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ABSTRACT

For the first time, all images on stone located within the Abo Unit of Salinas
National Monument have been recorded. This dissertation begins an initial exploration
into meaningful patterns of cultural interaction between the art of Abo Pueblo and its
physical landscape. Rock art, a product of human social behaviors, shapes and defines
landscape space. Traces of these behaviors are analyzed with new tools available with
Geographic Information Systems (GIS) software.

The images are first analyzed for stylistic and chronological structure. Style, or
aesthetic tradition, is defined primarily on the basis of physical form, composition, and
technique, not by subject matter. In contrast to Polly Schaafsma's work, this dissertation
separates the iconography from the physical form. A relative chronology is established in
a stylistic comparison of Abo's images to nearby rock art sites, pottery, and the Gran
Quivira kiva murals. These petroglyphs and pictographs are traditionally attributed to
inhabitants of Abo Pueblo, occupied from ca. C.E. 1150 to 1672, due to their relative
proximity to this site. However, some images do not conform to a Puebloan aesthetic
and are attributed to foreigners, especially Southern Plains peoples, in light of this area’s

history as a major trade route. Investigation of the site's cultural history reveals greater
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time depth of cultural interaction than previously published, from ca. 6,000 B.C.E. to the
early 20th century. Dating rock art solely by archaeological attribution is risky, because it
is assumed that a nearby village was where the responsible artists lived. Relative dates
obtained through stylistic analysis have proven more reliable when the images are
compared to better documented materials such as kiva murals and pottery.

Once the fundamental elements of form, space and time are in place, an initial
exploration of the dynamic interaction between land and art will follow. With GIS
software, it is possible to analyze how the cultural landscape and rock art shape one
another, and if that dynamic interplay shifted over time. The ultimate goal is to illustrate
and expand what is already known about interaction between Pueblo and Southern Plains

cultures.
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Introduction
The levels between the Salines and Galisteo were favorite haunts of the
antelope, and the buffalo also may formerly have approached the Salinas. The
[Manzanos|] mountains in the west abound in bears, deer, and turkeys. To
what extent the great deposits of salt may have been an inducement to the
Tiguas [sic) for establishing themselves in their vicinity is uncertain. The
natives were acquainted with salt as a condiment in times anterior to the
Spanish era, and it is not unlikely, therefore, that this commodity may have
been one cause of the original settling of the Tiguas east of the Manzano chain.
That a limited commercial intercourse resulted from it seems quite probable ...
The valley of Abo, west of the Mesa de los Jumanos, offers the only exception
in this otherwise very unprepossessing section of New Mexico. It is a long
depression, partially wooded, with a tiny stream, the Arroyo de Abo [Abo
Wash), running through it for some distance.!

Adolph Bandelier was the first American archaeologist to describe the Salinas
Pueblos and the Abo Pass. He was also the first to comment on the vibrant paintings still
visible in two rock shelters near the ruins of a large village. Abo Pueblo is situated within
a pass between the Manzanos Mountains and Los Pinos Hills, which has been used since
times of greatest antiquity by many peoples traveling east and west, from the Southwest to
the Plains and beyond (map 1). A thorough understanding of the physical context is
essential for a more in-depth understanding of the rock art's cultural context, defining how
Pueblo peoples used the land for artistic and ritual purposes. Due to their relative
locations, the myriad rock paintings and carvings are generally attributed to the people of
Abo Pueblo, occupied from approximately 1150 to 1672 C.E. But in light of the physical
context of the area as a inter-regional travel route, some of the images do not conform to
a Puebloan visual aesthetic and could perhaps be attributed to outsiders, Southern Plains
dwellers in particular.

The name of the site, "Abbo," was first recorded by Don Juan de Onate in 1598
during his visit to the Salinas province.2 The people living in the pueblo were referenced
by the Spanish as the "Tompira"--now known as the Tompiro--a name first recorded by a

Franciscan official in the 1620s.3 The Salinas Pueblos include Abo, Gran Quivira--also
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known as Las Humanes--and Quarai. The region is named for the numerous saline lakes
covering an estimated 13,500 acres east of the Manzanos Mountains and Chupadera Mesa
(map 1).#* All drainage from the western mountains and nearby mesas collects in these
internal lakes—or playas—which have no outflow. As the water evaporates, dissolved
minerals are left behind. Over the centuries, these mineral salts have built up to a
substantial depth, providing enough raw material to support commercial mining interests.
The largest playa is Laguna del Perro, stretching twelve miles in length and one mile in
width, while rarely achieving a depth greater than a few inches.>

The Salinas province includes the Estancia Basin, Abo Pass, Chupadera Basin, and
the Mesa de los Jumanos.® This region is bounded on the west by the Sandia and
Manzanos Mountains, on the east by the Pedernal Hills, on the north by the steep scarp
forming the southern border of the Galisteo Basin, and on the south by Chupadera Mesa 7
Only a small portion within the old Spanish province, and the subject of this study, the
Abo Pass region is a basin drained by Abo Wash and bounded on the north by the
Manzanos and on the south by Chupadera Mesa, Los Pinos Hills, Cerro Montoso and the
Rayo Hills (map 1).8

The climate may have influenced the agricultural Pueblo people's cheice to settle in
this now-arid mountain pass. Rainfall in modern periods averages between ten and sixteen
inches of precipitation per year, but Stuart Baldwin, an archaeologist working in the Abo
Pass, suggests that rainfall may have been slightly higher during the Pueblo IV period,
1300 - 1600 C.E.? Vegetation is defined by altitude here as elsewhere in New Mexico.
Averaging between five and seven thousand feet in altitude, the Abo Pass occupies the
Upper Sonoran ecozone, where rainfall is enough to provide grasses for pasturage but is
too unreliable for agriculture today. Trees in the pass are characterized by pygmy conifers
and juniper, interspersed with open savannahs. ! Because grasses are the dominant

vegetation in the region, many large game animals have been hunted here historically,

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



including deer and elk in the Manzanos Mountains, antelope and bison in the Estancia
Basin. 11

The rock art recorded for this study is only a fraction of the total number of images
present in the pass region. More rock art awaits recording at Tenabo, throughout the
Canyon Saladito and along both sides of Abo Wash through the pass. For the purposes of
this study, only the images within the boundaries of the Abo Unit of the Salinas Pueblo
Missions National Monument were recorded (map 2). The site of Abo was selected for a
rock art study for four reasons: (1) the site is well documented by several archaeological
investigations throughout the twentieth century; (2) the rock art and archaeological
resources possess a relative integrity; (3) the sheer number of images present at the site
promise a detectable variability of cultural patterns throughout time; and (4) the site is
located within a mountain pass, a physical point for cultural interface.

Before beginning a discussion of the rock art, it is necessary to define certain key
terms. Nineteenth-century documents discussing rock art images in Europe and the
United States often use several ill-defined terms to address their topic. Richard Andree is
the first scholar to introduce the term "Petroglyphen" but does not define it.12 He also
uses other terms interchangably, such as "Inschriften," "Hieroglyphen," and
"Bilderschrift." 13 "Pictograph" was first used to refer to rock art in America by the
venerable H. H. Schoolcraft in 1851. Garrick Mallery used the same term to refer
generally to all rock images in his 1886 national survey publication. Julian Steward was
the first to restict the use of the term "pictograph" to rock paintings in his seminal work
published in 1929.14 Since these early years, many publications by scholars such as Polly
Schaafsma have refined the usage of these terms, formulating a standard, accepted
definition regarding the differences in media. For this study, "petroglyph" will refer to
figures carved, incised or pecked into the rock surface. "Pictograph” will refer to figures
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created by the application of pigment to the surface. No images at Abo combined the two
methods.

To facilitate a description of each image's location, it was necessary to create a
reference system. Each image was assigned a locus signifying an independent boulder or
other type of rock formation. All loci were assigned an alphabetic code: A-Z, AA-AZ,
BA-BZ, and so on. Each locus contains at least one rock-art bearing panel, or perhaps
several. Usually the panel would be defined by the natural edges of the boulder. On the
larger sites such as the north site (locus BY) and the south site (loci DS and ET), panels
were defined by natural breaks, cracks or other surface features. In locus BY, forty-four
panels were designated that occupied different faces of the bedrock exposure. In the
shelters, panels were determined by the original artists, where paintings seem to cluster at
key points in each shelter. In places where water runoff seems to have partially obliterated
paintings, dark stains became an arbitrary boundary between panels. In this case, two
different panels as coded in this study could conceivably have been one large panel. This
will have some effect on future interpretations of these paintings, although it did not play a
significant factor in this dissertation.

Southwestern rock art was first reported in American documents in 1846 by
Lieutenant William Emory, who led a military expedition through the Gila River drainage
in the Arizona territory: "I have found unknown characters written on a rock, copies of
which were made ...."!> Two military expeditions in the mid-nineteenth century are
known to have visited the site of Abo but did not report sighting the rock art. 16

Adolph Bandelier was the first to publish a report on the paintings he found near
Abo during his visit in 1882. He wrote:

The mesa ... overlooks a gorge bordered by low cliffs, called the
Canon de la Pintada [Abo Wash]. The name is derived from a
number of aboriginal pictographs, executed in red, yellow, grey,
black, brown, and white, in sheltered places on the walls of the
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cliffs. They are mostly human figures, and their colors lead me to
suspect that they date from the historical period, for the yellow
looks like chrome-yellow, and the green is far too bright not to be
some paint unknown to the primitive Pueblo Indian. Some of the
figures are interesting; for example, a man in yeliow, with a round
cap on his head. This figure is called by the people of Abo "El
Capitan." Really important are two figures of Indian dancers, one
of them masked, showing the naked and painted chest and the
gaudy kilt worn by the men on solemn occasions. The other plainly
represents a "delight-maker," or jester, with his body painted black
and white after the manner of the koshare, kosare, kuenshare, or
shi-p’hung, as these clowns are called among the Queres, Tehuas,
Jemez, and Tiguas. By the side of the human figure stands a snake
apparently rsing to, or descending from the face of the
dancer...Besides the human figures, there are various symbols, such
as the rain, shields, and headdresses, all of which figure in Pueblo
Indian dances, and more particularly in the cachinas [sic].17

Bandelier recorded several of the pictographs, or paintings, in watercolor, but did not
comment on any petroglyphs, or carvings. He did make several observations of the ruins,
which will be discussed in more detail in Chapter 3 herein. Herbert Sweitzer, an artist and
weekend archaeologist, followed after Bandelier, visiting Abo many times to record the
images. His observations from 1908 will prove to be particularly insightful regarding
twentieth-century use of the site's rock art.1® The next documented account is that of
Wesley Hurt, the first to report on both pictographs and petroglyphs in his unpublished
paper written in 1939. He recorded one hundred twenty-six naturalistic and one hundred
fifty-four geometric designs among the petroglyphs.!? Forty years passed before the rock
art would be recorded between 1981 and 1984 by Stuart Baldwin and his graduate
assistants from the University of Calgary. His team reported thirty-five rock art sites
throughout the pass. They surveyed the rock art, recording specific images, but their
results await publication.20 In 1984, Sally Cole recorded the pictographs on the south
part of the site under the auspices of a Southwest Parks and Monuments Association
grant. With Polly Schaafsma's assistance, Cole meticulously recorded all the pictographs,

but ignored the petroglyphs.2! She likened the rock art of the region to that of the Willow
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Springs site in Arizona, created by Hopi travelers journeying to a salt source and
successively recording clan symbols in rock art to mark their passage. Salt may have been
one attraction of the Salinas area, but, as Cole points out, the rock art in the Abo Pass
cannot be simply reduced to clan symbols.22 To this author's knowledge, the field work
accomplished for this study represents the first full recording of all rock art, including over
twenty-three hundred images, found within the Abo Unit's boundaries. Four Laboratory
of Anthropology sites were recorded, totalling 163 loci with 343 panels. To simplify the
text, these sites will be referred to as the north site (LA 33127), the mask site (LA 44066),
the west site (LA 44065), and the south site (LA 8989) (map 2).

The site of Abo was also chosen for the relative integrity of both the rock art and
archaeology; there has been relatively little development here. Numerous archaeologists
surveyed or tested portions of the nearby pueblos, but no large-scale excavation has been
consummated. Most of the completed investigations have focused on the seventeenth-
century mission and church, only occasionally on the pueblo room blocks. There has been
no extensive excavation work conducted comparable to the scale of the investigations at
the Gran Quivira site carried out by Alden Hayes and his team in the 1960s.23

Another reason Abo was selected for this study was the concentrated variety of
images. By the end of the 1994 field study, nearly two thousand petroglyphs and
approximately three hundred pictographs had been recorded. Though small from a
statistical point of view, this sample size was adequate for a study of how rock art
interacts with landscape. It will be necessary to record much more rock art in the future,
but this sample information is enough to discern cultural patterns and differences,
particularly between Puebloan and non-Puebloan artistic traditions.

This distinction is crucial and was, in fact, a result sought in the choice of location.
The final reason Abo was chosen was that the site was located in a mountain pass. Asa

point on a physiognomic border in the landscape, Abo provides an opportunity to study
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7
changes in a cultural boundary area. Changes in cultural centers are often most visible at
the borders, particularly where one group must translate and adapt to interact sucessfully
with its neighbors.24

Rock art is uniquely interdependent with the surrounding physical landscape, in
contrast to other art media. This dissertation will explore meaningful patterns of cultural
interaction between the rock art of Abo Pueblo and the physical landscape. Rock art, a
product of human social and cognitive behaviors, now can be analyzed in situ with the
new tools available with geographic information systems (GIS) software. It is possible,

even necessary, to analyze rock art in the context of its landscape. As J. J. Brody writes:

...[PJictorial images and the surfaces on which they are made are
interdependent, rather than independent of each other.
Classification of artistic images alone can be of little interpretive
value, because in the end, observation of the ways that artists use
their chosen pictorial spaces is necessary to refine an understanding
of how images and the locations where they occur serve any
people.2>

By analyzing the landscape context, the researcher can observe certain clues revealing the
functions of such images.

Other case studies are known. In his studies of petroglyphs in southeastern
Alaska, E. L. Keithahn noted that petroglyphs on Prince of Wales Island were found by
the mouths of rivers, facing the ocean rather than the inhabited villages. Some
petroglyphs were created on boulders which would be submerged during tidal action.
Linking the evidence of physical context to oral literature, Keithahn suggested that the
rock art was created to communicate with the salmon spirits. The images were placed
where they could be easily seen by incoming salmon.26 This is a simple example of how
analysis of landscape can inform the interpretion of rock art's function.

With geographic information systems software, such as the Environmental

Planning and Programming Language (EPPL), more sophisticated questions may be asked
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about how the cultural landscape was shaped by rock art, how the rock art was defined by
its physical space, and if that dynamic interplay shifted over time. The ultimate goal is to
illustrate and expand what is already known or hypothesized about Pueblo culture and its
interaction with Southern Plains dwellers. Three questions will shape this study: (1) does
a discernible pattern exist in Abo's rock art that changes through time? (2) do specific
images co-occur often enough to define a culturally-determined pattern of iconography?
and (3) does the iconography have any connection to the directional orientation of the
rock surface chosen by the artist? To answer these questions, an analytical structure must
be constructed, beginning with terminology and working through style and chronology.

Chapter 2 will explore landscape theory, delving into concepts of space, place,
center and boundary, followed by some suggestions of how rock art may serve different
functions framed by these concepts. Chapter 3 will reconstruct a historical framework of
Abo Pueblo and the surrounding landscape, beginning in the PaleoIndian era and
terminating with modern American occupation. Of primary concern will be the periods in
which Pueblo people, and later Southern Plains people, inhabited the pass and perhaps
created the bulk of the petroglyphs and pictographs. Chapter 4 will analyze all the
recorded images and define their various styles, with the intent of tentatively identifying
the originating culture. Once style and culture have been identified, Chapter 5 will assign
a tentative chronology to the rock art of Abo. Any conclusions here are speculative, since
any methods for dating rock art are necessarily relative. Absolute methods for dating rock
art are being announced monthly in the field's publications, but none of these methods
have been applied to the pictographs and petroglyphs of Abo. Chapter 6 is the crux of the
dissertation, where three computer models--created with EPPL, a GIS software--are
created to analyze cultural patterns across the landscape. Finally, in Chapter 7,

conclusions will be drawn and future needs discussed.
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Methods for stylistic analysis in Chapter 4 and chronological analysis in Chapter 5
will follow traditional art historical trends. Each method will be more thoroughly
discussed in its respective chapter but deserves comment here. Formalism is a
fundamental method in art history, serving to describe both mimetic and non-mimetic
elements of art. Contexualism, coming out of the structuralist tradition, completes the
construction of the analytical framework, separating art styles and periods into relative
periods. Formal and contextual comparisons to other dateable media such as kiva murals
and pottery will assist in suggesting a tentative chronology for Abo's artistic styles.

Chapter 6, however, is the most innovative chapter where chronological periods
and element complexes will be mapped across the landscape of Abo with the intent of
discerning cultural patterns on the landscape and whether they have changed through time.
To accomplish this, geographic information systems (GIS) software will be used,
specifically the Environmental Planning and Programming Language (EPPL). Whatis a

GIS?
A geographic information system is a set of programs that help you
collect, manage, analyze, and visualize data about phenomena on,
above or below the earth's surface. Most GISs are organized
around thematic layers. One layer might represent land use,
another soil types, a third vegetation, and a fourth annual
precipitation rates. Each layer contains regions of different values—-
precipitation rates ranging from 10 to 40 inches; or land uses
classified as agricultural, industrial, residential, water and
transportation. Layers can be analyzed individually, combined, or
overlaid to reveal distributions of data values and relationships
among variables.27

For this study, the layers include the hydrology of the Abo Site and the various loci as
divided by chronological, iconographical, or directional criteria. The primary advantage to
using GIS is that a researcher can accurately map a specific feature as small as one meter
on the larger landscape and can create models to relate such features to others. For

example, it is possible to map all talus slope boulders with petroglyphs of shield bearers,
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10
then map the relationship between these boulders and those containing images such as
serpents or snakes. It is also possible to map elements within a certain distance, perhaps
one-quarter mile from a stream or spring. With the visual results, it is then possible to
make tentative interpretations regarding the relationships between images and significant
landscape features such as streams and roads.

The disadvantage of GIS is a human one. It is too easy to read meaning into
patterns on the landscape that may be truly random or to define a border where in fact one
never existed. The data produced by a GIS package such as EPPL is useful only in
creating another analytical tool, but the data should not be taken as a greater authority
than it is. Ultimately, after all the analysis and modeling is finished, one must
acknowledge that rock art was created by humans for their idiosyncratic purposes and
these can only be partially glimpsed, even with the most sophisticated of methods and
tools. GIS software is useful in that it is a visual method of studying rock art in its
physical context. The models provide one way to analyze the changing relationships
between art and landscape. In the next chapter, methodologies of landscape study will be

examined in greater detail.
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Landscape Theory

Rock art is that rare medium where art historians can deconstruct, then
reconstruct, art's complex, multi-layered relationship with a particular landscape. The
reasons for this possibility are two-fold: 1) the art was conceived as an integral part of the
cultural landscape, and 2) it usually remains in its original location, not being easily
collectable. Modern methods in rock art scholarship are constantly changing and
expanding. Early methods centered on questions of cultural attribution, chronology and
interpretation. Archetypal of these early research methods is Abbe Breuil's voluminous
and influential work regarding Paleolithic rock art in Europe. Breuil considered the role
of the rock surface in the creation of the art, the position of panels relative to one another,
and the overall position of paintings within a cave, but he did not overtly relate cultural
structure to meaning in his hunting magic interpretations.! As a leader of the French
Structuralist school in European rock art studies, Andrei Leroi-Gourhan made the
connection between structure and interpretation when he proposed that rock art encoded
cultural mythology, what he termed mythograms. A mythogram involves the making and
placing of specific images guided by cultural premises.2 As Meg Conkey observed. Leroi-
Gourhan "linked covarying classes of animals, signs and cave locales to male and female
valences."3 One problem with his mythogram model is the decontextualization of the rock
art images.4

Recent scholarship has sought to contextualize rock art within its cultural
landscape, to integrate analyses of tangible form and intangible space.’> M. Jane Young, in
her work with Zuni rock art, realized that the surrounding images, rock forms, even
animals and plants, were crucial to her native friends' understanding of the rock art.5 Polly
Schaafsma, the most influential author publishing on rock art research today, has also

stressed the crucial need for researchers to consider context when recording and
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interpreting rock art.” Rock art performs myriad functions in a cultural landscape. Clues
to some of these functions lie in the context of the images. In order to seek out such
clues, it is essential to provide a methodological framework within which to construct a
model for analysis. First, the fundamental terms of general landscape theory such as
space, place, center and boundary will be examined. To understand how these concepts
work, they will be applied to known Puebloan spatial models, such as Tewa and Zuni
world models. Second, rock art's role in creating place, center or boundary will be
examined. Third, it will be proposed that the spatial structure of Abo's rock art changed
numerous times from the Archaic period through the nineteenth century. Altered
landscape space and new iconography in rock art reveal the changing functions such
images had for their originating artists and for subsequent users of those images.

In the Western European tradition, landscape is often incorrectly equated with
space. Within this space are cities, villages, roads, churches, and other man-made
structures, in addition to natural sites that have come to mean something special to people.
These living or visitation sites have been called places or centers. But what is a precise
definition of these terms, space, place, and center? Maps are commonly drawn with solid
lines denoting boundaries between political, cultural and economic units. But what
constitutes a boundary? Does a boundary have a specific role in each enclosed society?

Such questions have been addressed by many cultural geographers in the
formulation of a general theory of space. While it has proven to be as difficult for
geographers to precisely define space as for art historians to define art, some
characteristics of space, place, center, and boundary have been established. According to
Aristotle, space was only one category for naming and classifying the evidence of the
senses.8 As explained by no less an authority than Albert Einstein, this earlier concept of
space was shaped by the psychologically simpler concept of place. All places were

identified as material objects. Space, then, was a collection of these material objects. To
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conceive of empty space, devoid of material objects, was logically impossible. This
Aristotelian sense of space dominated Western European thought until the seventeenth
century, when Descartes proposed that space was absolute; space contained all senses and
all material objects.? Space, then, had become container. To speak of empty space-as-
container is to speak of that which is devoid of objects, but the void itself still exists. 10

Space-as-container holds objects referencing ideas specifically defined by culture.

Each culture creates--or in Henri Lefebvre's words, produces—its own space, filling the
container with unique objects in a culturally defined manner. The distinction that the
production of space is a cultural process is important here, that "an already produced
space can be decoded, can be read."!! Unique codes exist in each specific historical
period.12 Lefebvre would categorize Abo and other rock art sites as "representational
spaces," each of which is defined "as directly lived through its associated images and
symbols...."!13 He continues:

Representational spaces ... need obey no rules of consistency or
cohesiveness. Redolent with imaginary and symbolic elements, they
have their source in history--in the history of a people as well as in
the history of each individual belonging to that people. 14

History, then, is inscribed in representational space. But this "representational space" is
also always a present space, an immediate whole, complete in every historical period. 13
Thus, in each historical period, the space can be read as a complete text.

