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METAPHORS OF INTACTNESS OF

ENVIRONMENT IN

NAMIBIAN Rock PAINTINGS

The Brandberg in Namibia is an isclated,
prominent mountain area of 570 square km.
It is located on the eastern margin aof the
Central Namib Desert, where the land
changes into a semi-desert and bush savan-
nah. Despite its antiquity and extreme arid-
ity, the Namib Desert has not been an
unsurpassable barrier that screened the
Brandberg from the Atlantic Ocean, which lies
an 80 km distance beyond the desert. The
mobility patterns of hunter-gatherers in chis
area encompassed all vegetation zones from
the coast to the far inland savannahs and also
the Brandberg (Richter 1990).

Besides this prominence, the Brandberg
is also outstanding in its enormous wealth of
rock art, which first gained popularity in the
1950s (Breuil 1955, 1959). In & unique ef-
fort, the late Harald Pager started, in 1977,
to record all rock paintings of this mountain,
thus carrying on a project that actuelly began
in 1963 with E. R. Scherz, who produced a
country-wide documentation of rock paint-
ings and engravings (Scherz 1970, 1975,
1984). Part of this project of the University
of Cologne was the attempt to date rock art
by archaeological means. This resulted in only
a few, but nonetheless outstanding, dates en
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African art tradition. W. Wendt excavated art
mobilier in the “Apollo 11” Cave in southern
Namibia, which was dated at abour 27,000
B.P (Wendt 1974, 1976}, During another
field project in the Brandberg, conducted by
Breunig {1989), exfoliated pieces of rock
paintings were excavated in a layer dated at
2,700 B.P.

About ninety percent of the rock paintings
of the Brandberg were recorded, amounting
to 43,000 figures from 879 sites. About one
third of these were published (Pager 1989,
1993, 1995), and further volumes are forth-
coming. The published paintings are accessible
in a computer file {Lenssen-Erz 1989, 1994a)
and form the basis for the data presented in
this paper.

In compressed form, the conspicuousness of
the Brandberg as 2 landmark characterized by
various properties, can be summarized as follows:

1. As an inselberg, it can be seen from a dis-
tance of 100 km from all directions.

2. It is the major rock art region in south-
western Africa and among the most impor-
tant archaeological areas in all Africa, com-
prising roughly 50,000 rock paintings in some
1,000 rock art sites, all within the reach of a
two-day walk.
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3. The Brandberg has been the vanish-
ing point for the activities of hunter-gather-
ers, and more recently of pasteral nomads,
in Central Namibia aver many millennia; they
left behind hundreds of prehistoric habita-
tion sites, many with rock art (Breunig 1989,
Kinahan 1991).

4. As compared to the Namib Desert and
the savannah areas around it, the Brandberg
offers advantageous living conditions while
life in the other parts of the region has be-
come problematic due to seasonal droughts
or ecological crises (Pager 1980, Breunig
1990}. The Brandberg hosts 2 much richer
flora (Breunig 1988, 1990, Kinahan 1991},
and endemic plant species {Wiss 1936/57) cor-
roborate the view that this is ar island in un-
favorable surroundings. Yer it is not nnly the
richress in species, but also the density of
vegetation that makes the Brandberg a privi-
leged region for hunting and gathering sub-
sistence (Breunig 1988, 1989, 1990) The
density of vegetation enabled pastoraf nomads
with their small stock 1o occupy the Upper
Brandberg in a transhumant cycle during ar
least the last five centuries (Kinahan 1991).

5. The temperatures in the Brandberg
rockshelters have a lower amplitude due to the
heat storing capacity of the granite, retaining
2 temperature of 3 to 4° C higher than in an open
field in cool nights (Breunig 1990:13).

6. The main advantage of the Brandberg,
which favors rich plant life, is the superior
water storing capacity of the mountain. Vast
stretches of the surface are sealed by solid
rock, thus collecting hundreds of liters of
water even after minimal rain (Pager 1980,
Breunig 1990; Lenssen-Erz 1993a). Dozens
of hectares of rock surface are so imperme-
able that na water can sink into the ground,
Therefore, despite an annual precipitation of
only around 100 mm (Breunig 1990:14), the
Brandberg is far from being a desert envi-
ronment.

