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ARARA 2017 Conference – Redmond, Oregon
By Monica Wadsworth-Seibel, Dave Kaiser, Jim Keyser, Mike Taylor, and Valarie Anderson

PLANS continue for the ARARA 2017 Annual 
Conference to be held June 1–5 at the Lodge at Eagle 

Crest. The event is just outside of Redmond, Oregon, a few 
miles north of Bend. Jim Keyser is the area Chair, and he and 
his team have been very busy securing field trips as well as 
some wonderful speakers.

Be sure to arrive Thursday afternoon, June 1, in time to get 
your registration packet and attend the field trip coordination 
meeting/open bar social event. Field trips are being planned, 
per usual, for Friday and Monday, June 2 and 5, with ARARA 
presentations given Saturday and Sunday, June 3 and 4. 

Authors wishing to have their paper considered for 
publication in American Indian Rock Art (AIRA), Volume 
44 (to be published by the 2018 conference date) are urged 
to bring a final copy (including complete 
text with references cited and all graphics 
with captions) on disc or flash drive to be 
turned in to Editors Jim Keyser or David 
Kaiser or Publications Chair Ken Hedges 
at the conference. Final deadline for paper 
submission is August 1. Authors must adhere 
strictly to the AIRA Style Guide available on 
the Publications page at www.arara.org both 
for text and illustrations. Instructions for 
uploading your digital files are in the Style 
Guide. You may address any questions to 
Jim Keyser at jkeyserfs@comcast.net, David 
Kaiser at albion2000@netzero.net, or Ken 
Hedges at ararapublications@rockart.us. 
All papers are subject to peer review before 
final acceptance. If you have suggestions for 
reviewers for your AIRA paper, please provide 
names to Jim Keyser or David Kaiser along with your paper.

The conference logo is a petroglyph of a bugling elk now 
found at Columbia Hills State Park on the Columbia River. 
The petroglyph, originally carved at Petroglyph Canyon in 
an area now inundated by the waters of Celilo Reservoir, is 

part of the Temani Pesh-Wa interpretive trail at the park.
There will be a number of invited speakers for the 

2017 ARARA conference and some events are being held 
in collaboration with Archaeological Society of Central 
Oregon (ASCO). Banquet speaker Robert David, a local 
Klamath Tribal member and recent Ph.D. graduate from 
U.C. Berkeley, will focus on rock art of the Klamath Basin, 
a topic on which he has published extensively, and which 
formed the basis for his M.A. thesis and Ph.D. dissertation. 
Conference plenary speaker Angelo Fossati, from the Italian 
archaeological cooperative Le Orme dell’Uomo, will describe 
the rock art of Gobustan, a little-known UNESCO World 
Heritage Site in Azerbaijan. Angelo recently completed a 
Cultural Landscape Management Plan at Gobustan National 

Park. Angelo will also speak on June 1 as 
part of the ASCO meeting and at a public 
presentation during the conference as part 
of ARARA’s community outreach.

The closest airport to the conference 
venue is Roberts Field (RDM) in Redmond—
with convenient car rentals available at 
the airport, along with grocery stores, 
restaurants, and other amenities in town. 
The conference hotel and conference center 
is the Lodge at Eagle Crest, approximately 
five miles west of Redmond, ten miles east 
of the old western town of Sisters, 13 miles 
north of Bend, and a short 10-minute drive 
from the airport.

Please contact any one of the following 
organizers should you have questions: Local 
Chair, Jim Keyser, jkeyserfs@comcast.

net; Conference Coordinator, Monica Wadsworth-Seibel, 
wadsworth-seibel@cox.net or wadsworth@gatewaycc.edu, 
and Program Chair, Louis Hillman, ARARA.Pgm.Chair@
gmail.com.

We look forward to seeing you in Oregon!  
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President's Message Call for Papers, ARARA 2017
By Lou Hillman, Program Chair

...continued on page 6 ...continued on next page

ARARA invites proposals for presentations at the 2017 
Conference in Redmond, Oregon. The official Call for 

Papers and the electronic submission form are now posted on 
the ARARA website. Proposals are to be submitted using our 
online web form, available at www.arara.org/2017_paper_
application.html

 Presenters do not have to be ARARA members to 
present, but current ARARA members whose papers are 
accepted will be given preference. Presenters must register 
for the conference by the pre-registration deadline. 

Deadline for Submittals
The deadline for submission is February 1, 2017. The 

Program Review Committee will examine applications, and 
the Program Chair will notify applicants of the Committee's 
decision as soon as possible. 

If you need an early decision for funding purposes or travel 
permission, contact the Program Chair as soon as possible. 

Students
ARARA encourages student participation, whether as 

presenters or attendees. A student who is the presenter of a 
paper, report, or poster will receive free registration, a free 
banquet ticket, and a travel/lodging stipend. Non-presenting 
student attendees will receive reduced registration and a free 
banquet ticket. Please indicate on the 2017 Online Paper 
Application Form which authors are students, so that the 
Education Committee can contact you.

Presenters 
Applications must designate their presentations by 

Format as well as Type. 
Format categories consists of:
• Paper: 13 minutes of presentation, 5 minutes of 

questions (presenters may forego the question period 
to allow additional presentation time). Total 18 
minutes.

• Report: 8 minutes of presentation, no time for 
questions. Total 8 minutes.

• Poster: Displays set up in the conference area, with 
scheduled times for presenters to be available for 
contact with viewers.

Type categories consist of: 
• Formal research
• Site description
• Technical
In order to accommodate as many presentations as 

possible during our limited conference time, ARARA 

YOUR ARARA Board has been busy this summer. 
When we met in Las Cruces, we agreed to hold a two-

day meeting in the summer to focus on a few issues that 
warranted extended discussion. We met in the third week 
in July at the ASU’s Archaeological Research Institute in 
Tempe, Arizona. Tempe is centrally located for the Board 
members’ travel and has the added advantage of being where 
ARARA’s archives and library are housed. 

Among other agenda items, the Board reviewed committee 
reports and allocation requests and devoted most of a day to 
an in-depth review of the Bylaws. Over the past several years, 
the Board has identified a number of sections in the Bylaws 
that need updating; some of these changes are for grammatical 
corrections or consistent use of language and terms. More 
substantive questions and issues have also arisen, some from 
Board discussions, others brought to the Board’s attention by 
members. All of these were compiled and sent on to the Bylaws 
Committee for their consideration. Mavis Greer agreed to 
chair the Bylaws Committee, and I want to thank her, Helen 
Crotty, Mary Gorden, Richard Otter, and Teddy Stickney for 
agreeing to serve and to tackle this important task. 

Another major focus for the Board’s July meeting was 
the possible grant program. This was our first chance to fully 
discuss the responses from the member survey done just before 
the Las Cruces meeting, additional comments and discussions 
held with members during the conference in Las Cruces, 
and the short session on Sunday at noon where we met with 
members who were interested in, and quite vocal about, what 
ARARA should and shouldn’t do regarding a possible grant 
program. One easy conclusion from all of the member input: 
there is little unanimity about what ARARA should do, except 
that we should do something. The Board continues to discuss 
what that “something” will be. The Board has heard many 
contradictory statements about tax ramifications, non-profit 
status, the ease or difficulty of grant administration, etc.; we 
all left the July Board meeting with follow-up tasks so that we 
have more, and solid, information on these and other topics for 
our next discussion. Whatever the final decisions, the Board 
needs to think this through and make sure the decisions serve 
ARARA’s goals and interests—and those kinds of decisions are 
best made with deliberation, not speed. 

The Board is also currently discussing ARARA’s website. 
Web Committee Chair and Webmaster Ken Hedges 
submitted a proposal for the redevelopment of the website, 
which sparked a discussion, not only about the proposal itself 
and alternate approaches, but also about the purpose of the 
website and what functions are necessary to accomplish 
ARARA’s goals. While we work our way through those issues, 
we also have to consider who will be the next webmaster: Ken 
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The Lodge at Eagle Crest 
Reservations for ARARA 2017

By Monica Wadsworth-Seibel

It’s Membership Renewal Time

reserves the option of requesting that a Paper be changed 
to a Report or Poster. 

English is the preferred language for presentations. If 
your presentation is in another language, you are expected 
to provide handouts with a translation or summary of your 
paper in English. ARARA does not provide interpreter 
services, or pay for the printing of handouts. 

Abstract Submission Instructions 
An application abstract can be up to 150 words. Complete 

the form online (hyperlink above). It cannot be downloaded 

to your computer. When you click "SUBMIT," the website 
will automatically 1) send your application to the Program 
Chair, and 2) send a copy of your submission to the e-mail 
address entered on the form. 