Lefebvre's "representational spaces" contain what he terms "affective centers,"
such as churches and graveyards. Thus "representational space"

...embraces the loci of passion, of action and of lived situations, and
thus immediately implies time. Consequently it may be qualified in
various ways: it may be directional, situational or relational,
because it is essentially qualitative, fluid and dynamic.16

Place is a locus of emotion, action, and history. History is recorded by objects and their

functions in place. Places are emotional or social loci and are not easily translatable to
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outside cultural groups. Following this line of reasoning, a place as defined by Archaic
traders is different from that which is inhabited by later Puebloan peoples, even though
they occupy the same point in geographical space. Such loci could be built environments
such as villages or rock art sites, or natural sites such as mountain passes and peaks.

History is recorded in places, according to Yi Fu Tuan, a cultural geographer. For
example, the whole landscape is considered by the Australian aboriginal people to be a
tribal history, with significant places clearly indicated in mythology and in physical reality.

Landscape is personal and tribal history made visible. The native's
identity—his place in the total scheme of things--is not in doubt,
because the myths that support it are as real as the rocks and
waterholes he can see and touch. He finds recorded in his land the
ancient story of the lives and deeds of the immortal beings from
whom he himself is descended, and whom he reveres. The whole
countryside is his family tree.1”

Each place, each object, evokes narrative. Aboriginal history is a marriage of emotion,
memory, language and place. Certain places become highly significant in both emotional
and social terms, reflected in greater concentrations of human traces. These places could
be termed "centers."

Places are created in a cultural context. According to Tuan, "place"” is that locus
where a culture organizes the forces of nature and society, assigning them specific
locations in the landscape, "thus transforming space ... into place."!8 Culture creates the
perception of important objects in space, but "...certain objects, both natural and man-
made, persist as places through eons of time, outliving the patronage of particular
cultures."!? The rock art of Abo creates such a place. From the Archaic images to
modern graffiti, Abo persists as a place "outliving the patronage" of originating cultures.

Visibility can also create place. According to Tuan, both art and architecture seek
visibility.20 As Conkey points out, Paleolithic cave art is another dimension of the built

environment.2! Rock art shapes space in some ways that are similar to architecture. In

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



18
the rock shelters of Abo, art transforms rock formations, reinforcing the identity of this
place.

A "center" is a special kind of place. All centers are places but not all places are
centers. It is important to consider how a place becomes a center. In his book, 7he

Sacred and the Profane, Mircea Eliade discusses the concept of place as center.

[I]t is the break effected in space that allows the world to be
constituted, because it reveals the fixed point, the central axis for all
future orientation. @ When the sacred manifests itself in any
hierophany, there is not only a break in the homogeneity of space;
there is also revelation of an absolute reality, opposed to the
nonreality of the vast surrounding expanse. The manifestation of
the sacred ontologically founds the world. In the homogeneous and
infinite expanse, in which no point of reference is possible and
hence no orientation can be established, the hierophany reveals an
absolute fixed point, a center ... The discovery or projection of a
fixed point--the center—is equivalent to the creation of the
world....22

Eliade conflates the concepts of place and center in the above passages. Key is his idea
that humans orient themselves in their environment by establishing centers.

Carole Crumley, an archaeologist working in the Burgundy region of France,
defines "center" in relation to boundaries and also to analytical scale. She reiterates
frequently that scale is a key concept in the identification of a place as a center.23 Most
archaeological work focuses on the community scale, reconstructing only one aggregation
of dwellings. So, on this intimate scale, the community is a center for the people who built
and lived in it, and certainly for the archaeologist attempting to reconstruct those lives.

To consider the relationship of the subject community to nearby cultural sites is to
consider culture on a larger scale. However, a community or place—-a center in the smaller
scale--could lose that special status in the larger scale, perhaps even becoming a boundary
place between larger centers. There is no diagnostic set of variables for identifying center

versus boundary or in-between place. Crumley asks:
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What constitutes boundary and center administratively? ... [Clities
may aggregate, integrate, and mediate varieties of custom and
opinion, serving a function also served by some boundary areas.
Some centers and some boundaries are sparsely populated, yet
charged with meaning, e.g., "no-man's land," "ceremonial center";
some teem with human mental and physical activity, e.g. "gateway
cities," "markets" ....24

Careful examination of environmental and cultural context is crucial in determining
whether a place is a center.

Often, a center is defined by its relationship to other places. One must consider
how many places create a larger network or "region" in archaeological terms. Lefebvre

notes that

[w]e should have to study not only the history of space, but also the
history of representations, along with that of their relationships-—-
with each other, with practice, and with ideology. History would
have to take in not only the genesis of these spaces but also ... their
interconnections, distortions, displacements, mutual interactions,
and their links with the spatial practice of the particular society or
mode of production under consideration.2

History is encoded in places and the relationships between them. Places are connected
throughout a geographic region, while paths and places exist at all levels of space. On the
physical level, they are manifest as buildings, roads, and vistas. On the mythic level, paths
can lead to other worlds or places can be sites of mythical events. An example would be
the Zuni path of deformed boulders warped by Old Salt Woman's anger as described by
Young 26

In her earlier work, Crumley suggests that centers and the relationships between
them are based on economic models. A "functional center" would be "any
spot/place/site/location which serves a function or functions not equally available
elsewhere."27 Such single-function centers could develop into commercial, multi-
functional sites based on trade, focused around what Crumley terms a break-in-bulk

point.28 When a place becomes a center for one function, such as the provision of water
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in an otherwise sparsely watered environment, it could rapidly become a multi-function
center, acquiring greater economic importance, and later political, cultural and perhaps
even religious functions. In addition to providing water for travelers, Abo could have
acted as a break-in-bulk point between the Rio Grande Valley and the higher eastern
plains. The growth of the pueblo after the eleventh century points to increasing trade and
a desire on the part of Puebloan people to reduce the cost of trade goods flowing through
their country.

Crumley defines a "functional lattice" as the social network of relationships
between functional centers. She gives two examples of such functional lattices: farmer's
markets (or short-range relationships) and trade fairs (or long-range relationships). On the
local scale, Abo may have acted as a market for local farmers. On the larger scale, trade
fairs would have attracted long-range travelers such as traders from the river valley and
hunters from the plains. While there are no records of trade fairs at Abo, the Spanish did
describe such activities occurring at nearby Tabira (Gran Quivira).2?

Such trade fairs often occur in smaller centers located on boundaries between two
cultural groups. But what defines a boundary? Crumley and Marquardt suggest drawing
tentative boundaries for study purposes only, insisting on the identification of a regional
system before defining its limits.3® Boundaries should be of a tentative nature, things of
flux, liable to be changed should the evidence support another conclusion. For study
purposes, boundaries are clearly arbitrary, but it must be firmly understood that they play a
very real role in cultural interaction.

Any definition of boundary is problematic, since it must always be linked to a
specific cultural context, disallowing any universal statements. Due to this
interdependence, boundaries will shift as the scale level of analysis changes.3! What is a
center on a community scale may be a boundary on the regional scale. In terms of art,
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boundaries are often defined by changes in the way certain objects are created or simply by
how the same objects are used differently.32

Kent Ryden, a social geographer writing about the folk sense of place, discusses
the roles boundaries play and some aspects of their nature:

...[BJoundaries—-not those drawn by surveyors and cartographers
and marked by fences and signs, but those superimposed on the
land and inscribed in the mind through the daily experience of
inhabiting a locality; not those erected fiercely from without, but
those pushed out gently from within--are frequently an important
component of people's lived sense of place ... Such regions, self-
consciously known and defined by the people within them, may or
may not correspond with prominent and visible features on the
landscape or with conventional political division; what is important
is that the people themselves know and can point out the
boundaries of their regions—the regions are accurately defined only
from within, not without....33

Boundaries are frequently dividing lines between political groups, but often this also
incorporates cultural, linguistic and religious differences as well. Humans tend to erect
markers on boundaries, thus making a record of the role the division plays. Ryden
observes that these marks can be read rather like an environmental text.3* Through
historical custom, boundaries may be inherited by successive inhabitants of an area,
particularly if the border is defined in relationship to the physiognomy of the landscape,
such as a river ford or a mountain pass. Through time, people create many signs and
markers on the boundary, creating "a palimpsest: a layered accumulation, with each new
layer erasing and obscuring the last, of man-made frontier—-announcing artifacts, of
implied landscapes, of attitudes toward travel, of the unremarkable everyday history of this
spot on the border."3> This is precisely what occurred at Abo.

The fundamental terms of space, place, center, and boundary constitute the basic
elements of a general theory of space. To understand a real place, Abo, more specific

models are necessary. The foregoing terms will be applied to known Pueblo spatial
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models, specifically the Tewa and Zuni conceptions of the world's structure. Neither
Tewa nor Zuni concepts are directly applicable to Abo's rock art, so they cannot serve as
models. They are, rather, examples of how highly structured is the Pueblo world view. It
may never be possible to reconstruct the Tompiro world view, but certain patterns can be
discerned that can lead to fruitful investigation. While some elements of these models
translate generally in the models being built in Chapter 6 herein, they are not templates.
The influences are general, not direct. In Puebloan thought, the landscape, indeed the
world, is constructed of superimposed layers. While the details differ from one pueblo to
the next, all Puebloan cosmology is ultimately based in the geographic reality of the
immediate environment.3¢ Tuan cites the pueblos of Santa Ana, Hopi and the Tewa as
examples of people with conceptions of an oriented mythical space that organizes the
forces of nature and society into specific geographic locations.37

Alfonso Ortiz, himself of Tewa descent, explains the complex world structure
described in the oral traditions of San Juan Pueblo. The world is oriented in the four
cardinal directions, centered upon a vertical axis connecting the upper and lower worlds to
this middle place. The surface of the world is encircled by four tetrads of boundary
markers, all originating with the creation of the world by culture heroes. The outermost
tetrad marking the boundaries of the Tewa world are four mountains, one in each cardinal
direction. The mountain demarking the southern boundary is Sandia Peak above
Albuquerque.

These mountains are understood by the Tewa to be endowed with
sacredness in several ways. First, a lake or pond is associated with
each, and within this body of water live the "Dry Food who Never
Did Become," ... Secondly, there is a nan sipu or earth navel on top
of each mountain ... [the Towa ‘e, Creator Brothers who led the
people out of the underworld] are associated with the earth navels,
which are represented by stone structures, rather than with the
lakes or ponds.38
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Earth navels are keyhole-shaped arrangements of stones with the open end oriented
towards San Juan Pueblo. The purpose of an earth navel is two-fold: 1) it provides an
access point to all three cosmic levels, and 2) it gathers blessings and directs them towards
the subject village. Smaller keyhole shrines are located near game trails or places where
game congregate, functioning to direct blessings onto the game animals. 3%

Within the boundaries marked by the mountains is the second tetrad of four flat-
topped hills, created by a pair of supernatural brothers slinging mud in the four cardinal
directions while they were shaping the earth's surface 40 Still closer to the pueblo is the
third tetrad: four shrines represented by piles of stones at the edge of the village. The
fourth and final tetrad of organized space is comprised of the four dance plazas within the
pueblo where all dance rituals are repeated four times in each during a single circuit.4!

Tewa space is bounded by four mountains with supernatural connections,
represented by both natural and man-made features. Ortiz does not mention rock art, but
these images could conceivably play a role in this highly structural concept. Places such as
high points and game trails are marked with keyhole-shaped rock structures. San Juan
Pueblo itself is bounded by rock structures, while the internal space of the pueblo is
organized around four open plazas. The pueblo of San Juan is a small model of the world,
since both are considered in the same structural terms: the plazas correlating with the
cardinal directions and the village boundary markers with the mountains at the edge of the
world. The part represents the whole.

The cosmological structure of the Zuni world, however, is based mainly on the
movement of the sun in its annual cycle rather than on landmarks such as mountains. The
cardinal directions are also key to the Zuni system, particularly east and west as connected
to the movement of the sun in its daily cycle. The intercardinal directions assume great
importance in the Zuni perception, since they are connected with sunrise and sunset on

both the summer and winter solstices. The center is also important. According to Zuni
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oral history, the center was found when a water-skate stretched out his legs towards the
intercardinal directions. Directly under his heart and navel was the center, where modern
Zuni Pueblo is sited today. Located on the exact place is a heart-shaped rock, contained
within the house of the chief priesthood. A vertical axis runs through this center. In
addition to the four directions across the surface of the earth, zenith and nadir are also
important, particularly as connections to the four upper and four lower worlds. Thus the
six directions are key to the structure of the Zuni world.42

Symbolic animals--referred to as the "Beast Gods"--and specific colors are
associated with each of the six directions in Zuni cosmology. Young's Zuni friends would
sometimes identify the "Beast Gods of the six directions" in the rock art. Some
contemporary rock art images were quite clearly identifiable as the six "Beast Gods," but
earlier petroglyphs were more ambiguous. The Zuni would look for groupings of all six
but would sometimes settle for something "close enough."#3 This ambiguity and fluidity
of iconography continues to accommodate changing conceptions of rock art for modern
viewers. Young concludes: "Just as Zuni temporal and spatial perceptions are
characterized by fluid boundaries, so are their perceptions of other qualities or aspects of
existence...."**

The Tewa and Zuni conceptions of the world's structure are quite similar, despite
differences in details. Tuan observes similar hierarchical, direction-oriented mythic space
in the cosmology of the Keresan and Hopi pueblos. 4> Each modern Pueblo community is
the aggregatation of several populations coalescing through the history of the Rio Grande
Valley. The Tompiro artists of Abo did not record their thoughts regarding the world's
structure in writing, but their descendants did have some input into the philosophical and
religious concepts of their Puebloan cousins. The general Pueblo model of space includes
a central vertical axis connecting muitiple cosmic worlds, is oriented to the cardinal

directions, has space divided into four quadrants, and has specific animals and colors
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associated with each direction. The highly structured Pueblo world models do correspond
to the general theories of space. It has also been shown how Zuni people interpret their
rock art in accordance with their world model. It will not be possible to reconstruct the
Tompiro world model, but the Zuni conception offers some interesting suggestions. This
potential may make it possible to trace changes in the cultural landscape as recorded in the
rock art of Abo. But it must be borne in mind that tremendous differences--as well as
similarities--exist between Zuni and Tompiro art, so the comparison must not be
overdrawn.

Rock art is frequently a record of a place created by humans in an historical
landscape. This art form is specific to culture and to historical time, thus it can be
deciphered like an environmental text. Rock art studies to this point have only
occasionally and tentatively examined the relationship between the images and the
surrounding landscape, and then only on an intimate, intuitive level.#6 What is needed is a
more articulate study of this relationship between landscape and art, focusing on a larger
scale than earlier studies. To examine the relationship between art and landscape, it must
first be shown how the land shapes art, then how rock art is used to create a place, center,
or boundary.

Early scholars were more concerned, and rightly so, with recording, classifying,
dating and interpreting individual images. That landscape is, and probably has always
been, integral to rock art is illustrated by M. Jane Young's description of her Zuni friend's
reactions.

Fred turns from the rock carvings and walks to a nearby pool of
water that has been formed by the recent heavy rain. He prays and
scatters sacred cornmeal over the water. He fills a small metal
container with water to take back and sprinkle on his cornfield.
Nearby are some plants with small white flowers; Fred bends down
and scrutinizes them closely. He tells me that they are used by the
medicine societies in healing rituals ... As we walk through the
canyon, Fred notices and often comments on everything there--not
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just the rock art depictions, but pools of water, vegetation, insects,
birds, an occasional animal track—he seems to be drinking it all in.
This is a special place and everything in it is significant.4”

Such attention is not directed only at rock art at Zuni. Unusual rock formations are linked
to ancient stories about catastrophic floods, sacrificial children, or the anger of Old Salt
Woman 48 Context is so important to some Zuni people that decontextualized images
drawn on index cards could not be identified by one man because he had never visited the
site. 4% As Young summarizes:

The importance of context was also revealed by those Zunis who
came with me to rock art sites. They not only looked closely at the
carved and painted figures on rock surfaces, but carefully observed
the features of the landscape within which the rock was located,
paying particular attention to varieties of plants, sources of water
when available, bird nests, and animal tracks.5?

This sense of place is by no means restricted to the Zuni, or even to Pueblo
peoples in general. Rick Dingus, a photographer, describes the reaction of one of his
companions.

Late one day we visited a petroglyph site in the company of
Katherine Smith, a respected Navajo elder from Big Mountain.
Nearby the many Hopi clan symbols, she searched out a lone sun
symbol and centered her attention lovingly on it. She removed her
moccasins for traction and climbed half way up a slope of large
tumbled boulders so she could stand respectfully, silently viewing
the vast space and the sun as it passed below the horizon. Before
we left, she collected samples of the red and green-colored earth
from there to take home with her.5!

Apparent in both cases is the importance of the entire landscape, from the sky to the
ground and all the things visible--animal, vegetable, and mineral. This total context adds
layers of meaning to otherwise one-dimensional interpretations of images carved or
painted on rock surfaces.

Rock art and landscape interact in myriad, complex ways. While such art shapes

space and marks important points in a landscape, the land itself also influences the
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production of imagery. On a regional scale, Abo was important as a mid-point between
the river valley and the eastern high plains. The site lies in the foothills at one end of a
mountain pass and boasts a perennial spring in an otherwise sparsely watered environment.
On the community scale, certain areas were probably chosen for rock art production by
different cultural groups dependent on many physical features including proximity to
water, exposure to the cardinal directions or prominent distant landmarks, and exposure of
suitable rock surfaces. Due to the intimate community-level focus of the field work for
this study, most of the rock art recorded is located within sight of Arroyo Espinoso or
Abo Wash. Because of the direction of the streams, most of the rock art also faces the
Manzanos peaks to the west or Chupadera Mesa to the south. The exposure of
appropriate rock surfaces also plays a key role in the selection of sites along the
waterways or within view of prominent landmarks. The south site, where most of the
pictographs are located, consists of shallow rock overhangs opening south-southeast
towards Chupadera Mesa (map 2). Located along the banks of Arroyo Espinoso, the west
site, the north site and the mask site contain images painted or carved only where vertical
sandstone faces or large talus slope boulders with straight, flat, relatively smooth surfaces
exist (map 2). The sole pictograph outside the south-facing rock shelters near the
highway is located at the Mask site under a low overhang west of Arroyo Espinoso.

Other rock shelters exist on both banks and contain many petroglyphs and graffiti but no
pictographs. There is a large gap between the west and north sites due to the lack of
suitable surfaces. Much of the gap is comprised of a talus slope strewn with small,
colorful pebbles of myriad types of rock. This abundance may have attracted tool makers
to the site but not the rock artist.

While physical features of the landscape affect the production of art, other factors-
-what Jack Steinbring terms phenomenal attributes--may also play a role. Phenomenal

attributes may at least contribute to the selection of a place for the creation of rock art. In
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his investigations of Canadian rock art sites, Steinbring observed that phenomenal
attributes may not be critical in initial site selection, but many sites do exhibit at least one.
He writes: "Phenomenal attributes, while unquestionably conditioned by numerous
cultural influences, exceed the merely pragmatic by stimulating visual, auditory, and

aesthetic responses."32 Such attributes would be:

1. Prominence--view towards and away from

2. Caves or rock shelters--size and shape, location near water or
remoteness, orientation, rock type

3. Sound or Resonance--echo chambers or resonances when rock
is struck

4. Effigy forms--human or animal forms in rocks

5. Presence--"special surroundings" composed by nature, e.g. the
Grand Canyon

6. Environmental Extremes--water holes in the desert, volcanic
lava tubes.d3

For the Zuni, inaccessibility of place seems also to be a power-producing phenomenal
attribute, according to Young.?* Ortiz adds that high places are associated with myth for
Tewa people, connoting access points to other levels of existence.?> More subtle features
in the landscape may shape the rock art of Abo, but any suggestions made here are only
tentative, intended to provoke thought and discussion.

Art can serve at least two functions in the definition of place: (1) it can intensify
the human experience by serving as a point of orientation as Eliade phrased it, or (2) it can
mark a place as having been the site of intense human experience. Art can make space
into place. Citing a sculpture by Henry Moore as an example, Tuan writes: "The
sculpture creates a place, a center of meaning, by creating an apt image of human feeling;
a stone figure takes on the illusory power of life and draws the surrounding space to
itself." In a later article, he reiterates this point when he discusses how art gives the
viewer clues as to the cultural complexity of landscape; art causes a fusion of disparate

personal, and perhaps even cultural, perspectives.’’ Kent Ryden would agree, although
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he cites examples like colossal fiberglass ears of comn. Art focuses attention and
distinguishes part of the landscape.38

While Tuan and Ryden use examples of Western art, rock art could serve the same
purpose. In places such as Abo, generations of artists have left their marks to record
experience, to express deeper meaning, and to focus viewer attention. The task for the art
historian is to separate and examine the many layers. As Young and Schaafsma--among
others--have discussed, rock art can focus the observer's attention on particular features of
the landscape. As Schaafsma describes, petroglyphs and pictographs have

...the distinction of being art forms that have remained through the
centuries in their original settings and in which settings they had
certain specific functions. Even though meanings and the symbolic
import of the many motifs may be lost to the modern viewer, the
mere presence of imagery within the natural scene inevitably
conveys a sense of significance and heightens the sense of place.?

Not only does rock art heighten the sense of place, it may also function to create--
or at least emphasize--a locally important center. In the appropriate environmental
context, multiple images can dominate the local landscape, denoting a center. Steve Fitch,
a photographer of rock art for many years, describes certain rock art sites as being in the
center of a series of concentric circles.%? The innermost circle is composed of the images
themselves and how they relate to each other, followed by "human marks on the land"
such as architecture or roads. Then there is the environment surrounding the art.
Sometimes sites are intentionally related to one another, like canyons connecting to a river
as nerves to a spinal cord. Examples would include the Galisteo hogback where sites are
linked in a line-of-sight context--just as at Abo--or Three Rivers, possibly chosen for its
isolated position and panoramic view which includes the Sierra Blanca.%! Fitch defines
"place" as a location that "exists within the flow of time ... and within the flow of space as
well so that near and far are part of the continuum." The rock art recorded at Abo is part

of a larger continuum. The rock art recorded for this study is only a fraction of the total
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number of images present in the pass region. Conclusions drawn in this study will be
tentative and may be reconsidered as the scope of research expands to include all the rock
art in Abo Pass.

Rock art can denote a center in the landscape, but can—at the same time--mark
boundaries between regions. As has been pointed out by Schaafsma and other scholars,

rock art serves multiple functions:

Imagery in [certain] locations strengthens the connection between
society members and their sacred past. It serves to maintain the
identification of sacred locations, as well as to honor the
appropriate supernaturals. It may also serve the secondary function
of maintaining the definition of tribal territories and even
boundaries, as certain shrines may be 'owned' by particular social
groups.62

Specific examples Schaafsma mentions are the large white figures painted within rock
shelters occupied by cliff-dwelling Anasazi between 1250 and 1300 C.E.: "These designs
were usually round and conspicuously placed. Visible for long distances, these paintings
may well have been emblems of the social affiliation of the group or groups occupying the
dwelling." Smaller images near living or work spaces may also have served as territorial
indicators.®3 Young also mentions the use of rock art for boundary markers by both Hopi
and Zuni people. The Hopi are known to have used boundary stones engraved with clan
symbols. This may also be the case at Zuni, but not every petroglyph is a clan symbol.54
Deduced solely from its geographical location on the eastern slopes of the Manzanos
Mountains, Abo may have served as a boundary between the Rio Grande Valley and the
eastern plains. The rock art, in at least the historic period, seems to have reinforced
cultural, as well as physical, boundaries.

