. | was
looking at a great raveled rope of stars
that led from the "right" side of the Milky
Way across it in a great curve that led
directly to the brilliant cluster of the
Pleiades. This observation is, of course,
subjective, but | offer it as a strong
indication that the parallel wavy lines on
the wall of the Sunset Chamber does
indeed represent the Milky Way (Figure
9). The double-lined serpentine is in
roughly the correct position to represent
Cassiopeia. This suggests that one eye of
the Sunset Mask represents Polaris.

AN ANALYSISOF TWO PETRO-
GLYPHSAT THEWILLOW CREEK
SITE BY PAUL MIDDENTS

A set of data describing the alignment of
the Sun-Moon Gage petroglyph has been
analyzed for possible coincidences with
celestial positions of the sun and the
moon. On the summer solstice a shaft of
sunlight was observed by John Rudolph
to cross the upper three-inch diameter
circle only. Middents and Rudolph's
measurements of azimuth and altitude
confirms the sunlight position at the
summer solstice and supports a strong
association between this petroglyph and
the full moon on either side of the winter
solstice. The alignments are such that the
petroglyph is touched by a shaft of moon-
light only at the full moon's nearest the
winter solstice during about fifteen years
of the nineteen-year lunar cycle.

The petroglyph seems to be recording the
change in the lunar path as the lunar (Sa-
ros) cycle progresses. The data (Table 1)
consists of the atitude and azimuth of 10
points on the petroglyph and the distance
to these points to the tip of the crevice
"aperture”’ that forms the shaft of light.
The 11th point is a deep, 1/4" diameter
hole located to the left of the petroglyph.
Full moon declinations near the winter
solstice range from about 18° N to 28° N
during the 19-year lunar cycle. This pro-
duces meridina transit altitudes from 67°
to 78° at the latitude of the Sunset Cham-
ber (40.4° N). The Lunar declination
must be at least 23° N to produce a path
across the sky of sufficient altitude to
align with the crevice and the topmost
part of the petroglyph.

The analysis was conducted using the

planetarium software, "Dance of the
Planets’. Promising lunar alignments
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near the winter solstice in the years 2005,
2006 and 2007 were analyzed first. The
caculated paths were plotted using
"Mathematica’, a computer algebra fig-
ure. The results for January 2007 are il-
lustrated in Figurel0. This figure con-
firms that the sun produces a path of light
that crosses the upper part of the petro-
glyph each year. The lunar path appears
to cross the petroglyph severa inches be-
low the top (#9). However, no indication
of how closely the shaft of moonlight
might pass to the rest of the petroglyph
can be gleaned from this plot.

A three dimensional analysis was con-
ducted next. Figure 10 shows a planar
surface calculated and plotted by Mathe-
matica, which is a best fit to the eleven
measured points on the petroglyph. The
plotted points are projections on the best-
fit plane of the actua points. The actua
points all lie within one inch of the best-
fit plane so the computer provides a rea-
sonable approximation of the rock sur-
face on which the petroglyph is pecked.
This surface bulges out dightly near the
center of the petroglyph and runs almost
due east and west (Figure 10). In Figure
10 the star symbols are the first nine
points on the petroglyph from Table 1.
The diamond symbols show the full
moon nearest the winter solstice in 2006
crossing the petroglyph severa inches
below the top. The triangle symbols
show the sun crossing the top of the pet-
roglyph near the summer solstice. Figure
11 islooking up at a plane approximating
the rock surface on which the Sun-Moon
Gage is pecked. Ten points on the petro-
glyph are shown together with rays ema-
nating from the tip of the crevice, which
forms a shaft of sunlight or moonlight.
The leftmost point (#11) is a 2" deep,
1/4" diameter hole. Figure 12 shows the
computer replication of the summer sol-
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stice solar path observed by John Ru-
dolph. In Figures 11 and 12 the point
where each ray intersects the plane repre-
sents the predicted path of the right hand
tip of the light shaft generated by sun or
moon light passing through the crevice.
Each ray represents the position of tip of
the light shaft at 15-minute intervals.
The paths pictured would take from two
to three hours to complete and would
progress from bottom to top and left to
right.

The December and January moonlight
paths travel up the full length of the pet-
roglyph (Figure 13). Figure 14 illustrates
the path of the full moon nearest the win-
ter solstice plotted for 12 successive
years. The variation in lunar path is due
to the changing declination (altitude) of
the moon from year to year. The pattern
repeats every 19 years. At the point of
the lunar cycle when the lunar declination
approaches 23° N in 1999 a path similar
to the summer solstice solar path results.
Each successive year the path starts lower
on the petroglyph and proceeds upward
toward the top. The moon reaches a
maximum declination of about 28° N in
2006 and from that time on, the path
starts higher up on the petroglyph until it
no longer strikes the petroglyph at all.
The winter solstice moonlight shaft will
not strike the petroglyph again until 2019
when the entire cycle repeats.

No attempt has been made to analyze lu-
nar positions in the distant past. The
alignments will not be significantly af-
fected by the very small changes in the
inclinations of the ecliptic over the period
the site might have been used (Figure 15
and 16).

A similar analysis has been applied to the
Super-Pi  Petroglyph in the Sunrise



Chamber. Altitudes and azimuths for
eight points defining the tops of the legs
and a hole are listed in Table 2. The
hole, centered just above the petroglyph,
is similar to the one associated with the
Sun-Moon Gage. John Rudol ph observed
a summer solstice shaft of sunlight (the
finger pointer) pass directly across this
petroglyph from above, down and to the
right with the point of the finger exactly
crossing the drilled hole. The distance to
the crevice forming the light shaft from
the hole is 100 inches. Figure 17 shows
the best-fit plane approximated by Math-
ematica with projections of the petro-
glyph points on this plane and rays ema-
nating from the tip of the crevice. Figure
18 shows computer replication of the
summer solstice solar path across the
center of the petroglyph. The intersection
of the rays with the plane represents the
position of the tip of a shaft of sunlight at
15-minute intervals (Figure 18). Figure
18 shows the path of a shaft of light from
the full moon nearest the winter solstice.
As the declination of the moon approach-
es 23° N, the path approaches the petro-
glyph and crosses much like the summer
solstice solar path. The lunar path re-
mains below and to the left of the petro-
glyph for 6 years and then again crosses
the petroglyph (Table 3). The moon rep-
licates the summer solstice solar path
when it is in the ecliptic; that is when its
declination approaches 23.5°N. Thisaso
should indicate a period of potential lunar
and/or solar eclipse activity.

The following eclipses (Table 3) will be
visible near the winter solstice at the Wil-
low Creek site during the period covered
by Figure 18. Would our ancient observ-
ers have made this connection? If they
observed five such startling coincidences
in a19-year period, | am sure they would.
Not every 19-year cycle provides this

many eclipses visible at the site, but 12
solar eclipses and 28 lunar eclipses will
be visible during the next 100 years. |
think this would provide enough evi-
dence for our ancient observers to associ-
ate the return of the lunar shaft to the pet-
roglyph with strong probability for
eclipse activity.

CONCLUSIONS

Our investigations demonstrate that the
Willow Creek site can confidently be
called an ancient observatory. This site
was used to note the summer solstice, the
autumnal and vernal equinoxes, to predict
the summer solstice by using two lunar
months, to commemorate various aster-
isms, to compare both sun and moon cy-
cles, to observe the 19 year lunar cycle,
to mark the summer solstice with a sec-
ond petroglyph that allows for a lunar
observation, and to mark the summer sol-
stice with a dramatic light pointer dis-
play. Recent observations made by Gor-
don Ponting also indicate winter solstice
alignments.