If you want to print the filled-out application from your 
browser in addition to having the application e-mailed to 
you, print the screen before clicking "SUBMIT"—the submit 
button clears the form. 

If you cannot submit from the website, or for help or 
further information, please e-mail ARARA.Pgm.Chair@
gmail.com, or call (585) 615-2801.  

Call for Papers… continued from page 2

Another teaser for the 2017 Oregon Field Trips. This panel is at 
Columbia Hills State Park (photograph by Mike Taylor). 

IT is time to make your reservations for the 2017 ARARA 
Conference in Redmond, Oregon. The conference runs 

June 1–5, 2017. The room rates below start June 1, for those 
arriving on Thursday for registration and the field trip 
coordination meeting/open bar social event. This conference 
presented us with challenging choices in venues with respect 
to availability and cost since Bend and its surroundings are 
destination towns for many activities and events. After much 
consideration, it was decided that the Lodge at Eagle Crest, 
five miles west of Redmond would be able to provide lodging, 
as well as an easy to access conference center right across the 
lane. While most rooms include a refrigerator, coffee maker, 
and microwave, you’ll want to verify a microwave for some 
rooms when you make your reservation. Lodging is $117.18 
for a Double Queen, $136.88 for a King Suite, $215.65 for 
a two-bedroom condo, and $255.04 for a three-bedroom 
condo. There are taxes and fees of 17.8%, with plenty of 
parking at no additional cost. For reservations please call 
877-790-6271 and reference the “ARARA 2017” group.

The King and Queen rooms are on the first two floors, 
and are rented as a Holiday Inn Resort. The two- and three-
bedroom condos located down the lane are also included as 
part of the Holiday Inn conference lodging; each unit can 
probably accommodate several parties. The third floor of 
the hotel is available as a Wyndham Time Share. The rooms 
there would be made available to those members based on 
availability and are not included in the rooms described 
above. If you have any questions, please email wadsworth-
seibel@cox.net.  

ARARA memberships expire on December 31, so now 
is the time to renew your membership for 2017. Visit 

the Membership page at www.arara.org/membership.html 
to renew online, or to download a Membership form (PDF 
format). Renewal reminders have been sent to members.

Please note that Jan Gorski has assumed the role that 
Donna Yoder so ably filled for so many years as the keeper 
of our Membership roster. (If you have been in the habit 
of regularly mailing your dues, please note Jan’s address in 
Colorado, at the bottom of the PDF form.)

Annual fees are a mere $50 per family and $45 per 
individual. Reflective of ARARA’s efforts to promote student 
involvement, the fee for a student is $35.   
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XX Congress, 
IFRAO 2018

SDRAA Annual 
Symposium Debrief

By Amy Gilreath 

ABOUT About 150 rock art enthusiasts congregated 
in San Diego, California, on November 5 for the 41st 

Annual Rock Art Symposium presented by the San Diego 
Rock Art Association. The well organized, full-day program 
included 16 sequential presentations. Sorted by general 
geography, five presentations addressed rock art found 
in the greater Southwest, four addressed rock art found 
in the Colorado Desert, one in San Diego County, two in 
the southern Great Basin, two considered Baja California 
pictographs, one presentation was on High Plains rock art 
at a site in Montana, and one reviewed exquisite Saharan 
rock art in Chad. 

I’ll start with the Southwest archaeological rock art 
presentations. Bernard Jones (Christopher Drover, co-
author) shared evidence of what they consider Flower 
World iconography in the Puerco and Little Colorado rivers 
watersheds. Their interpretations build on the foundational 
works by Jane Hill, Kelley Hays-Gilpin, and Janine Hernbrode 
on Southwestern manifestations of this Uto-Aztecan 
symbology, and they reached further afield to consider Karl 
Taube’s Mesoamerican work. David Sucec provided an 
overview of the findings from 25-years worth of work on the 
Barrier Canyon Style Project. The core area for this style is 
the Colorado/Green rivers’ confluence, though the project has 
amassed data on the style’s considerable variability and vast 
regional extent, from St. George, Utah, all the way upstream 
to southern Wyoming. In his address, Steven J. Waller 
considered linkages between parrots and parrot-like bird rock 
art motifs, the extent of the prehistoric macaw trade network, 
the birds’ ability to repeat words spoken by humans, and the 
echo phenomenon. Ken Hedges re-examined the well known 
purported supernova panel in Capitol Reef National Park, 
Utah, and convincingly reasoned that the panel has a modern 
man-in-the-moon design and most historic inscriptions at the 
site date to after A.D. 1903. He pointed the audience to Krupp 
(2015), who debunks the notion that the A.D. 1054 supernova 
was ever rendered in prehistoric rock art in the United States. 
The final presentation addressing a Southwestern site was 
also the lone paper at the symposium that was concerned 
exclusively with historical rock art. Amy (Leska) Marymor 
(Leigh Marymor, co-author) reviewed a purported Western 
Message Petroglyph (WMP) site in Pleasant Creek, Utah, that 
is superficially like the 30-some other WMP sites on record. 
Comparing this one site to all other WMP sites led them to 
firm-up the criteria that bona fide WMP sites share—the 

THE dates, place, and theme for the next IFRAO 
Congress have been announced. The Call for Session 

Proposals is also now open. 
The Centro Camuno di Studi Preistorici/(CCSP) 

and the Società Cooperativa Archeologica “Le Orme 
dell’Uomo”(Footsteps of Man Archaeological Cooperative 
Society) have the pleasure to invite you to the 20th 
International Rock Art Congress which will be held in 
Valcamonica, Italy, from August 29 to September 2, 2018.

This major event takes place 50 years after the first 
Valcamonica Symposium, marking 30 years since the 
foundation of IFRAO and the 30th anniversary of the 
Footsteps of Man Archaeological Cooperative Society. The 
theme for the 20th Congress is Standing on the Shoulders 
of Giants. 

The Congress will cover a range of topics relevant to rock 
art, archaeology, culture, and society, from its first appearance 
to current forms. During five days, leading experts in the 
field, researchers, along with young scholars and enthusiasts, 
will gather and present the latest results and studies on rock 
art, rupestrian archaeology, and other relevant research 
fields on Palaeolithic and Post-palaeolithic art from all over 
the world. More than 30 sessions, workshops, key lectures, 
and exhibitions are being planned. Live streaming of certain 
events is also being planned. In addition, excursions before 
and after the Congress in Valcamonica and to others areas 
of the Alps are being arranged.

The organizers invite session proposals, each led by at 
least two and a maximum of four people from at least two 
different countries and organizations. The accepted sessions 
will be chaired by at least two people who will attend the 
Congress. The chairpersons of each session will be asked 
to promote, invite speakers, coordinate the presentation of 
papers, and edit the session proceedings.

Session proposals should reach the Congress Secretariat 
by January 15, 2017. The scientific committee will meet 
on January 31, 2017, and the list of chosen sessions will be 
published.

For additional information, visit http://www.ccsp.it/
web/Ifrao2018/IFRAO2018_eng.html or email ifrao2018@
ccsp.it.

On behalf of the organizing committee, we hope to see 
you in Valcamonica.

—Angelo Fossati, General Secretary,  
Mila Simões de Abreu (CCSP) and Andrea Arcà 

(Footsteps of Man), Scientific Coordinators   
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Pleasant Creek site doesn’t make the cut. 
Each of the four Colorado Desert papers considered 

previously recorded sites that have benefited from recent 
relocation and reexamination. Mary Jespersen, a California 
Archaeological Site Steward Program (CASSP) volunteer, 
described finding a pair of sites in the Indian Pass Wilderness, 
in Imperial County, California, containing pictographs, a 
trail, and a pot-drop. As testament to life being full of funny 
coincidences, she and her co-author/husband, Martín R. 
Jespersen, happened to be in the audience a year or two ago 
when Ken Hedges gave a presentation that included a photo 
that Malcolm Rogers had taken of the pictographs that the 
Jespersens had recently "discovered." Two back-to-back talks 
considered a pair of Colorado Desert petroglyph sites in 
eastern Riverside County, California. Martín Jespersen, also 
a CASSP volunteer, summarized the inventory of petroglyph 
motifs at the sites, based on panel-by-panel recordation. The 
sites include Archaic, Patayan, and Scratched design elements 
as well as a few contact-period elements made in a traditional 
fashion (e.g., a pecked quadruped/horse[?] with a rider[?]), 
and some elaborate historical writing. Jespersen’s talk was 
followed by Steven Freers, who focused on the scratched 
designs at the same sites, with the goal of determining 
chronological placement relative to the other manufacturing 
techniques represented. A few conclusions from his work: 1) 
sometimes it is really, really hard to determine if scratching 
is on top of or underneath a pecked design; 2) sometimes it 
appeared that a draft of a design was first scratched onto the 
surface before it was pecked out; and 3) scratching trends 
to predate historical writing, but that is not absolute. John 
Rafter reported on his ability to discover "solar interactions" 
with rock art and milling slicks in Coyote Hole Canyon, on 
the north edge of Joshua Tree National Park, California. 
He was able, for example, to find several locations where, 
only on winter solstice, slivers of sunrays come through a 
notch on the ridge or come over a high point on the ridge 
and illuminate a panel or milling slick. One thread of his 
presentation ran through comparable summer solstice 
phenomena he witnessed at this site, to a Chemehuevi sun/
female fertility myth, and to elements he identifies as sun 
and female torso symbols. 