Rock art sites, then, can be both center and boundary. In their archaeological
research of the Burgundian landscape, Carole Crumley and William Marquardt discuss this

inherent duality of boundaries:
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From the standpoint of the groups divided by the boundary, that
boundary is an edge, a periphery. From the point of view of
participants in commerce and communication, the boundary is in
fact an important kind of functional center....53

Abo was part of the Puebloan eastern frontier, a locale for trade with Plains hunters
operating on the western edge of the plains. But to the people of Abo, their pueblo was a
center of local importance during its five-hundred-year history. Whether to define Abo as
center or boundary hinges on definition of scale.

Scale must be explicit in any discussion of Abo as center or boundary. As Crumley
and Marquardt insist, what is a center at one scale is a boundary at another: "The essential
difference between concepts of boundary and centre would then turn on questions of
scale, context, and perception ...."%6 Abo's rock art can be analyzed at four different

scales, which are not fully realized in this preliminary study:

1. That of the rock art images themselves, how they relate to one
another in a group, and how panels relate to one another in the
local vicinity;

2. How all the rock art loci from a particular period relate to other
stylistic and chronological clusters;

3. How these clusters relate to natural features of the site, such as
the spring, the arroyo, or the ancient road,

4. And finally, how the rock art of Abo relates to that of the Rio
Grande Valley or the eastern plains.

Metaphorically, these different degrees of scale could be seen as concentric circles, one
nesting inside another.67

Whether Abo was a center or a boundary place seems to have changed throughout
the long history of this site. As will be elaborated in the next chapter, Abo was near a
perennial spring located at one end of a low mountain pass between the Manzanos and
Los Pinos hills, connecting the Rio Grande Valley and the eastern Great Plains (map 1).
This place lay on a physical boundary on the landscape during the Archaic period. The

spring may have made Abo an important stopover for travelers. Rock art near the spring
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and along the banks of the nearby arroyos may have served several functions. The act of
pecking the petroglyphs may have been a ritual in itself, perhaps of thanksgiving or self-
identification of the traveler to supernatural powers. For the later Zuni and Tewa people,
springs are dwelling places for supernatural figures, a religious concept that may or may
not date to the Archaic period.58 Another possibility is that the linear and spiral designs
may have been maps of some kind. The best known examples of such graphic maps exist

in Australian rock art. Edward Relph writes:

Many Europeans have spoken of the uniformity and featurelessness
of the Australian landscape. The aborigines, however, see the
landscape in a totally different way. Every feature of the landscape
is known and has mearing-—-they then perceive differences which the
European cannot see. These differences may be in terms of detail
or in terms of a magical and invisible landscape, the symbolic
landscape being even more varied than the perceived physical
space. As one example, every individual feature of Ayer's Rock is
linked to a significant myth and the mythological beings who
created it. Every tree, every stain, hole and fissure has meaning.
Thus what to a European is an empty land may be full of noticeable
differences to the aborigines and hence rich and complex.?

For the Australian aborigine, the landscape is a map of the travels of ancestral beings.
Every feature, waterhole, tree, and rock is a sign of the presence or passage of such
supernatural beings. Thus, the entire landscape and every object in it is a record of
history, as Peter Sutton describes.

The Ancestral Beings or Dreamings, who carved forms out of the
formless world and molded the shapes of the creeks and desert
sandhills and rainforests also brought human sociality and culture.
Thus, there is no geography without meaning or history.... The
land is already a narrative--an artifact of intelligence--before people
represent it.70

Later Puebloan-period rock art at Abo becomes much more complex in
iconography, technology, and structure. Most of the rock art at Abo was created during

the periods when the pueblo was built and occupied. Due to the complexity and sheer
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numbers of images, it is assumed that the rock art and its landscape acquired additional
functions after the Archaic period. In reading Zuni, Tewa, and Hopi creation myths,
Pueblo people have a geographic grounding in oral tradition comparable to the Australian
aborigine; every mountain, mesa, spring, and rock evokes a narrative of how it came to be
through supernatural acts. The Pueblo landscape is also a narrative, "an artifact of
intelligence," as exemplified by the Zuni.

For them, certain features of the landscape, as well as images
carved and painted on rock surfaces that are integral to that
landscape, encode events that happened in the past. Rock art
depictions in particular have the power to evoke that past; they
serve as vehicles that bind together past and present, linking the
ancestors and the myth time to contemporary Zuni life.”!

Rock art images are "metonyms of narrative," as Young terms it, in which the image
connects an oral tradition to the landscape in general and to the specific rock surface. The
image reinforces the memory, evokes the story, and enriches the layers of cultural
meaning, creating Ryden's "palimpsest" of implied landscape. This is not specific to the
American Scuthwest; scholars working on rock art sites around the world have often
reported connections between mythological narrative and landscape features. 72

After the abandonment of the village by its inhabitants, Pueblo people continued to
return sporadically to Abo, notably military patrols tasked to guard the pass from Apache
incursion during the eighteenth and early nineteenth centuries. These Pueblo warriors may
have taken the opportunity to add to the palimpsest of images near the abandoned pueblo
where they apparently encamped. But there are also a few Athabaskan images painted in
the rock shelters near the Pueblo pictographs. Polly Schaafsma offers an explanation as to
why this may be the case.

Relative newcomers to the Southwest in the sixteenth century, the
Apaches and Navajo considered as sacred caves painted with
imagery prior to their arrival and in turn made their own rock art in
these same spots. Many eighteenth-century Navjao [sic] paintings
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and petroglyphs are made over earlier Pueblo figures, sometimes
even incorporating them. 3

Young recorded superimposed paintings in her survey of Zuni rock art. When questioned,
her Zuni friends described a process by which the later paintings could be enhanced by
absorbing, or possibly stealing, the power of the earlier paintings. This seems especially
true in areas where more than one culture group co-exists.”* This process operates in
reverse as well; the Zuni are also known to appropriate images in the landscape even if
they were not originally created by a Zunij artist.”>

Landscape is a medium in which humans encode cultural meaning and history.
Abo's rock art is a palimpsest recording different cultural styles and time periods. The art
is visual evidence of changing histories in the landscape, of changing cultural landscapes
through history. The landscape itself is a cultural narrative. It will not be possible to
reconstruct the Tompiro world model, but the Zuni conception of rock art in accordance
with their world model offers some interesting comparative possibilities. One difficulty
with these world models is that they are drawn from contemporary Pueblo people who are
heavily influenced by Western concepts of space and history. These modern
interpretations cannot be equated to prehistoric models of thought, so they are used only
to suggest certain avenues of investigation.

Rock art can serve to mark places, sometimes centers, sometimes boundaries;
Abo's functions may have shifted through time from Archaic boundary to Puebloan center
to historic boundary. The value of this study of Abo's rock art is in the investigation of
intercultural dynamics, for the forces that form and transform are often more visible at the
boundaries than in the centers.”® This tentative framework for the changing functions of
Abo is built upon the archaeological and historical evidence present at Abo. In the
following chapter, this sequence will be reconstructed in greater detail, from both

archaeological evidence and historic documents.
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Culture History of the Abo Region

Stretching from the PaleoIndian era to contemporary twentieth-century habitation,
Abo's history can only be partially reconstructed from archaeological investigations and
historical documents written by Spanish and American observers. The history of this
region is generally organized into several time periods, corresponding mainly to the Pecos
sequence but also including phenomena unique to Abo Pueblo.! No single chronological
sequence has been established for the Abo region, nor have any of the proposed sequences
been adhered to by the many scholars who have worked in this region.2 In his
dissertation, Stuart Baldwin focused on the Pueblo IV period, dismissing other time
periods due to insufficient investigation. In her 1984 recording, Sally Cole discussed only
the paintings. J.J. Brody provides the broadest treatment but dates the end of rock art
creation with the abandonment of Abo Pueblo at approximately 1672. Both he and
Schaafsma focused primarily on the Pueblo IV period due to the parameters established by
the associated pueblo of Abo. But the time depth of cultural interaction recorded in rock
at this site extends well beyond the chronological parameters of the associated pueblo

ruins. Following is the chronological structure used here:

PaleoIndian 10,000 - 6,000 B.C.E.
Archaic (for Abo region) 6,000 B.C.E. - 1,000 AD
Basketmaker 1-700C.E.

Pueblo I 700 - 900 C.E.

Pueblo II 900 - 1100 CE.
Pueblo III 1100 - 1300 C.E.
Pueblo IV 1300 - 1600 C.E.
Pueblo V 1600 - ca. 1672 C.E.
Abandonment of Abo 1671 - 1673 C.E.
Pueblo Revolt 1680 - 1692 C.E.
Post-Revolt Presence 1692 - 1800 C.E.

Hispanic and American Presence 1800 - 1994 C.E.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



41
PaleoIndian Period, 10,000 - 6, 000 B.C.E.

Identifiable PaleoIndian sites are either animal kill sites—usually mammoth—or
temporary camps, defined by the presence of fire-cracked rock and PaleoIndian points
such as Clovis or Folsom types. Paleolndian sites have not been found at Abo, but many
have been reported in the vicinity. Thomas Lyons found several PaleolIndian sites in his
survey of the Estancia Basin, specifically along the northern and southem shorelines of
prehistoric Lake Estancia where the Galisteo and Abo passes open onto the high eastern
Plains (map 3).3 Because Paleolndian sites cluster at the mouths of the mountain passes,
specifically Abo Pass, Lyons suggests "Abo Pass was probably one of the most heavily
traveled causeways during Big-Game-Hunting [Folsom Culture] times."* This is due, he
theorizes, to the fact that animals and humans would use the easiest passages across the
short mountain ranges characteristic of central New Mexico. It would then follow that
PaleoIndian people were present in Abo Pass, but that no specifically dated sites have yet
been reported. PaleoIndian period sites have been located during archaeological surveys
in the Rio Abajo area, the Jornada del Muerto--Mockingbird Gap—and west of the Rio
Grande river banks near Socorro, New Mexico.? In his archaeological surveys of the Abo
Pass in the early 1980s, Stuart Baldwin did not find any sites dating from the PaleoIndian
period but postulated their presence in the region due to their proximity in other survey
areas surrounding this region.® The scholarly literature, however, does not commonly
ascribe rock art to the PaleoIndian period.

Dating the Paleolndian period is a matter of some debate.” Many scholars rely
primarily on the closely reasoned and conservative chronological sequence proposed by
Cynthia Irwin-Williams. She dates the beginning of Clovis culture to 9,500 B.C.E. This
would coincide with a period of increased moisture in the southwestern region. Such
additional moisture would promote a hypothetical population surge in big game animals,

hence encouraging the presence of their human hunters.8 Mockingbird Gap site is the
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nearest PaleoIndian site to Abo that contains substantial evidence of Clovis culture
occupation (map 3). Located ten miles east of San Antonio and fifty miles southwest of
Abo, this site is dated 9,000 - 6,000 B.C.E. and yielded one hundred-fifty Clovis points.9
Folsom points, dated 8,800-8,300 B.C.E., have been reported from Mockingbird Gap, the
Lucy site, and Estancia Basin sites near Abo Pass (map 3).10 Thomas Lyons reports nine
or ten Folsom sites clustered at the north and south ends of prehistoric Lake Estancia,
near the mouths of the Galisteo and Abo passes (map 3).1! Irwin-Williams dates the end
of the PaleoIndian period to circa 6, 000 B.C.E. with another climatic change causing the
extinction of mammoth and other big-game animals upon whose presence the economy
was hypothetically based. 12

Archaic Period, 6,000 B.C.E. - 1,000 C.E.13

Archaic sites are more frequently reported by various scholars from the Abo Pass
region as well as the surrounding areas. These sites are usually identified as rock shelters,
lithic scatters and typological points. Baldwin reports evidence of an Archaic presence in
Abo Pass, primarily in rock shelters, lithic scatters and rock art. He suggests that the
cupules, or shallow cup-shaped depressions, found on boulders at Abo and other sites in
the pass date to the Archaic period because they are associated with shelters that include
lithic scatters characteristic of Archaic culture (figs. 1, 2).14 A survey of the Rio Abajo
province reports sixteen Archaic sites; two sites are located just northwest of Cerro Indio,
thirty-five miles southwest of Abo (map 4).15 Mockingbird Gap, Manzano Cave and the
Lucy site also contain Archaic components in their cultural sequences.!® Wesley Hurt has
reported Archaic remains, although no definite sites, near Quarai. He suggests that the
Archaic peoples were attracted by perennial springs and dates the site's Archaic
occupation from 6,000 B.C.E. to C.E. 900.17
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Basketmaker Period, 1 - 700 C.E.

Basketmaker sites are generally Anasazi habitation sites with pithouse architecture
and typological pottery, such as the Lino wares. The Mogollon phases, Pine Lawn and
Georgetown, coincide with the Anasazi periods; only the nomenclature is different. The
major differences between Anasazi and Mogollon surface finds are the pottery types:
graywares for Anasazi sites north of Socorro and brownwares for Mogollon sites to the
south.

While Baldwin includes this time period in his Archaic Horizon, Mary Jane Berman
distinguishes it on the basis of architecture and pottery changes. In her synopsis of
archaeological work carried out west of the Rio Grande, she discusses both Anasazi and
Mogollon culture sites near the west bank of the river north and south of Socorro. For
the Anasazi sites, she reports a mixture of Anasazi and Mogollon traits in Basketmaker
sites. Contemporary with Basketmaker sites are Mogollon sites dating to the Pine Lawn
(1-500 C.E.) and Georgetown (500 - 700 C.E.) phases. Brownware pottery, fired in an
oxidizing atmosphere, appears among the Jornada Mogollon sites during the Pine Lawn
phase. Pottery, fired in a reducing atmosphere to produce the characteristic gray wares,
appears later in the Basketmaker III phase for the Anasazi areas. Concurrent with these
developments in certain sites, Archaic traits linger in other areas until about 500 C.E.1%

Pueblo I, 700 - 900 C.E.

According to the Pecos sequence, Pueblo I is the period of introduction or
invention of above-ground dwellings fashioned of masonry construction and the beginning
of the formalization of the subterranean kiva chamber. Originally defined for type sites in
the San Juan Drainage, Pueblo I is not so clearly identified in the Abo region due to an
apparent time lag in architectural developments. Sites identified as Pueblo I are usually

dated by ceramics such as San Marcial Black-on-White wares.
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Michael Marshall and Henry Walt include the Pueblo I period in their survey of the
Rio Abajo province.1? Sites dated to this phase are sedentary villages on the banks of the
Rio Grande with lateral sites upslope above both the west and east banks. Architecture
consists of cobble-based jacal rooms conjoined in single rows. Ceramics for this phase are
mainly brownwares, indicating a Mogollon population, but enough Cibola grayware is
present to suggest co-habitation with Anasazi immigrants. A large concentration of
Pueblo I sites cluster near San Acacia and near the confluence of the Rio Puerco and Rio
Grande.20

No sites in Abo Pass are dated to this period, but Franklin Fenega and Earl Green
report a pithouse village with several storage pits near Gran Quivira.2! They also found
on a pithouse floor what they termed a mortar slab made of blue-gray dolomite with a cup,
one-inch deep and four inches across, produced by pecking.22 This mortar is remarkably
similar to Baldwin's "Archaic cups" pecked into boulders at Abo sites (figs. 1, 2). Fenega
attributes this pithouse village to Mogollon peoples based on the predominant presence of
brownwares. Lino wares are also present but in low enough quantities to suggest only
trade contact with the Anasazi, not co-habitation.23

Puebio i1, 900 - 1100 C.E.

Pueblo II is characterized by the development of forms introduced in earlier
phases. Pottery becomes more differentiated, and architectural forms evolve, particularly
the subterranean kiva chamber. Stuart and Gauthier observe that cultural development in
the Salinas area parallels that of the Rio Grande Valley but retains stronger Jornada
Mogollon influences. These authors suggest that the Salinas populations were more
conservative than their riverine relations.24

The Pueblo II period sees a population increase in the Rio Grande Valley, possibly
due to Anasazi immigration.2 This is the period where Berman dates the majority of the

riverine sites, indicating a higher population density, although not all sites were inhabited
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at the same time. Populations on the Rio Grande aggregate into large villages during this
period. Such aggregation indicates significant social changes and greater complexity in
social structure.26 At Gran Quivira, Alden Hayes points to a large, semi-sedentary
population living in deep pithouses and using brownwares in the first half of the Pueblo II
period. During the latter half, he notes that jacal above-ground structures are added to the
architectural complement.27

In the Abo region, Baldwin dates his Pithouse Horizon to the Pueblo II period
based on architecture and ceramics. At Abo, Baldwin reports the presence of many
pithouse structures, identifiable by single rows of stone slabs. He did not excavate any
pithouses but collected Chupadero Black-on-White and Corona Corrugated ceramic wares
from the area.?8

Pueblo ITT, 1100 - 1300 C.E.

After 1100 C.E., the Pueblo II populations coalesced into larger, fortified
apartment complexes consisting of massive, contiguous masonry structures. The San
Acacia Butte area, which had been abandoned during the Pueblo II phase, was resettled.
For the Rio Abajo area, this period is distinguished by the prevalence of masonry
architecture, conjoined apartments, beginnings of plaza organization for village planning
and preference for elevated, defensible locations.2? At Gran Quivira, there was a move
from pithouses to above-ground connected stone rooms and the introduction of
Chupadero Black-on-White wares.30 Pithouses continued to be built and used
contemporaneously with above-ground structures. The materials and construction
methods conformed to general Jornada styles.31 Later architecture at Gran Quivira was
built of limestone blocks. Pueblo Pardo, located three miles south of Gran Quivira, is a
large site typical of this period. Approximately one hundred rooms and three kivas were

constructed from limestone slabs broken from local outcroppings.32
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Several investigators have reported on excavations at Abo, dating sites to this
period. Abo is a large complex of room blocks organized around plazas and located on
both sides of Arroyo Espinoso. Mounds I and J have received the most archaeological
attention, because they are located immediately adjacent to the historic Spanish Colonial
mission church (map 5). Scholars such as Adolf Bandelier, Joseph Toulouse, Bertha
Dutton, and Stuart Baldwin have surveyed or excavated these eastern mounds. Baldwin
dates the beginning of Mound J to circa 1275 C.E., whereas Dutton dates the initiation of
construction to circa 1150 C.E.33 Baldwin also excavated four jacal rooms, distinguished
by a double row of stone slabs, near LA Site 200, informally known as Tenabo. He found
Glaze A wares and intrusive St. John's Polychrome wares made with Cebolleta Mesa area
paste, thus dating the site from 1150 to 1275 C.E.34

Located to the west across the arroyo, Mound B has also been investigated by
Dutton, Jake Ivey, and Baldwin. Mound B is older than Mound J as was apparent to

Bandelier when he visited the site in 1882.

The rocky bed of a small mountain torrent, called Arroyo
del Empedradillo [Espinoso], separates the church and the
ruins adjacent to it from another pueblo ruin consisting of
several connected rectangles with faint traces of estufas
[kivas] in their interior squares. These ruins are much more
obliterated than those about the church; the mounds are
lower and more flattened, and gave me the idea that they
were the vestiges of an older pueblo of the same tribe.
According to the size of the mounds and their number, this
second village contained more people than the first. I
cannot decide whether there were two pueblos of the Abo
tribe successively inhabited, or whether there was but one,
built on both sides of the arroyo.3>

Bandelier's latter suggestion is supported by Jake Ivey in his 1988 survey, who reports
that Mound B was begun about 1100 C.E.36
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Sandal Cave, first announced by M.R. Harrington in 1928, is another
Pueblo III rock art site in the pass region.3”7 Harrington reported rock art images painted
or carved into the sooty ceiling of the cave.
Pueblo IV, 1300 - 1600 C.E.

Pueblo IV is generally dated as beginning around 1300 C.E., and is characterized
by large masonry pueblos and the introduction of glazewares. The date 1600 C.E. is
chosen here as the phase's end point due to the changes wrought by the permanent
presence of the Spanish colonists after 1598, thus representing a cultural horizon. Other
scholars close Pueblo IV at 1700 C.E., the end of glazeware production, but this is an
archaeological, not a cultural, horizon.

According to Marshall and Walt, the Pueblo population consisted of both
indigenous Mogollon and Anasazi immigrants from the Basin and Range or Colorado
Plateau areas.3® The fusion of these cultures can be seen in the Piro and Tompiro peoples.
During the Pueblo IV phase, there is a dramatic population increase in the Rio Abajo and
adjacent uplands, possibly resulting from immigration. Populations continue to coalesce
into larger, plaza-type villages. Some architecture is masonry, but there is a growing
prevalence of puddled adobe construction in the Rio Abajo villages. Circular, rectangular
and D-shaped kivas are all to be found in the Pueblo IV sites in these areas. Jornada
brownwares and Elmendorf whitewares are succeeded by Rio Grande graywares and
glazewares.3?

Much of the information available regarding the Pueblo IV period in the Abo Pass
is derived from two sources: Spanish historical documents and the archaeological record.
First to be contacted, the lowland Piro were described by an unnamed captain under
Francisco Velazquez de Coronado in 1541, but this captain does not report going into the
mountains to the east of the Piro.40 Later explorers would estimate that some forty Piro

pueblos with a population of approximately twelve thousand existed in the region between
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the confluence of the Rio Puerco with the Rio Grande south to the northemn tip of modemn
Elephant Butte Reservoir.4! During the Pueblo IV period, the highland Tompiro were
visited by at least three Spanish expeditions. The first led by Captain Chamuscado and
Fray Rodriguez visited five Tompiro pueblos in 1581-1582, reporting some 575 houses. 42
In February 1583, Antonio de Espejo visited eleven Tompiro pueblos.43 Don Juan de
Onate was the last Spanish visitor at the end of the Pueblo IV period, scouting the Pueblo
territories for his newly founded colony. He visited Abo Pass in 1598, reporting nine or
ten Tompiro pueblos.** In 1601, Onate would revisit the pass region, this time with a
military force which was ambushed by Abo warriors. The casualties recorded by Onate
give some hint of the population of the pueblo at this time: nine hundred killed or
wounded, and four hundred taken prisoner.4> He is the first to name the largest Western
Tompiro pueblo "Abbo."46

Five archaeological sites have been reported in the immediate vicinity of Abo, all
surveyed by an archaeological salvage team and stretching along ten miles of a pipeline
lying on the south side of Abo Wash.*7 Abo (LA 97) lies approximately one-half mile
north of the pipeline. Dutton determined that Mound B (on the west bank), like the later
Mound J, may have been abandoned, then later reoccupied about 1425 C.E.*8 Tenabo
(LA 200), located three miles southwest of Abo, is dated by tree-ring samples from a kiva
roof to approximately 1460 C.E., showing that this pueblo is contemporaneous with
Abo.49 The presence of macaw remains and pottery indicate trade connections with Zuni,
Gran Quivira and the Jornada Mogollon.’0 Large salt caches at Gran Quivira point to a
sait trade with surrounding populations. Pat Beckett has suggested that Chupadero
Black-on-White pottery was used to transport the salt, which accounts for the ware's
widespread presence in the archaeological record.3!

Gran Quivira is the best documented site in the Tompiro area. This pueblo's

history is used to profile events occurring in this region during the Pueblo IV period. In
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the analysis of their field work in the 1960s, Alden Hayes' team defined three phases of

construction in Mound 7 at Gran Quivira:

(1) Early Phase (1300 - 1400 C.E.): Between one hundred-fifty and two
hundred rooms in five or six concentric arcs surrounding a single kiva,
similar to Tyonyi in Frijoles Canyon.