It is now clear at this writing that not on-
ly was the sun being observed in its cy-
clic round during the year, but the moon's
19 year cycle was being both observed
and measured with instruments of great
ingenuity and precision. The native cul-
tures who created and used this site over
a long period of time were probably
hunter-gatherers, attested by the many
grinding holes and metates found in the
area. They developed an elaborate and
sophisticated method of noting, measur-
ing and marking various celestia events.
They found that this site lent itself to
some unique alignments of the sun and
moon so that with a little modification
and embellishment, turned the natural
rock "caves' into chambers to memorial-
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ize various events that they observed and
determined to be important. The "little
embellishment” is not meant to disparage
the tremendous amount of work and
many years of observation that resulted in
the creation of these clever devices which
still work today.

The oldest or "Classic" petroglyphs seem
to be very old, as evidenced by the depth
of the pecked carving, the similarity of
patina to the untouched adjacent rock and
by comparison with the other, fresher,
newer looking inscriptions at the site.
How old is yet to be determined, perhaps
by one or more of the dating systems
available today, or perhaps by systems
yet to be devised. While certain affinities
to Old World sites, symbols and observa-
tions suggest themselves; no definite
conclusion can be drawn at thistime asto
any influence from other than indigenous
cultures. It is hoped that funding to pro-
vide scientific dating of some of the pet-
roglyphs can be found, as the question
should be answered to add another clue
to the origin of the creators of this re-
markable facility.

This complex, with its natural happen-
ings, may have made the event of the
sunlight penetrating the womb of the
earth more magical and more significant
to the people who first witnessed them
than if aman-made construction had been
erected to accomplish the same practical
ends, i.e.,, marking the changes of the
seasons. This was the Cosmos itself in-
volving mankind in its miracles. These
people, immersed in nature and its pro-
cesses, may have come to believe that
they could play a part, to maintain the
balance, to influence the outcome, to pre-
serve not only their fragile culture, but
also the cosmos itself. The Chumash
tribes of southern California studied the
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heavens and conducted regular ceremo-
nies in order to provide "ritual sustenance
for the community and to supply meaning
to life itsef" (Hudson and Underhay
1978). They suggest that these beliefs
were common to many if not al of the
Californiatribes.

At the very least, this investigation,
which is only beginning to reveal the in-
formation about the Willow Creek Obser-
vatory, should demonstrate that some of
the enigmatic petroglyphs throughout the
western United States, can be better un-
derstood and appreciated if it can be
shown that their context is astronomical.
This new perception of the purpose of the
site and its petroglyphs can move our ap-
preciation and understanding of this an-
cient work from merely "art" into the
realm of functional astronomica symbol-
ism and notation which in turn can give
us better understanding of the concepts of
the Cosmos in the minds of the ancient
"astronomers".

FOOTNOTES

1. Note that certain petroglyphs are
shown as rubbings. These were done be-
fore objections were raised to rubbings. |
subscribe to the protection of petroglyphs
wholeheartedly, however, the technique
using Tyvek, has revealed detail that oth-
erwise would remain invisible to either
eye or camera. In some cases, these
“tyvostats’ may be the only record we
have of petroglyphs that will completely
disappear from erosion, development or
vandalism. Some petroglyphs at this site
are in such cramped, tight conditions that
this recording system is the only way to
obtain an accurate image of the petro-
glyph. With the technique used, nothing
touches the bottom of the petroglyphs



themselves; thus there is no impact to
future dating efforts.
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FIGURES

Figure 2. Thelight pointer moving up and around the Sunset Mask outer arc on the
afternoon of the summer solstice.
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Figure 4 lower left. The Sun/Moon Gage. Figure 5, lower right. The view looking up at
the Sun-Moon Gage from below showing stretched string.
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Figure 6, left. The view looking down from above at the string stretched down through
the aperture crevice. Figure 7, right. View of the author taking a sight down the
stretched string with a modified theodolite.

Figure 8a, b, and c left. Thelight finger sequence of the super-pi petroglyph on the day
of the summer solstice. Figure9, right. Parallel wavy lines on the wall of the Sunset
Chamber representing the Milky Way.
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Table 1, top. Altitude and azimuth of 10 points on the petroglyph, and the distance to
these pointsto the tip of the crevice "aperture” that forms the shaft of light. Figure 10,
center, Lunar and solar alignments near the winter solstice for January 2007. Figure
11, lower left, and 12, lower right. The computer replication of the summer solstice
solar path, looking up at a plane approximating the rock surface on which the Sun-
Moon Gage is pecked.



Figure 13, top. The December and January moonlight paths travel up the full length of
the petroglyph. Figure 14, bottom. Illustrates the path of the full moon nearest the winter
solstice plotted for 12 successive years.



Point Aluude Aznimuth

I (holed AR 236.6

2 53.6 2353

3 85.0 236.25
Vo4 54,7 2366

5 64,05 2378

5} 532 2332

7 65219 238,10}

5 621 1588

Figure 15 top left and 16 right. Show that the alignments will not be significantly
affected by the very small changes in the inclinations of the ecliptic over the period the
site might have been used. Table 2 center. Altitudes and azimuths for eight points
defining the tops of the legs and ahole are listed in Table 2. Figure 17 bottom. Figure
17 shows computer replication of the summer solstice solar path across the center of

the petroglyph.
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Januuary 21 20040} Total lunar eclipss
December 25, 2000 Parnal solar eclipse
December 14, 2001 Annudar solar eclinse
December 21, 2010 Total lunar echpse
December 16, 2011 Total lunar ecliose

Figure 18 Top. The path of a shaft of light from the full moon nearest the winter solstice.
The intersection of the rays with the plane represents the position of the tip of a shaft of
sunlight at 15-minute intervals. Table 3, bottom. The lunar path remains below and to
the left of the petroglyph for 6 years and then again crosses the petroglyph.
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Some Seasonal Elementsin Uinta Fremont Rock Art

Clay Johnson

ABSTRACT

For rock art panels of interactive design,
sun and shadow emphasis on element
types and on specific parts of rock art
figures varies by season. Some seasonal
patterning is obvious; some may only be
recognized through analysis of annual
key day observational data from many
panels. Some initial results from North-
eastern Utah data are presented.

INTRODUCTION

Interactive rock art is rock art that has
been designed to interact with physical
systems of the site environment. In Utah,
this typically takes the form of using
shadows as templates for the shape and
placement of rock art elements on specif-
ic days of the year (key days). Thus, on
the key day of design, the shadow tem-
plates emphasize the elements of a rock
art panel that were originally designed to
match those shadows. Uinta Fremont
rock art designed with this technology
shows some conventions as to use of
shadow shapes, and in association of par-
ticular elements with certain key days.
This paper initiates the exploration of se-
lective emphasis by key day, using data
for the Uinta Fremont zoomorphs sheep
and snake. The key days as used herein
are Winter Solstice (WS), February
Crossquarter (FWC), Vernal Equinox
(VE), May Summer Crossquarter (MSC),
Summer Solstice (SS), August Summer
Crossquarter (ASC), Autumnal Equinox
(AE), and November Winter Crossquarter
(NWC). At amotif level, rock art align-

ments with shadow templates are essen-
tially the same on FWC and NWC, on
VE and AE, and on MSC and ASC.