Given where the conference was held, it was a bit out 
of pattern that only one San Diego County rock art study 
was presented. Gregory Erickson (Steven Freers, co-author) 
described recent findings at a site in the northeast part of 
the county where Rancho Bernardo and San Luis Rey style 
pictographs occur on different boulders. Their discovery 
directly results from using a DStretch-enabled phone 
camera in the field. Both styles are fairly well-represented 
elsewhere in the county, but we currently know of no 
other site where these two distinctive styles occur in this 

same site but on separate boulders. Curated archaeological 
collections from the site might contain materials that further 
our understanding of the temporal and social relationships 
between ancestral Kumeyaay-Ipai and Luiseño Native 
Americans in this area.

The southern Great Basin papers included a presentation 
by Alan P. Garfinkel on Coso rock art in Inyo County, 
California, and another by Peter W. Merlin on Pahranagat-
style anthropomorphs rendered as pictographs in Lincoln 
County, Nevada. The former gave special consideration to 
rock art depictions of projectile points—now interpreted 
as dart forms and Humboldt Basal-notched bifaces/
knives—and designs where such elements form ornate 
headdresses on anthropomorphs. He posited that such 
anthropomorphs may represent an Animal Mistress, and an 
association with fertility. The latter paper showed a handful 
of examples of painted anthropomorphs found in the area 
where Pahranagat-style rock art occurs (roughly equating 
to central Lincoln County, Nevada). Merlin perceives 
stylistic similarities between these pictograph elements and 
Pahranagat-man petroglyph elements. 

Baja California rock art was addressed in two 
presentations, one by Eve Ewing, one by Jon Harman. Ewing 
used images from three sites—Serpiente I, Serpiente II, and 
Cueva Mono Alto—to construct a hypothetical symbolic 
relationship between bold snake and deer pictographs and 
natural, irregular vertical fissures in the bedrock formations. 
She perceived that snakes were an underworld figure, and 
deer an earth or surface-world figure. The fissures functioned 
as the axis mundi connecting earth and heaven, and were 
the path for ascension. The natural fissures necessarily 
influenced where these key characters or spirits were placed 
on shelter walls. Harman provided the closing presentation 
for the day’s events, presenting the most recent results from 
his ongoing study of Great Mural style rock art sites. In this 
presentation, he associated deer drawn with a gently curved, 
concave belly with Great Mural style rock art, then noted 
that the distribution of such designs extends north of what 
is generally considered the limit of Great Mural rock art. 

In yet another example of new designs discovered with 
the use of DStretch, Lawrence Loendorf discussed the results 
from revisiting Valley of the Shields, on the Montana side 
of the Montana/Wyoming state line. Previous work at this 
complex of rock art sites had identified about 70 shield 
figures, as well as some other pictographs, and two rounds 
of radiocarbon dating place Castle Garden style rock art at 
A.D. 1450-1650 (having identified and accounted for the 
"old wood problem" that led to a previous age assignment 
of ca. A.D. 1150-1250). DStretch specifically resulted 
in the discovery of new shield figures, horses, v-neck 
anthropomorphs, and parfleches or medicine bundles at the 

...continued on next page
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site, which, taken together, suggest some rock art at the site 
dates to as recent as A.D. 1750.

Though I didn’t poll attendees, I had the distinct 
impression that Jeff LeFave showed the most stunning rock 
art images of the day—Niola Doa's "beautiful ladies" found 
in the red sandstone Ennidi Massif in Chad. These life-
sized, if not larger, ladies were rendered as petroglyphs with 
extraordinarily intricate designs. And if the conference were 
handing out an Extreme Travel Award, LeFave would have 
been the unanimous winner, spending 6½ days of hard 4WD 
travel through the (nearly uninhabited) Sahara and camping 16 
days in what we have come to think of as a Martian landscape, 
for the opportunity to study this most remarkable art work. 

SDRAA... continued from page 5

MARION lost a long battle with medical issues and 
passed from this life at her California home on May 

18, 2016. "Life is not a dress rehearsal," she was fond of saying, 
so you better live it to the fullest—and she did. 

Marion was an early volunteer for the Peace Corps in a 
Tanzanian grade school, and then returned home to earn 
a Master’s degree in Anthropology at George Washington 
University. She taught in an inner city school in Baltimore 
before moving west to Mexico and then to California where 
she owned a commercial-design company. 

She was preceded in death by her son Emilo in 1993, a college 
engineering junior, who was killed by a houseboat propeller. 
Marion quickly began learning about other houseboat propeller 

told the Board that he wishes to relinquish the webmaster 
position once a new website is deployed. Part of the impetus 
for the redevelopment proposal is to have the website in 
a format that would not require extensive programming 
knowledge in order to maintain it. Ken has been ARARA’s 
webmaster for over six years and has revamped many 
aspects of the website, upgrading the forms to enable online 
functionality and implementing electronic payments. He has 
worked hard to bring some measure of consistency to the 
pages that are used most often, but now he wishes to focus 
on being Publications Committee Chair. As our discussions 
about the website’s purposes and functions progress, we will 
also be finalizing a webmaster job description; we plan on 
distributing that to members via email in the near future with 
a call for volunteers to take over the webmaster position. In 
the meantime, if you have skills in this area, please think about 

President's Message... continued from page 2

accidents, about propeller guards, and how they could prevent 
many houseboat propeller accidents. She founded SPIN (Stop 
Propeller Injuries Now), a non-profit awareness and advocate 
group for propeller victims, and aggressively challenged the U.S. 
Coast Guard to improve boating safety. 

Marion’s involvement with rock art started about 
two decades ago when she began visiting rock art sites 
and attending ARARA meetings. She was a very capable 
researcher who enjoyed helping others with rock art related 
projects. ARARA members will likely remember her as the 
woman who asked the intelligent questions after speakers 
gave their talks at meetings. 

Remembering Marion Irving de Cruz
By Larry Loendorf 

possibly taking this on when the call hits your email inbox. 
Final ly, Vice President Sandy Rogers resigned 

unexpectedly in October. The Bylaws charge the Board 
with appointing a replacement until his term is over. The 
Board is moving quickly but deliberately on this matter and 
is consulting with the Chairs of the Nominating Committee, 
Chris Gralapp and Mavis Greer, to help identify candidates 
with the experience and knowledge needed to serve as 
ARARA’s Vice President. 

Mark your calendars for our next annual meeting June 
1-5, 2017, in Redmond, Oregon. Note that our 2017 meeting 
will be held the weekend after Memorial Day. 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  

Well done, San Diego Rock Art Association, and 
especially Ken Hedges (for moderating), Steven Freers (for 
handling the audio/video), and the bank of volunteers at the 
registration desk. We look forward to returning to sunny 
San Diego next year for another equally stimulating rock 
art symposium.

References Cited
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Remembering Georgia Lee
By William D. Hyder

"YOU need to meet Georgia Lee."
Mark Oliver and I were sharing our slides of the 

few Chumash rock art sites we had managed to find with 
friends studying archaeology at the University of California, 
Santa Barbara, when I first heard her name. 

"Georgia is an expert on rock art and we think she would 
like your pictures."

That was 40 years ago. We were introduced to Georgia 
and she invited us to her home to present our slide show. I 
know that many ARARA members and rock art enthusiasts 
shared a similar experience. Georgia welcomed so many of 
us into her world and encouraged us to develop our own 

interests in prehistoric art. My evening with Georgia changed 
my life. She became my mentor, my friend, my co-author, and 
my business partner in our consulting enterprise. Now her 
spirit walks with me as I continue to explore the mysteries 
left by long-forgotten artists in the wilderness.

