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An Introduction to 
ARARA 2016

By Marglyph (Margaret) Berrier

TWO of the founding members of ARARA, John Davis 
and Kay Sutherland, lived and worked in the area 

surrounding Las Cruces and El Paso. Although they are gone, 
I’m sure they would be amazed to see how much has been 
done and discovered in the rock art world in the past few 
years. El Paso and Las Cruces saw early interest in rock art 
from several well-known names in the archaeological world 
such as Forrest Kirkland (explored and painted images from 
Hueco Tanks in 1933), A. T. Jackson (explored the area in 
his general survey for picture-writing of the Texas Indians in 
the 1930s), and the Cosgroves (explored and excavated the 
caves of the Upper Gila and Hueco areas in New Mexico 
and Texas in the 1920s). Colonel Crimmins, a prominent 
member of the El Paso Archaeological Society (EPAS), sent 
photos of the rock art of this area to Walter Fewkes at the 
Bureau of American Ethnology as early as the 1920s (the vast 
majority of Fewkes’s collections are at the Smithsonian), and 
EPAS tried to get Hueco Tanks set aside as a park as early 
as the 1930s. Polly Schaafsma, Mike Bilbo, John Davis, Kay 
Sutherland, and J. J. Brody wrote about the rock art of this 
area in the 1970s. These are just some of the highlights of 
the past studies. Much of the information is published in 
grey literature. More detailed studies and the use of new 
technologies, like DStretch, 3-D modeling, and AMS dating, 
have led to increased information concerning many sites. 

Field trips (see article on page 3) should give ARARA 
members a sense of the large amount and diversity of rock 
art in this area. For those not familiar with this area, we don’t 
have those fantastic cliff dwellings or great houses, but the 
rock art is pretty amazing. I hope to share more photos from 
most of the field trips in the future, and, for those who are 
on Facebook, I have already been doing that via ARARA’s 
Facebook page (“like” it, if you haven’t already). Thanks to 
Mavis Greer for the help with that!

Ramada Hotel Reservations 
for ARARA 2016

By Donna Gillette 

I T is time to make your reservations for the 2016 ARARA 
Conference in Las Cruces, New Mexico. Reservations are 

$89 for a single or a double. The conference runs May 27–30, 
2016, Friday through Monday. To make your reservation, 
please call the hotel directly at 575-526-4411. Be sure to 
mention you are with the ARARA conference. Do not try to 
make your reservations at the general Ramada Inn Reservation 
number on the website. 

This conference presented us with choices in venues 
(a rarity). After much thought, Marglyph and I settled on 
the Ramada—much thought went into this. The Ramada 
provides a microwave and a refrigerator in each room. It is a 
very appealing site, with an atrium interior. The downside is 
that there is not an elevator—the steps are gentle and staff is 
there to carry your bags if you need help. Meeting rooms are 
on the lobby floor. If you are OK with steps, take an upstairs 
room and leave the downstairs for those who need to avoid 
the steps. Be sure to request a downstairs room, if needed, 
at the time you make your reservation.

If you have any questions please email me, donna@
dgillette.com. ...continued on page 3

The Annual Meeting Logo from Three Rivers, New Mexico 
 (photograph by Marglyph).
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YOU are invited to submit an application to present at 
the 2016 Conference in Las Cruces. The official Call for 

Papers and submission form are now posted on the ARARA 
website, www.arara.org. Abstract submission this year is via 
online web form, and we have introduced some changes in 
the application process.

This year, applicants will designate the Format and the 
Type of the presentation. Format choices are: paper, report, 
or poster. Type choices are: formal research, site description, 
or technical. We hope in this way to be able to better identify 
and select appropriate presentations. Any type of paper or 
report may be included in any session depending on the mix 
of approved submissions.

To demonstrate, here are some possible submissions:
• Paper on how to make a GPS device record locations 

more precisely: Technical.
• Paper on a new rock art site: Site Description or 

Formal Research, depending on how it is done.
• Report documenting the history of discovery of a 

panel: Formal Research.
• Report on how a site was recorded by some particular 

method: Technical.
• Poster describing a particular site: Site Description.
• Poster showing how to set up a camera system: 

Technical.

AS reported on page 8, the IFRAO Congress held in Spain 
early in September was quite an experience—a week 

filled with interesting papers, presentations, and people. I 
was impressed with the wide variety of topics, reflecting the 
wealth of approaches and methodologies used by researchers 
around the world. There is nothing like 11 concurrent 
sessions for four days to emphasize how truly world-wide 
rock art and its research are.

As ARARA President, I am ARARA’s official delegate 
to IFRAO, and I attended the IFRAO business meeting in 
that capacity. Each delegate gave an update on his or her 
organization’s recent activities, and we also heard a report 
on continuing efforts to place rock art sites on the UNESCO 
World Heritage list, a proposal to support 2016 as the 
International Year of Global Understanding (IYGU), and a 
request to support a resolution protecting rock art in South 
America. The delegates endorsed the IYGU; for information 

about the IYGU, visit http://global-understanding.info/. 
Support of the rock art protection resolution was widespread, 
but some concerns were expressed about the wording, so 
the resolution will be re-drafted and delegates will vote on 
the final version by email. The next IFRAO Congress will 
be held in 2018 in Valcamonica, Italy. The rock art sites in 
Valcamonica are on the UNESCO World Heritage list and 
are quite spectacular, as is the surrounding scenery.

Plans for our next conference in Las Cruces—where 
the rock art and scenery are also spectacular—are coming 
together well. Mark the dates on your calendar now and I’ll 
see you there. And don’t forget to renew your membership; 
memberships expire on December 31. I’m always happy to 
hear from you about any ARARA matter; I can be reached 
at dianehamann@cox.net

—Diane Hamann, President 

President’s Message

Call for Papers and Program Instructions for ARARA 2016
By Lou Hillman, Program Chair 

Furthermore, the 100-word limit for abstracts on the 
application has been increased to 150 words.

In an attempt to minimize delays in the program and 
eliminate technical problems, presenters should submit 
all PowerPoint files on Friday evening. At that time, there 
will also be an opportunity for presenters to familiarize 
themselves with the equipment, so that they will not need 
to learn it while trying to give their talk. All presenters, but 
especially first-time presenters, are strongly encouraged to 
take advantage of this.

So much for procedures. Let me turn briefly to the subject 
of program content. After last year’s panel discussion on the 
importance of drawing as a recordation technique, I and 
others immediately thought that it would be interesting to 
follow-up this year with a panel to present contrasting, or 
partly contrasting, views. If anyone is interested in moderating 
such a panel and helping to recruit panelists, please contact 
me as soon as possible at the email address listed below.

Finally, if you would like to volunteer as a session 
moderator for any other sessions, or would like to be 
considered as a member of the Review Committee, send 
me an email.

I look forward to seeing you at ARARA 2016. Please 
contact me if you have any questions, at ARARA.Pgm.
Chair@gmail.com. 
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...continued on next page

Trip the Light Fantastic
By Marglyph (Margaret) Berrier

NINETEEN field trips have already been approved by the 
BLM, New Mexico State University, and Texas Parks 

and Wildlife. I am working on getting approval for additional 
sites including two on private land. This list is still tentative 
but should give you an idea of the possibilities, and there are 
more possible if the attendance at ARARA is really big in 
2016. Field trips will consist of 10 to12 people, and carpooling 
is required. Difficulty level is listed in parenthesis after the 
field trip name. Estimated driving time and distances are 
from Las Cruces. Most sites will include walking among some 
typical spiky desert plants! Vehicle requirements are listed in 
the body of the description of the trip. All trips are full day 
and free unless otherwise noted. Each field trip will include 
a short exercise about documentation or site management.

I already have many field trip leaders but am looking for 
more volunteers. All trip leaders will be able to sign up for 
an extra field trip on Thursday, May 26. This trip is a perk 
for helping out, and will include field trip leader training. If 
you are interested in being a field trip leader, please contact 
me at marglyph@msn.com.

#1. Three Rivers Petroglyph Site, New Mexico (easy to 
moderate). Three Rivers is a BLM site which can be reached 
by any vehicle, and requires a $5/car fee. If you have not 
visited Three Rivers it is a must see site. Driving distance is 
100 miles, and driving time is two hours. Three Rivers is on 
the State Historic Register and was recorded by the New 
Mexico Rock Art Recording School from 1986 to 1992. With 
over 22,000 images, trying to describe this site is a bit difficult. 
There are hundreds of faces/masks, interesting animals 
(both realistic and phantasmagorical), and geometrics. Many 
of the images are executed with such proficiency that it is 
hard for some people to believe that they are prehistoric. See 
Figures 106, 107, 170, 180–184, and 188–191 from Polly 
Schaafsma’s (1980) Indian Rock Art of the Southwest for just 
a few examples. Schaafsma’s inclusion of so many photos and 
drawings will give you an idea of how special this place is, and 
you may find yourself returning again and again. 

#2. Centipede Cave and Mullen (tentative) Sites, West 
Texas (easy). Despite the difficult driving conditions (high-
clearance 4WD required) this trip will be well worth it. 
Driving distance is 101 miles, and driving time is 2¼ hours. 
Both of these sites are on private property, and visitation 
will depend on the continued good will of the land owners. 
Centipede Cave is one of the finest painted sites in the area. 
It is a small shelter with multiple styles including two Archaic 

ARARA 2016 Introduction... continued from page 1

Donna Gillette and I checked out venues in early August 
and, with the help of various board members, decided on 
the Ramada Las Cruces Conference Center. There are 114 
rooms at the hotel and, with a good turnout, we could make 
the hotel ARARA’s home for the weekend. See Donna’s article 
on page 1 for reservation details. Beyond each room having 
a refrigerator and a microwave, each has a coffee maker, and 
there is free Wi-Fi. There’s a good restaurant on the premises 
and everyone receives a free breakfast too! There are many 
charming spaces in the hotel for networking and visiting with 
friends and colleagues. The meeting hall is large and there will 
be a large space for vendors and auction tables. In addition to 
that, there are great spaces for committee meetings. I hope 
you are as excited about this as I am.