DATA

My research in northeastern Utah pursues
asplit strategy. Fieldwork is divided be-
tween identifying and mapping sites to
determine if they are interactive, and
documenting all interactions for panels
for al key days at each site. This paper is
not offered as a datistically rigorous
study. Data used range from completely
studied sites through individual panels
for which some key days (or some active
events) are not yet documented. The data
presented are from thirty-eight panels at
ten sites in and around Dinosaur National
Monument. These panels have both the
requisite zoomorphic motifs, and ac-
ceptable levels of documentation at al
key days.

| built a database for interactive rock art
using Microsoft Access™ for Windows
95 to record interactive emphasis by key
day on elements found in sheep and
snake rock art motifs. The database form
as designed alowed input of only four
element emphases per interactive event.
Since many interactions display more
than four interactive alignments, some
bias has been introduced through my se-
lection of only four emphases from a
larger set occurring during many interac-
tions. In general, selection was biased in
favor of repeated emphases on one ele-
ment during an interactive event, and in
favor of type A aignments (Johnson
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1992.14). This may have obscured some
minor seasonal patterning, especially of
type C (smple linear) alignments. Mi-
crosoft Excel™ was then used to organize
and tabulate the data.

SHEEP

On the thirty-one panels with sheep rep-
resentations chosen, there is complete
data for only about 64% (range 65% at
WS to 51% at SS) of the active events on
any given key day, or one hundred out of
one hundred and sixty-eight active
events. Sheep representations were orga-
nized for each key day by these motifs,
sheep with trail, dead sheep, sheep group,
single sheep, group of femaes with
young, ewe with lamb, and female with
fetus and pregnant sheep (combined be-
low as “pregnant sheep”). Within each
motif, each instance of element emphasis
by shadow template was tabulated as plus
one (+1) for the following elements of
sheep representations, head, horns, eyes,
mouth or nose, neck, al legs, front legs,
back legs, all feet, front feet, back feet,
trail, weapon, body, chest, belly, tail, cer-
vix area, fetus, lamb, umbilicus, and
mammary area. Instances of no key day
interaction on a given panel may also be
designer choices and reflect emphasis (or
more precisely, negative emphasis) of a
motif (Johnson 1990.39).

The rationale is that choice of panel sur-
face, as well as which shadows are or are
not used as templates, is a designer
choice. Thus, | treated each instance of a
motif being dark, lit, or non-interactive
during an active event or on a key day as
negative emphasis of that motif, tabul ated
as minus one (-1). This resulted in a
spreadsheet matrix for sheep of eight by
twenty-five, or two hundred cells.

| used the data matrix to approach sea-
sonal variability of interactive rock art
emphasis from three different directions.
Figure 1 graphs the number of active
events of positive or negative emphasis
by season. The upper graph shows the
active event emphasis on al motifsin the
data set. | then graphed the same data as
two sets of motif clusters a cluster includ-
ing all motifs intuited to pertain to birth
and young (group of females with young,
ewe with lamb, and pregnant sheep), and
a cluster composed of al other motifs
(sheep with trail, dead sheep, sheep
group, and single sheep). The overdl
patterning for al sheep motifs (the upper
graph in Figure 1) suggests no (or nega-
tive) interest in sheep at WS, with most
interest in sheep occurring during the
summer half of the year, peaking during
the May-August period. There is less
overall emphasis at SS than at SC. The
lower graph in Figure 1 shows there are
some differences in panel activity by mo-
tif, the most pronounced being the less-
ened activity on the equinoxes for
birth/young motifs.

As a second approach, | graphed the total
number of individual emphases docu-
mented (to a maximum of four per inter-
active event for each motif on a panel) by
season for each of the eight motifs sepa-
rately (Figures 2-3). In Figure 2, the pat-
terning for al the birth/young motifs is
similar, athough the females'young
group motif shows stronger negative em-
phasis for the winter quarter of the year
and a SS. The motifs not visualy in-
volving females and young (Figure 3)
show different patterns, both from the
birth/young motifs and each from the
other. Note especidly the dramatic dif-
ference between the single sheep motif in
Figure 3 and the birth/young motifs on
Figure 2.
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Finally, | graphed (Figures 4-7) seasonal
emphasis patterning for each individual
element found in representations of
sheep. These graphs show only the sea-
sonal occurrence of each element empha
sis; there is no score for negative empha-
sis on the elements, as negative emphasis
can only be assessed for a motif as a
whole. If thereis no data for an element
on a key day, the score is O (zero). Fig-
ure 4 covers the head and neck area Em-
phasis on head elements tends to peak on
SC, while emphasis on the neck peaks at
equinoxes and to a lesser extent at SS.
Figure 5 covers the sheep body and two
additional elements the trail and the
weapon. Figure 6 graphs emphasis on
sheep legs and feet. One instance of em-
phasis on al feet was combined into
scores for front and back feet (even
though the same shadow template seldom
serves both legs and feet). The pattern
for the back legs and feet differs from
that of front legs and feet. Figure 7
graphs emphasis on sheep reproductive
parts. One instance of fetus emphasis
was combined with belly emphasis, as
was one instance of umbilicus with new
birth. Unlike the strictly birth-related
elements, the mammary area is empha
sized on SS aswell as SC.

| have discussed above three relatively

simple ways to view patterned variability

of emphasis on sheep representations.

They are:

e overal seasona emphasis as reflected
by the number and nature of active
events

e seasonal motif emphasis calculated
by tabulating the number of emphases
(in this instance, to a maximum of
four) amotif is subject to on each key
day

e seasonal element emphasis calculated
by tabulating the number of emphases

(to a maximum of four) an element is
subject to on each key day.

Even this level of analysis suggests sev-

eral ideas:

e Uinta Fremont interest in sheep as
expressed through rock art was non-
existent at WS and highest in sum-
mer, peaking at SC.

e Although interactive emphasis does
vary somewhat by motif, panel de-
signers often used a motif for multi-
ple purposes (of seventeen cervica
emphases, eight occurred on
birth/young motifs and nine, includ-
ing one equinox cervical aignment,
occurred on animal with trail, group,
or single sheep motifs).

e There appear to be clusters of ele-
ments, sometimes not intuitively re-
lated, with similar seasonal patterning
Although this is immediately obvious
for the top three graphs in Figure 7,
look at the similarity between the
graphs for weapon and neck €ele
ments, or for back legs and feet (even
though the shadows that emphasize
the back legs are not the same shad-
ows that emphasize the back feet).

More sophisticated analyses based on
interrelationships between panel ee
ments, interactive patterning, and the pat-
terning of natural cycles of climate, flora
and fauna are beyond the scope of this
paper. | will only suggest here the kind
of information available through careful
anaysis. Any given motif depicts picto-
rially the general appearance of a season-
al concern or behavior. The interactions
emphasize, with a variety of patterns, dif-
ferent elements of the picture at different
seasons. Patterns of shadow template
emphasis appear the same for MSC and
ASC, for VE and AE, or for NWC and
FWC, cycling twice annually. It is obvi-
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ous that patterns of meteorological, flora
and fauna behavior cycle only once an-
nualy. A given sheep representation,
then, may have at summer crossquarters
shadow emphases predicting seasonal
aspects of sheep behavior some of which
are applicable in May, some in August,
and some (nursing of lambs) applicable
to the entire period between MSC and
AE. As an illustration of how careful
anaysis can solve this problem, examine
the data and graph on Figure 8. The
graph peaks at MSC, much of that data
composed of cervix and other
birth/young/nursing elements. The curve
fals somewhat at SS. Much of the data,
then, comprised of mammary and
legs/feet, emphasizing ASC patterning is
the same as MSC. The curve falls again
a AE, with most emphasis on front
legs/feet, horns, and neck. At WC the
main emphasis is on the ewe's body—
other emphasis is scattered. By WS,
there is only one alignment on any of the
selected panels that emphasizes the tail.
To correct the curve for an annual pattern
of bighorn sheep behavior as depicted by
the Uinta Fremont, subtract at ASC the
emphases of cervix, belly, fetus and um-
bilicus directly related to birth at MSC.
The rather elegant result shown in Figure
8 predicts the onset of events in the annu-
a pattern of lambing, infant care and
weaning in mountain sheep, as described
below.