Georgia had begun establishing her credentials by the 
time we met in 1977. She had published a paper on Chumash 
cupule rocks, and Travis Hudson encouraged her to explore 
the use of Chumash myths recorded by J. P. Harrington to 
interpret selected rock art sites. She was putting the finishing 
touches on her M.A. thesis in Art History at the University 
of California, Santa Barbara. She worked with Daniel 
McCarthy to record the rock art of the Sierra Madre Ridge 
in Santa Barbara County, and the rock art of the Stanislaus 
River before the sites were inundated by the waters of the 
New Melones Dam.

Between 1978 and 1985, Georgia authored and co-
authored a number of papers based on her research in the 
1970s. Her 1997 "Chumash Mythology in Paint and Stone" 
(Pacific Coast Archaeological Society Quarterly 13[3]:1-14) had 
opened the door to interpreting Chumash rock art. Writing 
in 1979, with Travis Hudson and Ken Hedges, "Solstice 
Observers and Observatories in Native California" (Journal 
of California and Great Basin Anthropology 1[1]:39-63), she 
helped popularize the interest in archaeoastronomy that 
swept rock art studies in the 1980s. She and Travis Hudson 
opened another door to the study of shamans and ritual with 
their 1984 paper "Function and Symbolism in Chumash Rock 
Art" (Journal of New World Archaeology 6[3]:26-47).

Looking back, I am astonished by her discipline and 
capacity for work. Georgia led a recording project in the 
Carrizo Plain including the famous Painted Rock. I visited 
one day and heard about how the work was hot and the living 
conditions and food less than ideal. Georgia later related that 
someone suggested that they could be working someplace 
exotic, like Easter Island!

In 1982, Mark and I met Georgia on Easter Island and 
spent the next few weeks photographing rock art to support 
her dissertation research. Georgia had already moved to Los 
Angeles to start her doctoral work in archaeology at the 
University of California, Los Angeles. I rented her Santa 
Barbara house, and it became my family home until I moved 
to Santa Cruz in 1990. 

Georgia fell in love with Easter Island—Rapa Nui—and 
its people, and we found her love addicting during our stay 
with her host, Edmundo Edwards. Evenings were spent 
around a table in the dining cottage listening to stories of the 

...continued on next page

Frank Morin and Georgia Lee in the Carrizo Plain,  
California, in May 2009 (photograph by author).
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past, marveling at the "eye" of a moai used as a table decoration 
until its real significance was recognized, and enjoying the 
conversations reliving the day's adventures. Many days were 
spent waiting for El Niño rains to pass before we could make 
our way to the sites we wanted to photograph. I distinctly 
remember a horseback ride to a remote part of the northwest 
corner of the island, and Georgia reminding us how the 
homemade wooden saddles left us with bruised butts. Also, a 
flight over the island in the Chilean sea rescue plane, in order 
for us to take aerial photographs, resulted in everyone talking 
about the plane buzzing the governor's house before landing.

Georgia met Frank Morin in 1985 in time to celebrate 
the receipt of her Ph.D. in 1986. They became inseparable, 
and further adventures with Georgia became adventures 
with Frank as well. Her work on Easter Island led to the 
1992 publication of her dissertation, The Rock Art of Easter 
Island: Symbols of Power, Prayers to the Gods (Momumenta 
Archaeological Volume 17, The Institute of Archaeology, 
University of California, Los Angeles). In the fashion 
of Georgia's dedication to her academic interests, she 
encouraged others to work on the island, founded the Easter 
Island Foundation, and published and edited the Rapa Nui 
Journal. Through the foundation, Georgia was able to create 
a research library on the island and fund scholarships for 
island students to attend mainland universities.

In 1992, Georgia and I formed a business together, called 
United Rock Art Consultants. We secured grants to record 
Modoc rock art at Lava Beds National Monument and 
Chumash rock art at Vandenberg Air Force Base. We also 
received a grant to evaluate and recommend management 
priorities for the California State Parks.

Georgia, with Frank by her side, undertook to record the 
rock art of the Hawaiian Islands after her work on Easter 
Island. That led to her 1999 landmark book written with 
Edward Stasack, Spirit of Place: Petroglyphs of Hawai'i (Easter 
Island Foundation). I did not have the opportunity to work 
on her Hawaii project, but I did have the opportunity to travel 
to Hawaii with Georgia and Frank as part of an Internet 
educational project. This was their last trip to the islands 
because Frank was having difficulty negotiating the uneven 
volcanic surfaces. My daughter was with me, and we were 
honored to visit the sites with them as they shared their love 
of the rock art with us. My daughter fell in love with Frank, 
who entertained her as if she were his own granddaughter.

In 2009, Frank and Georgia travelled with my wife, 
Debbie, and me to the ARARA conference in Bakersfield, 

California. We went to the Carrizo Plain for their last visit. 
Frank and Debbie laughed when I pointed out the rundown 
California Valley Hotel and identified it as the first hotel 
Georgia had taken me to. Across the road was the abandoned 
cafe where the idea for the Easter Island project was born.

Frank and Georgia were as important in Debbie’s life 
as they were in mine. They were guests at our wedding, 
and we visited them often over the years. One visit was 
not long before Frank passed away. Frank was the cook in 
their partnership, so Debbie and I proposed that we make 
dinner for them. It was a grand meal of filet mignon with 
mushroom sauce, roasted potatoes, Caesar salad, one of 
Frank's fine wines, and a dessert. When we were finished, 
Georgia complained that we had made too much as there 
were sufficient leftovers for another meal. Frank just looked 
at us and smiled, because we all knew that Georgia much 
preferred food for thought to food for the body.

Georgia and I collaborated on one last project, "Chumash 
Paintings on Stone," an overview article for the 2015 School 
for Advanced Research publication, First Coastal Californians, 
edited by Lynn H. Gamble. It took a couple of years for the 
publication to make it through the drafting and editing stages, 
and Georgia wrote me every few months to find out the 
status. She was afraid she would not live to see it in print. I 
was elated when the book arrived and knew she was enjoying 
holding it in her hands.

Georgia’s vita includes over one hundred books, edited 
volumes, articles, agency reports, and manuscripts. A few 
cover topics other than rock art and may not be known to 
the ARARA community, but all grew out of her love for 
prehistoric art.

Debbie and I were fortunate to be able to visit Georgia 
two days before she passed away. We spent a few hours sitting 
with her, taking turns holding her hand, and talking to her 
about the good times we had shared. She slept most of the 
time, but when I mentioned ARARA and talked about her 
many friends in rock art, she would open her eyes and look 
at us. While she never said anything, it was obvious that she 
was responding to wonderful memories. We made the drive 
home in silence, happy that Georgia was at peace and ready 
for her next adventure.

Georgia left us on July 9. Since then, I have heard from 
many in the rock art community asking about Georgia and 
sharing a similar story. "She took me under her wing; she 
encouraged me in my own studies; she was my friend; she 
stirred my soul through her passion for rock art." 

Remembering Georgia Lee… continued from page 7
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DStretch and New Discoveries in Alberta Rock Art
By Jack W. Brink, Royal Alberta Museum

COMPUTER software has revolutionized the study of 
rock art images. Thanks to ongoing development of new 

software, archaeologists and rock art enthusiasts have been 
able to “see” new images never seen before and study old, 
previously known images in ways scarcely imagined just a few 
decades ago. Early manipulations to enhance color of rock 
art images included popular programs such as Photoshop 
(David et al. 2003; Mark and Billo 2002). However, it was 
the development of the software program DStretch that has 
had the greatest impact on rock art studies worldwide. 

DStretch, which stands for decorrelation stretch, was 
developed by Jon Harman (www.dstretch.com), of California, 
specifically for use in rock art research. The software is a 
form of image enhancement where subtle differences in 
color contrasts can be “stretched” through manipulation of 
algorithms. The basis of the process need not be detailed here 
(see http://www.dstretch.com/AlgorithmDescription.html). 
Previously, photographs had to be taken in the field and later 
downloaded for computer processing of color enhancement. 
This often led to frustration when subsequent processing of 
field images showed intriguing traces of pigment extending 
out of the frame of the photograph because the color was not 
seen at the time of photography. This necessitated a return 
to the site, something not always possible. Now iDStretch 
and AndroidDStretch applications (apps) are available for 
phone cameras, allowing an instant application of color 
enhancement while still at the rock art site. This is a huge 
advancement, as it permits an immediate recognition of 
faint pigment that can then guide full photographic coverage. 

This short paper describes a few of the recent discoveries 
made using DStretch to reveal new rock art, or additions to 
previously known rock art, at a key site in Alberta, Canada.