The essence of all these facts is that eco-
logically the Brandberg, with its unmistakable
outline, is clearly distinct from the land
around it It is quite probable that for prehis-
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toric peaple living in the region it was alsa viewed
cognitively as a discrete entity,

The rock paintings in the Brandberg were
probably painted from 3,500 to 2,000 B.P.
(Breunig 1989, Richter 1991). Even though
the data presented here come from a re-
stricted part of the mountain (Pager 1989,
1993), the rock art in central and northern
Namibia is well-comparable {cf. Scherz 1986).
It has to be emphasized, however, that this
study does not include rock engravings, which
can also be found in central Namibia. There
are toa many differences berween the two
technical traditions.

The antiquity of the paintings implies that
the painters were hunters and gatherers. This
assumption allows some very probable basic
inferences abourt their social structure, group
size, mobility, lack of leadership, division of
labor, and social strategies such as sharing,
Due to the lack of any motif of European ori-
gin in the paintings and only a handful of
depictions of domesticated animals, it appears
that painting ceased some centuries ago,

In an attempt to reveal at least part of the
meaning of an art whose cultural tradition
vanished with the extincrion of the artists, 1
have recently started to wark with a concept
of “ecalogical credibility.” This term was in-
troduced into studies of hunter-gatherer rock
art by Karl Butzer (1985:151) in studies on
South African rock engravings. He used it to
describe the relizbility of depictions of ani-
mals in comparison with the actual fauna that
could be found in that area. This is not 1o
say, however, that rock art provides a 1:1 scale
catalogue of the faunal inventory but, instead,
animels which are rare in the area may figure
prominently in the art due to the high sym-
holic value accorded to them by the painters.
Likewise animals being dominant in nature
may be neglected in the art (Butzer 1989).

In my understanding, the concept of ecologi-
cal credibility applies to the rock paintings of the
Brandberg in the following ways:

1. In the rock art of the Brandberg we
find an authentic catalogue of the large fauna
of the area. This means we see animals that
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actually do live there and did live there for
many miilennia as documented by archeeo-
logical excavations (Richter 1991:234ff.) It
has to be emphasized, however, that onlv large
animals that cannor get up into the upper
regions of the Brandberg were painted, while
the typical smaller fauna of the mounteain
(rock dassies, hares, rats, or the small klipp-
springer antelopes) were not depicted. It is
one of the conspicucus features of rock art
that this “catalogue” exclusively contains large
fauna, whereas in the myths and folklore of
many peaples in southern Africa all kinds of
animals appear, from insects and amphibians
to small and large mammals (Bleek and Lioyd
1511, Bleek 1924, Thomas 1950, Schmidt
1980, Guenther 1989, Biesele 1993).

2. The degree of naturalism in the paint-
ings is indicative of the trustworthiness with
which the painters clung to the natural model.
This is evidenced, for example, by the mor-
phological details that can be seen on the ani-
mals, such as the distiner stripe patterns of
the mountain zebra (Figure 1). There is a
minureness in such depictions that goes far
beyond any necessity if one simply wanted to
denote @ zebra, which could be achieved eas-
ily with a few stripes. It appears, therefore,

Figure 1. Depiction of a zebra from Brandherg site A
6 (Pager 1989). The stripe pattern [especially on
the hindguarter] identifies it unmistakably as 2
mountain zebra (Egquns zebra bartrrannae)} The
original painting is red and about 12 cm high,
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that for the painters, there existed a compui-
sion to be very exact in depicting animals and
that they probably had cognitive categories
that resembled our concepr of species. Thus,
they were perceiving at least part of their eco-
logical setting in a way that we can compre-
hend today (cf. Lévi-Strauss 1966:135fF). This
point is alsc corroborated if we compare our
ecological knowledge with thar of southerr
African hunter-gatherers (Blurton Jones and
Konner 1976, Heinz 1978, Snyman 1986,
Liebenberg 1990, Kohler 1991).

3. In line with this credibility of physical
features stands the reliable representation of
behavioral features that are found, for ex-
ample, in springbok depictions. Springbek
mark their territory in a very specific man-
ner (Smithers 1983:629, Apps 1992:153), and
it appears that occasionally exactly this type
of behavior was depicted {Figure 2). A terri-

Figure 2. Territorial behavior of male springbolk
{Antidoreas marnpialis) is displayed by a spe-
cific way of urinating and defecating. The
lower illustration is from a book on animal
behavior {Apps 1992); the upper two figures
are rock paintings (from sites H 43 and H 121,
Pager 1993; red and white, both 10 cm high)
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torial male "urinates with his hindlegs stretched
backwards and apart and his body low to the
ground, then he brings his legs forward intg a
hunched posture and defecates on op of the
urine” (Apps 1992:153).