(2) Middle Phase (1400 - early 1500s C.E.): The northern half of
concentric arcs is razed and a linear block of rooms is built extending from
the southwest quadrant of the remaining arcs. Three kivas with painted
walls were excavated. At the end of this phase, Mound 7 was apparently
abandoned for fifteen to twenty-five years.

(3) Late Phase (1545 - 1672 C.E.): Reoccupation and renovations
gradually bury the circular arc portions of the earlier mound, resulting in
two hundred rooms and five kivas circa 1600 C.E. Later, the kivas were
unroofed and filled with trash, while a nearby room acquired painted walls,
suggesting a kiva function.>2

While useful as a beginning point for the discussion of the history of the region, there are
some methodological concerns with drawing too close a comparison between Gran
Quivira and the Western Tompiro villages, including Abo.

Baldwin distinguishes two Tompiro groups during the Pueblo IV period. The
Western Tompiro live in the Abo Pass and Chupadero Basin; the Eastern Tompiro, on
Jumanes Mesa. The Southern Tiwa live in the eastern foothills of the Manzanos
Mountains.>3 Population estimates from 1582 C.E. suggest that the Western Tompiro
may have numbered approximately nineteen hundred, while the Eastern Tompiro
numbered thirty-two hundred, comprising a total of over five thousand Tompiro by the
end of the Pueblo IV period.>* Baldwin found evidence of a population increase ca. 1275
C.E. in the Abo Pass and suggests that this was caused by immigrants from the Cebolleta
Mesa area.>?

Baldwin distinguishes the western and eastern groups based on ceramic types and
different metate forms. After 1300 C.E., the Western Tompiro cease making Chupadero
Black-on-White and Corona Corrugated wares in favor of glazewares and Corona Plain.

Meanwhile the Eastern Tompiro continue to make Chupadero Black-on-White--and its
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successor, Tabira Black-on-White—-throughout the Pueblo IV period. They switch from
Corona Corrugated culinary wares to Corona Plain much later than the western peoples,
circa 1460.56 Glazewares do not seem to have been produced in any quantity in the
Eastern Tompiro pueblos. Instead, most of the glazewares are imported from the Western
Tompiro. This trade gradually increases in quantity throughout the Pueblo IV period,
eventually constituting between forty to sixty percent of imported wares found in the
Eastern pueblos.37 Regarding other differences, the Western Tompiro, along with the
riverine pueblos, adopt the slab metate circa 1300 C.E. The Eastern Tompiro adopt this
form much later, about 1400 C.E., and even then use it concurrently with the older basin
and trough forms.58

The glazewares present in the Eastern Tompiro pueblos imply a trade relationship
with the Western pueblos. Since very little pottery from the east is found in the Western
pueblos, other products may have been traded. Baldwin hypothesizes that these products
may have been perishable or semi-perishable. Such trade items could have included
buffalo hides, jerked meat, tallow and salt exchanged for Western glazewares.®

The presence of Abo-area glazewares in Rio Grande Valley sites dating after 1500
C.E. suggests that the Western Tompiro also maintained trade relationships with the Piro.
From 1300 - 1525 C.E., the Piro traded more with Zuni and the Little Colorado pueblos.
But after 1525 C.E., more Western Tompiro wares are found in Piro contexts than Zuni or
Little Colorado wares. Logistically, the Western Tompiro are the middlemen between the
Eastern Tompiro frontier posts and the lowland Piro, providing a link between the Plains
and the Rio Grande Valley.%9 No Piro pottery has been found in Abo or Tenabo, posing
the possibility that the Tompiro traveled to the valley for trade. Products for trade could
have included salt, buffalo hides, jerked meat, tallow, and pinon nuts. The Piro may have
traded surplus agricultural goods, raw cotton, turkey feather items, tobacco and obsidian

to the Tompiro. Cotton rat skulls found at Tenabo may have been the remains of skin
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bags given to Western Tompiro traders.®! Baldwin calculates that the Piro would have
produced much more food than they needed while the Tompiro were more limited in
agricultural potential.

Trade relations with Plains groups are not only documented through archaeology
but also primarily through Spanish observations in the late Pueblo IV period. In 1583,
Espejo records: "...the Maguas [Tompiro] province borders on the land of the so-called
Cibola cattle [bison]. The natives clothe themselves with the hides of these animals,
cotton blankets, and chamois skins."62 Spanish observers document trade fairs among the
Tompiro in the sixteenth century. They list meat, hides and hide products, tallow, and
bone products from bison as trade items. Drawing on Spanish observations and biological
studies of bison, Baldwin suggests that such trade fairs probably took place in July, late
November and early December.%3

Espejo's observations of 1583 were the first Spanish documents to mention bison
products among the Tompiro and Piro. Seventeenth-century sources corroborated his
observations. Obregon, reporting on the Espejo expedition, mentioned that the Tompiro
carried bison hide shields. Fray Nicolas de Freitas observed that Gran Quivira "is most
populous; people gather from all over to trade antelope skins and corn."®* Possible trade
items have been found in archaeological contexts dating to the fourteenth and fifteenth
centuries. Bones of game animals have been reported in archaeological contexts in the
Eastern Tompiro pueblos, including mule deer, white-tailed deer, pronghorn antelope,
bighorn sheep and bison. Most of the bison bones were rib material, some scalpulae and
limb bones, which imply that killing and butchering took place away from the pueblos.5>
This could have been done by Tompiro hunters, or the already-butchered animals may
have been brought in by Plains traders. Toulouse and Stephenson report bison bone and
East Texas mussel shells from Pueblo Pardo. Mussel shells are also reported from

Tabira.% Dutton found bison bone at Abo dating to the 1500s, while Toulouse reported
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similar remains dating to the 1600s. Baldwin found a single bison bone and a freshwater
pearl at Tenabo in a context dated from 1500 to 1550.57 Bison would have been an
important protein source for Pueblo people. Judging from the bone materials found,
more pronghorn antelope than bison were brought into Eastern Tompiro pueblos, but
bison meat made up fifty percent of the protein diet of these people due to the larger mass
of this animal. Pronghorn are a close second in percentage of protein supplied and are still
plentiful in the region today.%®

Pueblo V, 1600 - ca. 1672 C.E.

Sweeping changes in Tompiro material culture are reflected in the rock art during
the Pueblo V era. Influenced by the Spanish colonization and Franciscan missionary
efforts, the Tompiro adapted new forms in architecture, pottery, and agricultural food
crops. Much of the documentation from this period is derived from historical Spanish
records but also from the archaeological investigations conducted by Toulouse, Dutton,
Ivey and Baldwin.

With the establishment of the Spanish colony, new political and economic
pressures affected the Pueblo world. At Abo, the most immediate change was the
establishment of the Franciscan mission in 1622 by Fray Francisco Fonte. He is probably
responsible for the addition of the Spanish-style convento at the north end of Mound I to
the west of the church (map 5). Some of the rooms may also have been intended for civil
officials and travelers' lodgings.%% In 1629, Fray Francisco de Acevedo assumed
guardianship of Abo, which he held for nearly thirty years; he is usually regarded as the
architect of the mission church, San Gregario de Abo.”? He is also credited with building
the mission churches at Gran Quivira and Tabira.”!

In addition to Franciscan missionary efforts, Spanish imposition of a state-level
economy on the Pueblo world also had a profound impact on the native culture. Baldwin

posits the existence of a multi-component trade network stretching from the lowland Piro
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to the Western Tompiro, the Eastern Tompiro and onto the Great Plains. Trade products
would have included such items as pottery, obsidian, flint, turquoise, corn, cotton and
cotton products, turkey-feather garments, tobacco, and salt. The Spanish interceded in
this network, adding a new element to the traditional economic formula. Both Franciscans
and civil authorities claimed the rights to labor and products of Pueblo people, thus
interfering with the Pueblo capability to trade with Plains peoples whom the Franciscans
proved unable to convert and settle permanently. For example, not only did Abo support
the Franciscan mission of San Gregario de Abo, they also had responsibilities to
encomenderos, military men granted rights to obtain tribute paid in labor and agricultural
products. Around 1662, Francisco Gomez Robledo had encomendero rights to one-half
of Abo's labor pool.”2

The decade of the 1660s was a period of turmoil and strife for the people of Abo
and other pueblos. Competition rose to new heights between the church and state officials
at all levels of Spanish government. The Franciscans tried to suppress the native
expression of religion, gathering and burning ritual paraphernalia and kachina masks. This
destruction and suppression possibly inspired the withdrawal of ritual activities from the
pueblo proper to the surrounding landscape, such as the rock shelters one-quarter mile
south of Abo Pueblo.”3

The friars also competed with civil authorities for Pueblo labor, often bringing
charges against government officials before the church's Inquisition.” According to
Nicolas de Aguilar, the friars tasked Pueblo people to cook, shepherd, gather wood and
"pine-nuts, to weave, to paint, to make stockings and other things for the fathers to use
and profit from." Pueblo people even hunted "prairie chickens" for the friars.”> Captain
Hurtado testified that the Franciscan fathers had the Pueblo people harvest enough pine-
nuts in 1660 to sell to raise money to buy an organ for Abo's church, as well as altarcloths

and other "ornaments."’6
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One of Abo's political leaders during the 1650s was known to the Spanish as Don
Esteban Clemente. He was a trusted ally of the Spanish, presumably acting as an
intermediary between the colonial government and his people. To maintain good relations
with the Apaches from the Siete Rios area, the Spanish provided Don Esteban with trade
goods and the authority to transact business in the governor's name. However, Don
Esteban shared the general Pueblo dissatisfaction with the grasping ways of Governor
Lopez de Mendizabal during the latter's tenure from 1659 to 1661. As Spanish
mismanagement and Franciscan religious persecution accelerated in the 1660s, Don
Esteban was forced to side with more militant Pueblo factions against the Spanish, leading
rebellions against the harsh conditions.”” At some point between 1665 and 1668, he was
hung for treason.”®

A Franciscan document provides evidence of when Abo was abandoned. The last
mention of Abo as still occupied by Franciscan friars was included in Fray Alonso Gil de
Avila's Memoria published in 1672 where he mentions that a military detachment had been
assigned to defend the pueblo.” Based on his report, most scholars agree that Abo was
abandoned by the friars and the majority of the native population in 1672 or 1673. Abo
was certainly abandoned by 1679, as reported by Fray Francisco de Ayeta in his petition to
the Viceroy of New Spain published that same year.80

Many factors, both human and natural, seemed to have conspired against the
Tompiro people. In 1583, Antonio Espejo had estimated the population of the Tompiro
to be more than forty thousand, living in eleven pueblos. By 1629, Fray Alonso de
Benavides reported fourteen or fifteen Tompiro pueblos but only ten thousand in
population, a drop of seventy-five percent.3! Such a drastic change in population is
attributed to many causes, including warfare and disease. Population movement is another
factor. People simply left the pueblos under the direct influence of the Spanish,
withdrawing to previously uninhabited areas such as the foothills of the Magdelena
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Mountains near Magdelena, New Mexico (map 6). The Magdelena pueblos are estimated
to have held one-third of the Piro population that had withdrawn from their ancestral
homes in the Rio Grande Valley. They may also have contained Tompiro refugees. Other
sites in the valley were reestablished as heavily fortified pueblos, such the Cerro Indio and
Piedras Negras (map 6). Ceramics found at these sites include Abo glazewares in
sufficient quantities to indicate heavy trade contact or the presence of Tompiro relations
among their Piro neighbors.82 In the early 1670s, some three hundred families are
reported to have abandoned Abo to live among their Tiwa neighbors at Isleta Pueblo.®3

Population movements would explain the ebb and flow of building efforts in
Mound J at Abo Pueblo. Baldwin's excavations in 1981 and 1982 revealed that Mound J
had been established in the early 1500s, just before Spanish contact.3% Three rooms
facing the plaza in the northern room block of Mound J provided evidence that they had
been constructed and occupied from 1620 to 1650, then abandoned for a time. They were
then reoccupied about 1660 and remained so until the pueblo was abandoned in the
1670s.85

Abandonment of Abo Pueblo, 1671 - 1673 C.E.

When and why Abo Pueblo was abandoned play some part in the dating and
function of the nearby rock art. Spanish sources credit the depredations of Athapaskan
raids and frequent droughts in the seventeenth century for the failure of Salinas Pueblo
economies and abandonment of the pueblos. Many scholars have supported this
hypothesis. Bandelier, for example, reported "non-Pueblo points" in the area.36 But
drought and raids were undoubtedly part of the archaeological past. What concatenation
of events in the seventeenth century forced the Salinas populations to return to the Rio
Grande Valley? Tainter and Levine suggest that the abandonment will be better
understood when more is known about interdependent relationships between "Spanish

economic demands, religious persecution, subsistence change, labor scheduling, trade,
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technology, community organization, native political change, climate and external

relations."87 Amy Earls elaborates:

.. .[As] the old trade patterns broke down and the
Franciscans gained tighter control over food distribution,
Athapascans [sic] found friendly barter inadequate. When
drought swept New Mexico, conditions became intolerable
for all people, the bartering relation ended altogether, and
the raids became more frequent . . . The abundance of maize
in Pueblo territory must have always been tempting to the
Athapascans, but with the coming of the Franciscans the
storing of it became more and more concentrated as well as
tempting . . . Surprisingly, the two regions which suffered
the greatest damage from the Athapascans between 1668
and 1680 were the Piro and Tompiro areas. The
explanation probably lies in the fact that the Spaniards, after
crushing the rebellions of these tribes [such as Don Esteban
Clemente's], destroyed their alliances with the Apaches and
used Piro and Tompiro warriors in campaigns against the
Athapascans. Thus the Athapascans would have regarded
their former allies as traitors and enemies to be destroyed
with the Europeans.88

Baldwin posits a slightly different view of the situation, based on trade economics.
Plains peoples, named Jumanos by the Spanish, who had been the major eastern trading
partners of the Tompiro, were gradually pushed south by encroaching Athapaskans,
eventually severing their trade connections.3? The Athapaskans replaced the Jumanos in
the network, but other events conspired against the success of this relationship.
Archaeological evidence and historical Spanish accounts corroborate what has been
realized to be a world-wide phenomenon known as the "Little Ice Age." Beginning
approximately 1300 C.E., a cooling trend in local weather patterns deepened to a
maximum cold period between 1600 and 1750, followed by a warming trend. Because the
Tompiro pueblos are within the modern altitudinal limits of the Upper Sonoran ecozone,
but bordering on the Transitional, the colder weather patterns may have depressed the

ecological zones. Thus the Tompiro would have been within the Transitional ecozone,
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affecting their crop productivity. This may have encouraged the Tompiro to trade heavily
with their lowland Piro relatives for agricultural products. The period of maximum cold
between 1600 and 1750 C.E. contributed to the famines of 1658 to 1659, 1668 and 1670.
The imposition of a state-level Spanish economy with tributes paid in food led to
artificially-caused famines such as that of 1600 to 1601. Tributes in foodstuffs sapped
internal reserves, thus weakening the Tompiros' ability to trade. Spanish demands for
tribute paid in clothing items such as cotton blankets, hides and stockings struck at
utilitarian goods that could have been traded for food. The net effect was that the
Tompiro were impoverished and could not trade for what they needed.?® The
Athapaskans were also affected by the famines, as their attacks on the Tompiro pueblos
coincided with the 1658 and 1668 famines.?! Further evidence of internal friction and
strife is found in Spanish records of increasing accusations of witchcraft among the people
of the Salinas Pueblos.??

The date Abo Pueblo was abandoned has been a matter of some fervent discussion
in the scholarly literature. Spanish manuscripts are the only historical documents of the
period, and they do not precisely pinpoint the date when the population of the village left
to join their relations and neighbors in the Rio Grande Valley. Minutes from a 1672
chapter meeting of Franciscan friars in the Salinas area list fathers attending from Abo
Pueblo, from which it is inferred that at least some parishioners remained in the pueblo if
the priests were still serving there. But by 1679, when Fray Francisco de Ayeta wrote his
petition to the Viceroy of New Spain, Abo Pueblo had been abandoned.?3 Baldwin
suggests that the people of Abo could have left all together or piecemeal over several
years between 1672 and 1678.94 However, the people of Abo probably began leaving
somewhat earlier. Bandelier reports that marriage documents from the El Paso area reveal

many Abo Pueblo people were living there in 1671.93
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The number of people who left Abo is another matter of debate. Fray Frarcisco de
Ayeta reported that three hundred families left Abo before 1679, but Baldwin feels this is
inflated. He points out that Ayeta's petition was a propaganda document asking the
Viceroy of New Spain for military and financial assistance, trying to make a strong case
for protection and continued Spanish control of the Salinas province. Baldwin suggests
that the actual number of people leaving Abo before 1679 may have been three hundred
persons, not families. ? Earlier published reports on Abo have quoted Ayeta's figure of
three hundred families, estimating a population of some eight hundred people present in
the twilight days of Abo.%7

Pueblo Revolit, 1680 - 1692 C.E.

It has often been assumed in the scholarly literature that, once Abo had been
abandoned by the Spanish priests and their parishioners, there were no Pueblo people
living in the pass area. Many have quoted Spanish sources that the Tompiro and their Piro
relatives fled with the Spanish in the Pueblo Revolt of 1680. Once the Tompiro joined
their relatives in the Rio Grande Valley, the Spanish do not seem to have separately
recorded their presence; all accounts name only the Piro. It is assumed that the
populations fused by 1680.98 In 1680, 317 "Piro" people retreated with the Spanish.??
When the Spanish attempted a military reconquest, they attacked Isleta Pueblo on
December 6, 1681, finding five hundred Isleta and Piro defending the pueblo. When the
Spanish retreated on January 2, 1682, 385 "Isletans" went to El Paso with them. Piro
people who did not go to El Paso probably took refuge at Isleta and Acoma, as well as in
pueblos located in the Fra Cristobal range east of modern Elephant Butte Lake.!%0 In the
1850s, boundary commissioner John Bartlett recorded the presence in El Paso of a
Mexicanized population that spoke Spanish and remembered their Piro language only
imperfectly. Bandelier visited the Piro people in 1883, noting that the descendants of Abo
were living in Senecu del Sur, findings confirmed by J. Walter Fewkes in his 1901 report.
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As Baldwin writes, descendants of the Tiwa Isletans, the Piro and local Mansos people
lived in the Ysleta del Sur, Senecu del Sur and El Paso del Norte barrios of El Paso and
Juarez. 191 However, many Piro returned with the Spanish during the Reconquest.
Post-Revolt Presence, 1692 - 1800 C.E.

Don Diego de Vargas brought back one hundred refugees from Ysleta del Sur,
Socorro del Sur and Senecu del Sur during his reconquest in 1692.102 There is a distinct
possibility that Piro and Tompiro people were included in this group. They would have
augmented the Piro population that had remained behind as refugees in other pueblos.
Governor Vargas used Pueblo auxiliaries--which may have included some Piro/Tompiro
warriors--in his campaigns against the Faraon Apaches in the Sandia Mountains in 1704.
This practice was followed later by Governor Velez Cachupin during his first term in
office, 1751 to 1754, and perhaps in his second term, 1762 to 1767.103 According to

Spanish manuscript sources, he

...maintained a continuous summer patrol of forty Indians
from the six Keres pueblos [San Felipe, Santo Domingo,
Cochiti, Santa Ana, Zia, and Acoma] and, when practicable,
two squadrons of soldiers from the presidio [in Santa Fe].
These contingents guarded against the entrance into the Rio
Grande settlements of Faraon and Natage Apaches to raid
Albuquerque, Santo Domingo, and San Felipe. They were
stationed at "Coara" [Quarai] and Tajique in the "ancient
missions in the cordillera of the Sandia Mountains." Such
outlying patrols were to inspect all the terrain in their
vicinity and to reconnoiter the entrances used by the
Apaches, to gain access to the Rio Abajo region. 104

These documents establish a Puebloan presence in the Salinas area, particularly in the pass
regions which served as entrances for raiders intc the Rio Grande Valley. Given Abo's
proximity to one of the most heavily traveled passes from the valley to the plains, it is
logical to conclude that these Pueblo auxiliaries did patrol in the entire Abo area, possibly

camping in the pueblo ruins as did later American soldiers. Toulouse notes the presence
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of Puname Polychrome and Acoma Polychrome sherds in his excavations of San Gregario
de Abo, which indicates to him an eighteenth-century presence of Pueblo people. 105
Whether any of the Pueblo auxiliaries from the Keresan pueblos were descendants from
Piro/Tompiro refugees is impossible to prove. Pueblo people, particularly warriors, were
present in the Abo region in the mid-eighteenth century. It is at least possible that they
were responsible for much of the warrior iconography in rock art panels located close to
the modern highway.

Another warrior group may also have made their mark at Abo. It has long been
assumed that the Tompiro of Abo abandoned the area to the Apache, who then maintained
a presence in the pass region until they were expelled by Spanish homesteaders in the
nineteenth century. Baldwin records an Apache presence in the archaeological sites of
Abo and Tenabo, but such remains are tenuous. Dated broadly from 1675 to 1850 C.E.,
"Apache" buildings are described as rockshelters with drywall structures, two stone circles
and one rock-lined cache.1% The Apaches raiding the Rio Abajo region were entering
through Abo Pass but stopped for a brief time during a truce with Governor Velez
Cachupin from 1749 to 1754. They began raiding again after 1754, implying travel
through the pass, and continued to be a problem as late as 1791.197 Even in 1853, Brevet
Major James Henry Carleton led an expedition into the Salinas area to scout for Apache
Indians "who often infest that portion of the territory." 108

Hispanic and American Presence, 1800 - 1994 C.E.

Shortly after 1800, Hispanic homesteaders and ranchers returned to exploit the
resources of the Salinas area. Bartolome Baca received the Torreon Grant which included
the ruins of Abo in 1819.199 A rancher, he employed some twenty-seven hundred herders
to shepherd forty thousand sheep, three hundred mares and nine hundred cattle on
pastures in the Manzanos Mountains.!10 Due to its proximity to the Manzanos pastures

and the presence of a perennial stream running near the pueblo ruins, Abo may have been
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visited by these shepherds, some of whom were Pueblo people. This is a tenuous
supposition, but there is a possibility that Pueblo people were in the Abo area in the early
nineteenth century. Certainly there were Spanish shepherds, and Christian motifs are to be
found in the rock art of Abo. Navajo raiders caused all Hispanic settlements east of the
Manzanos to be abandoned between 1822 and 1833, save the town of Manzano.
Shepherds continued to visit the water sources at Abo through the 1830s.11!1 Baldwin
found a significant Hispanic archaeological presence in Abo from 1850 to the present
time.112 Between 1865 and 1869, the Cisneros family arrived at Abo to homestead. Title
to these lands was granted to Ramon Sisneros in 1892.113

Unfortunately, early American observers in the area focused primarily on the
mission church ruins, failing to mention the rock art. Lieutenant J. W. Abert visited the
ruins in November 1846, painting an image of the mission church, but did not mention the
rock art at the site 114 He was followed by Brevet Major James Henry Carleton in
December 1853, who measured and described the ruins of the church but also neglected to
mention the rock art.113 The first American visitor to discuss the rock art was the
indefatigable Adolph Bandelier. He surveyed Abo on December 31, 1882, taking
measurements of and making notes about the mission church.!16 After Bandelier, others
visited the site of Abo, but none published a record of the images until Sally Cole's
recording of the pictographs in 1984.117 After her work that summer with Polly
Schaafsma, the next large-scale recording effort was this author’s, in the spring of 1994,
focusing not only on the paintings but also on the petroglyphs found in survey.!18

No offerings or other evidence of recent ritual use of this site was noticed during
the recording field work undertaken by this author in 1994 that would indicate a
continuing Pueblo presence in the Abo area. However, this does not mean that the site is
completely inactive. In 1908, Herbert Schweizer recorded the image of the sacred clown

and serpent before it was vandalized. During a later visit, he noted that damage had been
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done to the heads of these figures.!1? Since this was the time when the railroad was being
built in the pass, it is possible that native people, possibly Isletans, may have deliberately
destroyed these images for reasons of ritual security. The descendants of refugees now
living in El Paso have also visited Abo in recent years. A large committee of people from
Ysleta del Sur visited the Salinas Pueblos on February 2, 1994, but they did not visit the
rock art sites.