DStretch at Writing-on-Stone
The most important site in the province, and one of 

the most important on the Great Plains, is Writing-on-
Stone (WOS) in south-central Alberta, just north of the 
Montana border (Figure 1). It is also known as the Áísínai’pi 
National Historic Site, part of which is within the Writing-
on-Stone Provincial Park. As described at http://www.
albertaparks.ca/writing-on-stone.aspx, First Nation people 
continue to visit the rock art sites for spiritual guidance. 
Rock art is present within the park, and within an adjacent 
archaeological preserve that was created to prevent further 
vandalism to it. Visitors may only access the preserve on 
guided tours.

This expansive site complex covers dozens of square 
kilometers and includes thousands of individual petroglyphs 
and pictographs. 

The site complex has been extensively studied and written 
about: a few important citations include Keyser (1977), 
Keyser and Klassen (2001), Klassen (1995, 1998), and Keyser 
et al. (2014). In 1976 Keyser recorded, photographed, and 
traced a great number of rock art scenes at WOS (Keyser 
1977). Although there have been many additional discoveries 
since, Keyser’s important record still stands as a benchmark 
for WOS rock art. 

A good example of  how DStretch changed the 
interpretation of a rock art site at WOS comes from 
Rattlesnake Cave (Keyser et al. 2014). A small rockshelter 
(DgOw-20) contains many black charcoal drawings, but faint 
spots of red were noted on the images, including in 1976 
by Keyser and subsequently by other experts. No special 
importance was assigned to the red marks until 2010 when 
the enhanced photographs revealed that red pigment was 
invariably used on the black drawings to denote blood from 
wounds to humans and horses (Figure 2), and bloody tracks 
from the travels of wounded individuals (Keyser et al. 2014). 

Figure 3 shows another discovery at WOS using DStretch 
at a previously recorded site. Site DgOv-77 is a long, high 
panel of petroglyphs located on a bedrock escarpment just 
above the north bank of the Milk River. Only petroglyphs 
had been recorded at the site, including several bear claws, a 
bison, several unidentified animals, and a variety of scratches 

Figure 1. Location of Writing-on-Stone Provincial Park/Áísínai’pi 
National Historic Site and the adjacent Archaeological Preserve.

...continued on next page
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and tally marks. During a 2016 visit to the site, photographs 
taken of one of the bear claws using the iDStretch app 
revealed a standing human figure about 30 cm to the left 
of the bear claw (Figure 3). This figure has a square torso, 
bent legs with muscled thighs, feet pointed to the front, 
outstretched arms that are incised, some faint circular 
pigment above the shoulders that likely was a head, and a 
long trailing tail from the backside, likely a bustle or sash that 
was part of a specialized outfit. This looks to be an individual 
engaged in dance. Despite the bear claw being examined and 
photographed hundreds of times in the past, the figure shown 
in Figure 3 had never been identified. To his credit, in 1976 
Keyser did note and record some faint incised lines and traces 
of red on the panel to the left of the bear claw. 

Just a few meters to the west of the bear claw and dancing 
figure is a petroglyph of a bison (Figure 4). This image had 
also been observed and photographed countless times. On 
the same site visit in 2016, DStretch revealed red pigment 
located below the animal. Although the form is difficult to 
decipher, it could be the body of a human figure, with pointed 
shoulders, raised arms holding round dots that could be 
rattles, and no apparent head. Alternatively, the figure could 
be holding a bow, seen to the right side of the body. Whatever 
the interpretation, a figure had clearly been painted in red 
below the bison, and it was never previously noted. 

Another accidental discovery of new rock art occurred at 
site DgOV-49. This long, continuous stretch of petroglyphs is 

DStretch… continued from page 9

Figure 2. DStretched photograph from Rattlesnake Cave  
(DgOw-20) shows black charcoal drawing of a horse and rider 
with blood flowing from a spear-tip wound to the horse’s neck,  
and from both sides of the rider’s torso indicating the through-

and-through wound of a bullet. Use of red pigment to show blood 
on black drawings was unrecognized until published by Keyser  

et al. (2014) (all photographs by the author). 

Figure 3. Bear claw at far right had been previously  
identified at site DgOv-77. DStretch reveals human figure  

in what is likely a dance pose.

Figure 4. Bison petroglyph at site DgOv-77 (at top)  
with ochre figure below.
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located on a high bedrock escarpment at the mouth of what 
is known locally as Rocky Coulee, near the juncture with the 
Milk River. Keyser (1977) recorded a series of panels here, all 
petroglyphs. In 2014 I was attempting to photograph some 
very high, faint vertical lines that I thought might be a row of 
humans (Figure 5, top left corner). Later when I DStretched 
the photos, I was startled to discover two anthropomorphic 
figures in the lower right portion of the panel that I had not 
previously seen (Figure 5, bottom right corner). Both figures 
appear to have outlined square torsos, long thin necks, round 
heads, and no apparent arms. The figure on the right has legs 
and feet; feet on the figure on the left are less clear. Note that 
the intense red to the left of the two figures is also red ochre 
(the orange is natural iron staining). Most of the ochre is 
just smeared on the rock surface, something we are finding 
increasingly at many rock art sites. But some “+” marks can 
be seen on the bottom left of Figure 5, and several fingertip 

Figure 5. Panel at site DgOv-49: top unaltered, bottom with 
DStretch showing two previously unrecognized human figures  

and red ochre smears. 

Figure 8. Pictograph of thunderbird at site DgOv-88. Circled area, 
at left, shows wing covered by sodium deposits from water run-off. 

Figure 6. Panel at site DgOv-49: left unaltered, right with  
DStretch showing previously unrecorded ochre figure.

Figure 7. Panel 22 at site DgOv-2 where ochre has been smeared 
over entire intact surface. Finger smears are visible at bottom. 

Petroglyph of a bison is visible in the center.

...continued on next page
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marks are apparent. None of these ochre images had been 
previously reported.

Another discovery made at the same site was located inside 
a small rectangular concavity in the bedrock wall (Figure 6). 
There were no petroglyphs at this location, and no rock art 
had been recorded here, but faint red stains were noted. 
Photographs later DStretched revealed a strange arrangement 
of red marks that include a pronounced circle at the bottom, 
possibly with a red line through it. Two nearly vertical lines 
radiate from the top of the circle, diverging slightly outward, 
with numerous short horizontal lines crossing the vertical 
line on the right (Figure 6). More ochre is smeared to the 
right of the circle. The circle could, of course, be the body of 
a shield-bearing warrior; however, the rest of the image does 
not fit this scenario. The figure is as yet unexplained. 

As mentioned above, broad smearing of red ochre on rock 
surfaces is now known to have been a common occurrence. 
At WOS one panel long known for its great quantity of 
ochre is Panel 22 at site DgOv-2. Much of the naturally 
hardened veneer has spalled off in slabs from this iron-rich 

sandstone exposure, but the remaining, intact surfaces 
display numerous petroglyphs and pictographs. Employing 
DStretch, we can now see that the veneered surfaces that do 
remain intact were thoroughly covered with ochre (Figure 7). 
We can only imagine what it would have looked like when the 
entire face of the bedrock was still in place and gleaming with 
brilliant red paint. Another useful application of DStretch at 
WOS has been to help see through surface mineral coatings. 
One of the more spectacular sites in the region is known as 
Thunderbird Cave (DgOv-88). This small rockshelter is 
home to dozens of well preserved and highly detailed rock 
art scenes. Though most are petroglyphs, the dominating 
image of the site is a stunning thunderbird painted on the 
ceiling of the cave (Figure 8). With a wingspan of over one 
meter, this is one of the largest pictographs on the northern 
Plains. Unfortunately, parts of the bird are being obscured by 
minerals deposited from water run-off coming from above 
the cave, water that is heavily laden with sodium (Figure 
8, circled area). There has been some attempt to limit this 
damage (Brink 2007), but the processes involved are likely 
unstoppable. DStretch has allowed us to detect ochre through 
the mineral deposits and chart the original lines of one of the 
bird wings (Figure 9). 

Concluding Thoughts
Important lessons emerging from the use of DStretch 

include ones that were not anticipated. Our enhanced ability 
to “see” using this app works in a couple of ways: we find “new” 
images at previously recorded panels, and we also find them 
in places where rock art was not previously known and so 
was not being protected. Furthermore, DStretch provides 
us with enhanced fidelity such that we also sometimes “see” 
the effects that our management measures or strategies are 
having on rock art sites. Sometimes preservation measures 
involve removing or camouflaging vandalism. Measures 
may also include installing viewing platforms, handrails, 
overhead shelters, and so forth. These actions are typically 
taken with caution and great trepidation (Brink 2014). 
DStretch, by showing us so much that we had previously 
missed, potentially alerts us to pictographs that could be 
damaged by preservation measures. 