4. For myself, the most surprising find-
ing regarding the ecological credibility of rock
art is the relative frequency of animals in the
art, which corresponds conspicuously to that
in the natural habitat (Figure 3). The data of
the central Namihian area covering varigus
vegetation zones are the result of a census
carried out by the Namibian Nature Conser-
vation in 1989, while the rock art data are
derived from & body of about 12,000 figures
from two gorges in the Brandberg (Pager
1989, 1993). This does not imply that rock

B Noture n=374,715
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art i but & catalogue of the faunal repertoire of
an ares, but conspicuous data correlations lilke
those in Figure 3 are worth some tentative inter-
pretations. What carches the eye immediately in
this grapk is the equal ratio of the most often
painted animal species compared to their pres-
ence in the actual biotope, Springbok, gemshok,
zebra, and eland do not deviate drastically in their
ratio in rock art from their natural frequency The
discrepancy in springbok may diminish if one con-
siders that a high number of not clearly identifi

able “huck” in rock art may depict springbok. This
may be understood as corraborarion for the eco-
logical credibility of tock art. It is evident that
rock art, neither in its morifs nor in its prefer
ences, renders an non-enigmatic or realistic pic-
ture of the ecological setting. Figures of clearly

Rock art n=761

407, -

35y

30% ~

[
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Springsek  Hudu Qryx Zobrz tland  Girotte Elephant  Falina Rhino

Figure 3. Frequency of certain animal species in the natural central Namibian habitat a5 compated (o
mf.k art. Census data [rom the Namibian Nature Conservation (19891 and from Brandberg tock
paintings (Pager 1989, 1993). The small animal illustrations are taken from rock paintings with

only few modifications on some of them
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non-realistic origin—any kind therianthropes or
zaomarphic imaginary beings—artain a frequency
of 0.5% among all paintings.

At rwo points in Figure 3, however, there are
very conspicuous discordances in the ratio of rock
art to the natorzl habitatt The clear
underrepresentation of kudu (Tragelapbus
strepsiceras) in rock art might either point to a
low status in symbelism or perhaps same kind
of teboo concerning this animal. This may be
a wide territorial marker because in the rock
art of Zimbabwe kudu clearly outnumber any
other species (Garlake 1987:56), and these
might be the westernmost specimens of this
possibly toremic sign.

On the other hand, the markedly high
frequency of giraftes in rock art as opposed
to their natural demographic ratio is no sur
prise. The giraffe undoubtedly is an animal
that ranks very high, if not highest, a5 & sym-
bol in the ideology of the painters. This is
suggested by the uncommanly broad spec
trum of stylistic variability that is used to de-
pict giraffes, from very naturalistic paintings
with realistic hide patterns to strongly stylized de-
pictions where the hide pattern—-if any —isbut a
geometric grid. Besides this, giraffes are often
painted extraordinarily large, requiring careful
planning and preparation of the painting event
by preparing a large quantity far pigment. Fur-
thermore, giraffes can be found in very differ
ent contexts. Sometimes they are shown with
ather giraffes and vccasionally there are scenes
of giraffes with humans, which sets them clearly
apart from other animals.

Finally, and perhaps most significantly, one
can find various steps of metamorphosis from
giraffe to the eared serpent, the only frequent
and clearly mythical animal in the paintings. The
eared serpent is rather likely to fit into the uni-
versal pattern of serpent symbolism that associ-
ates it with water. It is depicted in many varia-
tions with features of giraffes comprising the
characreristic mandible, the ears, the short harns
and, of course, the hide pattern. Thus, the ser-
pent is the most tangible mythical being, but
since it attains only a frequency of about 0.2%
in the paintings, much of its potential symbolic
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meaning may be conveyed by depictions of gi-
mfrl.:::‘.

Because of these characteristics, giraffes
would seem to be a particularly complex symbal
with a significance that lies beyond a concept of
ecolagical credibility. By contrast, the metaphoric
significance of the other animals frequently de-
picted in the art (zebra, gemsbok or oryx, and
springbuk) seems to lie in an ecologeal frame-
work.