A brief summary of the natural history of
bighorn sheep applicable to northern
Utah condensed from Zeveloff (1988
349-351) is as follows: Mountain sheep
breed in November and December (be-
tween WC and WS), the only time rams
and ewes are together. A single lamb is
born 180 days after breeding takes place
(between MSC and SS). Ewes and lambs
form groups for the summer (between

MSC and AE), and the lambs play with
each other in nursery groups. Sheep
avoid predation and protect lambs mostly
by striking with their legs and feet, or by
climbing. In the summer, they some-
times migrate to higher elevations for
food. Lambs are weaned beginning
around 6 months of age (about NWC).

One panel depicting a person holding a
dead, headless sheep is a clue to a num-
ber of element-emphasis connections.
The sheep’s neck ends raggedly a a
crack or small ledge on the panel surface.
The interactive patterning documented at
equinox both reinforces the idea of a
hunting scene, and dramatically empha
sizes (during both of two active events)
the area where the ragged neck ends.
Thus shadow emphasis on sheep necks,
especially when the emphasis suggests
cutting off the head, might by convention
relate to hunting. The compiled data
support the idea through emphasis on the
dead animal motif a equinox, and
through similar curve shapes for weapon
and neck elements (Figures 3-5). Tall
emphasis also seems to follow this pat-
tern.

That the scene described above is about
AE, rather than VE hunting activity is
supported both by clues in rock art and
by subsistence studies. A nearby hunting
scene portraying both sheep and deer,
interactive at equinox, has a hunter
shooting an antlered deer. Loca deer
populations have their antlers at AE, but
have lost them by VE. For subsistence,
Speth (1983) points out that the food
value of meat and marrow from large
hoofed mammals varies throughout the
year, with populations balanced near the
edge of death from starvation during
from mid winter through spring.
Efficient subsistence strategies then must
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involve either planning the times and
targets for hunting efforts, or in the case
of mass or non-selective kills, utilization
of the meat only from selected
specimens. To apply this to mountain
bighorns, males are in very poor
condition from after rut until at least
June. Females decline after rut as they
devote body mass and energy to
gestation, caving, then lactation.
Females thus begin to recover somewhat
later in the summer than males. Males
are probably in best condition from SS to
NWC, females from AE through NWC.
The most efficient annua hunting
strategy for mountain sheep would be to
hunt rams (or yearlings) beginning in late
June, ewes that had lost lambs (and meat
for winter storage) beginning in late
September, with no hunting effort
expended on sheep from late December
through June. The lower peak in the
weapon and neck curves at SS might then
portray selective hunting of rams
beginning in late June.

There is yet another type of variability
present on some interactive panels. In
some cases, a shadow template will ssim-
ultaneously emphasize elements of sever-
a different panel figures or motifs. In
other words, a continuous shadow sup-
plies an association between apparently
separate panel figures or motifs. This
occurred for twenty of the sixty-five
sheep interactions studied here. These
associations are listed in Figure 9. It in-
trigues me that these associations offer
additional support for postulated relation-
ships between sheep and humans (and for
some observed annual patterning of em-
phasis in anthropomorphs).

SNAKES

| have included a brief discussion of
snake motifs to make a point about using
interactive data for rock art interpretation
and hypothesis testing. Snake motifs
were: animal-with-hole and single-snake.
Elements subject to emphasis were head,
eye, body, tall, and hole, with negative
emphasis tabs for dark, lit, and non-
interactive events. Data used for snake
patterning comes from fifty active events
on eight panels at three sites. Two of
those panels (panels 1 and 2 at McKee
Spring) are roughly elliptica blobs on
two sides of a low, protruding rock that
looks to me like the head of a rattlesnake,
the blobs representing its eyes. To classi-
fy these two panels as a snake representa-
tion is thus an act of interpretation in it-
self. Does the seasonal curve for snakes
support the interpretation that these two
panels represent a snake? The patterning
of positive and negative event emphasis
for all data (including McKee Spring
panels 1 and 2) by season is shown as the
top graph on Figure 10. In the lower
graph on Figure 10, the curve for McKee
Spring panels 1 and 2 is compared with
the curve for al other snake data. As can
be seen, the patterns are nearly opposite.
The bulk of the snake data fits very well
with reptile behavior in this area: snakes
emerge as early as late March, and are
amost never sighted after late September
(perhaps the peaking emphasis at SS rep-
resents some symbolic connection be-
tween snakes and human concerns). This
exercise argues strongly against the inter-
pretation of McKee Spring panels 1 and 2
as a snake representation.

SUMMARY AND CONCLUSIONS

Variability in seasonal patterning of both
guantitative and qualitative emphasis for

91



interactive rock art, especialy when
studied in conjunction with interactive
associations and with cycles of flora,
fauna and climate, has great potential for
both interpretation of rock art itself, and
for other archaeological endeavor. The
asymmetry between the shadow template
cycle (repeating twice annualy) and
annual cycles in flora, fauna, and
seasonal change, coupled with the
relationships found within and between
panel pictorial elements, motifs, element
emphases and interactive associations
offers a potentially vast source of sound,
repeatable empirical data for analysis,
hypothesis building and testing, and
application to a broad range of
archaeological questions.

For the Uinta Fremont panels discussed
here, it appears that athough there is
some variation in seasonal emphasis (and
inferred “message”’ or purpose) by motif,
the Fremont sometimes also used any
sheep motif to convey seasonal infor-
mation about sheep behavior in genera.
Emphasis to elements of sheep motifs,
however, is more consistently patterned.
Analysis of seasona element emphasis
suggests seasonal or behavioral connec-
tions between elements not intuitively
related. The strongest seasonal pattern-
ing apparent is that of birth and lamb
care, beginning in early May and continu-
ing through November. Additionally,
patterning seems to portray other season-
al aspects of mountain sheep (and Uinta
Fremont) behavior. Sheep seem not to
have been a concern of rock artists at
Winter Solstice. Emphasis on snakes in
Uinta Fremont rock art agrees well with
their annua behaviora cycle, athough a

peak at Summer Solstice may have a
symbolic explanation.

What is now needed is additional data for
the Uinta Fremont (Johnson, work in
progress), seasonal interactive data from
rock art from other places or of other
“styles’, analysis of other rock art fig-
ures, motifs, and elements, and some sta-
tistically rigorous analyses of the data.
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Fremont Arrowheads

Clifford Lamont Ray!

Transcribed and edited by Steven J. Manning

Clifford Rayl presented this paper at the URARA Symposium in Green River, Utah on
Saturday August 31, 1996. Clifford passed away before it was published. Snce many
URARA members appreciated Clifford’s humor and enjoyed his presentation, | felt it ap-
propriate that it be published in this volume. Transcribing Clifford’'s presentation, de-
termining how to edit the text, and assembling the presentation in a form suitable for
publication was a most difficult task. Clifford presented this paper extemporaneously.
Usually before a paper is published, the speaker has time to polish his remarks, put them
in a suitable form, and organize his dslides into suitable figures. Clifford’s death made
this impossible. A videotape of Clifford’s presentation apparently exists, but | was una-
ble to locate it. Without the videotape it was not possible to determine which pictures
Clifford used. The dides used in his presentation also could not be located. Therefore, |
have included three arrowhead figures from his library, the rock art dides are from my
own. Fortunately, an audiotape of the symposium had been made. Following the tran-
scription of his presentation, | was uncertain to what extent | should edit it until Layne
Miller told me of a situation involving a presentation of an old river runner Clifford
knew. The river runner died shortly after giving a presentation, which Clifford attended.
His presentation was later edited and published. Layne told me that Clifford was ex-
tremely critical of the publication because he felt it was edited to such an extent, and
made so formal, that it was as if a different person gave the presentation. The old river
runner’s character and personality were gone. With thisin mind, Clifford’s presentation
is reproduced here with only minor editing and a few added comments, which are indi-
cated by sguare brackets.

| never knew anybody who could change
atrend. [Referring to Sally Col€'s disap-
prova of the term “rock art”. Sally pre-
sented the preceding paper.] | don't
know what we'd do without the term
rock art.