Prior to the use of DStretch at WOS, we have approved 
removal or masking of graffiti, and the installation of visitor 
facilities based on the assumption that we knew and had 
documented the complete universe of rock art at a particular 
site. We now know that that universe is a lot bigger than we 
thought. It is imperative that virtually every rock art site be 
fully documented with DStretch or a similar enhancement 
software so that we can be assured that we have captured the 

DStretch... continued from page 11

Figure 9. DStretch of circled area in Figure 8 showing  
red ochre underneath mineral layer.
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Rock Art Bookshelf

.…continued on next page

The Archaeology and Rock Art of Swordfish Cave

By Clayton G. Lebow, Douglas R. Harro, and Rebecca L. McKim, 
with contributions by Carole Denardo, Jill Onken, Ann N. Munns, 
and Rick Bury. 2016. University of Utah Anthropological Papers 
No. 129. University of Utah Press, Salt Lake City. (224 pp., 58 
illustrations, 51 maps), Paper $50.00, eBook $40.00.

Reviewed by Adrian R. Whitaker,  
Far Western Anthropological Research Group, Inc.

THE Archaeology and Rock Art of Swordfish Cave, a recent 
addition to the University of Utah Anthropological 

Papers series, documents a unique situation where 
archaeologists were able to excavate, nearly in its entirety, 
an archaeological deposit directly associated with several 
rock art features. The volume stems from a series of cultural 
resource management reports that resulted from work 
contracted by Vandenberg Air Force Base (VAFB) in Santa 
Barbara County, California. The site consisted of infilled 
deposits within a cave that contained evidence of over 3000 
years of human use. Above and around this deposit are 
four rock art panels consisting of various combinations of 
pictographs and petroglyphs.

Likely in keeping with its original format as a CRM 
document, the monograph is structured like a cultural 
resources management data recovery report. Chapters are 
authored by various combinations of the three primary 
author/editors—Clayton Lebow, Douglas Harro, and 
Rebecca McKim, with contributions by four others—Ann 
Munns, Carole Denardo, Jill Onken, and Rick Bury. 

The volume begins with an introductory chapter detailing 
background environmental and archaeological information. 
This is followed by a chapter on the notable reason that the 
excavation occurred at all: archaeologists at VAFB had noted 
that visitors to the cave were unintentionally damaging the 
cave wall. Instead of simply blocking access to the cave, the 
U.S. Air Force, in consultation with the Santa Ynez Band of 
Chumash, decided to excavate the archaeological deposit 
within the cave in order to provide proper clearance. The 
resulting work has left the cave open for visitors (though 
access to the Base and therefore the site is heavily restricted) 
with a floor made of pea gravel and pavers and a redwood 
bench along the edge of the cave. The consultation process 
and the stabilization efforts should serve as a model for 
how to protect rock art elsewhere (though a fully accessible 
area might require further safeguards). The end results are 
beautiful. 

full universe of images present. Otherwise, we are at risk of 
damaging the very resource that we are committed to saving.
Acknowledgements. My thanks to David Kaiser and James D. 
Keyser for inviting me to contribute this article. And thanks to 
Jennifer Hallson for assistance with several figures. 
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The volume is beautifully presented with clear tables 
and figures, and wonderful color photographs of the site 
stabilization methods and rock art panels. The data presented 
in the volume are excellent, and there are several tidbits of 
interest to scholars of rock art, California archaeology, and 
hunter-gatherer archaeology more generally. Since this is a 
newsletter for ARARA, I focus my comments on the volume 
to four topics that relate to the rock art.

As an archaeologist with only a passing interest (and little 
background) in rock art studies, I was excited to see how the 
authors described and interpreted the four rock art panels, 
particularly since they include petroglyphs, pictographs, 
and even what is thought to be Mission Period text carved 
into the rock wall. When I at last reached Chapter 11, “The 
Rock Art at Swordfish Cave,” I was disappointed to find 
less than two pages of description followed by 11 pages of 
photographs of the panels. The chapter is prefaced with a 
sentence referring the reader to three articles on the rock art 
of the cave published elsewhere, but I was hoping for a better 
background to Chumash rock art and the significance and 
possible theories on the meaning of the art in this context.

While description of the panels themselves is sparse, there 
are excellent discussions throughout the monograph that 
provide detailed discussions of the processing of pigment 
(potentially used for pictographs), and in identifying use wear 
on stone tools consistent with graving the parent material 
of the caves. The identification of tools with such wear in 

the lowest occupational levels 
provides the most convincing 
evidence for the early age of 
the rock art. The distribution 
of ochre is also convincing in 
this occupation, as the highest 
densities occur just below one of 
the rock art panels.

In the final chapters the 
authors provide an argument that 
the earliest occupation of the cave 
included workaday activities but 
with simultaneous ceremonial 
functions evinced by the rock art 
and the presence of a cairn. The 
subsequent occupational hiatus 
at the cave is then attributed 
to a shift in the belief system 
that made the cave off limits to 
normal activities but of continued 
ceremonial significance. Under 
this premise, the authors believe 

Rock Art Bookshelf… continued from page 13

The subsequent Chapter 3 develops the archaeological 
site structure (e.g., features, stratigraphy) and four distinct 
occupational layers are defined. Chapter 4 provides ages on 
these occupational units. Likely of interest to those interested 
in rock art, Chumash rock art has often been considered 
a latest Holocene phenomenon, occupation at Swordfish 
Cave—and likely the first rock art at the site—dates to the 
Early Period (3580-3400 calibrated years before present, 
cal B.P.). After a hiatus of approximately 650 years, it was 
re-occupied around 2750 cal B.P. This occupation was short-
lived, and the final evidence of occupation is from after the 
arrival of the Spanish, with a Mission Period occupation 
dating between A.D. 1782 and 1804.

With the chronological sequence and its stratigraphic 
correlates established, Chapters 5 through 8 provide detailed 
descriptions of the artifacts, features, and dietary remains 
recovered from the site. Each analytical section is detailed, and 
those interested in a particular artifact or ecofact class will 
appreciate the clarity of the presentation. Chapter 9 is a very 
interesting presentation of the spatial organization of artifacts 
and ecofacts within the site’s deposit. It includes 41 contour 
maps that project the density of artifacts as topographic lines 
with areas of densest counts appearing to have the “steepest” 
topography. The next chapter summarizes the analytic units 
as unique units. The rock art is presented in Chapter 11, while 
the last two chapters offer interpretations and a discussion 
about hunter-gatherer adaptations at the site.

Shelter's floor after stabilization, to minimize disturbance from site visitors.
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that the site was visited between 2750 cal B.P. and the 
historic period, but that there was no durable record of this 
occupation as these visits were only ceremonial in nature. 
Under this theory, the latest, Mission Period occupation 
may have occurred after this belief system had broken 
down. I found this interpretation intriguing and think it 
lays groundwork for future study on changes in sacred and 
secular spaces as they relate to rock art. 

Finally, and as noted above, I was most struck by the 
collaboration that led to the project and the end result that 
serves the Native American and archaeological communities 
equally, while maintaining (and perhaps improving) access to 
the rock art for all to enjoy. This work, including the careful 
archaeology that went into preparing the cave floor and 
interpreting the record of 3000 years of occupation, stands as 
an example that I hope land managers elsewhere will follow.

Religion on the Rocks—Hohokam Rock Art, 
Ritual Practice, and Social Transformation

By Aaron M. Wright. 2014, University of Utah Press, Salt Lake 
City, (340 pp., 82 illustrations, 8 maps), Cloth $65.00, eBook 
$52.00 

Reviewed by Amy Gilreath

WITH this publication, Wright joins an impressive 
list of archaeologists and anthropologists who 

deservedly have been awarded the Don D. and Catherine 
S. Fowler Prize through the University of Utah Press. 
This book is an adaption of his Ph.D. dissertation, which 
aims to chronicle and explain prehistoric developments 
of the Hohokam through the lens of their rock art using a 
landscape phenomenology approach, with a focus on the 
interrelated of transformations in ritual practices and social 
transformations. The new data presented are results of an 
intensive survey of three parcels cumulatively encompassing 
about 800 acres in the South Mountains, south of the Gila 
River, at the southern edge of Phoenix, Arizona. But the real 
achievement is the theoretical and analytical approaches that 
he employs in reaching a holistic synthesis.

The Table of Contents merely lists the nine chapter titles. 
This review provides some information on the second- and 
third-rank headers in an effort to give La Pintura readers a 
better sense of the depth and breadth of related topics that 
Wright engages.