But before demonstrating this, some res-
ervations have (o be addressed, because there
are aspects of the data that forbid more than
preliminary hypotheses. First, the census data
{rom the Nature Conservation concern & very
limited time span {ie., the year 1989} in an
area covering several vegetation zones. By
contrast, the rock art comes from o rc!ativc]y
limited area, but the data are presented in
their final state after centuries of painting
activity. When the carlier paintings were
made, there may have been quite different
ratios of animals, Nevertheless, one finds a
fairly uniform mixture of species throughour
the different vegeration zones far the ungu-
lates of central Namibia on a regional hasis.
Only if venturing far into the woodlands of
the north or the arid areas of the Namih and
the south, can one observe either an increase
of the large ungulates (in the north} or an
increase of the small ungulates {in the south)
(Thackeray 1982/83:7). Therefore, even con-
sidering moderate climatic changes in the
pust, the structure of the species depicred in
Central Namibien rack art would have been
comparable to today as the vegetation zones
did not move over drastic distances.

Figure 3 illustrates only animals that ap-
pear in hoth the Namibian Nature Conserva-
tion and the raock art data, If all animals
counted in cither data pool, but not present
in both, were raken into consideration the
ratios would change.

To demonstrate the hroadness of the con-
cept of ecological eredibility in a concrete case,
1 want to facus on springbok, the animal most
frequently found in the art as well as in nature
{cf. Lenssen-Erz 1994b}.
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Depictions of springbok are invariably realis-
tic, and in many cases they are painted with al-
most photographic realism. This realism applies
not only to the morphology of the animal, but also
to the depiction of what one might call “scenes
from the real Jife of a springbok.” Such a percep-
tion of the art is dismissed by other researchers
(e.g, Lewis-Williams 1986:97), but the following
features have to be fitted inte a consistent, ex-
planatory framework with a relevance for the pre-
sumed peinters:

1. There are big herds at rest with many
animals calmly Iving down (Pigure 4). The
aggregation of big springbok herds is, of
course, dependent on the availability of sufficient
green grass (Halthenorth and Diller 1977:103).
Pairtings of such big herds at rest show the ani-
mals relaxed, not as if being pursued by a preda-
tor. Generally 75% of all springbok in the paint-
ings are static (for comparison, roughly 75% of
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humans are moving). Conspicuously, that which
characzerizes springbok so distinctly (and gives it
its name), its peculiar way of jumping, is never
painted, perhaps because this movement is an un-
mistakable sign of stress displayed only when the
animal feels threatened by a predator
(Halthenorth and Diller 1977:103, Smaithers
1983:630, Apps 1992:156),

2. There are realistic depictions of mother
and young (Figure 5), indicated by partrayals
such as a suckling young, a difference in size
and proportions, or the lighter vellowish-
brown color of the young (cf. Halthenorth and
Diller 1977). These pictures suggest peaceful
scenes rather than animals under stress.

3. There are realistic depictions of springbok
nibbling their flanks (Figure 6), expressed by one
zoologist as follows: “Springbok groom them.-
selves frequently, rubbing parts of their bodies
with the sides of the muzzle, nibbling with the

)

e

Lenssen-Erz 49

14 ..’ "

Sevi)

Figure 5. Depictions of mother and young springbok from Brandberg site A 10 (Pager
1989) using various means to indicate the young one, The depictions {mostly red,
around 10 ¢m high) were isolated frem a complex panel but not from larger
scenes.

incisor teeth and rubbing with the homs... All of
these actions contribute to a neat, clean appear-
ance” {Smithers 1983: 630). This is also characrer-
istic behavior of relaxed animals that are not un-
\ der stress or in an alerted condition.

4, Realistic behavior was also depicted, show-
ing springbok in poses that we also can observe
today, These pictures are cleatly different from
the images of animals in the myths of the San,
where a distinction of human and animal behav-
ior is blurred {e.g., Bleek and Lioyd 1911, Bleek
1924, Thomas 1950, Schmidt 1980, Guenther
1989, Biesele 1993). This is to say that animals in
rock art always behave as we would expect them
1o do if we accept that they are superficial repro-
ductions of the biological organism that we know.