In conclusion, people have been living in or camping at Abo since the Archaic
period. Hunters and travelers may have left their marks upon the landscape, but certainly
the farmers of the Early Puebloan periods (Pueblo I - Pueblo III) were responsible for the
increase in numbers and the change in iconography of rock art images at Abo. During the
Late Puebloan periods (Pueblo IV - Pueblo V), Abo reached its greatest population level,
so it is logical to seek rock art from this time frame. Even after the abandonment of the
region, Pueblo people continued to foray into the pass, perhaps leaving images on the
rocks to record their presence and the boundaries. Athapaskans, too, lived and camped in
the area, leaving their marks. It is possible that even as late as the twentieth century,
Pueblo people were still acting as caretakers for the rock art, even if this meant destroying
sensitive images such as the sacred clown and plumed serpent. Now that the
methodological and historical foundations have been laid, a stylistic and chronological

framework for analysis of Abo's rock art must be built.
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4

Stylistic Analysis

Formal analysis is a useful tool for determining the mechanisms by which
expressive or decorative effects have been attained as well as for discovering
the internal logic of any given art work. It is an objective means for dealing
with [non-Western] arts and has the capability for aiding historical and cross-
cultural studies. Further, if an intimate relationship between form and content
can be assumed, it follows that the formal character of an art work will have
meaning for the society that uses it, and that analysis of form will always have
the potential for specifying aspects of the symbolic value that an art may have
to its users.!

Formal analysis is but one tool "for determining the mechanisms" and "for
discovering the internal logic" of works of art. Style in rock art has too often been defined
as an overly simple framework constructed from formal elements and media. Formal, or
non-mimetic, elements are an important part of style, but in order to build a sturdy
methodological framework for rock art study, other elements must be considered. Such
elements include form, material, technique, structure, and--most importantly--context. As
discussed in Chapter 2, the context for rock art is the physical landscape which bears
evidence of the cultural landscape. Rock art defines place and space in landscape.

Much of the literature on rock art styles has been written by anthropologists who
have a somewhat different definition of style than art historians do. Art historical notions
of style and visual analysis will form the framework for this study, drawing on the work of
art historians and archaeologists for discussions of formalism and contextualism in rock art
study. Following this, the formal element categories will be defined. Since element
categories are only one component of the framework, material and technique will also be
discussed. The context of these images will be constructed as the larger effort of this
dissertation.

Why analyze style in Abo's rock art? When content is unfamiliar or meaning
ambiguous, art historians rely on the analysis of form and context. Formalism is a highly

developed vocabulary designed to describe works of art in terms of non-mimetic elements.
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Pioneers in formal analysis Heinrich Wolfflin and Erwin Panofsky both advocated
organizing subject material into categories for analysis based on the Kantian notion that
such groupings are how all human consciousness constitutes its world. Which categories
are chosen and how they are defined and prioritized is culturally defined, providing a sort
of mental template which is then projected over the natural world. This mental template
differs for every culture and time period. Alterations in the principles of this mental
template would reflect changes in the topography of the physical world. This redefinition
of the world should be visible in art.

Formal analysis identifies some of the elements of the cultural mental template, but
it has its limitations. Often a motif is assumed to have "an intimate relationship"--in
Brody's words--with content or meaning. But what appears intimate in a superficial
examination has often been revealed as artificial under deeper scrutiny. To properly
analyze rock art images, context is crucial to bind this whole framework together. On the
physical level, a major advantage in rock art study is that most images are still contained in
their original physical context. But on an intellectual level, all art--even rock art--is
decontextualized. The intellectual landscape or mental template changes. Leonardo's
Mona Lisa was not painted to hang behind bullet-proof glass in the Louvre; the painting's
original context has been lost.2 Rock art at Abo still occupies the same rock faces; most
are still located where they were when the artist chose that surface for artistic endeavor.
But the shape of the landscape, how it is conceived and used, has changed dramatically
since the Archaic period, as was outlined in previous chapters. The landscape's context
has been altered markedly over the millennia, from hunter-gatherer camps to travelers'
byway to farmers' fields. While it is possible to change the landscape, by replacing a
footpath with a sixty-foot wide, paved highway, a rail line and a natural gas line, for

example, the function of the pass is still intact. Abo Pass connects the more populous Rio
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Grande Valley with its business-oriented centers to the more agricultural and less
populous Great Plains. Abo Pass remains a point of interface today.

Abo also has the advantage of possessing two rock art media, that of paintings and
carvings, facilitating comparisons between them and between rock art and other works of
art. Brody (1991) was the first to make an extended comparison between rock art and
kiva murals, discussing them in terms of material, technique, iconography and structure.
His insights inspire this research and thus should be briefly summarized here.

At the end of the Archaic period, the basic intellectual principles of Pueblo painting
styles had been established in rock art, pottery, and probably also in wall murals.3 Due to
their relative permanence, rock art examples are far more numerous than whole pottery
vessels or extant wall murals. A ionger period of time is represented in rock art so there is
greater diversity in "meanings, purposes, ritual traditions, and activities" than in wall
murals.# Greater diversity in rock art can also be attributed to more individuals creating
the images, drawing from diverse linguistic, cultural and historical backgrounds. Rock art
and wall murals overlap in iconography, and somewhat in style, but the formal distinctions
are great. The purposes of both pictographs and wall paintings relate to how the spaces
were used and what cultural function these places served. To reconstruct such purposes
and meaning, scholars must depend on ethnographic analogy and direct historical
association.’

Style in Pueblo IV period rock art undergoes tremendous changes. Brody traces a
decline in the number of pictographs in this period, while petroglyphs greatly increase.
Subject matter also changes, seemingly linked more closely to kachina figures than in
previous periods; in fact, Brody notes a lack of iconographic links to earlier periods of
paintings or rock art. Rock art in the Pueblo IV period becomes more tightly organized,
coming closer to the structure of wall murals, while the murals become more loosely

organized, comparable to rock art. In wall murals, colors are more descriptive, according
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to Brody, and color selection is more deliberately "coded" or symbolic than in earlier
paintings.”

Prior to Brody's work, early American rock art scholars were primarily
archaeologists who concerned themselves more with the identification of subject matter as
traits or elements, such as mountain sheep motifs, and with tracking these elements over
the North American continent. This focus on singular elements fractured stylistic
complexes. Early research, then, tended to dwell on typology rather than style. The
archaeological notion of rock art style was first used by Julian Steward in his work on
rock art of California and neighboring areas, followed by Luther Cressman in his research
on petroglyphs in Oregon. Robert Heizer and Martin Baumhoff were the first to connect
rock art style to culture group, and their methodology was later followed, in modified
form, by a whole generation of scholars, including Polly Schaafsma.? Archaeological
notions of style centered on the identification of characteristic motifs or patterns, then
tracing links from one geographic region to another, and from one culture group to
another.

Art historical notions differ from those of archaeologists in that the definition of
style is somewhat more complex. Meyer Schapiro's work has influenced archaeological as
well as art historical notions of style throughout the latter half of this century. He notes

that:

... [S]tyle refers to the form elements or motive, form relationships,
and the qualities present including an overall quality that we may
call expression. Further, technique, subject matter, and material
may be included in style definitions, but these are not as peculiar to
the art of a period [or culture] as are its formal qualitative
attributes. 10

Schapiro addes "quality" and meaningful "expression" to formalist approaches. His work
is also important for linking formalism and contextualism, a matter that will be discussed

in greater detail below. What is important here is Schapiro's articulation of art historical
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style as maintaining constant form, qualities and expression.!! He also points out that it is
commonly assumed that every style is unique to a culture and an historical period, that
there exist only a limited number of styles in a culture at any given time.12 This is based
on the observation that non-mimetic formal characteristics are not "natural" but are, in
fact, culturally defined and bear meaning, 13

Style, as described by Schapiro, incorporates formal elements, cultural
"expression," and subject matter. Content is an integral part of style. Form and content
are linked through cultural convention, but their relationship is rarely a simple equation.
Rather, the links between form and content are highly complex and prove at times to be
quite fluid. Time and again, a motif that conveyed a particular meaning in a culture
survives into a later period, to be repeated but with new content, having "outlasted" the
original. As David Summers has observed, "...[U]nderstood relations of form and
meaning, conventions embracing artist and audience at the deepest level, might have the
most basic consequences for the definition and progress of a style."14 Thus the links
between form and content must be carefully reconstructed rather than assumed in each
case. Schaafsma has indicated the pitfalls of such assumptions in her critique of early
researchers such as Garrick Mallery. To be useful, style must be defined on a local, rather
than a continental, scale. 13

Since the earliest definition of formalism within the field of art history, the goals
and objectives for using the method have been constantly redefined. Initially, analysis of
form was the key to open a locked door. Once entry had been gained, other methods
would allow a broader understanding. Formal analysis made art history a universal
discipline.16 Art historians were no longer limited to their own cultural tradition or
immediate past history. Early scholars traced particular motifs across geographic, cultural,
even temporal boundaries without any controlling comparisons to insure that the form

continued to carry the same content. Form and content were assumed to enjoy "an
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intimate relationship" and were inextricably alloyed together in the early models.17 But, as
has since been discussed at length—and tacitly conceded by pioneers such as Heinrich
Wolfflin—-form and content vary tremendously even within closely controlled situations.

Form, in the sense intended by Wolfflin, refers to the non-mimetic elements of a
visual image. A pioneer in art historical theory, Wolfflin proposed a critical analysis of
line, shape, color, and texture, to name but a few of the many elements that can be
analyzed in an abstract sense, dissecting an image into its smaller components without ever
referencing content. When the same cluster of non-mimetic elements are shared widely
among artists, they indicate a "collective spirit" for the culture or time period, thus
accounting for differences in style.1® Indeed, formalism is the first method evoked to
grapple with artistic objects of obscure origins. But as David Summers cautions, "formal

analysis" is a method of description that raises more problems than it solves.

... [Formal] order implies both analysis and synthesis. It implies
analysis because it requires that any work be resolved into some of
the series to which it is seen to belong. But after such a seriation is
completed, it is also necessary to reevaluate and characterize the
work as a performance in its place and time, as a unique
transformation of its precedent elements at the new level of
understanding achieved by analysis. This higher level of synthesis, a
view of the work through a glass of historical analysis, is
inescapably critical ....1%

Every work of historical formal analysis is in itself a product of history, of its place and
time. The method of formal analysis must be used critically with full understanding of its
shortcomings; it cannot stand alone but must be followed by other levels of analysis and
synthesis.

Many key scholars in rock art study have been directly or indirectly influenced by
formalist methods such as that developed by Wolfflin. Archaeology, a fledgling discipline
concurrent with the development and refinement of art history, drew heavily on formal

descriptive methods to evaluate many classes of artifacts, including cave paintings. Abbe
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Henri Breuil, whose methodology dominated the field of rock art for some fifty years,
organized European Paleolithic cave pictographs into categories of representational
images-—-those recognizable to him--and abstract images. He defined style primarily on the
basis of subject matter, medium and technique.2® Like most formalist scholars of the early
twentieth century, Breuil followed an evolutionary scheme, in which formal elements were
assumed to change in a predictable manner through time, evolving from naturalistic to
abstract elements.2! But there are at least two problems with Breuil's evolutionary
scheme: (1) artistic elements are not biological units reproducing in a linear manner, and
(2) he deals only with individual elements, never entire stylistic complexes.22

Following Breuil's methods, one of the earliest American pioneers, Garrick
Mallery, described his method of analysis thusly: "The present writer has been engaged ...
in collating a large number of characters in a card-catalogue arranged primarily by
similarity in forms and in attaching to each character any significance [content]
ascertained or suggested."?3 His survey of the North American continent crossed
innumerable cultural and linguistic boundaries, yet the forms with their associated content
were assumed to enjoy "an intimate relationship."

Wesley Hurt, an early pioneer in rock art research in New Mexico, recorded the
painted images at Abo in 1939. Attempting to fit non-western images into a "universal"
language of analysis based on form, he organized the images into generalized formal
categories, such as Circle series or Rectangular series.2* For example, a circle with an
interior cross would be classified in his Circle Series, in a subcategory as a variant with an
interior cross. There are many criticisms of such a "universal" system, not the least of
which is that assignment to a category is based on the recorder's subjective description of
content. While one researcher might assign the circle with interior cross to the Circle
Series, another with more ethnographic knowledge might assign it to the Flower Series.

In order to employ such a "universal" analytical tool, the researcher is often forced to use
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vague terminology that must be defined each time. This only adds to the cumbersome
scholastic burden, the very problem these methods were intended to eliminate. Another
problem with Hurt's model is that his "universal" scheme only addresses pictographs--not
petroglyphs—which vastly outnumber paintings, even at Abo. Such "universal" methods
have also come under fire recently because the images so categorized are considered
independent of their context.

To consider a contextualist approach, a scholar must move beyond image or object
to include space and structure and transform the concept of style into an expression of
total stylistic configuration. The challenge in interpretating rock art is developing
analytical methods able to mediate between a viewer's experiential realities and the
scholar's analytical ones. Most of the successful examples explore the totality of an art
tradition but never artificially encompass it. 25 As one rock art scholar states: "The art
object cannot be simply a particular form that contains meaning; it must be considered as
part of a greater cultural totality. And analysis must then be extended into the natural and
cultural environment of which it is an integral part."26

A pioneering effort in contextualist art history is the work of Erwin Panofsky. His
three-tiered scheme has not only been highly influential in art history, but anthropologists--
notably Polly Schaafsma--have used it in their analysis of rock art. His three tiers are: (1)
the primary subject matter or pure formal elements, (2) secondary subject matter or
"iconography in the first sense" where the formal elements are interpreted in a
conventional manner, and (3) the intrinsic meaning, content or "iconography in a deeper
sense," consisting of the "underlying principles which reveal the basic attitude of a nation,
a period, a class, a religious or philosophical persuasion ...."27 This third level of
interpretation, focusing on the "intrinsic meaning or content," is intended to define art
within its cultural and historical context, using the object as a template for the

philosophical or social patterns of the day. In Panofsky's words:
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The interpretation of the intrinsic meaning or content, dealing with
what we have termed ‘symbolical’ values instead of with images,
stories and allegories, requires something more than a familiarity
with specific themes or concepts as transmitted through literary
sources. When we wish to get hold of those basic principles which
underlie the choice and presentation of motifs, as well as the
production and interpretation of images, stories and allegories, and
which give meaning even to the formal arrangements and technical
procedures employed, we cannot hope to find an individual text
which would fit those basic principles ... To grasp these principles
we need a mental faculty comparable to that of a diagnostician....28

This third level, intrinsic meaning or content--later termed "iconology"--is intended to
relate visual tradition to the broader cultural context in which the work was produced.??
The notion of "symbolical values" is borrowed from the work of Ernst Cassirer to include
within the interpretation of art an element critical in Panofsky's mind--that of the
interpretation of art in light of the "essential tendencies of the human mind." As Keith
Moxey, a critic of Panofsky’s method, writes:

In Cassirer's theory of "symbolic forms," Panofsky found a means
of putting together his theory of the way in which the formal
qualities of the work of art interlock to control the relation of form
and content with the desire to do justice to the content of the work
in its historical context.30

Ever since Panofsky first published this three-tiered scheme and defined the word
"iconology," scholars have been debating whether or not it is really possible to interpret
art on the basis of "intrinsic meaning or content," to reveal the "underlying principles" of
any people, of any period in Western art, never mind non-Western art. However, once
Panofsky's three-tiered scheme is stripped of its humanist bias, it is still useful 3}
Following Panofsky's pioneering efforts, Meyer Schapiro was the first art historian
to link formalist and contextualist methods. He was the first to define formal elements in
two-dimensional art that also carry meaning--elements overlooked by earlier formalists.

Throughout his highly influential 1953 essay, he makes a case that certain non-mimetic
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elements in two-dimensional art carry meaning, such as the frame, margins, upper versus
lower placement, right versus left, broad versus narrow, center versus periphery, corners,
remaining space, directedness, symmetry versus asymmetry, and colossus versus
miniature. What meaning these non-mimetic elements held for prehistoric viewers must
remain a matter of conjecture, but, as modern viewers, we interpret prehistoric images
based on our cultural definitions of each of these elements. Schapiro provides an example
regarding the role of the frame: "Where there is no boundary of the field, as in cave
paintings and unframed images on rocks or large walls, we center the image in our view
[and photographs] ...."32 A question that begs to be asked is whether the prehistoric artist
intended this quality of centeredness, and what did it mean to him or her and to the then
contemporary audience? Schapiro also discusses how modern viewers read meaning into
technical aspects, such as whether a petroglyph is roughly pecked or incised. These
elements lend certain qualities to a work, but they can only be properly interpreted in
context. As one rock art scholar has observed, "The study of form is an essential part of
the analysis of rock art, but as Schapiro ... has pointed out, without the mediation of
context, formal data are of low heuristic value."33 Consequently, many rock art
researchers have energetically sought appropriate cultures to provide context for
interpretation of rock art, with varying degrees of success.

Just a few of the more successful examples of contextual studies of symbolic art
include work by Joan and Romas Vastokas, Nancy Munn, Donald Weaver, and Nancy
Olsen. Focusing on the Peterborough site in Ontario, Canada, the Vastokases linked the
rock art images to those on birchbark scrolls created by the Anishanabe, which contain
important concepts related to their religious tradition.34 Nancy Munn studied sand
drawings of Walbiri women, in which abstract symbols were used to denote elements of
stories. Munn proposed that the abstract symbols must be studied in a structural--or

contextual--method, to discover their function in society and cultural cosmology because a
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single element can have heterogeneous meanings. Donald Weaver, Jr., wrote of the rock
art at Willow Springs, Arizona, relating the petroglyphs to Hopi clan symbols and
narratives regarding travel and clan relations. Nancy Olsen attempted a semiotic
interpretation of Hovenweep rock art in light of Hopi and Zuni iconography. She

concluded that the images have multiple functions, such as

regulating ownership and maintenance of land; identifying
participation and validating hierarchical responsibilities of the
priests and clan members, counting time, documenting events, oral
tradition and histories of clans and societies, and commemorating
portions of the cosmology ....3°

In all four examples, space and place are clearly demarcated with symbols, coupling and
reinforcing cultural and spatial identity.3® However, landscape does not play a large role
in the above examples.

Thus far, this discussion has set aside one crucial element of context for rock art--
landscape. Following a long and hallowed tradition in rock art scholarship, this
dissertation is an effort to study rock art in terms of not only artistic but also landscape
context. Efforts to associate rock art and landscape began in the last century, but really
only gained broader support in the early twentieth century. Mallery was the first to
associate rock art with nearby sites, thus giving the images at least a tentative cultural
context. However, he did not truly consider landscape as shaping or being shaped by rock
art. To him, landscape was merely a text bearing ethnographic traces.37 Julian Steward's
seminal work, published in 1929, was the first well-articulated study of rock art in space.
Intending only to define "broad relationships,” Steward categorized rock art images of
California and neighboring areas into "component elements of design," then mapped
"statistically significant" elements in their distribution through space.38 While he notes
that rock art is usually found on higher rock formations, he does not map the art in

relationship to physical landscape. He emphasizes form and space over culture.3? Design
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clusters are hypothesized as the origin point, then linked to a cultural group.40 Thus, as
the design appears beyond the origin, this signifies that the culture is moving or spreading
across the landscape. In other words, a particular form is mapped through space, leading
to the assumption that the originating culture occupied the same space.#! Identification
and interpretation of the design elements draws upon ethnographic analysis, but Steward
seems untroubled by the high degree of chance that his ethnographic sources focused on
the people who created the original images.4? Despite the many methodological pitfalls,
Steward's work stands today as an important contribution to the study of rock art in
landscape context.

Working in much the same geographic region as Steward, Robert Heizer and
Martin Baumhoff took the next methodological step, interpreting rock art in terms of
function as revealed by its placement in landscape. Their work used two approaches: (1)
determination of style based on inspection, recording and collation of data, and (2) the
determination of the purpose of the petroglyphs through careful analysis and linking the
art to the subsistence patterns of Great Basin peoples.*3 Using various statistical
methods, "significant" patterns were defined as styles, which were then mapped over space
in a manner similar to that of Steward thirty-three years earlier. While there are numerous
methodological problems with this study, what is important is that Heizer and Baumhoff
attempted to interpret rock art in relation to game trails, "hunting blinds," village sites and
remote areas. In many cases, they found that certain elements dominated in one cultural
context but not in others. Images typical of rock art near village sites differed remarkably
from those that were statistically significant at places remote from habitations.

Polly Schaafsma cites Heizer and BaumhofY's study as a major influence on her
work, and she refines many of the methodological principles first proposed in their 1962
publication. She agrees that style incorporates recognition of significant patterns uniting

several different elements into a symbolic complex. An example of this would be
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Schaafsma's identification of a warrior complex in Puebloan rock art, involving symbols
such as shield figures, four-pointed stars, eagles and eagle elements, and snakes. Often,
she will also identify circle forms containing any of these symbols as shields, even though
there are clearly no humans depicted holding them. She justifies this identification on the
basis of iconographic context. But Schaafsma also suggests that cultures created
recognizable patterns across the landscape where rock art is integrated in a non-random
manner.#* One avenue she suggests echoes the work of Heizer and Baumhoff, that of
analyzing space to determine public versus private use. 4>

Further refinement of rock art analysis in its landscape context can be found in the
work J. J. Brody did in his analysis of Anasazi and Pueblo painting traditions. Brody
suggests that the function of rock art can be glimpsed through the analysis of rock art
iconography in the context of ethnographic analogy. In his comparisons between wall
murals and pictographs, for example, Brody finds that the images differed only in matter
of degree in color, material, technique, and composition. "Open air sites" may have
served--or continue to serve--various purposes, such as being "a historically important
place, a boundary marker, a shrine, a ceremonial site such as an ‘outdoor kiva,' or a shelter
for bored hunters and sheepherders."#® But identification of a rock art site as a shrine or
ceremonial site cannot be based exclusively on the iconography, for many sites known to
be secular in function contain sacred images. For example, some sheep corrals contain
pictographs of identifiable kachina masks. Brody cautions: "Imagery alone can never tell
us why art is made or what uses are made of an art site."47 An example he cites is a
comparison between the Willow Springs and West Mesa sites located in Arizona and
Albuquerque respectively. Both sites contain similar images, yet Willow Springs is a
record of clan visits while the Albuquerque petroglyphs were apparently created in
homage to the spirits of dead ancestors; cultural context is crucial to the interpretation of

these petroglyphs.4® Brody further cautions that the past use of a place often differs from
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the present use and the latter may give no clues whatever to the former.4° Therefore, the
purpose of rock art often relates to how places were used and what meaning was attached
to that place by the originating audience, but reconstruction of that purpose and meaning
must depend on ethnographic context as well as formal interpretation.>?