Chapter 1 lays out his premise that “Hohokam rock art, as 
both symbol and practice, was an active, ritualized medium 
in the negotiation of religious knowledge” and that “How 
such knowledge was acquired, distributed, and controlled 
reveals relationships of power…that steered the historical 
trajectory of the Hohokam world” (p. 1). The study begins 
with a review of Americanist rock art research—among 
the most cogent I’ve read—walking us through seven 
approaches or schools of research: colonialism, nineteenth-
century unilinear evolution, culture history, functionalism 
and structuralism, processualism, and shamanism and 
neuropsychology, ending with landscape phenomenology. 
This work is fundamentally a landscape phenomenology 
study. The improved understanding that Wright provides 
comes from examining available data in five contexts—
physical, behavioral, historical, temporal, and social—that 
when taken in their collective, provide strong support for his 
conclusions. He is particular about presenting his method for 
constructing the prehistoric social context, using an agency- 
and structure-based approach to understand the social basis 
of rock art among the Hohokam.

Chapter 2 provides a nuanced discussion of terms, 
definitions, and theoretical approaches that filter through the 
treatise. At its heart, though, this is where Wright builds the 
argument that “social power is drawn and exerted through 
ritual practices” and that religious knowledge is one form of 
valued capital. He posits that “religion is a structural principle 
that organizes people in relation to one another via social 
roles, legitimates distributions of power, provides a shared 
epistemology, and defines society and the self in relation to 
the natural and not-so-natural worlds. This perspective adds 

…continued on next page
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production was largely a Preclassic era practice. Curvilinear 
designs…are consistently identified as the earliest petroglyph 
designs. Since such motifs were rarely depicted in Archaic 
period and proto-Hohokam Style 1 iconography…but gained 
prominence during the later Pioneer period, I…reason that 
this was the time when rock art production really took hold 
in the South Mountains…probably around the onset of the 
Colonial period, when notable transformations in Hohokam 
religious life took hold, figurative designs such as animals 
and anthropomorphs became more popular symbols in rock 
art, paralleling iconographic shifts on decorated pottery and 
various esoteric items” (p. 134). Rectilinear designs are rare 
and Classic period pottery is scarce in the South Mountains, 
indicative of “a cessation in petroglyph making amid the sea of 
coeval social changes, all of which we summarily characterize 
as the onset of the Classic period…” (p. 135). 

Chapter 6, Ritualization of Hohokam Rock Art, considers 
theoretical models of ritual practices, with the aim of 
comprehending behavioral and social contexts for Hohokam 
rock art. It is an exposition describing “the ways in which 
the Phoenix Basin Hohokam incorporated rock art in ritual 
practices in the South Mountains” (p. 187). Drawing from 
ritual theorists, five features of ritual form are considered. 
Four of these are addressed in Chapter 6—performance, 
encoded tradition, formalism, and invariance. After each 
concept has been developed, the conversation turns to what 
is considered ritual practice, how ritualized behavior might 
be recognized in the archaeological record, what constitutes 
archaeological evidence of ritualized practices. Physical 
distinguishing marks (“material indicia”) are proposed for 
each of these features. The back-half of Chapter 6 addresses 
the rock art in the South Mountains according to six 
related themes: the spaces where it was made, the stages 
where rock art manufacture took place, the audiences who 
witnessed performances of its ritualized manufacture, the 
timing of this ritualistic practice (e.g., seasonal, cosmic, 
astronomic rhythms), the social identity of those who 
performed the ritual practice of rock art manufacture in 
the South Mountains, and the types of symbols they used 
in their rock art. Highlights of Wright’s conclusions include: 
“artisans stationed rock art in open, visible settings with 
apparently little hindrance to or restriction on who could 
witness its creation or access it later… Rock art symbolism 
and its manufacture, meaning, and interpretation were not 
the discipline or domain of a particular gender, identity or 
institutionalized personage; rather, the ritualized creation of 
rock art and related practices, as well as access to and control 
over the relevant knowledge and symbolism, were fluid 
performances open to onlookers” (p. 185). “The manufacture, 

Rock Art Bookshelf… continued from page 15

breadth to the classic though antiquated notion of religion as 
simply belief in supernatural things, powers, and beings” (p. 15). 

Chapters 3 and 4 are the most readily comprehended 
chapters. The first half of Chapter 3 provides an articulate 
overview of the Hohokam, using a developmental history 
structure, taking us through pre-Hohokam times, then 
Pioneer, Colonial, and Classic periods, and post-Classic 
times. The last half characterizes Hohokam religion and 
ritual practices, with an emphasis on the physical evidence 
of such practices: ritual architecture (plazas, capped mounds, 
ballcourts, platform mounds, and multistory architecture), 
ritual paraphernalia (anthropomorphic figurines, zoomorphic 
figures, palettes, censers, pyrite mirrors, medicine stones, 
pipes and tubes, geological oddities, shell trumpets, copper 
bells, and such), and the rock art iconography used (Style 1, 
Style 2, Style 3, and Salado). Primed with this introduction 
to Hohokam archaeology and briefed on ritual aspects of 
Hohokam culture, Chapter 4 turns to the findings from the 
800-acre survey in the South Mountains, describing the rock 
artand the various other archaeological features (agricultural 
facilities and roasting pits, quarries, rockshelters, shrines, 
and trails), as well as the pottery and flaked stone observed, 
emphasizing their distribution on the South Mountains’ 
landscape. Overall, about 3,000 rock art elements were 
identified and recorded. None was classified as Western 
Archaic, and nearly all amenable to classification are Style 
2, i.e., Preclassic. Throwing out “Miscellaneous Designs” 
which for the most part are indistinct or indeterminate 
pecked areas, anthropomorphs account for 542 of the 2,541 
(21.3%) remaining prehistoric elements, and quadrupeds 
for an additional 445 (17.5%). Circle designs contribute an 
additional 409 (16.1%). Various other motifs grouped into 
13 other design classes make up the balance, but no one of 
those classes contributes more than 10.0% (p. 63; Table 4.1).

While broad-brush attributes of the rock art are covered 
in Chapter 4, Chapter 5 presents an in-depth treatment of a 
range of analyses used to develop a chronology for Hohokam 
rock art iconography. Approaches include correspondence 
analysis (CA) to identify correlations between particular 
rock art design classes at the site level as well as at the panel 
level; cross-media analysis, looking at rock art motifs that also 
find expression on Hohokam pottery and in other types of 
material culture; using patina darkness and reflectance scores 
as relative measures of the age of different motifs and design 
classes; and looking at the types of pottery proximal to rock 
art and found more generally throughout the project area’s 
landscape to infer when the rock art was made and when 
all manner of activities in this landscape were common. 
The analyses all point in the same direction: “petroglyph 
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viewing, and interpretation of Hohokam rock art, as open, 
participatory engagements, were practices instrumental to 
the ways people conceptualized, experienced, and related 
with the South Mountains landscape” (p. 187).

The fifth feature of ritual form, occult efficacy, is the topic 
of Chapter 7, Hohokam Rock Art as Religious Knowledge. 
This chapter has two objectives. First, it describes Wilcox’s 
(1987, 1991) Mesoamerican Cosmological Metastructure 
(MCM) that lays out the archaeological model of Hohokam 
religion and its thematic threads of “ancestor veneration, 
a tiered cosmos with astronomically derived directional 
symbolism, intoxication, fire as a transformative force, 
smoke, color symbolism, fertility, rain and water as evocable 
entities, and the ritual importance of animals” (p. 189; see also 
pp. 40–42). Then Wright challenges us to move beyond the 
“deficiency in archaeology’s traditional, hypermaterialistic 
impression of the relationship the Hohokam nurtured 
with their desert environment” (p. 188) to understand that 
animism is a fiber that was woven through the Hohokam 
landscape. Mountains/hilltops and springs are significant 
and the relationship between Hohokam people, their 
environment, and the other-than-human agents and essences 
that populate this environment was a reflexive one. Further, 
Wright elevates Hohokam animism from a religion to an 
ontology—it is fundamental to the Hohokam’s worldview 
and perceived reality. 