These characteristics of springbok are impor-
tant features of the art with high impacts on its
meaning—an issue that certainly can be trans-
ferred to other animals too. If we accept that rock
art is more than art for art’s sake, then there is a
meaning behind every detail in the art, and it
Figure 6. Three springbok nibbling their flanks * poiec censeina specific context. At this poinr

(

Figure 4. A scene of a springbok herd at rest (Brandberg site A 35, Pager 1989) with many animals lying down in
=pparent calmness, Paintings in red, the standing figures are about 12 cm high.

in apparent leisure. From sites A 35 {upper
left), A 10 (middle) and A 38 (Pager 1989).
Figures in red and some white, all about 12
cm high.

disagree with Lewis-Williams who dismisses mor-
phological details as superficial differences
(Lewis-Williams 1986:114). Rather, T think the
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naturalistic and realistic details in depictions of
springbok were used as metaphors for circum-
stances and processes in the ecological setting that
were vital to the life of hunter-garherers. The s
bolis af springbok is more difficult to detect,
breause a symbol by its nature is arbitrary, whereas
in a metaphor per se natural phenomena are cho-
sen with reference to other anslogous conceprs
of meaning.

Courtship behavior is an example of a fea-
ture in the springbok paintings that can be clearly
contextualized ccologically The depiction of a
courting male (Figure 7) has to be understood in
the context of the mating season of springbok,
because “the mating season for springbok de-
pends on when rainfall brings on 2 flush of new
plant growth” {Apps 1992:154) or, in the words

Figure /. The conrtship behavior of springbok
comprises a peculiar way of pulting one fare-
leg berween the hindlegs of the ewe. The lower
illuseration s extracted [rom Apps 1992:155,
whilz the upper is a rock painting Irom site A
10 {Pager 198%; painting originally 24 cm
long). Note that the oerrich superimposed
over the buck is identfiable 25 a male by the
red foreparts of its legs,
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af anather aurhor, “the mating season was largely
dependent on the physiological status of the fe-
males which was governed by their teve] of nutri-
tion” (Smithers 1983:630). From such evidence
one can infer that the depiction of & courting male
is not necessarily a direct and straight{orward ex-
pression of 2 concept of fertility associated with
reproduction, such as is popularly proclaimed for
depictions of copulation or pregnancy (which are
absent in Namibian rock art). Rather, the court-
ing male encodes in a derived sense the high esti-
mation of a value that s vital to hunter-gatherers,
namely the healthy condition of their ecosystem.
Because the above conclusions were de-
duced from the art itself without resorting ro
orher culturally related sources, it may be help-
ful to have a short look at the ethnography 1o
get a more complete view of how certuin ani-
mals might have been perceived. The compre-
hensive ethnography of the now extiner Kam, a
southern San group who used to live in the in-
land regions of the Cape in South Africa, is a
useful source, because “huntergatherers with
similar social forms and productive processes
who live in similar environments where the same
animals are present may have comparable,
though by no means necessarily identical, ani-
mal {and ather) metaphors and, sometimes in
addition, arlistic expressions of those meta-
phors” (Lewis-Williams 1986:115). Although this
approach can only be implemented with many
caveats, an understanding of the metaphorical
meaning of springbok similar to that elaborated
ab[we, can be drawn from the Xam folldore as
documented by Wilhelm Bleek and Lucy Llayd
in the last century (Bleek and Lloyd 1911; Bleek
1924, 1932, 1933, 1935, 1936). In the published
parts of Xam folklore, the springhok does not
play a prominent role, and it has an inconspicu
ous character, although this character is unam-
biguous (Lenssen-Erz 1994b). Springbok seem
to stand for the intactness and well-being of the
environment. For example, it is associated
with the gentle {female) rain that makes the new
grass sprout, With the new grass come the spring-
bok (an ethological explanation for this percep-
tion is that springhok start to herd when the grass
is green after the rain [Apps 1992:154f1). In many
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quotarions from the folldore, one can clearly point
out that the springbek are not seen as the bring-
ers of rain, but that they indicate the greenness
of nature by their coming (of. Lenssen-Erz 1994b).
Thus. they are metapborizal of this state of natre
because their presence is a result of it, whereas if
symbolic, springbok could just as well be
functionalized in a forecasting sense,

As another association of springhok with the
good condition of the environment, one may un-
del‘sl‘ﬂnd The rD[E Of Spl‘h’gl.)u]l as l‘bf' pr{:y par £X-
cellence. In 53% of the occurrences of springbok
in the Bleek and Lloyd recordings, they are con-
textualized with hunting and are always the vic-
tim {Lenssen-Erz 1994b). The general availabil-
ity of springbok as abundant and unproblemaric
prey can be understood as & carefree ccological
constellation, This desirable ecological state, in
turn, conttibures to the social harmeny of the
group, because only successful hunting allows
sharing, an important cultural value,

A further ecolagical contextualization can be
evidenced in the matifs of mother and young in
the folklore {as in the paintings); the young spring-
bok ere not born at a fixed time of the year, but
when there is ample green grass fellowing the main
rainy season (Smichers 1983:630).