I’ve been having great fun working with the Bureau of 
Land Management (BLM) and the Friends of the Organ 
Mountains–Desert Peak National Monument (OMDPNM). 
Both groups are excited about our conference. I have spoken 
to District Manager Bill Childress, and he has welcomed us 
and asked us for input on management planning for the sites 
on the monument. This is one of the great ways ARARA 
can help out. The Friends group has offered to help lead 
field trips (four of their members have already volunteers) 
and the Friends are hoping to learn more about the rock art 
from our conference. They are also hoping that we can help 
train some of the docents. The BLM and Friends are working 
on an Archaeology Day in early May, and I am also hoping 
that some members of ARARA (particularly the Education 
Committee) will help, and take part in that. There’s a lot 
to do! If you are willing to help, contact me at marglyph@
msn.com. 

Insect (butterfly?) and paw print at Three Rivers, New Mexico 
(photograph by Marglyph).
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Trip the Light Fantastic... continued from page 3

styles, Jornada-Mogollan imagery, and some Apache or 
proto-historic images. The visit will also include a few nearby 
petroglyph boulders. For those who can scramble, there is an 
additional shelter above Centipede with Archaic images both 
painted and pecked. The nearby Mullen site styles range from 
Archaic to Formative periods with some excellent examples 
of Diablo Dam (sometimes called Shumla Style) rock art. 

#3. Alamo Mountain, New Mexico (strenuous). Alamo 
Mountain is on BLM and State land and can be visited with 
most regular vehicles but high-clearance is better depending 
on dirt road condition. Driving distance is 100 miles, 25 of 
them on dirt road. Drive time is 2½ hrs. The site is spread 
out over six square miles so it would be easy to have two field 
trips to entirely different areas without running into each 
other. This site is similar in some ways to Three Rivers but 
the images are more spread out and they are up and down the 
three sides of this large tertiary intrusive. In addition to the 
Jornada-Mogollon images, there are many Apache images. 

#4. Hueco Tanks, Texas (easy). Hueco Tanks State Park 
and Historic Site and can be reached by any vehicle. The 
entrance fee is $7/adult (half price for those over 65). 
Driving distance is 76 miles, and driving time is 1½ hours. 
This will be a guided tour provided by Texas Parks and 
Wildlife Department docents with an additional fee of $2. 
The docent-led trips include sites that are off-limits without 
a guide. For additional information and some photos see: 
http://tpwd.texas.gov/state-parks/hueco-tanks and http://
www.texasbeyondhistory.net/hueco/index.html. 

#5. Pony Hills, New Mexico (easy). Regular clearance OK; 
high-clearance is better—it depends on dirt road condition. 

Pony Hills is on BLM land, and trips are planned for both 
Monday and Friday with a Quadcopter demo on Friday. 
Driving distance is 76 miles; driving time is about 1½ hours. 
This site will probably not take all day to visit. The Monday 
field trip would be ideal for anyone who is returning west 
and wants a little head start home on Monday. Pony Hills 
consists of three or four scattered concentrations of mostly 
Jornada-Mogollon rock art including one large concentration 
around a small tinaja that consists of numerous tiny human 
footprints, and many interesting anthropomorphs and 
zoomorphs including what appear to be anthropomorphized 
tadpoles with teeth. Images appear on both vertical and 
horizontal surfaces that are easy to photograph because of 
the dark patina on the rock. For examples see figures 159–162 
in Schaafsma’s (1980) Indian Rock Art of the Southwest. If 
you have time after visiting Pony Hills, there are interesting 
collections of pottery (including some stunning Mimbres 
pots) in the Mimbres Luna Museum in Deming. There is a 
remarkable similarity between figurative Mimbres designs 
and Jornada-Mogollon rock art. For more information on the 
museum, see http://www.lunacountyhistoricalsociety.com/. 

#6. Frying Pan Canyon, New Mexico (easy to moderate). 
This site is also on BLM land, and is along the old Butterfield 
Stagecoach trail. A visit to the site requires high-clearance 
4WD vehicle. Driving distance is 78 miles; driving time is 
1¾ hours. There are many animal tracks, masks or faces, 
outlined crosses, well-executed geometrics, and interesting 
anthropomorphic figures including a stunning horizontal 
google-eyed figure for those who really explore the site. This 
is another site that would be good for folks headed west on 
their way home on Monday and who might want to include 
a visit to the Mimbres Luna Museum mentioned above. 

An elegant panel at Alamo Mountain, New Mexico  
(photograph by Marglyph).

A boulder panel at Alamo Mountain, New Mexico  
(photograph by Marglyph).
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...continued on next page

#7. Tonuco Peak, New Mexico (moderate to difficult). A 
visit to Tonuco Peak (aka San Diego Mountain) on BLM 
land requires a high-clearance 4WD vehicle due to deep sand. 
Driving distance if 40 miles; driving time is 1 hour. The site 
can be also be accessed by most vehicles, but that requires a 
longer walk into it. Participants will be required to scramble 
up some steep rocks along the canyon in order to see the 
petroglyphs. Like numerous other sites in the area, Tonuco 
consists of a combination of heavily repatinated Archaic 
images along with what Schaafsma has labeled as Jornada-
Mogollon Style. Images include fantastic masks, geometrics, 
anthropomorphs, and a huge anthropomorphized tadpole! 
The tortured geology along the canyon is very interesting, 
too. Further up the canyon is a small site with a two-meter-
long fish. 

#8. Lucero Arroyo, New Mexico (easy to moderate). Lucero 
Canyon is on NMSU restricted land, and I am still working 
on getting permission to visit it. We may have to walk to the 
site rather than drive (which requires high-clearance 4WD). 
This arroyo has petroglyphs along both sides in four or five 
clusters. Most of the petroglyphs are on the cliff faces but 
some are found on the boulders. Panels consist of Jornada-
Mogollon Style and non-figurative Archaic images. Some of 
these Archaic images are totally repatinated. One of the best 
panels includes a figure that resembles a pronghorn and an 
anthropomorph with almond-shaped eyes. 

#9. Broad and Valles Canyon Corridor, New Mexico (easy 
to moderate). Visiting the collection of ten small sites along 
this corridor requires a high-clearance 4WD vehicle. Driving 
distance is 38 miles; driving time is estimated at 1¼ hours. 
These sites are on BLM land, and are part of the Organ 

Mountains–Desert Peaks National Monument. You will 
park a short distance from the confluence of these canyons 
and walk and scramble up and down this beautiful drainage. 
At the confluence, there are a collection of Apache images 
including some G’an or Mountain Spirit dancers. Other sites 
include Archaic images, and the tallest recorded google-eyed 
figure in the area. Valles Canyon is an easy walk (past a 
prehistoric village site) to some very fine Jornada-Mogollon 
images including masks, fish, a bear, and many nice geometric 
designs. These sites can be a challenge to photograph since 
some of the rock faces have little to no patina.

#10. China Draw/Hidden Valley Sites, New Mexico (easy). 
These two sites on state land can be visited by any vehicle, 
are only a short distance from the road, and most glyphs 
require only a little scrambling to see. Driving distance is 72 
miles; driving time is 1½ hours. Both sites include Archaic 
and Jornada-Mogollon Style imagery, as well as some very 
nice mortars and cupules. This trip will not take the whole 
day, and is another good choice for those who are westward 
bound on their way home. A visit to the Deming Luna 
Mimbres Museum mentioned above would be a plus to 
round out this easy trip.

Bird in flight at Pony Hill, New Mexico  
(photograph by Marglyph).

A human-like figure  with a headdress  in the OMDPNM  
(photograph by Marglyph).



6 La Pintura November 2015

Trip the Light Fantastic... continued from page 5

#11. Ft. Hancock/Story Teller, Texas (easy to moderate). 
Visiting this fantastic area requires a high-clearance 4WD 
vehicle. Both of these sites are on private property, and 
visitation will depend on the continued good will of the 
land owners. Driving distance is 113 miles; driving time is 
3 hours. These sites are part of a National Register Historic 
District. There are a number of clusters of petroglyphs which 
consist of Diablo Dam (Shumla Style) and Jornada-Mogollon 
imagery. Besides the numerous petroglyphs, there are a few 
painted sites including the amazing Jaguar Cave with an 
interesting array of wonderfully painted images including 
a possible jaguar, bears, coyotes (or wolves), a google-eyed 
figure, and a possible “feathered serpent.” Hopefully we 
will be able to include a trip to the so called Story Teller 
Panel. You can read more about this area at http://www.
texasbeyondhistory.net/trans-p/images/ap4.html. 

#12. Apache Flats 1 and 2, New Mexico (easy to moderate). 
Regular clearance OK, high-clearance is better—depends on 
dirt road condition. These two sites are on BLM land and 
are part of the Organ Mountains–Desert Peaks National 
Monument. Driving distance is 39 miles; driving time is 
about 1 hour. The Doña Ana Rock Art Recording Team 
is currently working on a report for these two sites that 
documents over 70 panels at Apache 1 and approximately 
50 at the other. Many of them are faint, but there are some 
very interesting images including a large dramatic geometric. 
This site is not far from the Butterfield Trail, and historic 
images are also found at both sites. Site 1 is very easy to visit, 
while Site 2 requires more clamoring around. 

#13. Cottonwood Canyon, New Mexico (moderate). 
Cottonwood Canyon drains into the Gila River in Hidalgo 
County on BLM land. There are three sites located near or 
at the confluence of the two drainages. A high-clearance 
4WD vehicle is desirable, but there will still be a good walk 
of approximately 1.3 miles down the sandy washes and stone 
ledges and past giant cottonwood trees to get to the sites. 
Driving distance is 147 miles; driving time is 2¾ hours. These 
sites consist of a mixture of Archaic, Ancestral Puebloan, 
probable Apache, and historic rock art. The Ancestral 
Puebloan images at this site are different from many seen 
at the other sites on the field trip list, probably due to the 
fact that they are much farther west. The probable Apache 
images are superimposed over other images, and are slightly 
different than the Apache images we see at some of the more 
easterly sites. 