The penultimate chapter begins to corral much of the 
foregoing information, data, and theoretical perspectives, 
to show enormous contrasts between Preclassic and Classic 
period Hohokams’ participation in and access to religious 
knowledge, what Wright refers to as the ”social organization of 
religious knowledge.” He finds evidence that in the Preclassic 
era, there was open, public access to religious knowledge, and 
that “a high degree of public participation was elementary to 
Hohokam religious life and ritual practice” (p. 206). In the 
Classic period, religious knowledge was centralized, and the 
populace relied on ritual leaders to perform necessary rites 
and maintain relationships with their environment and the 
other-than-human agents and essences that populated it. 
Wright’s characterization of the religious transformations 
from the Preclassic to the Classic, between ca. A.D. 1050 and 
1150, is masterful, to the effect that the reader has a pretty 
good sense of how those transformations played out at the 
individual, the household, the community, and social level. 
And in Chapter 9, we appreciate that the religious and ritual 
transformations were part and parcel of wholesale social 
transformations experienced by the Hohokam.

Having dispensed with a thumbnail review of the book’s 
subject matter and organization, I’ll turn to a low-key 

criticism. For me, this book was a slow read because 1) the 
subject matter of several chapters is esoteric, 2) the lexicon 
used is specialized and was unfamiliar (e.g., hierophanies, 
immure, introitus, metanoia, numinous, nomologic, etc.), and 
3) the prose style is dense. These three qualities are fitting 
for a dissertation with an envisioned audience of peers with 
comparable, cultivated expertise (the Acknowledgments 
describe a close relationship between Wright’s dissertation 
and this book). Those qualities, though, have limited appeal 
to a wide audience. In short, it is a scholarly work intended 
for scholars.

Southwestern archaeologists, especially those with 
particular familiarity with Hohokam prehistory, rock art 
scholars the world over, and archaeologists with a keen 
interest in prehistoric religion and research methods that 
elucidate these ancient practices will appreciate this work, 
and benefit from Wright’s intelligent treatment of what 
others have sometimes mistaken for a facile subject matter. 
For those wanting to up-their-game on any one of these 
three research areas, the References are extensive, following 
concepts from the early publications that brought them to 
light, up through 2014, when this went to press. 
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La Pintura is the quarterly newsletter published by the American 
Rock Art Research Association. Subscription to this publication is 
a benefit of membership in ARARA. Members may choose to have 
the newsletter delivered to an email address, or via regular mail to a 
physical address or P.O. box. Back issues of La Pintura are available 
electronically on the ARARA website, www.arara.org. The current 
issue of the newsletter is posted to the website approximately four 
weeks after distribution to members. 

ARARA members love to read about your new rock art 
discovery, recording project, or new idea for interpretation. For 
that to happen, La Pintura needs you to submit articles on current 
research or fieldwork. Doing so will make La Pintura a better 
journal. 

Editorial deadlines insure timely publication of each issue. 
Deadlines for submissions are: 

•  January 15 (February)
• April 15 (Conference Issue)
• July 15 (August) 
• October 15 (November) 

La Pintura is edited by Amy Gilreath. The editor extends an 
open invitation to members to submit articles, news, letters to 
the editor, book reviews, and other items of interest to ARARA 
members.

All submitted material should be sent to Amy Gilreath, 
ajgwinters@yahoo.com. If necessary, postal mail for the La Pintura 
Editor may be sent to Amy Gilreath, 456 Russell St., Winters, CA 
95694. 

Letters to the Editor: No special format necessary. 

News Items: Please provide pertinent information such as the 
event, time, place, cost (if any), group or person in charge, who to 
contact, address, and deadline. 

Articles: Manuscripts of original research are welcome. They 
should embrace sound principles of investigation and present 
data in a clear and concise manner. Consult the ARARA Style 
Guide at http://www.arara.org/documents/arara_style_guide.
pdf for proper formats for body copy, citations, and References 
Cited. Articles are subject to editing for length. Include author(s) 
name, title or profession, affiliation, city, state, and return e-mail 
address. Since rock art is a visual medium, particular effort is spent 
to present solid quality photographs, figures, and illustrations in 
each issue. Your help is needed to achieve this goal. Line drawings 
should be submitted as 1200 dpi bitmap .tif files. Photographs 
(whether black-and-white or in color) should be submitted as 
300 dpi or higher-quality .jpg files. The cumulative size of all files 
attached to a single email may not exceed 25 MB; if they do, the 
email will not be delivered. Please email ajgwinters@yahoo.com 
to receive alternative email delivery instructions for file transfer 
protocol instructions (ftp is easy). 

Current Events: Current events and news of items of interest to our 
members that need public notice prior to the next issue of La Pintura 
should be submitted to Tania Ryan via email to araraonline@
googlegroups.com or tryan.arara@gmail.com for inclusion in 
ARARA’s monthly electronic newsletter, ARARA Online.

Opinions expressed in signed articles are those of the author(s) 
and do not necessarily represent the views of the American Rock 
Art Research Association. 

For all Membership matters contact:
  ARARA Membership
  Jan Gorski 
  424 Spring Grove Ave.
  Highlands Ranch, CO 80126-2274
  araramembership@rockart.us
 

Common matters include new membership and renewals; 
corrections or changes in membership information; change delivery 
mode for La Pintura from regular mail to email (or vice versa); and 
replacement of undelivered issues of La Pintura. 

 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 annual fees are:
  Donor   $120.00
  Family   $50.00
  Individual  $45.00
  Society/Institution $60.00
  Student*  $35.00
  *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 membership 
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.

La Pintura Information/Submissions

ARARA Membership
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Mission Statement: ARARA is a diverse community of members 
with wide-ranging interests who are dedicated to rock art 
preservation, research, and education in order to communicate to 
a broad audience the significance of rock art as a non-renewable 
resource of enduring cultural value and an important expression 
of our shared cultural heritage.

About ARARA: ARARA is a 501(c)(3) non-profit organization 
dedicated to encourage and to advance research in the field of rock 
art. Association members work for the protection 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 accomplished through a wide-ranging program to inform and 
educate the members as well as the general pubic regarding the 
rock art heritage of the United States as well as world-wide. 
These goals are communicated through the quarterly newsletter, 
La Pintura. Annual four-day conferences give both members and 
others interested in rock art the opportunity to share professional 
papers, presentations, and informal discussions.

Code of Ethics: ARARA 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 
subsurface rock art.

4. Potentially destructive recording and research procedures 
shall be undertaken only after careful consideration of any 
potential damage to the rock art sites.

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 
Officers and Board.

 

The ARARA Code of Ethics, points 1 through 5, was adopted at 
the annual business meeting on May 24, 1984. The Code of Ethics 
was amended with the addition of the opening paragraph at the 
annual business meeting, May 28, 1988. 

Officers & Board: Email: ARARABoard@gmail.com
President: Diane Hamann, dianehamann@cox.net
Vice-President: Sandy Rogers, akrogers1@verizon.net
Secretary: Kendra Rodgers, kendra.rodgersmcgraw@hdrinc.com
Treasurer: Jack Wedgwood, arara.jack@gmail.com
Board Members:
 Ann Brierty, imalaguna@aol.com
 Troy Scotter, troyscotter@gmail.com
 Scott Seibel, scottseibel@cox.net
 Karen Steelman, ksteel@uca.edu 

Additional Contacts and Information
Annual Meeting, 2017, Redmond, Oregon
Local Arrangements, Jim Keyser, jkeyserfs@comcast.net
Conference Coordinator, Monica Wadsworth-Seibel, wadsworth-
seibel@cox.net or wadsworth@gatewaycc.edu
Program Chair, Louis Hillman, ARARA.Pgm.Chair@gmail.com 

ARARA Online e-Newsletter
ARARA has a monthly newsletter that is distributed via e-mail. 
It is managed by Tania Ryan, araraonline@googlegroups.com. 
Its purpose is to provide information about any late-breaking 
conference updates, news affecting our rock art communities, and 
issues of interest that may need quick attention. It is open to the 
general public. To be added to the distribution list, send a request 
to ARARABoard@gmail.com and provide your e-mail address.

ARARA on Facebook
ARARA maintains a social media presence that is open to the 
public on Facebook. Join the 600+ individuals who “like” it. Content 
for consideration should be submitted to Mavis Greer, mavis@
greerservices.com; alternatively, “like” the page, and “message” it 
to the moderator .

ARARA’s Official Website: http://www.arara.org
Considerable information about our organization is provided at our 
official website. Tabs of particular interest include Who We Are; 
Contacts and Officers; Constitution and ByLaws; Management, 
Protection, & Conservation; For Kids, Teens, & Teachers; Best Sites 
to Visit; Awards; Membership; Newsletter & Publications; and 
Upcoming Conference. Contact information is kenhedges@cox.net. 

All Other Correspondence: 
The official mailing address for ARARA is: ARARA c/o Jack 
Wedgwood, 1884 The Alameda, San Jose, CA 95126-1733.

American Rock Art Research Association
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