Brody has also suggested that at Abo, there may be different functions for each of
the media found in the rock art there.’! Many of the paintings are clearly visible from the
modern road and therefore were probably also visible from the prehistoric trail that may
have existed near the banks of Abo Wash, whereas most of the nearby petroglyphs are
placed on surfaces invisible from the same vantage point. This indicates a possible
distinction made by the artists between public and private art. Schaafsma's discussion of
public versus private functions in rock art, referenced above, focuses on rock art located a
distance from a living or public space, remote and inaccessible, which is then interpreted
to mean that such a place could have been the locus for ritual activities of a private or
restrictive nature. Abo's rock art does not quaiify as a truly remote or inaccessible
location because all of the rock art is found between the public road and the pueblo.

Some images seem to be intended for viewing while others are more hidden. This seeming
connection between public paintings and private petroglyphs is attenuated, however, upon
consideration of the rock art along the Arroyo Espinoso. The only pictograph found was
a tiny mask or face within a small rock shelter on the mask site, a painting too small to be
seen except at a close distance. However, some petroglyph panels are visible from the
banks of the arroyo. There could be a link between iconography, medium, and function of
place, which will be further explored in future chapters. However, Brody's cautions
regarding linking iconography to purpose also apply to medium and function. To avoid
over-determining what the function of each image or even medium may have been, more

evidence is necessary.
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It is possible, however, to begin the reconstruction of art's meaning by breaking the
individual image down into formal elements, as articulated by Panofsky in his pre-
iconographical level, then later reassembling it to gain greater insight into meaning or
content.72 Traditionally, formal elements are organized into categories. Whether one is
analyzing Renaissance paintings or prehistoric rock art of the American Southwest, one
must begin by isolating formal elements and organizing them into categories. While there
have been many efforts to create a universal language for the categorization of rock art, all
have failed. Too many variables are involved that make each formal element different
from one culture to the next.

Following the Kantian paradigm, the formal elements of Abo's rock art have been
sorted into sixty-four categories (Table 1). These categories are the result of a long series
of decisions based on reading, field experience and discussion with other scholars. The
first list of elements was gleaned from the element categories used by the Archaeological
Society of New Mexico's Rock Art Recording Field School at Three Rivers, New Mexico.
These categories were clarified based on field experience at Abo. The nomenclature was
then further refined in consultation with J.J. Brody, M. Jane Young and other scholars.
There was a sincere effort to avoid interpretive nomenclature in so far as possible due to
the likelihood of multiple meanings for each symbol. The more abstract images were

rarely interpreted. For example, all the circle variations are defined in purely formal terms.
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Table 1

Element Categories

Element Representative
1. Arc a short, curved line with blunt ends 3
2. Bird Track three or four short blunt lines joining in manner

resembling a bird's footprint 4
3. Bird, Flying bird form with outstretched wings in dorsal or
frontal view 5

4. Bird, Profile Flying same as above but seen from profile, often with

only one wing illustrated 6
5. Bird, Profile Standing  bird form with clearly depicted legs but without
outstretched wings 7
6. Cross, Latin of Christian origin, the lower leg of the cross is
longer than the upper three 8
7. Circle, Concentric nesting simple circle forms 9
8. Circle, Simple simple circle form with no interior or
exterior details 10
9. Circle, Disk Center simple circle containing solidly infilled circular
form measuring greater than 2.5 cm. 6
10. Circle, Dot Center same as above but interior form is less than 2.5 cm.
11. Circle with Exterior Rays simple circle with exterior elements 11

12. Circle with Interior Rays simple circle with interior elements that do not

contact each other 12
13. Circle, Sectioned simple circle containing interior lines arranged

so that they break up interior space 13
14. Circles, Joined multiple simple circles in contact
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Name

15.

16.

17.

18.

19.

20.

21.

22,

23.

24.

25.

26.

27.

28.

29.

30.

Crescent

Cloven Hoofprint
Disk, Simple
Disk with Rays
Dot

Dot Arrangement

Dragonfly

Enhanced Pit

Four-pointed Star

Fringed Line

Graffiti, Historic
Graffiti, Not Historic

Human Footprint,
Naturalistic

Human Footprint,
Stylized

Human Handprints

Human Figure, Partial

Table 1, Continued

Representative
Descrioti Fi Num
curved element thicker in center with pointed ends 14
distinctive bilateral form similar to cloven hoof prints
solidly infilled circular form greater than 2.5 cm. 15
same as above with exterior radiating elements 16
solidly infilled circular form less than 2.5 cm. 16
isolated placement of dots, often repeated for
emphasis
linear form with two cross arms, often with
upper arm ending in dot form 17
natural pit that has been deepened by pecking 1
four triangular elements which are joined to each other 18
at the base to form a star-shape
curving linear form with several short lines
pendant from one side 19
names, initials, or dates older than 50 years53
names, initials, or dates less than 50 years
five-toed print depicting curve of ball and heel 20
all other five-toed prints 21
five-fingered print depicting different length
fingers and curve of palm 18
torsos, arms or legs of human shape 22
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Element

Name

31.

32.

33.

34.

35.

36.

37.

38.

39.

40.

41.

42.

43.

Human Figure, Whole
Line

Lines, Joined

Linear Area Pattern

Lizard

Mask/Face, Flat

Mask/Face, Comer

Meander, Curvilinear

Meander, Rectilinear
Meander, Mixed
Meander with End
Details

Miscellaneous

Paint Smears

. Pawprint, Three Digits

Table 1, Continued

90

Representative
C . Ei Numt
complete figure 23
simple linear form
more than one line intersecting in otherwise
indescribable fashion 5

pattern created by single meandering line or
intersecting lines in such a way as to cover an
area of rock face

relatively naturalistic form with bent legs, long
tail and ovoid head

eyes, nose and/or mouth, usually enclosed in
outline form, created on flat surface

same as above but created around a corner

linear form crossing the surface in an irregular
curving manner

same as above but in an irregular rectlinear manner

same as both above, incorporating both curving
and rectilinear movement

any of three above with additional shapes added to
the end of the line

any clearly identifiable form that appears as an
isolated example, usually less than three examples
on entire site

otherwise unidentifiable painted areas, may represent

faded pictographs

form composed of a central solidly infilled shape
with three projecting blunt elements
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Table 1, Continued

Element Representative
45. Pawprint, Four Digits  same as above but with four projecting elements
46. Pawprint, Clawed form composed of a central solidly infilled shape but

with pointed projecting elements 29
47. Pawprint, Separated same as above but with elements separated from

a central shape 30
48. Pawprint, Six Plus same as above but with six or more elements 31
49. Pawprint, dots seemingly arranged to mimic pattern of

Dot Arrangement animal tracks 32

50. Polygon with Rays polygonal shape with projecting exterior elements
51. Quadruped four-legged animal shape 5
52. Quadruped, Partial form reminiscent of four-legged animal but incomplete 33

53. Randomly Pecked Area peck marks on surface of rock that do not
conform to any recognizable form

54. Rectangle quadrilateral form with four approximately 90

degree angles 34
55. Round Form circle containing recognizable complex elements
56. Shield Bearer same as above but with head and/or limbs

projecting from edge 15
57. Double Shield Bearers same as above but with more than one head

and two legs 15
58. Spiral curving line beginning in center or outer edge and coiling

in a spinning motion
59. Spiral with Ends same as above but with other shapes appended

to ends of form 35
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Table 1, Continued

Element Representative
60. Terrace, Whole stair-step image with at least two levels depicted

on both ends of a rectangular composition 36
61. Terrace, Half same as above but with multiple levels depicted

on only one side
62. Unidentifiable otherwise indescribable motifs 14

63. X two short lines intersecting where two of the angles
measure greater than 90 degrees

While each symbol has been interpreted in various contexts throughout the
Southwest, indeed the world, it must be borne in mind that apparently simple forms can be
combined in myriad ways creating personalized, purpose-specific strings of
code. Each form can, in fact, symbolize multiple ideas depending upon the visual, as well
as cultural or personal, context. Such ambiguity of form is indeed the hallmark of some of
the richer, more complex art traditions of the world. In his work among the Ndembu,
Victor Turner provides an excellent example of the complexity of symbols. The structure
and properties of symbols are dynamic, constantly changing through time as part of the
social process. Turner proposes three classes of data relating to symbols: (1) external,
observable form, (2) interpretation by specialist and layman, and (3) significant contexts
articulated by the researcher. His example is the mudyi tree, native to the Ndembu lands,
which exudes a latex sap when the bark is penetrated. That the sap is milky in color and
viscous in a manner similar to milk is the external observable form. Laymen and
specialists apply ever-increasingly complex meanings to this external form, from equating
the sap to human breast milk and the breasts, linking the tree itself with social conventions

in an ever-widening concentric arrangement: the ties between nurturing mother and child,
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the lifelong social relationship between mother and child, the place of all mothers of the
lineage, motherhood itself, tribal custom, unity, and continuity of Ndembu society.5+
Therefore the same symbol, the mudyi tree, can represent the sensory-related notion of
breast milk or the abstract concept of Ndembu unity founded on motherhood.

Similarly complex symbolic ambiguity has been studied in Australia and the
American Southwest. In her research on Walbiri sand drawings, Nancy Munn notes:
"The proper functioning of some representational systems depends quite directly upon a
rather wide variability in the specific meanings possible for each schema, i.e. upon a
relatively high degree of category generality.">> M. Jane Young also notes a high degree
of ambiguity in rock art symbols for her Zuni interpreters. Because ambiguity is an
important element in Zuni oral tradition, its presence and importance in visual art should
not be a surprise.>® In fact, such generality lends flexibility to oral and visual traditions in
which rock art evokes different stories at different times, depending entirely upon a
dynamic social context.57 It is assumed herein that all Puebloan peoples employ ambiguity
for comparable purposes in both oral and visual traditions and that this is a cultural trait
predating European contact.

Much of the rock art recorded at Abo is considered Puebloan in style. Style, as
discussed above, incorporates the formal elements of material, technique, and subject
matter or iconography. Style also incorporates non-mimetic elements such as how the
design space is used, how much negative space exists, and whether or not there are
borders or frames. After a brief discussion of these formal elements, four major styles will
be defined among the pictographs and petroglyphs of Abo.

The materials used in the rock art of Abo have never been specifically tested by
objective means but have been compared to other media which have been rigorously
analyzed. Almost all of the petroglyphs were created on exposed surfaces of Abo

Formation Sandstone.’® Two panels, loci CC and CD, are on a curious grainy green-gray

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



94

stone that seems remarkably different from the surrounding Abo Formation sandstone.
The pictographs are, without exception, painted on Abo Formation Sandstone, usually in
protected niches and recessed areas. No chemical analysis has been done on the paints
from which the pictographs are composed. Cole suggests that the materials may be the
same or similar to those listed in Watson Smith's careful analysis of the pigments found in

the Awatovi murals:;

Yellow-goethite or limonite

Red-hematite or clay or sandstone containing hematite

Red Ocher-iron oxide

Brown-manganese dioxide with iron or ferric carbonate with impurities
Blue (or Blue-Gray)-carbon with white siliceous material or clay (natural
or artificial)

Green-malachite or yellow iron oxide with carbon particles and other
materials

Black-charcoal, bone black, carbon-iron, manganese

White-kaolin, silica and gypsum, calcium carbonate (chalk)>?

Smith mentions that a grayish green is obtainable by mixing yellow iron oxide with carbon
particles. There is a light grayish-green used in the Abo pictographs, but this appears to
be a naturally-occurring mineral substance easily obtainable in the eastern rock shelter of
the south site (fig. 17). This substance may contain copper, giving it the light green color.
This is the favored form of green used in most of Abo's pictographs.

Another pigment in question is the white paint used in many of the pictographs.
At least two different values of white were observed in the 1994 fieldwork: the first was a
slightly pinkish white; the second was a thick cream-colored pigment. It is quite possible
that the first, slightly pinkish white is a kaolin or gypsum base with some contamination
from red coming from over- or underpaintings or from the grinding, mixing, or even
painting with a brush previously used for red paint. However, this slightly pink white is
consistent throughout the more complex pictographs in both the western and eastern rock

shelters (figs. 19, 37-39). The only exceptions are whole figures painted in the thick
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cream pigment, which is much more heavily applied than the pinkish white, therefore
indicating a completely different batch of paint--and possibly a different group of artists
(figs. 37, 40-41). The cream paint could also be a kaolin or gypsum base; gypsum is more
likely due to its easy availability in the Rio Grande Valley.

As first noted by Cole, there are rare cases in which pigments were mixed to create
a brighter pink, orange, and yellow-green (figs. 17, 42). Since these are all mineral
pigments which do not mix easily or evenly, such secondary hues are rare at Abo and, in
some cases, appear to be the result of overpainting.

In several pictograph panels on the south site, earlier paintings have been covered
with layers of white—or in one case, green—which then serve as the base for new paintings
(figs. 17, 39). This layering technique is comparable to that used in kiva murals at Pottery
Mound, Kuaua, and other sites. One possible explanation for the layering of pictographs
at Abo may be that they were perceived as very similar to kiva paintings, thus subject to
the same renewal process. Young offers other possibilities from her work on Zuni rock
art. She found superimposed paintings to be common in the areas around Zuni.
Interpreters often commented that the later layers of paintings were enhanced by the
power of those that were earlier, or were a means of taking power away from older
images. Young found this to be especially true in areas where more than one culture
group co-existed, as would have been the case in the seventeenth through nineteenth
centuries at Abo.60

Recently, researchers of Paleolithic rock art have focused on paint technology with
greater care than in years past, leading to the proposal of the notion of "technological
style." In their 1996 investigations, Jean Clottes and his team have found three different
recipes used by Magdalenian artists to create red and black paint involving different
binders and extender minerals to save on the pigment minerals, and to make the paint

easier to apply to the rock surface and to adhere better to the wall.6! Combining chemical
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analysis with radiocarbon dating, Clottes has shown that some paintings were, indeed,
painted with the same formulaic mix, thus presumably by the same group of artists, while
other panels previously assumed to be compused of contemporaneous paintings were, in
fact, painted over a period of time with several different batches of paint. At this point, it
is too early to equate paint recipes with a specific culture group; in fact, Clottes goes to
great lengths to point out that different formulas could refer to seasonal variations, that
men versus women were doing the work, or that different ritual groups within the same
band were responsible for different images. But as Meg Conkey observes: "The very
activities that generated the imagery--the mixing of the pigments with minerais for
extenders, and with organics or waters for binders, or the direct use of a crayon of
pigment—are themselves patterned and stylistic ...."62

In addition to material, technique is another distinguishing formal element of style.
The vast majority of the petroglyphs, whatever their date, were pecked into the exposed
faces of Abo Sandstone. Some petroglyphs, the enhanced pits, were pecked quite deeply
into the surface, often deeper than one-half centimeter. However, most of the petroglyphs
are shallower, just breaking through the dark outer layer of "desert varnish" or chemical
deposits on the surface of the rock. Most of the petroglyphs are only as deep as the dark
outer layer, as this "desert varnish" is probably softer than the interior heartrock.%3 The
"enhanced pits"--so named because they may have begun as natural pits in the surface
which a person then chose to enlarge or enhance by pecking--go more deeply into the
surface, some more than two centimeters. Due to weathering of the exposed surfaces, it is
not possible to tell whether direct or indirect pecking techniques were used, since both
methods produce the same accuracy, depending on the shape of the stone tool being
used.%% Some of the petroglyphs occur on vertical cliff faces while others are created on
talus slope boulders. There are rare examples of incised marks on boulders, but more

common are modern glyphs created with metal tools such as pocket knives (fig. 43).

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



97
Some modern graffiti was carefully pecked, while others are abraded into the surface or
spray painted.

Technique varies considerably more in the pictographs. Most of the paintings
appear very precise in small details, indicating that the pigment was applied with brush-like
instruments (fig. 44). In the case of the handprints, however, the paint appears to have
been handled in one of two ways: by blowing or spraying around the hand reposing on the
rock surface or by dipping the hand in paint, then laying it on the surface (fig. 37). Yet
another application was noted in the case of the creamy off-white figures, where the
pigment appears much thicker than on the other pictographs (figs. 40-41). Judging from
the smoothly covered, even application and the marks in the paint, one can conclude that
a large brush or other linear fiber capable of holding a great deal of paint was used.

Subject matter and structural elements are also used to distinguish style. Based on
these and the above comments regarding material and technique, this study defines four

major styles in the rock art of Abo:

1. Geometric Style--This style consists of petroglyphs only, created with a pecking or
incising technique, employing relatively simple geometric figures such as lines,
zigzags, circles, disks, dots. Structurally, these elements tend to occur in large
groups, often covering the entire face of a talus slope boulder (figs. 45, 46). Some
elements of this style may be Archaic in date, but this is problematic and uncertain,
as will be discussed in Chapter 5 herein.

2. Early Puebloan Style (named "Rio Grande Style" by Schaafsma)®°--This style
incorporates Brody's Monochrome Stick Figure Style.56 Many of the petroglyphs
and some pictographs belong to this style. The petroglyphs are all pecked into the
surfaces of cliffs or talus slope boulders and generally have a wide range of subject
matter. Structurally, their compositions tend to be accretional, with no discernible
single intent behind the final results. Some pictographs are grouped in this style
due to their simplicity relative to those of the next style (fig. 47). "Early Puebloan"
is a term intended to connote Anasazi-style images dating from the Basketmaker
through Pueblo ITI periods, 1 - 1300 C.E. Some pictographs consist of abstracted
anthropomorphic figures, painted in red pigment, in active postures. Structurally,
these elements tend to occur at or about eye level along relatively flat ledge faces
in both shelters on the south site. The figures are less than ten centimeters tall and
are currently difficult to distinguish due to overpainted graffiti (fig. 48).
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3. Late Puebloan Style--Some of the petroglyphs achieve the same iconography and
complexity of the pictographs and are much more complex than the majority of
rock carvings (figs. 49-53). Some compositions are created by placing complex
elements on the design surface so as to dominate the whole face, setting up a
structural tension, which is unusual in comparison to the majority of petroglyph
panels on these sites (fig. 26).

The pictographs show a similar increase in complexity in iconography,
color palette, and scale. Two substyles have been noted by Brody among the
Puebloan pictographs: the small polychrome figures and the large polychrome
figures.67 The two are distinguished primarily on the basis of size (smaller or
larger than ten centimeters) but also on the complexity of iconography. The Large
Polychrome figures tend to be more complex, carrying more paraphernalia, and
wearing sashes, kilts, and jewelry, as well as elaborate headdresses. Many of the
paintings are recognizably associated with kachina imagery (figs. 17, 44, 54). This
style is dated roughly to the Pueblo IV period, although some elements do occur in
late Pueblo III and continue after Historic contact, ca. 1300 - 1700 (and perhaps
later).

4. White Figure Style--These are pictographs only, painted with the thick creamy off-
white pigments. These figures tend to be very simple linear or geometric forms
and have no interior details. Paint is applied with a fibrous brush (figs. 40-41).
This style is dated well into the Historic period, ca. 1675 - 1875.

In addition to the four major styles, there are also several minor styles which will only be
mentioned in their association with the above. These include Hispanic petroglyphs of
Christian-style crosses, personal initials such as "FS," contemporary tool-made
petroglyphs, and spray-painted or abraded graffiti.

Schaafsma, Cole and Brody all comment on the presence of Mogollon-style
elements among the otherwise strongly Anasazi-derived art of Abo. Brody, for example,
discusses the formal similarities between the monochromatic red stick figures of the Early
Puebloan style and the earlier Mogollon Red Figure Style.68 This notion of Mogollon
influence, or even an earlier Mogollon presence, is supported by the discovery of
Mogollon-style pithouses throughout the Abo Pass region, as discussed in Chapter 3
herein. The petroglyphs themselves also demonstrate strikingly Mogollon-type features.
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Helen Crotty, an art historian, has been perhaps the most precise in distinguishing
Mogollon and Anasazi styles in rock art; she defines style according to formal and
structural elements rather than by subject matter alone. Referring to rock art sites such as
Three Rivers, Capitan Mountain, and Hueco Tanks, Crotty describes the following as
typical of Mogollon rock art before 1300 C.E.:

Use of the whole rock face

Bilateral symmetry

Continuous-line designs

Geometric animals with bent legs and nucleated eyes
Frontal views of humans with out-turned feet

Flat-topped faces or masks with noses, eyebrows nucleated
almond-shaped eyes and facial decoration.5?

T N N

Several petroglyph panels at Abo portray elements that incorporate the entire surface,
creating visual tension between positive form and negative space, but this alone does not
indicate a Mogollon authorship for these images. There is one design (locus Al) in which
the artist used the entire face of the boulder to create an abstract geometric pattern
virtually with one continuous line (fig. 24). There are very few animals depicted in the art
of Abo, and none conform to the geometric styles evident at Three Rivers or other
Mogollon sites. Some of the human figures, however, do portray out-turned feet (fig. 44).
Many masks, in both pictographs and petroglyphs, illustrate the flat top, curving lower
contour and facial decoration typical of earlier Mogollon images, so there is
unquestionably a Mogollon influence in the rock art of Abo (figs. 17, 42, 44, 49, 53).
Most of the elements visible at Abo, however, are clearly derived from the Anasazi
tradition. Referring to Pueblo IV rock art sites such as Comanche Gap, the Petrified

Forest and various kiva murals, Crotty defines the Anasazi style as portraying:

1. Crowded, multiple images

2. Avoidance of bilateral symmetry

3. Frontal views of humans with knees and feet pointing in the
same direction

4. Round shields on human forms
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5. Arrow fletchings, not points, depicted at the top of quivers
6. Round faces or masks with dot eyes and mouths, ears and
hommed headdresses and
7. Conventionalized golden eagle tail feathers’®

Several panels in the BY locus are crowded with multiple images, possibly the result of
many artists making additions in an accretional manner or possibly superimposing in a
psychological--rather than physical--manner (figs. 50-52). As pointed out above, some
human figures also have feet and knees pointing in opposite directions, but some also
portray the Anasazi tendency to have them going in the same direction (fig. 44). There
are several examples of round forms superimposing human figures in both pictographs and
petroglyphs (figs. 15, 17, 55). No arrow quivers were observed in the iconography at
Abo, but many faces or masks were tentatively recognized as such due to their round
outlined forms (fig. 56). It is apparent that some of the iconography of Abo belongs to
the Anasazi tradition.

Crotty agrees with Schaafsma that the art of the Abo Pass displays an blending of
Mogollon and Anasazi traits; this is hardly surprising given the pass's location in the
border region between these two archaeological culture areas (map 7).7! In fact, the very
definition of Schaafsma's "Rio Grande Style" is an Anasazi-based art tradition that
incorporates many elements from earlier Jornada Mogollon art traditions, including those
found in Mimbres pottery and rock art designs. Schaafsma defines the Rio Grande Style
as simpler than the Mimbres, with a dot or circle instead of almond-shaped eyes, less
complicated facial decoration, rare depiction of eyebrows or noses, fewer decorated
animal forms, more numerous one- and two-homed serpents, increased numbers of
crosses or four-pointed stars, more stars with faces, stars with snake forms, and eagle
feathers and claws; human figures tend to be more naturalistic, rather than having the boxy
rectangular bodies typical of Jornada art.”2 One interesting observation Schaafsma makes
is that, in the Eastern Jornada Style, there is a tendency to depict masks or faces on a

closely organized boulder group as though the forms were intended to be seen as a whole
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although they are often on different rocks. Such dramatic viewpoints also seem to have
been a factor in site selections at Abo (fig. 57).73 Brody agrees that the pictographs, at
least, have both Anasazi and Mogollon elements, but he suggests that the majority of the
pictographs more closely resemble Pueblo IV kiva murals, such as those at Pottery Mound
and Kuaua, in their technology, color palettes, iconography, and formal elements.”#

While Mogollon and Anasazi influences are clearly present in the rock art of Abo,
not all of the images conform to those two traditions. The White Figure Style, designated
primarily on the basis of paint and technique, remains unidentified. Cole suggests that
these pictographs are examples of a degenerating tradition that occurred near the end of
the occupation of Abo Pueblo in the seventeenth century. There are only a few images
within this style so no firm identifications can be made, but neither should the differences
between them and the other pictographs be ignored. All that remains of these figures is
thick, cream-colored paint brushed on or applied in very heavy lines, zigzags, partial
human figures and possible shield bearers (figs. 17, 40-41). As will be discussed in the
next chapter, the White Figure Style paintings appear to be later than the Puebloan styles
due to superimposition.