#14. Monte Carlo Gap Sites, New Mexico (easy to 
moderate). The Monte Carlo Gap sites are in the Jicarilla 
Mountains, east of White Sands Missile Range on BLM 
land. A high-clearance 4WD vehicle is necessary to get to 
the sites with possible deep sand. Driving distance is 78 miles; 
driving time is 1¾ hours. As with other sites in this area, 
there are Archaic as well as Jornada-Mogollon Style images. 
The Jicarilla Mountains contain a wide variety of interesting 
geology which provided excellent materials for stone tools. 
One of the most interesting images is a profile view of an 
anthropomorph with a sheep headdress that consists not of 
just the horns but the whole sheep’s head.

#15. Mt. Summerford, New Mexico (easy to moderate). 
These sites are part of a National Register Historic District, 
and high-clearance 4WD is needed. Driving distance is about 
35 miles; driving time is about 1 hour. They are on NMSU-
restricted land, and I am waiting on permission to visit some 
of the sites included in this district. Most of the sites are 
non-figurative Archaic images, and are both painted and 
pecked, but there are also a few panels consisting of Jornada-
Mogollon. If you have a camera with DStretch added, you 
will want to bring it along to view the painted sites.

#16. Indian Spring Canyon, New Mexico (moderate). 
High-clearance vehicles are required and 4WD is a plus, but 
passage to the site depends on dirt road condition. Driving 
distance is 27 miles; estimated driving time is 45 minutes. 
These two sites are on BLM land and are part of the Organ 
Mountains–Desert Peaks National Monument. Visitation 
of the first site requires about a 0.75-mile walk through 
low brush across fairly well packed soil. The site consists of 
Archaic petroglyphs including what appear to be a very old 
google-eyed figure and many non-figurative designs, as well 
as numerous mortars. At the bend in the drainage there is a 
small painted site which includes a mask and feline print as 
well as other figures. Then we will walk back along the edge 
of the escarpment to visit two small painted sites. There is a 
hematite mine in the area that was used both prehistorically 
and historically. It is probably the source of the red paint at 
these sites.

#17. Providence Cone (aka Rattlesnake Peak), New Mexico 
(moderate). This trip includes several small petroglyph sites 
on state land that is part of the Organ Mountains–Desert 
Peaks National Monument. Driving distance is 41 miles; 
driving time is about 1 hour. High-clearance 4WD is needed, 
and some scrambling is necessary to see all the sites that 
are both Archaic and Jornada-Mogollon. They include 
numerous mortars and grinding areas. One of the largest 
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petroglyph fish in this area is found at one of these sites. 
Some climbing to higher sites is required, and the view of the 
area from the peak is beautiful. Many of these images are a 
challenge to photograph due to repatination and wear. This 
trip probably will not take the entire day.

#18. Upper Silva Canyon 1 and 2, New Mexico (easy). 
These two sites are on BLM land and are part of the Organ 
Mountains–Desert Peaks National Monument. Just about 
any vehicle will get you to them. Driving distance is 33 
miles; driving time is about 50 minutes. The last part of the 
road is unimproved dirt, so navigating that area might be a 
challenge if the roads are muddy, but it is still easy to walk to 
the sites from the paved road. The Doña Ana County Rock 
Art Team has recorded these two small sites. The images are 
spread along a shallow arroyo and include Archaic, Jornada-
Mogollon Style, and Apache images. A short hike past the 
second site will give you a beautiful view of the surrounding 
country side and a look over a large pour off. There are 
numerous mortars along the way and lots of flaked stone! 
This trip will not take the entire day.

#19. Lion’s Bluff, New Mexico (difficult). This site is on 
BLM land in Hidalgo County along the Gila River not far 
from the Cottonwood Canyon sites. Driving distance is 156 

Google-eyed anthropomorph at Alamo Mountain, New Mexico 
(photograph by Marglyph). 

miles; driving time is 2½ hours. High-clearance 4WD is 
needed to visit it, along with a 1.5-mile-long hike and climb 
to the canyon wall that contains the numerous petroglyph 
panels. On one visit one of my companions saw a mountain 
lion, and on our walk to the site along the Gila River we 
actually saw two Gila monsters on a spring day. There is what 
might be Jornada-Mogollon imagery at this site, but there 
are other images not usually seen at sites further east. This 
site is fairly far west of the usual extent of that style, and it 
may indicate a zone of transition between different groups. 
Some patterned-body anthropomorphs and very interesting 
zoomorphs, as well as complex geometric images, make this 
a really spectacular site. The rock art extends along about a 
0.25-mile-long stretch of the steep canyon wall and among 
the catclaw acacia-infested boulders at its base. 

#20. Canador Peak, New Mexico (difficult). This site is 
on BLM land and requires high-clearance 4WD. Driving 
distance is 155 miles; driving time is 3 hours. This site 
has Trincheras Style rock art, like nothing else in the area. 
Although mostly geometric, these geometrics are complex 
and sometimes incorporate anthropomorphic designs. The 
view over the Gila River Valley is worth the hike! As a bonus, 
you get to see the rock terraces!

#21. Sunman Canyon, New Mexico (difficult). This site 
is on BLM land near Pony Hills and Frying Pan Canyon. 
Access requires high-clearance 4WD. Driving distance is 
78 miles; driving time is about 1¾ hours. Bring water and 
your lunch, and wear sturdy shoes. This site is not visited 
often because it requires a 1.5-mile walk beyond the end of 
a parking area, through gravel and rocky terrain. The trip 
will start with a hike to the head of the canyon past a site 
sometimes called the Spanish Mine site or Detention Dam 
#3. Along the way, the tour will pass near an old pot-hunted 
area from the 1930s, where one might still see the occasional 
Mimbres potsherd. The trip up the rocky canyon will visit 
three to four small sites including the “Sunman” that has been 
interpreted as a seasonal marker. Nearby is a solar “window” 
marking the equinox, and a much smaller sun man aligned 
with the winter solstice. There is also one of the best bear 
paw glyphs in the area in this canyon, as well as petroglyphs 
from different eras. Plan on around 5 hours to visit this site 
from the parking area.

References Cited
Schaafsma, Polly
1980  Indian Rock Art of the Southwest. School of 

American Research Southwest Indian Art Series, 
Santa Fe, New Mexico.  
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The Cáceres Report
By William Breen Murray 

FROM August 31 to September 4, 2015, the 19th 
International Rock Art Conference sponsored by 

the International Federation of Rock Art Organizations 
(IFRAO) brought together over 400 rock art researchers 
from more than 50 countries in Cáceres, Spain, to share 
information and observations about the world’s rock art and 
the challenges faced in conserving it for future generations. 
Its overall theme was Symbols in the Landscape: Rock Art 
and its Context, and many of the papers at the conference 
explored this emerging paradigm in rock art studies.

The host institution was the University of Extremadura 
(Cáceres campus), and sessions were held in the well-
equipped and spacious facilities of the Faculty of Philosophy 
and Humanities. The overall coordinators of the event 
were Hipólito Collado G. and José Julio García A., who 
were assisted in its organization by a large secretariat of 
over 40 collaborators and a friendly contingent of students 
who attended to the participants during the conference. 
Institution collaboration was provided by seven different 
organizations and five sponsoring institutions. The official 
languages were Spanish, Portuguese, French, and English, 
and sessions were held in all four languages with translation 
available as required.

The conference program was divided into 32 thematic 
sessions, with 13 parallel meetings during the four days 
dedicated to presentation of papers. In addition, four invited 
lectures were given as closing sessions each day, and all-
day excursions on Wednesday provided opportunities for 
conference attendees to visit interesting rock art sites and 
archaeological remains in Extremadura and nearby areas.

Quite a few ARARA members attended and were 
active participants in the conference program. ARARA 
ex-president Larry Loendorf was co-presenter along with 
Matthias Strecker for the invited lecture on the first day 
of the conference, addressing the topic The First Rock Art 
in North and South America: State of Research and General 
Observations. A thematic session on the same subject was co-
organized by Strecker and your author, and included papers 
presented by Loendorf as well as Clark Wernecke (Gault 
School of Archaeological Research, San Marcos, Texas), 
Alice Tratebas, Jon Harman, Jeff LaFave, and your author. 
Mavis and John Greer, Jane Kolber, and Polly Schaafsma 
all presented papers in a session Watch Your Step: Feet and 
Sandals in Rock Art, co-organized by Kolber in honor and 
memory of the late John Clegg, a pioneer Australian rock 
art researcher. In the session New Discoveries and Landscapes 
From Archaeological Rock Art Frontiers, Ekkehart Malotki of 

Northern Arizona University presented a paper defending 
his interpretation of the controversial “mammoth” at Sand 
Island, Utah; Bill Whitehead participated in the session 
Symbols, Rock Art and Archaeo-Anthropological Research, 
posing the question “Do You See What I See?”. 

It would be virtually impossible to synthesize the 
richness of the conference sessions, and obviously no one 
individual could attend more than a sampling. My selection 
of outstanding papers is therefore obviously biased, but it 
is worth mentioning  a sample of the best ones I heard. My 
favorite was a paper by Andrzej Rozwadowski of Poland, 
who commented on how a notable “solar” petroglyph at 
Tamgaly, Kazakhstan, had been converted into a symbol 
of national identity for the newly independent state—used 
even as a national emblem of their athletes participating 
in the Olympics. My choice for the most amazing new 
discovery goes to Fernando Berrojalbiz, who showed images 
of full-sized anthropomorphic sculptures in mud in a cave 
pertaining to the Mixe ethnic group of the Oaxaca highlands, 
perfectly preserved and totally inaccessible to visitation—a 
truly amazing and unique find of a new kind of Mexican rock 
art. But perhaps I’m biased and am surely overlooking other 
exciting news emanating from the conference.

Conference participants also had a guided evening tour 
of the original center of the city of Cáceres, which is a World 
Heritage site. It sits on top of a hill that dominates the 
surrounding countryside within a perimeter wall going back 
to Roman times. The site has been occupied continuously 
since then, but most of the existing structures date to the 15th 
to 16th centuries, when Spain ruled a vast colonial empire 
and was a dominant power in Europe. Stepping through its 
gates, one enters a world of narrow streets and plazas in front 
of imposing churches and palatial residences, each marked by 
a family shield over the entrance. Some of their descendants 
still occupy these residences, and all of the structures are well 
maintained and retain their character.