All the above examples show that the features
of springhok depicted in the rock art as well as in
the folklore can be explicated within an ecologi
cal context.

In her seminal study en Ju/hoan folklore,
a San group living in northeastern Namibia,
Megan Biesele wrote:

Both the Bleek and Lloyd tales
collected in the last century from Bush-
man prisoners in South Africs and the
ones which [taped during the lust decade
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show a hunting- gathering substrate. They
deal with problem points in living which
must always have characterized the hunt-
ing-gathering adapration, such as uncon-
trollable weather, difficulty in pracuring
game, danger from carnivore attacks, and
cotrect relations wirh in-laws. These sarts
of concerns, expressed and explored in
artistic verbal forms, have heen part of
hunter-gatherer living arrangements
through many sorts of environmenral
change [1993:13],

T think this statement fully applies to rock
art, too, althaugh it certainly is not the enrire
explanation for it. But ene class of motifs (ic,
springbok in all their variety, and probably certain
other animals also) indicates thar the hunting-gath-
ering substrate deals with ceological issues.

Conausion

In this paper, [ artempted to demonstrate that
a concept of ecological eredibility in the interpre-
tation of rock art opens access to certain aspects
of the meaning of the art withour necessarily hav-
ing to resort to an ethnelogical backgroond.
Rather, such a background can be consuited in a
second step to test the plausibility of the cogni-
tive caregories that were previously set up.

Without postulating a holistic ecological im-
perative {ef. Wilmsen 1983:15), 1 assume
that a good part of the thinking and the so0
cial management of the prehistaric hunter-
gatherer painters was occupied with the good
condition of the ecosystem, Various ritual pro-
visions, including painting, must through all
times have served to bring the mental condi
tion to a pood stete, even if the natural and the
social environments were in erisis.
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WAYFINDING IN THE DESERT:
EvarLuaTING THE RoLg OF Rock ArT

TaroUGH GIS

Ralph J. Hartley and Anne M. Wolley Vawser
Midwest Archeological Center, National Park Service

After all, parterns are only abstractions because, in reality, time never stops; it is a continuous on-
going process. There are no patterns; there are only processes [Taylor 1977:134].

The history of prehistoric rock art re-
search is, like much of archaeology, aimed at
recognizing the “intentione! behavior” of in-
dividuals or groups. The guest for under-
standing “meaning” or “function” is, with few
exceptions, the focus of most rock art research
{Schaafsma 1985, Dunnell 1992, Salmon
1993). With some misgiving this paper-does
not claim to be different. However, in this
discussion we 1y to delineate a set of conditions—
economic, social, and environmental-that deter-
mine why we see rock art at some places and not
at others. a

The distribution of rock"én sites on the
landscape has penerated the interest of ar-
chaeologists throughewt the world {e.g,
Snyder 1966, Weaver and Rosenberg 1978,
Mandc 1978, Ferg 1979, Wallace 1983,
Manhire et al. 1983, Hamann and Hedges
1986, Martynec 1986, Ives 1986, Hood 1988,
David and Cole” 1990, Gould 1990, Johnston
1991). But ir' was Conkey (1984) who first
emphasize,tr the social impact of marking
places with rock arc. And it was Layton (1985},
empha;i‘é/:ing the complementary functions of
rock #rt and myths in Australian Aboriginal
cultures, who argued that es “outside observ-

»

ers” we need to pay particular attention to

the geographic location of rock art sites.
Modifying places in the natural environment
with petroglyphs or pictographs helped en-

hance the assigned functional meaning of a

place in the sociocultural system

This paper is concerned with the role of
prehistoric rock art in the land-use strategies
emploved by abariginal groups in the highly
dissected canyon country of southeastern
Utah. We are interested in several character-
istics of rock art sites in this area, namely their
topographical situation, the assemblage con-
tent of the rock art itself, and the relation-
ships of these sites to the remains of other
activities.

We approach this research with two fun-
damental assumptions. First, the abilities to
use symbols and icons and to make judgments
based on analogical reasoning evolved be-
cause they serve some adaptive function in
social living. Secondly, rock art functioned as
one means of conveying information emong
individuals or groups that enhanced their
abilities to manipulate social situations and
to acquire resources in the environment of
southeastern Utah,

Two behavioral issues conditioned by the
physiographic and climatologic characteris-