The purpose of my being here today is
solely to preserve the amateur status of
this organization.

| had a very traumatic experience that |
have to tell you about. Ninacalled me up
and said that she needed the symposium
paper that | gave last year, and | said,
“That's no problem, | have it on video”.
So | took the video out and looked at it.

Rule number one: Never watch a video of
your symposium presentation.  Rule
number two: Never suppose yourself to
be anything but an amateur. Rule num-
ber three: Don't take yourself too serious-
ly. If we can get started on that note,
why then before | am done here, | will
have preserved the amateur status of this
organization.

Y ou're going to wonder what in the heck
arrowheads have got to do with rock art.
(Oh, if 1 act confused on some of these
dides—I haven't seen them either.) |
want to show you these [arrowheads].
This one right here is called an Adena,
and it’s got about a six thousand year BC
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date on it, and most of them come out of
Missouri, Ohio and Illinois. That just
about flipped me. Now, what caused al
of this—they put these [arrowheads] in
cases and in all of these books | got—
these fancy books—you aways have
these arrowheads pointing away from
you [pointing up]. If you take and turn
the book over—well if you don’'t know
what side of the book is up you know
[you might have a problem]—if you turn
the book over, they start looking like that
(Figure1).

Boy this is going to be exciting! It was
exciting to me. | thought, hay, every year
| look for an irony; and | thought, boy,
this is about as irony as you can get. So
anyway, looking at this one figure right
here—some of you have already
guessed—it doesn’'t take much to see
where we're going. I’'m going to show
you a whole bunch of these as “The Col-
lection”. I'm going to show you a little
bit of “The Collection” and we are going
to go real fast. Not every arrowhead—
except the one over on the right—not
every one of these looks like what I'm
talking about. Here' s some that a are dif-
ferent size. A couple of these—that one,
this one, this one down here, are called
"Narrow Notch". | found that in a book.
Look at this one here. When we get over
to the panels you say, “What am | leading
to”? I've already given away my secret.
When you get over to the panels, you will
see that they [the glyphs] don’'t have any
arms, legs or nothing on them. You say,
“Weéll, good grief, they must be some-
thing different”.

This is the Thorn Collection (Figure 2).
You can see they just took them and put
them in the case. | came to find out that
they are from three ages. They are Paleo,
and they are Archaic and Woodland, and

if you can start picking these out when |
get down to the pictures, you can see
what | am talking about. By now, some
of you will even know in what age group,
what archaic age group that we're talking
about. Here is a whole bunch of them.
They are all different sizes. These were
al found in and around Vernal, and
therefore they came out of the Fremont
area. We are not going to restrict these to
Fremont, but | would like to show you
which one | think is Paleo, which one |
think is Archaic, and which one is the
rock art that matches that one, and some
of these that specifically come out of the
Fremont period. Like | say, it isjust ac-
cording to which way you look at these.

I’m going to run these [dides] real fast,
because | don’'t want to use al my time
on the Thorn Collection. | did promise
the museum that you people would come
up there and look at these. That’s the on-
ly way | got to take these pictures. That
is the reason why | am doing the com-
mercial. They are at the Heritage Muse-
um in Verna, and they would just be
tickled to death if we would come up
there and do something like we're doing
here.

Look at these points (Figure 3). What is
realy funny is when we go down the
canyons—and look at that one the left—
and we see those on the cliff wall. |
might show you the same one twice be-
cause | put it in twice—but each one of
those is a different dlide. Like | say, if |
act confused it's because, | don't know if
| looked at them real good.

This one right here is a Mojave. You
say, “Golly dang; they found that up to
Verna? This one is an archaic Mojave
point. | don't know anything about ar-
rowheads. So if anybody wants to jump
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up—after the meeting of course—and
start telling me about arrowheads, | prob-
ably won't even listen, because I'm really
not interested. My main thing isrock art,
and you're going to see in a minute just
exactly where | am going with this. Then
| am going to switch off on Archaeoas-
tronomy, and you are going to say, “This
guy is not very consistent”, but people
that know me think | am.

Now this is starting to get mundane.
What we're doing right now is establish-
ing from this large collection [about 28
dides|—I'm establishing an arrowhead
form, and where am | going? | am going
to take it to the wall in about two sec-
onds. | want to take these figures right
over there, and they don’'t have any [ap-
pendages]. These could be—if you were
really describing them—these could be
spirit figures, because they don’'t have
any arms or legs or whatever else, and
that’s not where I’'m going.

| am getting into the bigger ones now to
show you that some of the bigger arrow-
heads are starting into a different form.
This one here, you might want to see if
you don’t see that one on the wall some-
place. Here are some more that fall into
the Paleo category and run into the 6,000~
year dates.

There is one thing that bothers me about
dating arrowheads.  Virgil, down in
Monument Valley, said his father was a
medicine man, and | asked him, | said,
“Virgil, did you ever find any arrow-
heads?” Hesad, “Yes.” “What did you
do with them?” He said, “I took them
home and gave them to my dad, and he
put them in that little medicine pouch”—
those little leather sacks that they have.
S0 to me this really brakes up [i.e., de-
stroys] any consistency in the dating of

these. Dating realy isn't related to any-
thing because of the value that they give
them. It's the same thing that Tom Free-
stone was doing in taking the sand off of
the wall and tapping into the power of
grooves [Freestone 1996]. They aso
were doing that in the fact that they
revered these old arrowheads. There was
a lot of power and a lot of prestige that
went with these old arrowheads in terms
of medicine. They put them in the pouch.

This is the one right here that | want to
start on (Figure 4). | was up a Tom’'s
ranch one time. | asked Sdly if she re-
membered [what she told me to do], and
she said yes, and I'll bet she didn’t, be-
cause that's been too long. Sally Cole
one day gave me an assignment. She
said, “Clifford, | want you to...”—it must
have been an archaeologica climate be-
cause | was supposed to use that format.
| was supposed to record where every one
of these was at. This is at Fish Creek
Cove (Figure 5), and there should be an-
other one. There are three of these. |
was to record the position where it was
found and all the information | could get.
And whether she knows it or not, | took
this assignment serious. | will show you
what has developed in the last few
months. That was five years ago, and |
was so serious | only did it just the other
day. But anyway, | want you to look at
that first form. We are back again to an
Adena point—I think the book calls it—
at 6,000 BC.

Now | am going to show you rock art.
This is my living proof. Thisis where |
want to start my argument. | don’t want
you to believe me. | want you to just get
out there and prove everything | am tell-
ing you. You go out and come back and
tell me where | am wrong. This happens
to be—Layne Miller told me this was
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down to Ferron Box (Figure 6). Is that
correct Jesse? [Jesse replied, “Yes.”]
That's Ferron Box. What date it is? |
don't have the dightest idea. Right at
this point, it is not important, but that is
in the Ferron Box. There are no arms,
there are no legs, there are no eyes, there
are no shields, there is no nothing—there
isarow of arrowheads. [Satement from
the audience: “That’s on equinox”.] That
ison equinox. They had arow of arrow-
heads at every equinox. They had two a
year. This is were | am coming from.
Thisiswhere | am doing. Thisiswhat |
am trying to show you, and this is my
whole argument. | am going to take this
in a minute to the slide that was just be-
fore. 1’m going to show you something |
found on August 26, so you think that |
have been really working heavy on this.
On August 26, | had another clue, and |
am going to give you one more clue, and
al you are supposed to do with thisis put
it into your mixer and mix it up and
whatever it comes out, you are stuck with
it.