Opening ceremonies at IFRO 2015, Cáceres, Spain  
(photograph by Breen Murray).
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After the conference, tours were available. Many of 
the ARARA members visited the Paleolithic caves in the 
Cantabrian region of northern Spain, but other destinations 
were also available: Levantine rock art in the Cáceres area 
and the open-air Paleolithic petroglyphs at Siega Verde and 
Foz Côa (Portugal) were among the options. 

The conference was also the occasion for the retirement 
of Robert Bednarik as the convener and prime mover of 
the IFRAO organization since its inception in 1988. At the 
closing banquet, it was announced that Hipólito Collado 
had been selected by the delegates representing the member 
organizations as the new convener. The delegates also selected 
Valcamonica, Italy, as the site of the next IFRAO conference. 
More details about that meeting will be forthcoming. The old part of Cáceres, Extremadura, Spain  

(photograph by Breen Murray).

Dolmen of Magacela (Badajoz Province, Spain), dating from the late Neolithic-early Chalcolithic, ca. 4000–3000 B.C.  
The interior faces of the stones bear weathered carvings and cupules (photograph by Ken Hedges).

Petroglyph of a stag over two meters in length, Campo Lameira  
Archaeological Park, Galicia, Spain (photograph by Ken Hedges).

Paleolithic engraving of an aurochs, Siega Verde Archaeological 
Park, Spain (photograph by Ken Hedges).
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Caves, Old and New
By William Breen Murray 

AFTER the recent IFRAO meeting in Cáceres, Spain, 
as part of a tour of Paleolithic caves in northern Spain, 

I had the opportunity to visit the new Altamira Museum 
and the adjoining Neocave (Neocueva) near Santillana del 
Mar, Cantabria. Since its original discovery at the end of 
the 19th century, Altamira has become a national icon of 
Spain’s cultural identity, home of the first cave paintings to 
be recognized as such, and since 1985 a UNESCO World 
Heritage Site. It was number 1 on my “must see” list. 

Altamira became one of Spain’s top tourist attractions in 
the 1960s, bringing hundreds of thousands of visitors to the 
Cantabrian region. In its peak year of 1973, 175,000 people 
visited the cave. However, the environmental hazards deriving 
from unlimited tourist visitation soon became obvious to those 
in charge of the cave’s preservation. In 1977, the cave was closed 
to public visitation in order to make a more comprehensive 
assessment of its condition. When the cave was re-opened in 
1982, access was limited to 8,000 visitors per year, a limitation 
which remained in effect until 2002 when the cave was closed 
once again and remained so until very recently. 

Closer inspection showed that one of the principal risks 
was the stability of the cave roof, a rather porous sedimentary 
layer which has suffered various collapses, including the one 
that sealed the original cave entrance about 15,000 years ago. 
Another significant collapse occurred during archaeological 
excavations in 1925, and the danger of further collapses is 
always present. The cave’s condition is affected by surface 
water filtration and human activities in the surrounding 
area. Moreover, the paints used in Paleolithic art do not 
contain organic binders, and their permanence depends on 
the geochemical processes in their wall support. Interior 
temperature and humidity in this closed environment were key 
factors being altered by human visitation, but the vibrations of 
thousands of human feet can also have an impact. 

Finally, after many years of sometimes heated controversy, 
further inspection, and installation of monitoring equipment, 
the Spanish authorities reopened the cave in 2014 on a 
provisional basis for one year but limited to five visitors per 
week. During that provisional period, no notable impacts on 
the cave environment were observed, so this year the cave has 
been re-opened on the same basis. Each Friday five very lucky 
visitors, chosen by strict lottery, receive a guided tour of the 
original cave. Even this limited (but now regular) visitation of 
the cave has been questioned by some Spanish archaeologists 
who think that the authorities are simply courting disaster. 

This arrangement also explains why I did not see the 
real cave when I visited Altamira, nor was such a visit ever 
promised by my colleague and guide José Antonio Lasheras, 
the Director of the new Altamira Museum, who had 
extended the invitation. 

The cave’s closure produced an open conflict between 
archaeological conservation and preservation interests of this 
national treasure and the interests of local residents who have 
depended on tourism to the cave for their income. Without 
Altamira cave as its main attraction, regional tourism 
dwindled rapidly and protests mounted. Twenty years later, 
having overcome the local conflict between tourism and 
conservation, the answer was the construction of a new 
museum begun in 2001. This state-of-the-art installation is 
located not far from the original Altamira cave, and its main 
attraction is a replicated Neocave adjoining the museum. 
The museum also offers impressive exhibits and activities 
related to Paleolithic life, and has brought the tourists back. 
We had the opportunity to inspect it in great detail with 
Lasheras as guide. 

The Neocave receives its peculiar name because, unlike 
the French caves at Lascaux and now Chauvet, it is not a 
replica of the real cave. Rather, it attempts to present the 
original cave as it would have been when the Paleolithic 
artists did the paintings, thus removing the effects of 
subsequent rock falls and other physical modifications. It 
aims to recreate a visit to the original cave, and features the 
main cave ceiling of Altamira in precise detail. It also seeks 
to educate and orient visitors to the cave’s prehistoric use, 
as well as providing a glimpse of its archaeological context.

The entrance to the Neocave reproduces exactly the 
shape of the original cave mouth, and the view outside of 

Breen Murray, José Antonio Lasheras  
(Director of Altamira Museum),  and César Quijada of the 

INAH-Sonora delegation at Neocueva.
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In Memoriam

Priscilla Murr
Long-time ARARA member Priscilla Murr died 
September 21, 2015, in Austin, Texas.
 Her first ARARA meeting was in Albuquerque, 
where she saw more rock art in three days than she 
had ever seen in a comparable period. Priscilla greatly 
respected and loved ARARA. She particularly valued 
the lectures which challenged her belief systems 
constantly, and she enjoyed our wonderful members.

it is identical. As one enters from the museum, the first 
stop is a life-size animated Paleolithic domestic setting 
with its material components precisely replicated. As one 
approaches, a family appears projected onto the scene as 
holographic figures in action. In the scene, the family clusters 
around a fire and a young hunter departs for the chase. 
Lasheras commented that the scene and brief dialogue were 
adapted from a real film of Inuit hunters. Its intention is to 
make visitors aware that people really lived in the mouth of 
the cave. It also signals the difference between the living area 
and the painted area within the cave’s dark zone.

Next, one descends around a simulated archaeological 
excavation which identifies the various strata encountered 
in the cave excavations. Tools of the archaeological trade and 
representative finds accompany each stratum. Much has 
been learned from these excavations, and this part establishes 
the real chronological framework of the paintings through 
objective representation of both the archaeological setting 
and the excavation process. 

From this point on, a walkway enters under the 
reproduction of the painted roof of the main chamber of 
Altamira. The original floor levels are indicated on the 
walls below but, unlike the real cave, the roof is placed at 
a comfortable distance for viewing, and carefully designed 
indirect lighting replaces the total darkness of the real cave. 
The walkway allows easy access to all parts of the ceiling and 
the ability to see it from any angle. Superpositions can be 
readily identified as well as unusual uses of the rock surface, 
and time is not a limiting factor for the viewing. Lasheras 
explained that every detail of the surface and each painted 
image has been reproduced with millimetric precision using 
advanced digital technology. Its level of accuracy is such 
that recent studies of Altamira’s iconography have been 

conducted in the relative comfort of the Neocave rather 
than the cramped and decidedly uncomfortable conditions 
of the original one.

The Neocave does, indeed, provide an impressive 
experience of Paleolithic cave art, but it does not attempt 
to reproduce the whole cave. All the paintings and features 
located in areas outside the main gallery are left out, although 
some of them are reproduced and displayed in an adjoining 
part of the museum. It is also not the same experience as a 
visit to the real caves, as I learned when I visited six of them 
during the next three days, each with its own peculiar context 
and preservation issues.

Nonetheless, it has successfully resolved the tension 
between tourism and conservation—at least for the moment. 
Nearby hotels were full and there was a long line waiting 
to see the Neocave when we visited later. At the same 
time, the cave environment is now carefully monitored, 
and any unfavorable data could still easily lead to renewed 
closure. Only time will tell whether the present situation is 
sustainable. Meanwhile, visitors can enjoy the Neocave which 
recreates its most important and impressive feature—a 
highly recommended stop for anyone interested in rock art!

I must add that although I did not get to enter the 
real Altamira cave, I did get to see its entrance. The area 
around the site and museum has now been cleared of all 
other activities, and is a park, but within it, the cave area is 
normally off limits. On our second visit, we were allowed to 
see its surroundings accompanied by a staff archaeologist 
of the museum and a park attendant, including exposures 
of the rock strata which form the cave roof, and a field of 
instruments staked in the ground on the exposed slope above 
the roof, testimony to the ongoing effort to stabilize it and 
prevent its further deterioration. 

Remarkably detailed reconstruction at Neocave  
(photograph by Breen Murray).
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Rock Art Bookshelf

Open-Air Rock Art Conservation and Management:  
State of the Art and Future Perspectives
Edited by Timothy Darvill and António Pedro Batarda 
Fernandes, 2014, Routledge Press, New York.

Reviewed by Johannes ( Jannie) Loubser 
Archaeologist/Rock Art Specialist, Stratum Unlimited, 
LLC and Research Associate, Rock Art Research Institute, 
University of the Witwatersrand

IN this edited book, which is part of the “Routledge 
Studies in Archaeology” series, various conservation and 

management issues pertaining to open-air rock art sites 
around the globe are addressed by a total of 33 authors in 
22 chapters. Co-editors Darvill and Fernandes claim in the 
Preface (page 1) that the conservation and management of 
open-air rock art sites are less studied and published than 
rock art found within dark zone caves and rockshelters. 
According to them, the aim of their edited volume is to 
redress this perceived imbalance by presenting recently 
completed work at open-air rock art sites. 