With many reservations, it is here suggested that the White Figure Style may be of
Athapaskan origin. There are too few paintings at Abo to make any convincing
arguments; however, there are several provocative details that might support this
hypothesis. First, the White Figure Style occurs relatively later than the Puebloan Styles
for reasons that will be explained in Chapter 5. After the Tompiro abandoned Abo in the
early 1670s, the Spanish frequently reported that the "Apaches" were hunting and camping
in the Salinas area.”> Later Spanish and American documents indicate that the Mescalero
Apache were living in the dry lands between the Rio Grande Valley and the Pecos River

during the seventeenth through nineteenth centuries.”® As Schaafsma points out,
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however, little is known about these groups, and even less of their rock art.”7 Her

comments about the entire Southwest certainly apply to the images at Abo.

What are presumed to be Apache rock drawings in the Southwest
are scattered from Southern Arizona ... [to] West Texas. The work
at these sites presents a rather miscellaneous collection of rock
paintings and petroglyphs, obviously relatively recent in origin, but
often so limited or undiagnostic in content and style that where
other historic Indians are involved, especially in Texas and
Chihuahua where Comanches ranged in the Historic Period along
with the Apache, one cannot always be certain who made them.”8

Hueco Tanks, near El Paso, Texas, is one site where there is a relatively large
concentration of pictographs that have been tentatively identified as Mescalero in origin.””
As at Abo, figures exist in the Hueco Tanks panels that belong to an art tradition
identifiable as non-Puebloan. Most of the pictographs are created with thick, white paint.
The figures are often linear or geometric. Iconographic elements include horses, riders,
round forms, shield bearers, small animals, mythical snakes, lizards, masks or faces, and
hourglass designs.80 Again, there are far too few figures at Abo to make any conclusive
comparisons, so the discussion must be left in this tentative state. Perhaps further
investigation of the rock art in the Abo Pass will reveal more examples of the White
Figure Style, thus providing more data for comparison. Athapaskan peoples, as they came
into areas previously inhabited by Pueblo people, may have respected the rock art, rarely
painting over earlier pictographs but often leaving some small contribution to the overall
composition. This may have been the case at Abo as well. This raises the intriguing
possibility that Pueblo people were aware of Athapaskan paintings at Abo and may have
created some of the Late Puebloan paintings in response to serve as boundary markers or
cultural signposts. Those paintings most prominently displayed, such as the striped figure
and plumed serpent, may have been created for this very purpose as such sacred clowns

often serve to define social boundaries in Pueblo culture 8!
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Unfortunately, such interesting speculations must await objective date analysis of
the paint components of the Abo pictographs. For now, scholarship must rely on relative
methods. In the following chapter, the rock art of Abo will be compared with various
other media from datable contexts with the intent of chronicling the four major styles

found at Abo.
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Chronological Analysis

Before analysis of rock art in the context of landscape can begin, one more element
must be put into place. Thus far, the methodological and historical foundations have been
constructed, and the different stylistic members have been defined. The chronology of the
rock art is the next crucial element in this theoretical structure. One of the major goals of
this dissertation is to trace the changing cultural landscape through time. To do so, the
rock art must be dated, at least tentatively, in order to map the different chronological
layers of the landscape in the computer models. It is one thing to identify a cultural
landscape in one period, but another to track how it changes through time and from
culture to culture, particularly in the case of a site such as Abo that can be inherited from
one culture to another.

Perhaps the most urgent need in rock art studies—recording not withstanding--is a
reliable means of dating images that are either painted onto or pecked into rocks. Much
effort is being expended in this area at present. Three researchers are working diligently
to provide the necessary means. Alan Watchman is radiocarbon-dating pictographs and
the deposits on top of them. Marvin Rowe is using accelerator mass spectrometry (AMS)
to date paint samples. Ron Dorn is applying cat-ion ratio and radiocarbon processes to
the "desert varnish" on petroglyphs. All three are undertaking double-blind experiments
and are having some successes and, it must be said, some failures. One problem for
petroglyphs and radiocarbon dating is the difficulty in determining the source of datable
radiocarbon in the varnish layer. Older carbon can be "inherited" from the rock, whereas
younger carbon can have contaminated the surface after the creation of the petroglyph.!
New advances are announced at every conference, but much more research must be done

before any of these processes will become generally accepted by the scholarly community.
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This is exactly the same trial process to which radiocarbon, dendrochronology and
archaeomagnetic dating have been subjected, with the same breathless anticipation.

This is not to say that current methods of dating are useless, but they do involve
long sequences of deductions which can easily be derailed by personal emotions.
Radiocarbon or cat-ion ratio analyses would provide absolute dates, replacing those
derived through relative means. Relative methods for dating rock art include
superimposition, patination, evolution of recognized styles, and ethnographic analogy.2
The art historical method relies heavily upon style definition, its evolution, and the
superimposition on older styles of those that are more recent. Style, as pointed out by
Schapiro, can be used as a criterion for dating because images are "formulated in both
structural and expressive-physiognomic terms" specific to culture and time period.3

For rock art, researchers often look to other datable media for comparison,
identifying stylistic or "iconographic similarities and differences" to suggest chronological
relationships.4 To date the rock art of Abo, media for chronological comparison include
kiva murals, pottery, and, in some cases, tools. In addition, changes in the element
inventory indicate a new cultural presence, the Spanish, dating from the beginning of the
seventeenth century. Some Puebloan images are superimposed by a different artistic and
technical tradition dated after 1672 when the area was abandoned to Athapaskan raiders.
However, some large, complex paintings or petroglyphs may have been executed by
Pueblo artists returning to Abo well into the eighteenth century. The destruction of one
pictographic panel in the West Shelter of the South Site may indicate the area remained in
active native use well into the twentieth century.

There are many problematic issues involved in using elements in kiva murals to
date similar images in rock art, only one of which is proving a relationship between the
people of Abo and surrounding mural-producing pueblos, particularly Gran Quivira.

Scholars have long linked the eastern Tompiro and the western, following the bureaucratic
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practices of the Spanish administrators. This idea is supported in several documents,
including trial transcripts in 1663 in which the defendant explicitly stated that the people of
Abo and those of "Humanos" were of the same nation.> However, Baldwin found enough
differences during his survey work in the early 1980s to make the argument that these two
pueblos were not so similar. Speaking from a strictly archaeological standpoint, he saw
"substantial differences" between Abo and Gran Quivira, enough in his opinion to
"invalidate" any interpretive connections. Cole agrees, stating that the murals of Mound
7 were not as stylistically similar to Abo's rock art as murals found at Pottery Mound and
Kuaua, but she concedes that this may be due entirely to the poorly preserved fragments at
Gran Quivira.” Brody seems to disagree, finding enough artistic similarities to make
reasonable suppositions. He writes:

... [The] murals at Las Humanes were unframed, asymmetrically
composed, and quite casually organized ... the similarities in size,
scale, proportion, and iconography between the Las Humanes
murals and many pictures at Abo and other Tompiro open-air sites
suggest a regional style that blurred distinctions between wall
paintings and rock art.®

Abo's pictographs have been the subject of intense interest since Bandelier's visit in
1882 when he suggested that at least some of the paintings were historic in date. Many
scholars have since added their opinions regarding the dates of the pictographs. Following
a discussion of methodology, observations by early visitors and late investigators shall be
summarized to provide a basis upon which to build an analysis. Compiling information
from previous scholars, comparisons to other media such as kiva murals, and this author's
observations during fieldwork in 1994, the following will suggest a tentative chronology
for the rock art of the Archaic, Early Puebloan, Late Puebloan, and Historic periods,
including the Athapaskan artistic tradition. Once this chronological framework is in place,
it will be possible to trace how the rock art of Abo possibly indicates the changing cultural

landscape through these time periods.
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Style, as discussed in Chapter 4 above, is fundamental to an analysis of
chronology. Four major styles were identified on the basis of material, technique,
physiognomic features, and content. In terms of chronology, it is only rarely possible to
date a style by superimposition, where older styles underlie newer figures. This was the
case in only a few pictographic panels from Abo (figs. 18, 39, 42).

Patination is a technique often used for the relative dating of petroglyphs.
Establishing chronology by patination requires four assumptions: (1) a darker layer or
patina occurs on the rock surface at the time the artist chose to create an image; (2) this
patina develops at a relatively constant rate over long periods of time; (3) once an image is
pecked through this patina, exposing the lighter heart rock, the newly revealed surface will
repatinate at the same rate as the original surfaces in juxtaposition; and (4) the process of
repatination has occurred evenly over that single surface of the rock. Much debate has
centered on the reliability of patination as a method for the relative dating of rock art. But
different surfaces of the same rock often have several values of patination, not to mention
the differences over a larger site with varying rock surfaces and exposures. Patination is
useful in only a limited sense. For the purposes of this dissertation, differences in
patination are mentioned only among images on the same surface of a boulder or rock
ledge. It is assumed that one surface has been subjected to the same forces that create—or
perhaps even strip--patina. Also, this process really only served in comparing the patina of
historic petroglyphs to those that are obviously older (fig. 45).

Since superimposition and patination are applicable in a few instances too isolated
to be generalized for the entire site, other methods must be used to date the rock art of
Abo. Style evolution is useful when considering a broad geographic region. The rock art
at Abo does seem to relate to stylistic changes happening in the greater Anasazi world.
Distinct differences among Archaic, Puebloan and Historic rock art are easily detected at

Abo. Ethnographic analogy may prove to be the most appropriate method currently
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available. Comparisons between the rock art and images in other media, which have been
reliably dated via radiocarbon or dendrochronology, can be drawn. Using the
dendrochronology dates for kiva murals, for example, and stylistic comparison to the rock
art helps roughly date the latter. Kiva murals, pottery, and tools have proven useful in
dating rock art elsewhere.

Early observers used many of these methods in their published analyses. While
there were at least two earlier American visitors, as discussed in Chapter 3 above,
Bandelier was the first to mention the pictographs of the South Site, which he saw during

his visit in 1882. As he did with the pueblo ruins, he suggested dates when he wrote:

They [the pictographs] are mostly human figures, and their colors
lead me to suspect that they date from the historical period, for the
yellow looks like chrome-yellow, and the green is far too bright not
to be some paint unknown to the primitive Pueblo Indian. Some of
the figures are interesting; for example, a man in yellow, with a
round cap on his head.?

One hundred years after his visit, Cole took issue with Bandelier's snap judgment
regarding the pigments and whether they were known to "primitive"--by which he meant
pre-contact--Pueblo Indians. However, Bandelier should not be dismissed so quickly.
Many rock art observers have commented on how pigments fade over time. In one
hundred years, it is conceivable that Bandelier's "chrome-yellow" could have lost some of
its high chroma, becoming the duller pigment recorded by Cole in 1984 and by this author
in 1994. Bandelier specifically mentions the yellow man with a round red cap on his head
(fig. 44). As discussed in Chapter 3 herein, Pueblo warriors were in the Abo Pass area
well into the eighteenth century and shepherds utilized this area as late as the early
nineteenth century, so they had at least an opportunity to create rock art at Abo within
one hundred-twenty years of Bandelier's visit.

A note must be added here regarding Bandelier's credibility as a recorder. In

comparing figures 44b to 44c, it becomes obvious that Bandelier did not render all of the
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now-visible details of this figure in his watercolor painting. He may have recorded the
details in his field drawings, and created the painting at a later date, but he did not render
details that were clearly visible in 1994. For example, he does not include any of the
jewelry elements nor the embroidery details still visible at the hem of the otherwise
invisible kilt. The kilt itself was probably painted in a fugitive pigment which has since
weathered off the surface. There are two possibilities for such omissions: (1) Bandelier
did not observe these details for whatever reasons, or (2) they were added after his visit in
1882. Due to the intensity of the visible pigments, the latter seems more likely. The only
way to solve this question is to carbon-date the pigments, a solution some years in the
future.

After Bandelier's visit in 1882, the next professional recording effort was carried
out by Wesley Hurt in 1939. Like his predecessor, Hurt focused only on the pictographs,
but noted several features pertinent to this discussion. He posited a pre-contact date for
all the pictographs due to the absence of horses or other designs of obvious European
influence, but he admits the possibility that the artists may have deliberately excluded such
foreign images based on "ceremonial selectivity."!10 He also observes that the "realistic"
polychrome figures (Late Puebloan Style herein) are earlier than the cream-colored figures
(White Figure Style herein) based on superimposition.!1 The field data for the present
study agree with his observations.

Many people have visited Abo since 1939, some even recording the pictographs
and perhaps the petroglyphs, but the next published reference to Abo's chronology is in
Polly Schaafsma's 1972 synthesis of the rock art of New Mexico.12 She suggests
fourteenth or fifteenth century dates for most of the rock art at Abo, and specifically the
pictographs. She arrives at these dates based on her assessment of close similarities
among the rock art images of the Piro, Tompiro and Jornada Mogollon, as well as a

comparison to kiva murals. 13
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Schaafsma returned to Abo to help her colleague, Sally Cole, fully record all of the
pictographs in 1984. Cole dates most of the pictographs to the Pueblo IV period,
approximately 1300-1672 C.E., but notes that certain "Mogollon affinities” point to an
earlier date of inception for rock art at Abo.1# She suggests the Pueblo IV period based
on stylistic affinities to elements in the Kuaua murals and Mogollon images.!> Since
Helen Crotty has revised the dates of the Kuaua murals in her 1995 dissertation; however,
this weakens Cole's argument. While she does acknowledge that some paintings could
have been created by travelers after 1672, Cole disagrees sharply with Bandelier's historic
dates, as was mentioned above. She argues that since a great variety of color is noted in
kiva murals, "the colors at Painted Rocks [Abo's South Site] are too varied for the
prehistoric Pueble Indians, and, therefore, must date from a period following Spanish
contact."16 The door should not be closed so quickly or firmly. One hundred years had
elapsed since Bandelier's observations in 1882, and the "chrome-yellow" pictographs he
specifically names as examples had been vandalized and perhaps even repainted, as
discussed in Chapter 4. It is also possible the pigment itself changed in value, perhaps
through repainting or fading from a higher to lower chroma. In short, Cole missed the
point about the chrome-yellow and brilliant green.

Cole agrees with Hurt's assessment of a pre-contact date for the rock paintings due
to the absence of European influences or as an example of artistic resistance. She also
agrees with the relative dating of the polychrome figures being earlier than the cream-

colored figures but points out that the issue is more complex than Hurt suggested.

It was noted in the present study that the thickly painted designs do
represent the most recent art and are somewhat atypical of the
usually carefully executed Rio Grande Style art. However, a
number of elements at Painted Rocks may have been painted with
the same thick pigment, and the latter represent typical Rio Grande
Style elements. An example is a red and white-striped bird at Panel
10 [fig. 50]. The atypical elements may merely represent a period
of decline in the ceremonial usage of the site.!”
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She agrees that the White Figure Style is later due to superimposition, but suggests that it
represents a ritual decline, a point discussed below.

J. J. Brody has been another frequent visitor to Abo, recording the pictographs in
the 1950s.18 In his synthesis of Anasaz and Pueblo painting, he makes several pertinent
comments regarding the chronology of Abo's rock art. He agrees with Cole that the
pictographs largely date to the Pueblo IV period, specifically the fifteenth through
seventeenth centuries, based on comparisons with the kiva murals of Kuaua, Pottery
Mound, and historically known kachina figures.1® However, he does not include the
smaller, red, active figures in the eastern shelter of the South Site in such comparisons
(figs. 48, 58). He suggests that these figures are stylistically indeterminate but that they
resemble the much older Mogollon Red Style pictographs.2® There is a similarity in the
scale, pigment and active posture of these simple figures, but he suggests Abo's figures are
more recent. They are more complex, engaging in narrative relationships, which is not
typical of the Mogollon Red Style; therefore he dates them to a much more recent time
period, probably Early Puebloan.2! More importantly, Brody also suggests that the small-
scale red figures are contemporary with the heavily repatinated petroglyphs "which
resemble thirteenth century or even older Mogollon rock pictures from western New
Mexico."22 This Mogollon influence is supported by the presence of pithouses in the
region as already discussed in Chapter 3 above.

Of all the scholars who have recorded and published their findings on Abo, only
Brody mentions the petroglyphs, although even he does not illustrate them in his 1991
publication. Most attention has been focused on the pictographs. However, the
petroglyphs constitute the bulk of the imagery at Abo, numbering nearly two thousand in
comparison to approximately three hundred pictographs. Much information can be
gleaned from the petroglyphs themselves and in comparing them to their counterparts in

pictographs, kiva murals, pottery, and tools. As discussed in Chapter 4, Brody has

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



118
suggested there may be different functions for each rock art medium at Abo, which will be
further explored in Chapter 6.

Both Baldwin and Brody have commented that Archaic elements are present in the
petroglyphs of Abo. Brody did not illustrate those to which he referred, but Baldwin was
more specific. Scattered throughout the Abo site are numerous talus slope boulders, and
some bedrock slabs, with deeply pecked pits in their surfaces (figs. 1, 2). During
fieldwork undertaken for this study, the pits were thought to be natural indentations in the
rock surface which were then enhanced by pecking; this is no longer thought to be the
case. These pits tend to be broad rather than deep, rarely going more than an inch into the
surface. Locus CH has a number of such pits that appear to be randomly placed (fig. 1).
Baldwin noted in his field work that many of these boulders with pits were associated with
rock shelters and Archaic lithic scatters. Therefore, he postulated an Archaic date for
these forms, suggesting that they may have functioned as food processing mortars, using
for cracking open pine nuts.23

Archaic Period rock art is usually identified by its association with lithic scatters
dated between 6000 B.C.E. and C.E. 1000. Such rock art has been termed the Great
Basin Abstract Style by Julian Steward, nomenclature that has been retained by later
scholars. This style consists of "[d]esigns ... pecked in heavy, clear lines through the black
patina on small scattered boulders, and two distinct types of decoration are present"
consisting of both curvilinear and rectilinear forms.24 Great Basin Abstract Style figures
are usually large, often involving the entire design field. The elements are simple in
geometric terms, but are joined or repeated in such a fashion as to become visually
complex. Schaafsma gives the following general description:

Designs ... include rakes, dot complexes, repetitious linear motifs,
zigzags, circles, and one-pole ladders. Occasionally, elements
follow boulder contours and in doing so enhance the shape of the
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rock. The designs are heavily patinated ... [A]t the latest they are
Basketmaker II in date [in the Galisteo Basin area; 400 C.E.].%

Baldwin's suggestion that the pits functioned as mortar holes is supported by stone
slabs found in archaeological sites. Hurt found two sandstone slabs during his excavations
at Quarai whose surfaces are covered with several randomly placed pits just like those
found at Abo (fig. 59). He also found another stone slab with a broader concave pit
pecked into the surface, which he identifies as a grinding basin (fig. 60). A dolomite slab
with a comparable concavity was found by Franklin Fenega in a pithouse near Gran
Quivira.26 These objects are obviously tools used in household processes, but, in formal
terms, the enhanced pits in their surfaces are indistinguishable from those found on talus
slope boulders near Abo. The petroglyph pits could, indeed, have been created during a
shelling process, since pine nuts are known to have been harvested in abundance in the
Abo vicinity well into the historic period.

However, this mundane function does not explain petroglyphs such as the large
disk on locus CH which has a slightly deeper concave pit in its center or precise
arrangements such as those found on locus CI (figs. 1, 2). On locus CH, a shallowly
pecked disk measures twenty-two centimeters in width, forming a virtually perfect circle.
It is possible that this is another grinding basin like that found at Quarai (fig. 60), but the
disk's edges are very cleanly and carefully pecked. Such crisp edges could not occur in a
mechanical process where a pestle stone is randomly struck on the surface in grinding
food. The form seems more deliberate. This impression is enhanced by the placement of a
slightly deeper concavity in the exact center. Because the entire surface of the boulder
now has the same value of patina, there is no way to tell if the center concavity was
created earlier or was contemporary with the larger disk. On locus CI, forty enhanced pits
form a hollow rectangle bisected by a deeply pecked rectilinear meander incorporating two
more enhanced pits (fig. 2). Just outside one corner of the rectangular arrangement is

another pit with a curling extension (near the mugboard) that measures eleven centimeters.
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The enhanced pits seem to be too precisely placed to be simple food processing mortars.
Based on the presence of the rectilinear meander, there may be another, more esoteric
explanation for their creation. Due to the simplicity and abstraction of design, the uniform
patina and lack of other evidence, it is also possible that Baldwin is correct; these may be
Archaic in date.

This lack of corroborating evidence makes the enhanced pits difficult to date.
Baldwin dates them as Archaic due to their proximity to lithic scatters and shallow rock
shelters that could have served as camp sites. However, seed and nut processing was
hardly restricted to Archaic peoples. Fenega's dolomite slab was dated by the presence of
nearby pot sherds to Basketmaker or Early Puebloan, approximately 750 to 950 A.D,
while Hurt's "nutting stones" were found in a room dating to the Historic period,
indicating a very broad time frame for such formations.2’

The enhanced pit with the curling extension on locus CI resembles several such
marks on sandstone slabs found by Hurt at Quarai in 1939 (figs. 2, 59, 60). This curious
form appears several times at various scales in Abo's rock art and was classified in field
work for this study as an unidentifiable form. A talus slope boulder located near locus CI
has several comparabie forms deeply pecked into its top (fig. 46). The patina is uniform
across the entire surface so the petroglyphs do not appear to be recent. They are deeply
pecked into the surface, with the pit portions measuring two to five centimeters deep.

Due to their depth, degree of weathering, lack of difference in patination, simplicity of
design, and the tendency to cover large portions of the design surface, these may be
Archaic in date. Their abstract quality makes it difficult to identify their content. The only
comparable forms thus far located are figures found in Mogollon rock art, identified by
Schaafsma as tadpoles, or possibly a vegetable form such as is found in the Pottery Mound
murals.28 However, this comparison is unreliable, based solely on similar--but not

identical--formal characteristics, and the dates vary widely.
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On the north site and sparsely scattered throughout the other sites are talus
boulders with very deeply pecked petroglyphs. They are so old that individual peck marks
have been obliterated by weathering. They are often filled with lichen, or have repatinated
back to the same value as the original surface of the boulder (fig. 16). An example is
locus DU, a talus slope boulder of Abo Sandstone with three figures: one large rectilinear
meander, one short or partial rectilinear meander, and a disk with rays. One could
postulate that these petroglyphs are old, possibly Archaic in date, due to the abstract
simplicity of these forms, the dark patina and the heavy growth of lichen. However, other
panels are not so clear.