Here we go to the points. | am going to
show you some points, and then | am go-
ing to show you some rock art. That's
just strictly for the one. What one am |
taking about? It is specifically that one
right there. And do | have some more?
You bet. | will have to hurry. Here we
go back to this Adena point again, this
white one. And some more of them here,
and here we come back to that one. What
is that? Possibly Barrier Canyon? |
don’'t know. | am not going to try and
identify it. The only thing | put this in
for is that Nina took this slide for me.
She went out after | discovered this, and |
didn’t know when | was going to get to
Vernal, and her camera seemed to be bet-
ter than mine. And here we are back

again.

This is a Fremont figure here, and there
should be another one by it. We start get-
ting the shapes, but these have arms and
tops on them. This is a nice one that is
rather like the Barrier Canyon. This is
getting in more to the Fremont shape to
show you that it was used over a period
of time; it wasn't restricted to just one
certain time.

That is Steve Manning. | don't know
what he is doing, but it looks fun. There
are some small figures over there. Thisis
Indian Creek. Thisisthe first time | met
Steve, and Sdly and Chuck, and Ray
Williamson. We were at the Edge of the
Cedars [Museum].

Look at this form here. This form is
more into the Fremont style than we are
into the Barrier Style in terms of the
point, but they haven't changed their
concepts.  Start looking at these—no
arms, no legs and whatever else. When
we get to apoint here, | will tell you what
|—there is some more Barrier stuff here.
Somewhere | need to stop and just tell
you what | think these are—look at these.
They have put something on them—they
have bird wings on them—tail feathers.

Maybe | ought to read you what VVon Dell
Chamberlain has to say. He's wonderful.
| hate to admit it, but heis. He quotes the
“Song of the Stars”. He says, “We are
the starswhich sing”. We are going to go
over to a different idea now. [l am go-
ing] to establish why the arrowhead has
become part of the rock art. He pub-
lished this last Sunday. It may or may
not even work. If it doesn’'t work—just
throw it out. [Clifford’s comments while
he read the following quote are indicated

by {}.]
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To Hear Song of the Stars, Gaze
Upward and Listen

Today | want to share with you a
gem from my treasure trove. In
1882, Charles G. Leland, journalist,
essayist and folklorist, began col-
lecting legends from the northern
Algonquin Indians. He published
his findings in 1884, prefacing the
stories with the statement that the
old people said the tales were once
sung and that many of them were
poems. Leland's book ended with a
poem that is as beautiful and in-
sightful, at least for me, as any
piece of literature | have ever
known.

The Song of the Stars

“We are the stars which sing

We sing with our light;

We are the birds of fire,

We fly over the sky.

Our light isavoice.

We make aroad for spirits,

For the spirits to pass over.

Among us are three hunters
{Why arrowheads? Why hunters?}
Who chase a bear.

There never was atime

When they were not hunting.

We ook down on the mountains.
Thisisthe Song of the Stars.”

{I am going to read you what he
has to say because | aren’t this
smart.}

The story about the hunters chasing
a bear has been widely publicized
since Leland's time. Indeed, it has
been in Boy Scout books for many
years. {l was a Boy Scout—for
many years} Thisis astory relat-
ing the stars to the Earth and the
seasons. One fine spring day, three
hunters began chasing a bear, quite
unaware of the journey they had
embarked upon. The elusive crea-
ture led them northward, keeping

out of reach ahead of them. So in-
tense was the chase that the hunters
did not even notice when the bear
stepped from earth to sky: they fol-
lowed, rising above rocks, trees and
mountain tops. The longer they
pursued, the more determined they
became. After many months, they
got close enough to wound the
bear.

{The pand that | was showing you
near Cove Fort, had blood coming
out of a deer. The Indians used
whatever they had available local-
ly—when you're adapting this
thing. Bearswere all over this con-
tinent for the early part, but when
you were applying blood—you
could apply it to sheep—you could
apply it to the deer. Those deer on
the Cove Fort are absolutely till
dripping the blood.}

Blood dripped down, captured by
leaves, transforming the landscape
in crimson glory. The bear
swooped down to Earth. Hidden in
a cave, it rested, healed and gained
strength. When spring arrived, the
hunters found the bear and took up
the chase again. Every year the
story is retold by movements of the
sky and cycles on the ground. The
bear, formed by the four stars of the
bowl of the Big Dipper, rises up-
ward in the northeast on spring
evenings. The three hunters,
{That’s what we are interested in—
three hunters that look like arrow-
heads, that don’t have any arms and
legs or anything.} the handle of the
Dipper, follow. By summer, they
are high over the North Star as
darkness comes. When autumn ar-
rives, the hunters arrow finds its
mark, as the bear moves low in the
northwest and forests blush in ful-
fillment of the year. On winter
evenings, the bear passes under the
Pole Star, brushing the horizon to
disappear from easy view. With
the blossoms of spring, however,
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bear and hunters are rising again.
Every year the drama repeats to
help us remember the order of
things, as well as the stories that
connect children to their ancestors.
The poem reminds us of the con-
cept that the Milky Way is the road
for spirits traveling to the next
world.  This Algonquin idea is
common to many other North
Americans, and it is found across
the waters in Scandinavian lands
(Von Del Chamberlain 1996).

The point | am making is that these fig-
ures on the wall are depicting these ar-
rowheads and are depicting something to
do with hunting—possibly like the three
hunting, and this could be a teaching aid.
If it's not, then the connection between
the earth and the sky [could be shown]
with this type of a symbol on the talil
here. In the San Francisco Peaks area,
when the clouds come down and settle on
the peaks, the spirit helpers go up on the
San Francisco Peaks and transfer mes-
sages from the seeds into the clouds, so
the clouds will carry them back to the
creator. So we know that these people
were dealing in the transfer of a message,
and possibly we are looking at some of
those; either the three hunters or possibly
something that is transferring the mes-
sages from earth up to the sky.

Now | will show you some more which
runs into the Barrier, and we will just run
it on through to make my point that |1 do
have enough evidence in rock art to sup-
port my idea. Thiswas back to this Paleo
point again, and as you can look around
the wall on the rock art, you can see these
figures. They are not all the figures.
Most generdly, there is only one or two,
and these could possibly be those, if you
use the Indian interpretation. | had the
medicine man tell me that these panels—
you don’t go around the rock art panels,

([which] is the thing that you hear the
most)—because they have spirits, and
there are good and bad spirits. Last
weekend we showed a Ute boy a whole
bunch of these pictures here and he
throwed the book on the ground and he
said, “Stay away from those!” That was
his admonishment—this was Chunky out
to Roosevelt. He said, “Stay away from
those spirits’. So, if these on thewall are
spirits, then they would be the spirits of
the arrowhead. Then these would contain
the spirits, and they would go there to
converse and become acquainted and to
solicit the aid and the help of the spirit in
thisrock art to help them in the hunt.

Thisis Indian Creek, and | will show you
a couple, and if you will look around on
the panel there is one clear over there.
Look all through that jumble, there is one
of those spirit helpers. Here we are
again. This one is more Fremont than
Barrier, and look at thisone. Thisisreal-
ly neat because there is an arrowhead in-
side of an arrowhead (Figure 7). That is
in Indian Creek, and it is open for inspec-
tion if anyone wants to go and look.
Take lots of water.