Though it is admittedly difficult to thoroughly evaluate 
their claim that more conservation and management work 
has been published for dark zone caves than for rock art in 
open settings, they do not mention, for example, useful earlier 
publications on open-air sites in Australia and beyond (e.g., 
Pearson and Pretty 1973, Thorn and Brunet 1995, Ward and 
Ward 1995). Furthermore, what constitutes an open-air rock 
art site is not spelled-out, on odd oversight considering that 
the edited volume contains examples of petroglyphs within 
Irish passage tombs (Twohig and Williams), pictographs 
within Iberian dolmens (Ramírez), pictographs within 
Spanish (Bea and Angás), Australian (Marshall and Taçon), 
and South African rockshelters of various depths and sizes 
(Ndlovu), and petroglyphs underneath New Mexican rock 
overhangs (Kolber and Yoder). 

These are not trivial reservations, bearing in mind that 
actual open-air rock art surfaces, with exposed boulders and 
bedrock pavements, lack driplines to protect them from 
direct water and wind erosion and drastic temperature 
fluctuations, in contrast to rock art within rockshelters. 
Weathering within rockshelters with driplines and terrace 
and/or basin-shaped floors, on the other hand, provides rock 
art researchers, conservators, and managers with a range of 
additional information not possible when working only on 
boulders and rock pavements in completely open settings 
(e.g., see Hughes’ 1973 study on accelerated sand build-up 
in sandstone shelters due to prehistoric habitation). Also, 

crowding of people and animals within circumscribed spaces, 
such as rockshelters, poses a greater potential threat to rock 
art surfaces through bumping and abrading than in truly 
open settings, such as around open boulders.

Darvill and Fernandes (page 2) use the International 
Federation of Rock Art Organizations’ (2008) definition 
of rock art as “everything inscribed or painted on rock 
surfaces possessing no utilitarian use” [emphasis added]. 
However, there are aspects of rock art that have utilitarian 
value to indigenous people, ranging from medicinal powder 
obtained from pecked cupules (e.g., Callahan 2004) and 
scraped pigment (e.g., Ndlovu, pages 233–234) to being a 
physical part of hunting rituals immediately adjacent to 
game drives (e.g., Loendorf 2008). To my mind, both the 
overall and detailed connections between rock art and certain 
descendant indigenous communities is a topic not sufficiently 
explored in the Preface. However, the connection between 
rock art and its socio-economic (i.e., aesthetic, tourist, and 
educational) and/or spiritual (i.e., traditional) significance 
among nearby custodial communities and/or indigenous 
descendants is mentioned in the volume by contributors 
such as Sharpe (United Kingdom), Janik (northeastern 
Scandinavia), Ramírez (Iberia), Kolber and Yoder (New 
Mexico), Brink (Alberta), Marshall and Taçon (Australia), 
and Ndlovu (South Africa).

In spite of these reservations concerning certain 
statements appearing in the Preface, the volume has a 
significant amount of useful ideas and information that 
could be of benefit to anybody interested in the research, 
recording, conservation, and management of rock art sites. 
Darvill and Fernandes (page 4) justifiably state that visitors 
will not spend time and money looking at rock art sites 
that are heavily damaged or in an advanced state of decay. 
Furthermore, success in simulated laboratory experiments 
may not necessarily yield results which are obtainable over 
long periods of time under natural conditions in the field 
(page 10). Their calls for a transdisciplinary and case-by-case 
approach also make practical sense.

The first 17 chapters, primarily dealing with rock art site 
management and preservation, are presented by geographical 
region, starting with England and Ireland, followed by 
Scandinavia/northwestern Russia, Portugal, Spain, the 
U.S.A., Canada, Colombia, Brazil, and Australia, and 
terminating with South Africa. Monitoring, conservation, 
and recording approaches are presented in Chapters 18 to 20. 
These include methods for monitoring rock art vulnerability, 
computer-aided simulation of rock erosion, and detailed rock 
art recording. Selected statements deemed relevant to rock 
art conservation and management are now presented on a 
chapter-by-chapter basis.
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...continued on next page

In his chapter on the conservation of petroglyph boulders 
in England, Darvill notes that it was not until the late 1990s 
that a governmentally coordinated and funded attempt was 
made to properly record, conserve, and manage rock art on a 
national level (recommended similar undertakings in other 
countries, potentially including the U.S.A., might create an 
extraordinarily useful database for a coordinated national 
rock art management and conservation undertaking). He 
underlines the importance of digitally geo-referencing 
petroglyph panels for the purposes of re-location, knowing 
that petroglyphs tend to be “invisible” during certain times 
of the year, month, or day, depending on sunlight angles and 
surface moisture. When it comes to recording for archival 
purposes, it is a good strategy to integrate geo-referencing 
with conventional textual descriptions and graphical 
depictions. Based on his extensive experience with different 
recording techniques of petroglyphs, Darvill suggests 
that laser scanning comes closest to visually recording 
the topography and texture of petroglyph panels which 
constitutes the kind of base-line information that is most 
useful when assessing kinds and rates of surface deterioration. 
The governmental protective designation of “guardianship” 
allows for hands-on management strategies at rock art 
sites open to public visitation, whereas a designation of 
“scheduling” denies the public automatic rights of access to 
a small percentage of extraordinary rock art sites. Due to the 
realization of unique factors at work regarding rock art sites 
and changes through time, Darvill and other contributors 
are justifiably reluctant to prescribe catch-all conservation 
and management strategies.

In the next chapter, Giesen, Mazel, Graham, and Warke 
note that northeastern English petroglyphs are under 
increasing threat from urban and agricultural expansion. 
Yet, destructive practices, such as quarrying, livestock 
scratches, and graffiti, currently are virtually non-existent. 
Contrary to conventional wisdom, specific lichens on open 
petroglyph boulders can be bio-protective on certain surfaces 
while others are bio-destructive on different surfaces. The 
authors propose a staged assessment for rock art sites, based 
on a risk assessment of a site’s actual current condition and 
potential risks; a rock art site’s current state of conservation 
is no guarantee for its future condition.

The chapter by Sharpe shows how the specialized skills 
of volunteers from different occupational backgrounds 
in England can be advantageous when it comes to a 
variety of tasks associated with rock art conservation and 
management, ranging from large-scale recording projects 
through data organization and curation to dealing with legal 
and infrastructural issues. Sharpe also discusses the Rock 
Art Mobile Project’s development of an interactive visitor 

experience through smartphone technology. The use of apps 
to identify and interpret rock art to a visiting public will go a 
long way towards education and shared custodianship among 
the population in general.

In their chapter on Irish petroglyphs, Twohig and 
Williams mention that fencing as a measure to protect 
passage tombs against vandals dates as far back as the 1860s. 
Comparison of their 1960s and 1970s photographs with 
more recent photographs shows that petroglyphs have not 
appreciably deteriorated over the past 40 years. Covering 
kerbstones during winter has helped with their preservation, 
while unsupervised sites have suffered more damage from 
visitors than those managed through controlled access.

Peacock, Lindgaard, Sognnes, Saeterhaug, and Turner-
Walker look at rock art site management in the cold regions 
of Norway. Petroglyphs on exposed bedrock pavements are 
subjected to freeze-thaw cycles, biologically related physical 
and chemical weathering, and solar insolation. One way 
to protect these rock art pavements from natural agents of 
deterioration was reburial with clay. However, such reburials 
were incompatible with growing expectations that the rock 
art should be available for the viewing public. A government-
funded rock art recording initiative in the late 1970s was 
followed by an additionally funded project to conduct 
condition assessments and test conservation techniques 
in the 1980s and 1990s. Due to the detection of minimal 
deterioration, hands-on interventionist conservation was 
not recommended. Among the findings was that surfaces 
that received the highest solar radiation were in the most 
friable condition. This tendency is the reverse of what is 
generally observed in more temperate climates, where 
surfaces receiving the most sunlight are the most “baked” 
and robust. When recording rock imagery, every effort was 
made to include natural features such as cracks and surface 
undulations. Filling in images with paint helped visitors 
identify them and prevent them from being trampled on. 
Visitor facilities, such as parking, walkways, and interpretive 
signage, have frequently been carried out on an ad hoc basis 
by concerned local volunteers. Winter covering of petroglyph 
pavements is done with removable PVC-enveloped insulation 
mats. Several badly weathered sites have been reburied with 
geotextile rolls and a layer of original soil. More recently there 
has been a movement away from hands-on conservation 
towards better planned visitor management and interpretive 
strategies. For example, instead of being in-painted, engravings 
are now left blank and are identified by strategically placed 
signage and other graphic media.

Labanova notes that the petroglyphs at Lake Onega 
in northwestern Russia have a relatively long history of 
recording and management, dating back to 1848. The 
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monitoring of lichen shows that they tend to be concentrated 
on higher surfaces. Comparison of recordings shows 
hardly any change due to natural forces through the years. 
Unfortunately, uninformed visitors have vandalized the 
site, to a large extent as a result of minimal management 
and rock art identification efforts. The best times of day to 
find new petroglyphs are during the early morning and late 
evening, while the best times of year are early autumn and 
late spring. It is worth noting that, like other petroglyph 
pavements in Scandinavia, those at Lake Onega are located 
on the shoreline, so they are at times inundated by water. 
The temporal “invisibility” of petroglyphs at liminal locales 
are viewed by certain indigenous people as having a spiritual 
component (e.g., Steinbring 2014).

At another Russian petroglyph site complex near the 
White Sea, within the same general region as Lake Onega, 
Janik discusses an approach known as “preservation by 
record.” This approach is to record entire sites in great 
detail where in situ conservation and management of rock 
art are not sustainable, mainly due to major changes in the 
surrounding terrain and insufficient funding for an all-
encompassing management infrastructure. Fortunately, 
however, Norwegian government funding enabled local 
carpenters to construct raised walkways and viewing 
platforms that in turn enabled visitors to view and appreciate 
the full extent of the complex.

Shifting gears from recording and managing sites in the 
sub-Arctic region of northern Europe, Fernandes looks at 
meteorological data in the Mediterranean setting of the Côa 
Valley, Portugal. The relatively warm and dry valley with its 
low population numbers makes for a convenient laboratory 
to ascertain if natural weathering correlates with changing 
slope aspects. Microclimatic monitoring of different 
aspects included collecting information on air temperature, 
precipitation, rock surface temperature, rock surface wetness, 
solar radiation, and wind direction and speed. Eastern faces 
yielded the highest dampness readings, whereas weathered 
northern slopes received the most rain. Fernandes cautions 
that because most rock outcrops are concentrated on slopes 
with a southeasterly aspect, the observation that the majority 
of petroglyphs in the Côa Valley occur on east- and south-
facing slopes could merely be a function of rock availability 
instead of rock weathering. Unfortunately, the available 
microclimatic sample yielded inconclusive results to establish 
a clear relationship between weathering and surface aspect. 
One reason for the inconclusive results is that information 
needs to be collected on an even more fine-grained and 
localized scale, taking cognizance of significant variations 
in surface topography across small distances in an uneven 

terrain. Overall, existing observations that south-facing 
petroglyphs are in the best condition suggest that moisture-
based weathering is more harmful than solar radiation and 
insolation.

Ramírez looks at pictographs on the inside surfaces of 
stones forming the chambers of megalithic monuments in 
Portugal and Spain. These dolmens are not isolated features, 
but linked to each other and other archaeological sites across 
a vast landscape. Proper conservation and management of 
any one dolmen cannot accordingly be done in isolation of the 
others. An estimated 60% of the damage to the pictographs 
has been caused by deliberate or inadvertent human actions, 
while the remainder can be ascribed to natural factors. 
These observations call for an emphasis on an inter-site 
management approach instead of preventative conservation 
measures. Looking at the tourist, research, historic, and 
aesthetic significance of each dolmen, the most relevant ones 
can be ranked according to their culture heritage importance. 
Additionally, a risk map can be developed looking at 
landscape-scale static risks (e.g., landslides), atmospheric 
risks (e.g., erosion), and anthropogenic risks (e.g., visitor 
pressure). Direct intervention options range from reburial 
(i.e., an extreme version of shutting the public out), through 
display with minimal direct action (i.e., low-level public 
visitation), to display with intensive direction (i.e., the rock 
art site being made a focal point). Indirect options include 
changes in ownership, agreements between landowners, 
cultural heritage legislation, advertisement, and education.

Bea and Angás discuss the monitoring of pictographs by 
three-dimensional laser scanning in the depopulated and 
impoverished Aragón area of Spain. Regional legislation has 
created cultural parks to help better manage and conserve 
rock art sites within them. With high resolution recording, 
it is possible to detect changes in surface topography and 
texture, such as the appearance and spread of cracks and 
spalls, plus granular disintegration and subsurface bulging.

Kolber and Yoder are pioneers in collaborative efforts 
between highly experienced rock art volunteers and the 
U.S. National Parks system to develop interpretive trails, 
accompanied by illustrated guide booklets and strategically 
placed graphic interpretive signs. They have also spear-
headed the discovery and recording of numerous petroglyphs 
and a few pictographs in and around the Chaco Culture 
National Historical Park, northwestern New Mexico. As an 
outflow of their work, a volunteer site steward monitoring 
program has been launched, as well as professional graffiti 
removal and camouflage efforts, and training of park staff. 
The development of a low-key and reversible management 
infrastructure, such as laying out easily modified roped trails, 
help park visitors identify hard-to-see petroglyphs, while 
steering them away from sensitive surfaces.
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Brink rightly points out that at the vast majority of rock 
art sites humanly induced damage poses a greater threat than 
natural agents to the survival of rock art. As an example, 
he cites the graffiti-covered glacial erratic (i.e., a boulder 
moved and deposited by a glacier) in Alberta, Canada. The 
south-facing red pictographs are faint and visible only in 
the shade or on humid days, and are at times difficult to 
distinguish from naturally occurring red stains on the surface. 
With the development of nearby residential subdivisions 
during the 1980s, graffiti started appearing in increasingly 
greater numbers on the boulder. With the construction of 
a nearby parking lot, trail, bathroom, and interpretive signs 
(the latter do not mention any rock art), graffiti on the rock 
reached a critical level by 2005. Following consultation with 
and the approval of Blackfoot elders, graffiti was removed 
with a pressure-wash sprayer in 2007. Unfortunately, at 
least five additional graffiti episodes have occurred after 
removal. Vandals do not seem to obey a psychological barrier 
created by a low steel cable. Brink calls for rock-art oriented 
signage and a pro-active educational outreach to the public, 
particularly with the message that the place has spiritual 
significance to indigenous people, and it should be treated 
accordingly. Moreover, a number of strategically placed 
camouflaged movement-sensitive surveillance cameras can 
help monitor and identify transgressors.

A brief history of Columbian rock art recording, 
conservation, and management, dating back to at least the 
1970s, is presented by Muñoz and Trujillo. The elegant 
graphic and textual recording, condition assessment, and 
digital documentation system and archiving of the Grupo 
de Investigación de Arte Rupestre (GIPRI) is particularly 
impressive and worth emulating. Also, physical analyses 
conducted on various surface samples suggest that among 
other factors, fluctuating humidity plays a major part in 
Columbian rock art weathering.

Lage and Lage refer to wasp nests obscuring rock art in the 
tropics of northeastern Brazil. Together with graffiti, insect 
nests and biological growths obscure the underlying rock art, 
and so they need to be removed carefully by specialist and 
experienced conservators. The authors justifiably remark 
(page 213) that in the conservation of rock art “there are 
no miracles, just some actions to minimize or slow down 
deterioration; looked at in the long term, it is impossible for 
us to prevent their eventual disappearance.”

When reading the chapter by Marshall and Taçon, one 
realizes that in many ways Australia has taken the initiative 
for a considerable time to “re-empower” indigenous people 
(page 214) “not only to guide conservators in their work 
but also to lead them.” Nonetheless, a continuing challenge, 
both in Australia and in other countries with descendant 
communities, is to create sufficiently sustainable rock art 

management and interpretive programs that will socially 
and economically benefit those communities. Another 
common theme in Australia and beyond is that indigenous 
communities are more concerned with human actions 
at places that contain rock art, instead of natural threats. 
Moreover, lack of monitoring and maintenance work 
following graffiti removal and the installation of viewing 
platforms has resulted in costly mistakes, such as additional 
graffiti and surplus vegetation near the platforms catching 
fire. Unlike England and Norway, Australia and the U.S.A. 
never had a nationally coordinated rock art recording, 
conservation, and management strategy. Among other 
potential benefits, a nationally coordinated program might 
provide Indigenous communities with the advantages and 
disadvantages of different research and management options.

But even where national or provincial-level conservation, 
management, and custodial policies have been implemented, 
such as in post-apartheid South Africa, Ndlovu shows 
how some unforeseen problems have surfaced. As in 
Australia, there has been a lack in follow-up measures 
once infrastructures were put in place at selected rock art 
sites. Many of the problems appear to be associated with a 
European concern with the physical condition of things on 
the landscape, such as intact rocks and plenty of animals, 
versus an indigenous concern with spiritual aspects of the 
same landscape. The Euro-centric freeze-frame approach to 
rock art sites moreover contrasts with indigenous peoples’ 
use of the same sites as an ongoing part of a living tradition. 
One result of these seemingly incompatible worldviews and 
site use is that well-intended efforts to promote rock art 
tourism have failed. Another reason for the failure of rock 
art-centered tourism is that people tend to visit rock art sites 
as part of a wider recreational opportunity spectrum, such 
as trout fishing or rock climbing. Basically, in the absence of 
other activities, rock art in isolation generally lacks the appeal 
to attract tourists on a sustainable basis (with the exception 
of a few comparatively dramatic and well-publicized rock art 
sites, such as the French Paleolithic dark zone caves).

Moving away from rock art management issues, the 
next chapter by Bemand, Liang, and Bencsik reviews in 
situ techniques to assess and monitor the condition of 
rock art. Most porous rock deteriorates as a result of the 
changing size in soluble and insoluble salts due to changes 
in humidity. Other agents of rock weathering include 
loss of soluble mineral components, freeze-thaw, and 
biological activity. Durability and hardness tests include 
rebound measurements, ultrasonic velocity measurements, 
and electric resistance measurements. A promising non-
destructive technique being developed is known as Optical 
Coherence Tomography. This technique involves the 
three-dimensional detection of light scattered back from a 

...continued on page 21
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New Home in Tempe, Arizona
By Scott Seibel

THE ARARA archives has a new, permanent, and 
very comfortable, climate-controlled home. Many 

members may be aware that the former facility at Deer 
Valley Rock Art Center was less than stellar. Though none of 
ARARA’s items were affected, an unusually heavy monsoon 
season in 2013 brought stresses on the facility’s roof of an 
inconveniently hydraulic nature. The facility, though a 
popular and wonderful rock art site and museum managed 
by Arizona State University (ASU) and enjoyed by many 
from throughout the Phoenix area, was also popular with 
smaller, furrier residents as well as the occasional scaly, 
legless visitor. Needless to say, these were not ideal conditions 
for an archive consisting of photographs, paperwork, and a 
library of books and journals, some quite rare. ASU acted 
quickly and moved the entire archive to a support facility 
near their main campus in Tempe that year. There it sat, safe 
and environmentally secure, but still in boxes. Lack of easy 
member access to the materials and slightly less-than-ideal 
archival conditions at this facility meant that this would not 
be a permanent solution, either.

A new memorandum of understanding (MOU) was 
negotiated with ASU and a newly refurbished facility was 
made available to house our archives at ASU’s Center for 
Archaeology and Society Repository in Tempe. CASR’s 
director, Dr. Arleyn Simon, ARARA’s point of contact with 
ASU regarding these negotiations, has generously allocated 
space in this modern, climate-controlled facility for our 
archives and library. Under Dr. Simon’s care, ARARA 
members can now rest assured that its archives will be safe 
and dry. But what about accessible? In the new facility, 
located on Alameda Avenue in Tempe and referred to as 
the “Alameda facility,” Dr. Simon has provided ARARA with 
room to house our archives on space-saver type moveable 
shelves and our library on bookshelves where members 
can, in the near future, easily access the books, articles, and 
journals. However, until this past August, the materials were 
still in boxes, tucked away in that support facility, high on a 
hilltop above Tempe. Dr. Simon needed help. And ARARA 
volunteers came to her aid.