This is one of the Mojave points that was
in the collection [Heritage Museum in
Vernal]. | was quite taken by this be-
cause of the fact they're finding this at
Vernal, and yet they call this a Mojave
archaic point. This is back to the same
thing, and if you will, and why | want to
comment on this. | don't want arrow-
heads this time. This looks like it has
been superimposed. It has been superim-
posed for a reason. If we start giving
new meaning to that glyph right there,
and it goes over the animal, then to me
that gives—that is telling me that it is a
hunting glyph, because of the fact that it
is superimposed right over the animals,
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and it is part of hunting. That is a suppo-
sition that an amateur gets to make.

Look at this one. This is really neat.
Look at the head. They cal that a
“Square Notch” back in the east—if you
were in—I think it was Maine. This
book that Rob Bartlett gave me yesterday
before he died—I don't know if he knew
where he was going or not—but he gave
me this book, and al of this is Maine
rock art of Maine arrowheads. This stuff
has the type of head that we are looking
a here and it came out of the area of
Maine, Illinois, Missouri and Ohio. And
they found an abundance of it in the Ver-
nal area. Here we go again. Pretty much
the same thing. You can see the figures.
You can see a nice figure over here and
you can see one here. No arms and legs.
No anything—in an arrowhead position.
[Comment from timer: “Your time is
up’.] Isthat it? Give me just enough to
get off.

This is some of the Barrier Canyon Style.
This is the Buckhorn panel—the one that
has been cleaned—since it's been
cleaned. You can see the shapes there.
Some of these have arms on them and
some of them don’'t, so every one of
those is not an arrowhead. Not by any
means. This is the little guy right here

that’s shaped like an arrowhead, but he
has the tail of a bird. | am positive that
he is a spirit helper, and that his main
function is to carry those messages back
to the creator—back to the sky at least.
This is Spur Canyon. That is Virgin
Springs. This is Peek-aBoo Springs.
Nice big figures—no arms, no legs, no
feet, no nothing. There are three figures
right there, and only one would qualify as
an arrowhead, really—even these figures
here without arms and legs. | don’'t put
any interpretation on this, but here they
are, and this is the evidence of the Barri-
er—most of the Barrier Canyon type
stuff. As you scan this panel, you can
find what | am telling you. Here's some
that are more—a little fatter and more
Fremont looking.
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Nine Mile Canyon—Past and Present

Layne Miller (Presentation by Layne Miller and Clifford Rayl)

Few places offer researchers more oppor-
tunity to study rock art than Nine Mile
Canyon. No one redly knows exactly
how many rock art panels are located in
its 40-mile length; however, we can get a
mouth-watering glimpse. One archaeol-
ogist estimated the number of cultural
resource sSites in the canyon at over
10,000. A 10-year survey being conduct-
ed by Carbon County has surveyed about
four miles of the canyon and has recorded
nearly 1,000 sites. The annua 10-day
survey involves crews of up to 40 people
and uses professional archaeologists and
dedicated amateurs.

Those who know the canyon well indi-
cate rock art styles can be found there
from the Desert Archaic, Basketmaker,
Fremont, and modern Ute cultures. Ad-
ditionally, many freighters stopped
alongside the road and wrote their name
using the black, sticky, axle grease that
lubricated their wagon's wheels. | be-
lieve it can be safely said that the rock art
in Nine Mile Canyon covers a period of
a least 2,000 years. Some experts say
Nine Mile Canyon represents an intricate
record of 10,000 years of man on the
land.

If you consider the enormous number of
sites found in Nine Mile Canyon, then
add to the equation the numerous cultures
represented there, and add in the fact that
all thisinformation is concentrated within
just a few miles, then Nine Mile Canyon
is a fabulously valuable outdoor class-
room.

There is, however, one important factor |
have failed to mention. Some of the pan-
els in Nine Mile Canyon were photo-
graphed in 1930, and those photographs
are still available. If these are compared
to the present conditions of the panels,
what can we learn?

Before | get into the research conducted
by Clifford Rayl and I, let me tell you a
little bit about the man who took these
photographs. Leo Thorne (Figure 1)
grew up in Dry Fork Canyon near Vernal,
where his mother was a schoolteacher in
a small school. As a young boy he be-
came fascinated with the pictographs and
petroglyphs that he found adorning the
nearby canyon walls. That fascination
sparked a genera interest in the Indians
who lived in the Uintah Basin, which
prompted him to begin collecting arrow-
heads and other artifacts and thus begin
his lifelong research into their culture.
His life took a permanent turn when he
took up photography and eventually
opened the Thorne Studio in Vernal.

“My dad loved everything about the out-
of-doors,” Leo’'s daughter Rhoda DeVed
told me as we talked about her father re-
cently. Rhoda and her husband, Law-
rence, are dedicated members of the Utah
Rock Art Research Association.

Leo became a trusted friend to the
Indians. He helped them by giving them
food during hard times, and he assisted
them every other way he could. That
trust and friendship, and his interest in
their history and culture, led him to doc-
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ument, as best he could, their customs,
lifestyle and especidly the rock art he
found on the walls of the Uintah Basin
and Nine Mile Canyon.

Thorne was born on February 11, 1883
and died at the age of 83 in July of 1969.
During his life, he played an important
part in documenting the rock art of Utah
and the lives and culture of the Ute Indi-
ans. The purpose of thisinformation isto
promote the important part Thorne
played in documenting the rock art in
Nine Mile Canyon and the Uintah Basin.
He saw, photographed and recorded
many hundreds of panels before most of
them were vandalized in one form or an-
other.

Thorne made at least two field trips into
Nine Mile Canyon with Brigham Y oung
University professor, Albert Regan (Fig-
ure 2). The two probably met when
Reagan came into the Thorne Studio
looking for a photographer to help him
document the rock art. Their work re-
sulted in severa hundred early profes-
siona quality photographs of the rock art
of the canyon. After seeing some of the
photographs and realizing how important
they are to rock art researchers today, |
was forced to examine who this man was
and to find how he became interested in
the prehistoric and historic Indians of
Utah.

Thorne's family came into Utah when he
was just four and a half years old. He
played with nearby Indian children and
grew up believing they were just like
him. He realized that they possessed a
culture that was disappearing and was
little known to whites.

Quoting Rhoda again, “Dad was riding a
horse when he was 18, and the horse

stepped in a hole and fell on him. The
accident injured his back and made it so
he could not do any physical work.
That's why he took up photography.”
After that, Thorne never went anywhere
without his trusty camera.

The Thornes have an interesting history
of their own. Leo’'s grandfather disap-
peared after his wife died of tuberculosis.
He fled into the gold and silver fields of
California. His family did not know of
his whereabouts for years, but Leo heard
one day that there was a Thorne (with an
“€” on the end) living in the Ashley Val-
ley. Hetook hisfamily and went there to
seeif it was hisfather. Lo and behold, to
his surprise, it was.

Rhoda’'s mother was instrumental in
starting a Protestant church in Vernd,
which still existstoday. Furthermore, she
helped organize a literary society that al-
so is still functioning. In addition, her
high standards prevented the cowboys
from smoking in their home, only allow-
ing it in the bunkhouse.

Early rock art recorders like Thorne and
Reagan were at a real disadvantage when
photographing Utah's rock art. They ini-
tially used sheet film that was nitrate
based. Not only was it unstable to begin
with, it gradually degraded and became
potentially dangerous.

Regan’ s route through Nine Mile Canyon
became obvious as we followed the num-
bered photographs and retraced their
footsteps. Thorne and Regan ventured
down Gate Canyon, turned east in Nine
Mile Canyon, then eventualy back-
tracked and followed the main canyon
west to just below Harmon Canyon.