Archives Committee members who lived relatively near 
Phoenix volunteered their time and vehicles, and gathered 
at the Alameda facility in the early morning on August 8. 
Mornings are when laborious activities occur in Sonoran 
Desert summers, as the afternoons become oppressively 
hot. Former Archives Committee chair Sandy Rogers drove 
from Ridgecrest, California. Our President Diane Hamann 
drove out from San Diego with her daughter, Emily. Evelyn 

Billo made the drive from Flagstaff with her son, Alan (and 
delivered a newly acquired box of donated materials for 
the archive). Local committee members Robert Schroeder 
and Scott Seibel, the latter now the new committee chair, 
rounded out the crew. We met Dr. Simon, who also lives 
nearby, and she led the caravan of pickup trucks and small 
SUVs to the support facility five miles away on Curry Road.

The materials were stacked on tables in two rooms in the 
Curry building, originally built as a children’s hospital, which 
sits next to a desert park on a prominent hilltop. A 1960s 
vintage hospital gurney served as conveyance equipment as 
did moving dollys, including one Sandy borrowed from the 
Maturango Museum and a rental provided by Robert (who 
also had the foresight to provide us all with an ice chest full 
of cold water bottles). The team easily fell into a system of 
loading dollys then unloading them into trucks, with Emily 
checking off the boxes on a printed inventory list (provided, 
again generously, by Dr. Simon) as we went. After only two 
such trips, we had the entire archive—about 200 boxes in 
all—moved, and stacked on the floor of the moveable shelf 
room in the Alameda building. We had completed the move 
in only three hours, when we expected it to take all day. 
Arleyn kept us fed with donuts and pizza as we spent the 
hot afternoon comfortably in the crisp, chilly shelf room, 
organizing boxes into main categories: donated materials, 
photos, ARARA organizational documents, committee 
history files, books, AIRA volumes, etc. We then split into 
two groups, some stocking the moveable shelves with the 
archive boxes, others putting library books on the fresh, clean 

Arleyn and Diane transport the Patient  
(photograph by Evelyn Billo).
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shelving units in the library room. By the end of Saturday 
afternoon, we were finished. All that remains is organizing 
the items, particularly the library, but what we thought would 
take two days was completed in only one.  In the coming 
months, the archives and reference library will be formally 
catalogued and organized, and a system will be implemented 
to make this a useable resource. Redundant and obsolete 
documents will be culled according to IRS guidelines, and 
duplicate volumes in the library will be considered as auction 
items at future conferences. Filing structure, usage guidelines, 
and formal donation procedures will be worked out and made 
available to ARARA members. Archival storage items such 
as acid-free boxes, envelopes, film sleeves, and pamphlet files 
will be procured as budget allows. Dr. Simon has agreed to 
let us employ students to help digitize the materials. Our 
archives are well on the way to becoming an available and 

Archive materials safely stored (photograph by Scott Seibel).

ASU CAS Repository’s shelving (photograph by Scott Seibel).

invaluable resource to rock art researchers! Thanks to all who 
helped with the move, all who have generously donated to 
the archives and its preservation, and to all at ASU/CASR 
for providing such a first-rate facility. 

Breen Murray during the Altamira and  
Neocueva field trip. 
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Information from a Knowledgeable Elder
By Anne Q. Stoll with Photographs by George Stoll 

READERS of La Pintura may recall a recent conversation 
with a Martian about the meaning of rock art. In some 

exasperation, the Martian finally said, “Well, why don’t you 
go ASK someone who knows what it means?!” And so we did. 
For four days this summer, we camped with Yidumduma Bill 
Harney, Senior Aboriginal Elder of the Yubulyawan clan of 
Wardaman people, at his camp Wynbarra No. 6 on Menngen, 
near Katherine, Northern Territory, Australia. Yidumduma 
Bill knows what the rock art in his area means—it depicts 
the Creation during the Dreamtime. Bill knows who made it 
and why, and fortunately for us “children,” as he calls us, he’s 
willing to share some of his knowledge about it. He can’t tell 
us everything of course—access to much of the knowledge 
is restricted, and Bill doesn’t welcome questions. Children 
are to sit quietly, listen, and learn.

Yidumduma Bill Harney was born on the banks of 
Brandy Bottle Creek on Willeroo cattle Station in Australia’s 
Northern Territory about 1936. He is the son of an Irishman 
and a Wardaman woman, and thus was targeted by “the 
Welfare” (Department) for removal to foster care. As a young 
boy he lived through harrowing times of fear and turmoil, 
forced to hide in the bush or cover himself with mud to 
make himself look darker (full blood). He watched as his 
sister was taken away by Welfare officers, never to return. 
Barely escaping her fate, Yidumduma Bill lived with his 
mother’s people, learning Wardaman customs, experiencing 
circumcision and initiation at age 13 and induction into Big 
Law at 18. At the same time, Bill adapted to the world of the 
“white fella,” becoming a first-rate stockman, saddle-maker, 
well-driller, and even for a time a “poddy-dodger” (cattle 
rustler), always excelling through his hard work. Bill not 
only learned the rules of both camps, he became a master of 
both. His biography, Born Under the Paperbark Tree (Wositzky 
1996), tells more of his remarkable life story. A second book, 
Dark Sparklers, details Yidumduma’s Aboriginal Astronomy 
(Cairns and Harney 2003). 

With all that he has witnessed and experienced, he 
might have grown up bitter but, in fact, Bill Harney has a 
quick smile, hearty laugh, and a cheerful, generous nature. 
At about 80 years of age, Yidumduma Bill today is a living 
bridge, a loving grandfather willing to patiently teach us 
about Wardaman rock art and how the world began. Here 
is an example of his instruction. Yidumduma Bill taught us 
how Willy Wagtail, “Trader of Songs and Stone Knife Man,” 
“boss of all the cutting tools,” made the spear point that finally 
stopped Old Rainbow Snake from flooding the world. You 
see, Old Rainbow was angry with Dungdung for leaving the 
water world and hooking up with the Sky Boss, Nagi, and 
making the Lightning children. It’s a marvelous story, full 
of plot twists and suspense. On the next page is the image 
Bill identified as depicting Willie Wagtail and a photo of 
the common Australian bird with that name. A Wardaman 
elder can and does connect these two, but as Robert Bednarik 
points out, our science cannot help us do the same for 
ourselves (Bednarik 2011:228). We can only be grateful for 
the chance to hear the story before the teller is gone.

Many ARARA members know Bill or have heard of him, 
and I’m happy to report that he has recovered his health and 
was in fine form when we were with him this June. Also, they 
may like to know that a Bill Harney Retrospective and Art 
Exhibition celebrating Bill’s life is planned for May 6–June 
30, 2016, at GYRACC (Godinymayin Yijard Rivers Art 
& Cultural Center) in Katherine, Northern Territory. If 

Here Yidumduma Bill tells us about Creation at the  
Gandawag Moon Dreaming site.

Bill laughs as he teaches us about the Rainbow Serpents and  
Lightnings at Wiliyngunyang.
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you needed another excuse to take advantage of the good 
rate of the Aussie dollar, here it is. For information, contact 
director@gyracc.org.au. Hopefully the retrospective will go 
on to Darwin and tour nationally. Also, be sure to follow Paul 
Taylor’s Yubulyawan Dreaming Project at www.ydproject.
com This is an amazing effort by Paul Taylor and friends to 
record and share Bill’s discourses online (www.paultaylor.ws 
and www.loydartists.com).
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William B. Murray Honored 
for Pioneering Rock Art 

Studies
By Amy Gilreath 

DR. William Breen Murray, scholar and Professor 
Emeritus in the Social Science Department at the 

University of Monterrey, was recently honored at the 
Third Colloquium for Archaeology, Anthropology, and 
Paleontology in Northeast Mexico (CAPAN), held October 
2015. About 80 rock art researchers participated in the 
conference. 

Bertrand Lobjois, CAPAN coordinator, commended Dr. 
Breen Murray for being internationally recognized for his 
40 years of rock art research contributions, for his studies 
of sites in northeastern Mexico, and for his long-standing 
association with the University of Monterrey. Others praised 
Dr. Murray for the many years he has given to protecting 
Mexico’s prehistoric rock art, for fostering tourism that 
is consistent with protection programs, and for his role as 
mentor and educator to generations of students, a number 
who have developed into accomplished archaeologists.

His guest lecture at the Conference was “ Iberian Rock 
Art: The Meeting of Two Worlds.” He reflected on his recent 
visit to Paleolithic rock art caves in Spain and Portugal, and on 
parallels that exist in rock art scholarship in both Mexico and 
Spain. Reflecting on the conference and the honor bestowed 
on him, Breen commented, “For me the best part was that 
there were over 50 papers presented in the event, many of 
them by colleagues and former students.” 

The event was held in the Museo de Historia Mexicana, 
which has posted all invited lectures, including Breen’s, 
and many videos of the conference. They are provided, for 
example, at www.iiicapan2015.blogspot.com/2015/10/
video-conferencia-magistral-alejandro.html or …blogspot.
com/2016/06/concurso-de-carteles-para-el-capan.html. 

It’s Membership 
Renewal Time

ARARA memberships expire on December 31, 
so now is the time to renew your membership for 
2016. Visit the Membership page at www.arara.org 
to renew online, or to download a Membership form 
(PDF format).

The image Bill identified as depicting Willie Wagtail,
the common Australian bird (inset).
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SISTERS in Spirit: Native American Stories in Rock Art and 
Beads is currently on exhibit at the Neville Museum in 

Green Bay, Wisconsin. Rock art watercolor artist Geri Schrab 
has teamed up with Karen Ann Hoffman, a traditional 
Iroquois-raised bead worker, to create the exhibit. 

In the center of the exhibit, four beaded council mats 
reflecting the four directions, revolve around a “Brother 
Sun” footstool. Vitrines sprinkled throughout display 
sparkling beaded objects and regalia that tell stories of the 
Haudenosaunne (Iroquois) that have been handed down 
through generations. Filling out the exhibit, 22 watercolor 
paintings of rock art in Wisconsin and the greater Lake 
Superior region complete the 2,500-square-foot gallery space. 

Suspended from the gallery ceiling, 14 small beaded 
canoes hang from an old Menominee birch bark canoe. 
Below is a platter painted in pictograph style by Menominee 
elder Mike Hoffman, and Geri’s watercolor painting “Mystic 
Journey,” reflecting an ancient pictograph canoe panel. 

The exhibit includes several video components that help 
the museum viewer better understand both the artwork and 
the historically important stories it represents. In one, Karen 
Ann tells the story of the Great Bear Hunt; another walks 
the viewer through Geri’s process of visiting and painting 

Sisters in Spirit exhibit, Neville Museum, through  
February 14, 2016 (photograph by Geri Schrab).

Paleolithic engravings at Penascosa, Foz Côa, Portugal (photograph by Ken Hedges).

Education and Cultural Collaboration Through Art
By Geri Schrab (www.gerischrabstudio.com) 

rock art sites, weaving in messages of respect, protection, 
and education.

To learn more about the exhibit and the related 
programming, visit www.nevillepublicmuseum.org. The 
exhibit goes through February 14, 2016. 
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sample that enables scanning cross-sections of fresh versus 
weathered sandstone surfaces, for example. The potential for 
using portable non-destructive testing equipment at open-air 
rock art locations will enable researchers to directly measure 
rock surface porosity and pore-size distribution.

Bagnoli uses computer-aided simulation of natural 
erosional processes as a mathematical tool to assess erosion 
and weathering rates and dating of petroglyph surfaces on 
marble. The mathematical model basically simulates the 
slow removal of rock particles from a small sample area 
under certain climatic conditions by running the erosion 
cycle at high speed. In an experimental application of the 
model on a flat piece of engraved marble in the Apuane Alps, 
cross-sections of billhooks and crosses were measured with a 
mechanical profiler and high-resolution digital camera. The 
profile-measurement information was then uploaded and 
analyzed within AutoCad to compare the different engraved 
profiles in terms of average annual rainfall. According to 
the technique, the billhooks are roughly 1,000 years old, 
predating the crosses by three centuries. Innovative and non-
destructive dating techniques like this one should be adopted 
by rock art scholars and conservators whenever possible, even 
though it cannot be used on all surfaces.

In the final chapter, Chadburn reviews UNESCO and 
ICOMOS initiatives regarding World Heritage Sites. Being 
designated a World Heritage Site implies a shared global 
responsibility to ensure the preservation of the site. The 
International Council of Monuments and Sites (ICOMOS) 
acts as a specialist adviser on cultural sites to the United 
Nations Educational, Scientific, and Cultural Organization 
(UNESCO). Globally, human activity is considered as 
having the biggest negative impact on rock art sites, instead 
of natural erosion and weathering. Citing Stonehenge as a 
case study in research and conservation, Chadburn shows 
how Bronze Age axe and dagger carvings on Stone 53 of 
Stonehenge have remarkably gone undetected up until 1953. 
It might have been hard for me to believe that these carvings 
were hidden in plain sight for so many years had it not been 
for my own encounter with ostensibly invisible 800-year old 
Mississippian Period pictographs painted on a high river bluff 
in northeastern Alabama. Stonehenge and Painted Bluff are 
but two examples suggesting that our knowledge of rock art, 
even at the basic level of visual recognition, is more limited 
than commonly assumed. Although rock art is valued by 
UNESCO and ICOMOS, it remains underrepresented on 
the World Heritage List.

The chapters, of course, contain far more ideas and 
substantive details than summarized in this review. Readers 
will also find the references lists at the end of each chapter 

as useful guides for additional reading. Although the quality 
of the original photos and line drawings appears to be good, 
printing them in small formats makes it difficult to detect 
details, especially on many of the maps. Also, some of the 
chapters that have been translated into English are difficult 
to follow. Other than these presentational problems, those 
interested in the conservation and management of rock art 
sites can benefit from purchasing a copy of the book.
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ARARA Addresses
ARARA has several addresses. To get the most timely 
response, please send your inquiry to the right place.

Membership
For all Membership matters, including new and renewal 
memberships (see full membership information on inside 
back cover), replacement of undelivered issues of La Pintura, 
and corrections or changes in membership information and 
addresses, contact:

ARARA Membership 
Donna Yoder 
2533 W. Calle Genova 
Tucson, AZ 85745-2526 

donnayoder@cox.net

La Pintura Editorial Matters
For editorial matters relating to La Pintura, including 
letters and articles for publication (see guidelines on inside 
back cover), preferred contact is by e-mail:

William Breen Murray, Editor 
WBMurray1@yahoo.com 

             

The Editor of La Pintura lives in Mexico, so please be 
advised that forwarded postal mail will be delayed and 
communication by e-mail is preferred. If necessary, postal 
mail for the La Pintura Editor may be sent to:

ARARA 
Attn: Editor, La Pintura 
c/o Jack Wedgwood 
1884 The Alameda 
San Jose, CA 95126-1733

For matters regarding production of La Pintura, contact:

Amy Gilreath 
Far Western Anthropological Research Group, Inc. 
2727 Del Rio Place, Suite A 
Davis, California 95618 
amy@farwestern.com

For All Other Correspondence
The official mailing address for ARARA is:

ARARA 
c/o Jack Wedgwood 
1884 The Alameda 
San Jose, CA 95126-1733

La Pintura is the official newsletter of the American Rock 
Art Research Association. Subscription to this publication 
is a benefit of membership in ARARA. Back issues of La 
Pintura are available electronically on the ARARA website, 
http://www.arara.org.  

International Newsletter on Rock Art
INORA — The International Newsletter on Rock Art, edited 
by Jean Clottes and published in French and English three 
times a year (February, June, November) — is available 
to ARARA members for $25 a year. Subscribe through 
ARARA and save the $10 French bank charge. The 32-page 
newsletter contains the latest international rock art news. 
To subscribe, send a check for $25 made out to ARARA to:

Donna Gillette 
1147 Vaquero Way 
Nipomo, CA 93444-6657 
donna@dgillette.com

Call for Papers 
for La Pintura

ARARA members would love to read about your new 
rock art discovery, recording project, or new idea for 
interpretation. La Pintura needs members to submit articles 
on current research or fieldwork. Doing so will make La 
Pintura a better journal. Editorial guidelines can be found 
on the inside back cover of every issue.

Editorial Deadlines for La Pintura
To insure timely publication of each issue of La Pintura, 
please follow the following schedule of deadlines for all 
editorial copy and other submissions:

2016 Issue 1: January 15, 2016
2016 Issue 2: April 15, 2016
2016 Issue 3: July 15, 2016

2016 Issue 4: October 15, 2016

Send all materials for inclusion in La Pintura to: 
William Breen Murray, Editor 

WBMurray1@yahoo.com
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ARARA Code of Ethics
The American Rock Art Research Association subscribes to the 
following Code of Ethics and enjoins its members, as a condition of 
membership, to abide by the standards of conduct stated herein.
1. All local, state, and national antiquities laws will be strictly adhered 
to by the membership of ARARA. Rock art research shall be subject to 
appropriate regulations and property access requirements.
2. All rock art recording shall be non-destructive with regard to the 
rock art itself and the associated archaeological remains which may be 
present. No artifacts shall be collected unless the work is done as part 
of a legally constituted program of archaeological survey or excavation.
3. No excavation shall be conducted unless the work is done as part of 
a legally constituted excavation project. Removal of soil shall not be 
undertaken for the sole purpose of exposing sub-surface rock art.
4. Potentially destructive recording and research procedures shall be 
undertaken only after careful consideration of any potential damage 
to the rock art site.
5. Using the name of the American Rock Art Research Association, 
the initials of ARARA, and/or the logos adopted by the Association and 
the identification of an individual as a member of ARARA are allowed 
only in conjunction with rock art projects undertaken in full accordance 
with accepted professional archaeological standards. The name ARARA 
may not be used for commercial purposes. While members may use their 
affiliation with ARARA for identification purposes, research projects 
may not be represented as having the sponsorship of ARARA without 
express approval of the Executive Committee.
The ARARA Code of Ethics, points 1 through 5, was adopted at the 
annual business meeting on May 24, 1987. The Code of Ethics was 
amended with the addition of the opening paragraph at the annual 
business meeting, May 28, 1988.

ARARA Officers & Board
e-mail: ARARABoard@gmail.com 

  President   Diane Hamann
  Vice-President  Sandy Rogers
  Secretary   Jennifer Huang
  Treasurer   Jack Wedgwood
  Conference Planner Donna Gillette
  Board Members  Ann Brierty 
      Troy Scotter
      Scott Seibel
      Karen Steelman
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The American Rock Art Research Association 
is a non-profit organization dedicated to encour-
age and to advance research in the field of rock 
art. Association members work for the protec-
tion and preservation of rock art sites through 
cooperative action with private landowners and 
appropriate state and federal agencies.
    The Association strives to promote non-
destructive utilization of rock art for scientific, 
educational, and artistic purposes. This is ac-
complished through a wide-ranging program 
to inform and educate the members as well 
as the general public regarding the rock art 
heritage of the United States as well as world-
wide. These goals are comunicated through 
the quarterly newsletter, La Pintura. Annual 

three-day conferences give both members and others interested in rock 
art the opportunity to share professional papers, slide presentations, and 
informal discussions.
 Membership in the American Rock Art Research Association is 
open to all with an active interest in research, non-destructive use, and 
preservation of rock art, regardless of their nationality or country of 
residence. Membership fees are:
   Donor  $120.00
   Family  $50.00
   Individual $45.00
   Society/Institution $60.00
   Student  $35.00

*Student rate requires photocopy of current student 
ID. Foreign members please add $5.00 for Canada/
Mexico, $10 for other countries.

 Membership runs from January 1 through December 31 of each year. 
The Association is concerned primarily with American rock art, but 
membership is international in scope. Benefits include La Pintura, one 
copy of American Indian Rock Art for the year, reduced conference fees, 
and current news in the field of rock art. More importantly, membership 
means a shared concern for the ongoing conservation and preservation 
of one of the most significant elements of our heritage. Send member-
ships to:
     ARARA Membership
     Donna Yoder
     2533 W. Calle Genova
     Tucson, AZ 85745-2526
     e-mail: donnayoder@cox.net
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