114



Leo did not talk much about his trips into
Nine Mile Canyon with Reagan. He did
not even mention it to Lawrence when
the two of them spent time in Nine Mile
Canyon, and Rhoda does not remember
her father talking about it with the family.
“l do remember going into the canyon
with my father on one trip,” said Rhoda.
“l remember Mrs. Nutter give me a pea
cock feather from one of the many pea
cocks.”

Thorne did more than ssmply photograph
rock art. He also documented the activi-
tiesaround him. His historically valuable
photographs show daily life in the Uintah
Basin and many photographs of the Ute
Indians fascinated visitors to his Main
Street studio for years.

His first photographs were taken in black
and white, the only kind available at the
time. He took painstaking efforts to
hand-color them. One of his prized pho-
tographs shows a large eagle painted on
rocks near afirepit and Indians dressed in
typical Native-American, buckskin cloth-
ing gathered around. “We took the pho-
tograph from inside the tent,” said Rhoda.
“They, the Indians, told him to pray first,
then take the photograph. Hefelt it wasa
privilege to take it and he never did sell a
copy of it to anyone because he thought it
was something very special.”

Lawrence eventually met Leo and took
over the Thorne Studio. Needless to say,
he met and married Rhoda, and took her
over too.

Thorne deserves the same respect and
consideration afforded other early rock
art researchers and documentors. He left
a valuable legacy that most do not know
about and few appreciate. It has been
interesting for me to note that wherever

Reagan went, he left behind a legacy of
chalked panels. The Emery County resi-
dents who spearheaded the cleanup of the
Buckhorn pictograph panel were told the
chaking of that fabulous panel was per-
formed by a Brigham Young University
geology student by the name of Lee
Stokes under the direction of professor
Albert Reagan. Stokes went on to be-
come a famous geologist who wrote the
definitive work on the geology of Utah.

Some of the sites documented by Reagan
still bear the recording number he as-
signed to them. | know of at least three
sites in Nine Mile Canyon with his “NP”
numbers clearly visible on their face.

After visiting all but a couple of the sites
for which we have photographs, Clifford
and | discovered that nearly all show
some kind of vandalism. Many have
names and dates scrawled on them, natu-
ral decay has taken its toll on a few, and
we found that in two places individual
petroglyphs have been chiseled from the
cliff and are no longer there.

In one case, a mystery was solved. Lo-
cated in the mouth of Sheep Canyon is a
date that appears to be either 1818 or
1878 (Figure 3). Nearby are the initias
“FR.” Many debates have raged over the
date and even the initials. An early histo-
ry of the area usesit as “proof”’ that visi-
tors have used Nine Mile Canyon since
very early times, and some even pointed
out that (either accurately or inaccurately)
the French trapper Antoine Robidioux
had a brother whose first name began
with “F’. They suggested that maybe the
brother of the famous trapper traveled
through Nine Mile Canyon and carved
his name in the mouth of Sheep Canyon.

115



We were totally surprised, therefore,
when we visited the site and noticed that
not only does the famous pictograph
found nearby carry the scars of some nat-
ural defacement not visible in 1930, but
the controversial date began life as 1918,
and has been changed to 1818 (Figure 4).
Debate resolved!

Many sites show that even though chalk-
ing the figures was necessary to bring the
panels to life on the early low contrast
films, the chalkers did not accurately rec-
ord what was on the cliff. By comparing
the old photographs to what is actually
there, it becomes obvious that some panel
portions were not chalked and other areas
were chalked inaccurately.

Some differences in geology were aso
noticed. Inone case, alarge rock, located
a the base of a panel, has only a tiny
crack in the early photograph, but now it
is entirely split in two and the two halves
are separated by several inches. At the
same site, one large rock has dlipped sev-
eral feet farther away from the panel.

Anocther panel that was very distinct in
the 1930 photographs now has a large
portion of the right-hand side covered
with algae. It is now difficult to discern
the figures.

The most interesting discovery, however,
centers on a large petroglyph panel locat-
ed about a mile below the Nutter Ranch.
The pand (Figure 5) contains a hump-
backed anthropomorph, with a bow and
arrow in its hand, that is sneaking up on a
couple of bighorn sheep. High up in the
panel is alarge spiral, and below the pan-
el is a large net. At present, lines and
dots surround many of the figures.

Members of a crew that documented the
large and complex panel during the sur-
vey sponsored by Carbon County debated
the meaning of the marks and wondered
if they were meant to indicate that the
figures were standing in a snowstorm.
After examining Leo Thorne's 1930 pho-
tograph, it became obvious that the
“snowstorm” was created after 1930
(Figure 6).

That led to additional speculation. Was
the panel intentionally defaced? Is it a
case of ritual defacement, or simply a
case of someone taking out their frustra-
tion on the lovely panel? Careful obser-
vation reveals that not only was the
“snowstorm” added to the area surround-
ing the defaced figures, but also al the
figures were repecked, and they now ap-
pear fresher than their surrounding coun-
terparts.

The conclusions about these features of
the panel, however, are not so smply
made. It is true the “snowstorm” marks
are not found on the 1930 photographs of
the large panel, however, they are obvi-
ous now. A small panel located just east
around a corner complicates the entire
issue. The figures are often called,
“Ducks in a Corra,” or some other simi-
lar comedic name. They do appear to be
ducks, and they are surrounded by an en-
closure—that | do not dispute. However,
the problem is that the small panel does
show the “snowstorm” marks in the 1930
photograph, and the photograph is so
plain the recorders did not have to chalk
it to make it show up on film (Figure 7).

Not only does this small panel muddy the
waters; it also creates several other prob-
lems and inspires a whole new set of
guestions. Why does one panel show the
defacement while the other does not?
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Did the vandalism to the small panel oc-
cur some time around 1930? Had the
vandal altered the “Ducks in the Corral”
panel, but not the “Rabbit-Net Panel”
when the photograph was taken, or was
the small panel created originaly with
the “snowstorm” marks, then did the
vandal simply copy the marks onto the
“Rabbit-Net Panel”?” “Research” as they
say, “is continuing.”

The large spider web or group of concen-
tric circles, shown on the left of Figure 5,
is now marred by over two-dozen bullet
holes that are not found in the early pho-
tograph (Figure 6). It appears, from my
observations, that bullets fired from the
guns of unthinking “hunters’ are now the
most common form of vandalism taking
place in the canyon.

Some additional comments about the
panel are appropriate here. | believe the
large net figure found at the bottom of the
panel isjust that—arabbit net.

Enthnographic evidence reveals that rab-
bit hunts were community affairs. Many
families would gather at the rabbit drive
site, combine their family-owned net sec-
tions so they stretched all the way across
the chosen location in the canyon. Large
numbers of rabbits would then be driven
into the nets. The reports aso indicate
that the families wove their nets accord-
ing to family tradition, and the designs
often varied. A close examination of the
net shows it also bears several different
types of weaves. The pandl is also locat-
ed at a narrow neck in the canyon where
there is an excellent site for a rabbit
drive.

Nine Mile Canyon continues to be one of
the best places to conduct rock art re-
search. Not only are the sites easy to find
and close to the road, there are several
different styles present. Now you can
add to that, the early photographs that
document how the panels appeared nearly
70 years ago.

Nine Mile Canyon (S)M)
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FIGURES

Figure 1. Leo Thorne.

118



Figure 2. Albert Regan chalking panels from the shoulders of Leo Thorne.
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Figure 3. Recent photograph of vandalism with historic date “1818” or “1878".

Figure 4. Early Leo Thorne photograph showing the date as 1918.
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Figure 5. Recent photograph of the “Rabbit Net” pandl.

Figure 6. 1930 photograph by Leo Thorne. Note absence of bullet holes on spiral.
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Figure7. “Ducks-in-a-Corral” panel, Leo Thorne photograph, 1930.
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