When the author first visited the rock art at Abo, some pictographs and
petroglyphs seemed to be distinctly different from the character of Pueblo rock art. This
first impression was strengthened during field work. In Chapter 4 above, the White Figure
Style was tentatively identified as Athapaskan, based on differences in material, technique,
subject matter and superimposition over what were obviously Puebloan paintings. Certain
petroglyph panels also appear non-Puebloan, the best example being locus CF found on
the north site (fig. 45). Even if radiocarbon dating did work on petroglyphs today, this
panel would still be difficult to date with precision. There is very little patina on the rock
surface. All of the petroglyphs are of the same value, with the exception of the initials
"FS" carved near the middle of the large rectilinear meander in the center (fig. 45b).

These initials were probably carved by a grandson of Federico Sisneros.2? These late
twentieth-century initials are just a shade lighter than the remaining images, which really
only indicates that patina is not a reliable chronological indicator in this instance.

Dividing the design field on locus CF are several long simple lines with other
elements in between, including arcs or a rectilinear meander (fig. 45b). Floating in
between these dividing lines are two large geometric rectangular forms with highly

stylized abstract designs in their interiors. One characteristic of the Archaic period Great

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



122

Basin Abstract Style is large, simple, often-repeated abstract forms that define the design
space as these do. The remainder of the design field is filled with flying birds, masks or
faces, a lizard, a hand print, and a shield-bearer (fig. 45b). None of these motifs are
typical of the Great Basin Abstract Style but are of the Late Puebloan style. The large
framing lines are no more deeply pecked nor patinated than the Puebloan motifs. Due to
the lack of any other chronological indicators, the possibility must be entertained that the
large framing elements are not Archaic in date but perhaps Historic and of Athapaskan
origin. This cultural attribution is strengthened when locus CF is compared to accepted
Athapaskan sites, such as the rock art near Arroyo Hondo in Taos County.3°

In summary, insubstantial evidence of Archaic period rock art can be found within
the current boundaries of the Abo Unit of the Salinas Pueblo Missions National
Monument. This does not preclude the existence of rock art of this period in the
surrounding area, however. Abo's famous perennial spring, located less than three miles
west-southwest of the current boundaries of the park, was not included in this survey.
However, as discussed in Chapter 3 above, Archaic hunters camped in the area, probably
focusing on the spring.

Early Puebloan period rock art, on the other hand, is prevalent throughout the site.
A distinguishing characteristic of the shift from Archaic to Anasazi styles in rock art is the
gradual change in the thirteenth century from geometric designs to representational forms.
Early human and animal images tend to be small, simplified and casually placed within the
design field. A similar shift in style is particularly visible in Fourmile Polychrome wares,
dating to the later 1200s.3! Thus the ceramic record reveals the same developmental
process as the rock art. This style incorporates Brody's Monochrome Red Figure Style,
pictographs consisting of abstracted anthropomorphic figures in active postures painted in
red pigment .32 Structurally, these elements at Abo tend to occur at or about eye level

along relatively flat ledge faces in the two shelters where they are located. The figures are
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less than ten centimeters tall. Many of the petroglyphs and some of the pictographs also
belong to this Early Puebloan style. The petroglyphs are all pecked into bedrock surfaces
or talus slope boulders and generally tend to have a wide range of subject matter.
Structurally, their compositions are often accretional, with no presently discernible single
intent behind the final results. Some pictographs are grouped in this style due to their
simplicity relative to those of the next style. "Early Puebloan"” is a term intended to
connote Anasazi-style images dating from the Basketmaker through Pueblo III periods, 1
to 1300 C.E.

People were living permanently in the Abo Pass region as early as the Pueblo II
period. As discussed in Chapter 3 above, Baldwin reported several pithouses at Abo,
which he dated to this time period. Slightly earlier sites were excavated near Gran Quivira
by Fenega which he attributed to the Mogollon, based on ceramic evidence. Extrapolating
from the archaeological record, scholars suggest that the population in the pass region was
a mixture of Anasazi and Mogollon peoples during the Pueblo II period.

Locus ET, panel 11 provides several good examples of Brody's Monochrome Red
Figure style (fig. 48). As can be seen best in the computer enhanced image, there are a
number of small scale anthropomorphs engaged in very active postures (fig. 48b). In most
cases, the only remaining pigment is red, although some figures do still bear a trace of
white. Other more fugitive pigments were evidently used but have weathered away,
leaving no trace.

Yet another panel in the same shelter, ET 16, also portrays anthropomorphic
figures in active poses, but the palette used by these artists has become somewhat more
complex and the iconography more varied (fig. 58). There are partial anthropomorphs,
usually painted in red or white, as can be seen in the computer enhanced image (fig. 58b).
There are also several abstract linear and circular forms. Most distinctive are a shield

figure--a motif appearing in Anasazi rock art by the end of the Pueblo III period--and the
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only known flute player at Abo.33 This panel is also a good example of the accretional
character of the Early Puebloan style. There is no singular composition; the design field
seems crowded with abstract and representational figures that do not often appear to
relate in a narrative manner.

This accretional character is also plainly visible in the petroglyphs of this style.
Several good examples are to be found on the north site, along the vertical face of an
exposed layer of sandstone bedrock (figs. 50-52). These panels include anthropomorphs-—
some with masks or animal heads--masks or faces, paw prints, human hand and foot
prints, abstract lines, circles, and dots. Many of these figures are joined together with
curvilinear meanders which are lighter in patina than the other petroglyphs, indicating
perhaps that later artists not only added designs of their own, such as four-pointed stars,
but also connected older images. In comparison to similar panels in Mesa Verde, the
majority of these figures are probably earlier than 1300 C.E.3* This period is assigned
partially due to the absence of complex, masked figures resembling historic kachinas and
also the lack of detailed shield figures. However, there could be another explanation for
the absence of these subjects. The artists of the historic pueblo could have avoided such
ceremonial imagery on the north site due to its proximity to the pueblo and the mission
church, the ruins of which are easily visible from these panels.

Some pictographs and petroglyphs are dated to this period due to their relative
simplicity in comparison with later examples. Two examples of linear designs are
probably Early Puebloan because they are less elaborate, more sparse in detail, and, in the
case of the pictograph, more conservative with paint (figs. 25, 47). Locus A, panel 1 is
also dated Early Puebloan due to its strong similarity to one-line textile designs in
Mogollon rock art such as is found at the Three Rivers site in southern New Mexico (fig.
24). Another textile design is the pictograph at locus EV (fig. 47). Now badly weathered,

the narrow concentric arcing white lines form a visually complex motif.
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If one compares the white linear textile pattern at locus EV to a later pictograph,
such as locus DS 8, one sees greater complexity in the design, a change in the figure-field
relationship and a much more extravagant use of paint in the latter (cf. figs. 39 & 47).
Red and yellow bands form rectangles of color which are interspersed with blank areas
where the natural, highly colored background sandstone is left exposed. One white band
and two vertical lines tie the textile design together. A number of other pictographs
appear on the same panel: three hand prints, one partial hand print, one whole
anthropomorph, a pair of fringed legs which may be remnants of another anthropomorph,
and three masks.35 The different values of red pigment used in this panel indicate that
various batches of paint were used. The red fringes on the leggings, the red ear bob of the
mask at the top edge and the red elements in the central masks appear to be of the same
value, mixed according to very similar recipes. The red bands in the textile design are
lighter, while the red hand prints (one whole, one partial) are the lightest of the three
values. This would indicate that these pictographs were painted by several groups of
people, possibly at different times. As Jean Clottes has discussed, the various paint
recipes indicate different technological styles, therefore different artists, but there is no
way of proving relative chronology without some other means, such as superimposition. 36
Due to similarities in material, technique, and content and the increased sense of figure-
field relationship, the majority of the pictographs in this panel are dated in this study as
Late Puebloan; the white stenciled hand prints and three white dots arranged as the eyes
and mouth of a face or mask located to the right of the sign board are the exceptions.
Two of the white hand prints are superimposed over older pictographs on this panel, thus
indicating that they were created later. However, hand prints cannot be used to date rock
art styles since they do not reveal who the artists were, whether they were Pueblo people
claiming authorship or Athapaskan latecomers establishing dominance in newly acquired

territories. As described in Chapter 4 above, the Late Puebloan Style is characterized by
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both petroglyphs and pictographs achieving the same level of complexity. The artist
established a structural tension across the design surface, unusual in comparison to the
majority of petroglyph panels on these sites. Some of the elements are recognizably
associated with kachina imagery. This style is dated roughly to the Pueblo IV period,
although some elements do occur as early as late Pueblo III and continue after Historic
contact, possibly as late as the early nineteenth century.

Complex masks are among the many elements typical of the Late Puebloan style.
Three probable masks occur in locus DS 8: one yellow, inverted triangular form with
several short red lines protruding from the top; a second in the center composed of a red
square in the face region, flanked at the top and bottom by a red arc and a yellow semi-
circle; the third at the top edge composed of a central green rectangle topped by a red
band, framed on the bottom by a yellow semi-circle and displaying two red pendant
elements on the sides of the green rectangle. The last two masks in particular are more
complex than Early Puebloan examples. While it may be impossible to identify each mask,
the anthropologist Elsie Parsons offers some tantalizing information that certain colors
serve different symbolic functions. For example, various Pueblo people paint hunters'
faces red, while at Hopi, the faces of deer hunters are painted yellow. Rabbit hunters have
white stripes over a red base and a red line under the eyes. In the early twentieth century,
Laguna warriors requested that they be painted like "War Brothers," that is, with
alternating bands of black and red.37

Petroglyphs achieve a level of complexity equal to these pictographs. Locus U3
depicts two very different masks, both based on the flat-topped, U-shaped form (fig. 49).
The mask or face on the right has dot-eyes and mouth, two curving, homn-like appendages,
and three vertical lines ending in knobs. It also has one arm, one leg with an over-sized
foot and a hollow rectangle attached to the outer edges. On the left is what is quite

probably a mask with highly stylized features.3® If this petroglyph is compared to a
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masked figure depicted on a Tabira Black-on-White sherd found at Gran Quivira, it
becomes obvious it represents a mask.3?

The archaeologists who found the Tabira sherd suggest a remote connection
between this abstract five-pointed design and the Hand Kachina known in the modern
western pueblos, although the only basis for formal comparison is that the central design
has five appendages.*0 Another possible interpretation is that this symbol may instead
refer to the agave plant, which is characterized by stiff, thick, projecting leaves.

According to Schaafsma, the agave plant is a symbol used by Pueblo people as part of a
larger complex of war-related imagery. 4! Whether this masked figure is related to war-
imagery or other symbolic ceremonies is difficult to say. As to the date of locus U3, the
petroglyphs have virtually no patination whatsoever, appearing much fresher than the
majority of petroglyphs surrounding this locus. The Tabira sherd is broadly dated between
1545 and 1672, but there is no proof of contemporaneity between the petroglyph and
pottery sherd. However, these petroglyphs could easily date as late as the seventeenth
century, to the last decades of habitation of Abo Pueblo; they could also post-date the
abandonment.

Crotty has suggested another possible interpretation for all U-shaped, flat-topped
masks. In her dissertation, she illustrates seven objects known as Soma'koli shields.*2
These mask-like objects are carried like shields by the seven Tewa chiefs during curing
ceremonies at Hano on Hopi's First Mesa. They are credited with curing sore eyes.43
Also known from Zuni curing ceremonies, these forms are identified by their ovoid, flat-
topped, noseless faces, almond-shaped eyes with pupils, rainbow-striped chins, and
horizontal divisions using various geometric designs. Comparable images appear at
several loci at Abo (cf. figs. 42, 49, 53). Crotty suggests that these Soma'koli forms may
explain some of the mask shapes in Jornada art as well, but she makes no chronological or

developmental connections.** According to Parsons, the Hano Tewa claim to have
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brought the "Shumaikoli" shields or masks with them on their westward journey from the
Galisteo Basin.

Perhaps the most striking mask or face forms are found in the southern portion of
the west site (fig. 26). On a large boulder face neatly bisected by a natural crack are two
pecked masks or faces. Due to their figure-field relationship and the balanced
composition, these may be Late Puebloan. They have some patina, so they do not appear
as recent as Locus U3 (cf. fig. 49). The right mask is a virtually perfect circle shape, while
the left is a more vertical ovoid. Both have almond-shaped eyes and open, rectangular
mouths displaying teeth. The left figure's mouth tilts at a forty-five degree angle while the
right one is horizontal in relation to the rest of the face. The open, toothed mouths seem
to indicate some degree of ferocity. Curving arcs that define the eyebrows of both images
are joined by short vertical lines to curving arcs separating the eye and mouth regions.

These masks face due south towards the modern road and railroad below the site.
The boulder on which they are pecked is located on the left side of a small, square alcove.
Other petroglyphs in this alcove include a flying bird and a four-pointed star. All of these
motifs are typical of Late Puebloan rock art and kiva murals. Due to their twin nature,
fierce appearance, and juxtaposition to birds and stars, one possible interpretation for
these two masks/faces is that they represent the Twin War Gods, prominent figures in the
mythology of all the historic pueblos. In her study of murals in the Southwest, Crotty
comments that the Twin War Gods seem older than kachinas in the Southwest. She sees a
change occurring at about 1400 C.E. or later in Puebloan iconography from twin figures
and shield-toting warriors to kachinas and more subtle war-related symbols, such as
snakes, lightning, star-faced beings, and four-pointed stars.*> Brody questions the
tentative identification of these twin images as the War Gods. Their identity would be
clearer if they possessed double lines trailing from their eyes, and wore skullcaps. He

suggests the arcs on the lower portions of the faces may be an indication of face paint.*6
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Schaafsma has investigated the prevalence of war-related imagery in rock art for
twenty years. It is one complex of images that is characteristic of her Rio Grande Style.

A catalog of war iconography includes shield bearers, shields (round forms herein),
warriors carrying weapons, the weapons themselves such as spears, clubs and axes, but
also stars, star-faced beings, star-headed snakes, rattlesnakes, horned serpents, eagles,
eagle feathers and/or claws, plus other animal patrons of war including mountain lions and
bear.47 Parsons noted in her research on Pueblo ceremonialism that war chiefs in the
western pueblos would paint white zigzags on warriors, symbolizing lightning. According
to the Zuni, when war chiefs die, they became "Lightnings, most potent of rain spirits."43
Rectilinear meanders in the rock art may then be associated with war. Dragonflies are
associated with hunting and game animals. The Zuni word soma'koli means "dragonfly,"
the same word associated with the mask-shields carried by the seven Tewa chiefs at
Hano.#? According to Parsons, several examples of Puebloan oral literature make
convoluted metaphorical connections between war, hunting, and fertility. Dragonflies are
commonly identified as fertility symbols, but, in rock art or kiva murals, they also appear
with iconography more normally associated with war. Therefore, dragonflies seem to
have some association with hunting and war, at least in the oral literature. The same
seems to hold true in the rock art of Abo as can be seen in locus DY3 (fig. 17). Six
dragonflies are clearly associated with masks/faces, shield bearers, and a polychrome
zigzag which may represent a plumed serpent.

Mask forms often appear in juxtaposition with round forms, four-pointed stars, or
shield bearers (fig. 42). Locus ET 14 has a particularly elaborate mask form with some
similarities to the soma'koli forms described by Crotty. To the right of the elaborate
plumed mask is a yellow disk with some red horizontal lines still visible through a later
layer of cream-colored paint. There also appears to be a smaller red disk at the top,

perhaps the head of a shield bearer. To the left is another round form, also superimposed
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by later paintings. In this case, a white figure has been covered with a later white round
form, then a red circle. Various yellow, white and green details (possible paraphernalia for
a shield bearer) are still visible.

Shield bearers are by no means rare in the rock art of Abo. As discussed above,
shield bearers appear in Anasazi rock art before the end of the Pueblo III period, prior to
1300 C.E., but become prevalent during the Pueblo IV period. Many of the Abo examples
are part of the Late Puebloan Style and seem to date to the Pueblo IV period, if not to the
Historic period. Locus AR portrays two shield bearers, so-called because a circular form
takes the place of the figure's torso (fig 16). Legs, arms and heads protrude from the
circle's edge. One shield bearer has just one head, two arms and two legs while the figure
in the upper right corner is a double figure, possessing two heads and four legs, but only
two arms. Also appearing on the same rock face is a short curvilinear meander and a
couple of dots. Due to the compositional tension across the design space and the
relatively simple details of the shield bearers, this panel is probably Late Puebloan.

Another shield bearer appears in the east shelter of the south site at Abo and
probably post-dates European contact (fig. 61). Barely discernible now due to wind
erosion, this figure seems to have been painted only with red pigment. All that is visible
now is the outer circumference of the head, two vertical lines, concentric circles with both
interior and exterior designs, then two short legs and feet which appear to float below the
shield. A kilt or other garment may have once been painted in a fugitive pigment, no trace
of which remains today. To the right of the figure is a curving vertical linear form with a
D-shaped loop at the top, possibly depicting a European-style saber. This panel is
probably from the Historic period, as both figures are painted in the same pigment.

Located near a large rock shelter on the North Site, locus BY7 contains a precisely
pecked shield bearer with a solidly in-filled disk shield, a single leg, and an animal-shaped
head topped with an elaborate feather headdress (fig. 55). This style of feather headdress
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is often seen in kiva murals and on historic kachinas.’0 A similar headdress appears on the
head of a human figure depicted on a sherd of Tabira Black-on-White ware found at
Mound 7 in Gran Quivira.>! This shield bearer seems later than other Late Puebloan style
figures due to the finer draughtmanship and lack of patina, so it could easily date into the
Historic period. A relatively realistic sharp-beaked flying bird appears on the same panel.

Shield bearers also appear in the Pottery Mound kiva murals.>2 In several cases,
portions of the heads and legs are still visible. Many also appear to be carrying other
weapons. The designs on the shields vary considerably but include a four-pointed star
with a feather headdress, two eagle feather fans or tails, or the curving spikes Schaafsma
identifies as symbolic of the agave plant, an important symbol to modern war
societies. >3

Shields and a shield bearer appear also in the kiva murals of Mound 7 at Gran
Quivira, also known as Las Humanes Pueblo. Dated to the fifteenth century, the human
carries a shield with black, white and red details, while the entire figure, including the legs,
is outlined in white. 54 This figure stands on a multi-colored band, probably a rainbow.
Another round form appears in the same kiva on an earlier layer, but whether it is a shield
or not is questionable since there is no human figure behind it.>> Due to the extreme
fluidity of metaphorical figures in Pueblo oral literature, it would be folly to assume all
circular shapes have the same interpretation.

Shield bearers are often associated with symbols such as horned serpents or snakes
like those found at Los Lunas and Tenabo.5® At Pueblo Blanco, located in the Galisteo
Basin, an enormous horned serpent is superimposed over an anthropomorphic figure
enclosed within two concentric circles, often interpreted as a shield. 57 It is possible to
date these images, at least roughly, by comparison with kiva murals, particularly those at

Pottery Mound. Horned serpents appear twice in Pottery Mound kiva murals, dated

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



132
approximately 1390 to 1490 C.E.>® One horned serpent is portrayed with its muzzle
touching the head of a bowing human figure; two dragonflies appear in the background.>?

Another figure from Pottery Mound displays a geometric face or mask in the
familiar U-shape form, and wears a headdress fashioned in part from a rattlesnake 60
Locus AE, on the west site of Abo, is a gigantic boulder with rock art on five faces. On
its slanting top is a whole complex of petroglyphs, including a mask form with the same
slanting, toothed mouth seen on the left face of Locus M3, and further down the slope
appears a spiral design with a triangular end possibly symbolizing a rattlesnake with its
distinctive triangular-shaped head (figs. 36, 56). These two images may be connected as
part of the complex of war imagery. Due to the iconography and the design structure,
these figures are probably Late Puebloan.

A third fragment from Pottery Mound dated to the fifteenth century may depict
what Crotty has suggested is a shield, based partially on the detailed depiction of an arrow
quiver fashioned from a mountain lion skin.%! Crotty posits further that shield bearers
were typical war-related imagery before 1400, whereas she detects a shift in iconography
after that date. With the consolidation of kachina imagery in pottery, murals, and rock art,
war-related imagery becomes more subtle and indirect, focusing less on shield bearers and
more on eagles, shields, rattlesnakes, and star beings.

Four-pointed stars and star beings occur with some frequency in the rock art of
Abo. One such star being is depicted at locus BY1, the northernmost tip of the large
bedrock ledge on the North Site (fig. 18). A four-pointed star with a clearly defined face
in the interior is pecked through the black patina just to the right of a realistic human hand
print. Four-pointed stars are associated with snakes, arcs and other motifs on locus O1
(fig. 14). While it is difficult to date locus O1, locus N2 is definitely historic (fig. 43).
Located quite near locus O1, this petroglyph has been cut into the sandstone surface with

a metal tool. Four lines intersect to form an asterisk pattern which is then surrounded at
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the cardinal points with four-pointed stars, again cut with a metal tool. The only possible
source for a metal blade hard enough--and common enough to use for cutting into a rock
surface--would have been a European one; therefore the petroglyph at N2 is clearly
Historic. A pictographic four-pointed star is painted at the far east end of the east shelter
of the south site (fig. 62). This four-pointed star is directly below a masked being that will
be discussed below.

According to Parsons, stars are associated with war. All stars, but especially the
Moming and Evening stars, falling stars and comets, have a place in the oral literature of
several pueblos and are often linked to the Twin War Gods. The Morning Star is also
sometimes associated with hunting 62 Four-pointed stars appear on shields and in
association with horned serpents in Pottery Mound murals, dated from 1390 to 1490.63
Star faces also appear on Tabira Black-on-White sherds dated from 1545 to 1672.64
Similar figures appear in modern Hopi ritual costume.%> Many more general examples
occur at Abo, and their relationships to one another and to the landscape will be more
thoroughly examined in Chapter 6 herein.

Several rock art panels deserve special attention due to their striking iconography
and compositional clarity. A pair of warrior figures, one carrying a shield, are dated to the
Late Puebloan period due to their similarity to warrior figures in the Pottery Mound
murals (fig. 38). The first figure stands vertically holding a small shield and a war club.
His face, the feather in his hair, his kilt or loincloth and his club are all painted in red
hematite, while his hair, torso and legs, as well as the shield, are painted in the pink-white
pigment favored by the Late Puebloan artists at Abo. Below this figure's feet is a
horizontal figure painted in a very similar manner but possessing no weapons and no
apparent head. This pair appear to engage in a narrative relationship, depicting the
outcome of a battle. Both figures have a red stripe running down the center of their

torsos. The stripe is most obvious on the horizontal figure, but it can also be seen below
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the shield of the vertical anthropomorph. Such bisected, bi-chrome anthropomorphs
appear elsewhere at Abo and in the murals of Mound 7 at Gran Quivira.

In the east shelter of the south site, there are two panels with similar bisected bi-
chrome anthropomorphs (figs. 63-64). Locus ET10 is a very small panel inside a natural
alcove. Yellow, red, and green pigments remain. Only one half of the figure is still visible;
the remainder may have never been painted or was done in a fugitive pigment. Locus
ET11 contains another vertically bisected bi-chrome figure painted in red and white, plus
three more anthropomorphs painted in pink-white with red stripes running vertically down
their torsos. All of these figures are located below a large area of pink-white that has been
painted over an older figure only faintly visible. Both the white of the superimposing layer
and that of the anthropomorphs appear to be the pink-white favored by Puebloan artists, in
contrast to the cream-colored pigment preferred by later artists.

Similar anthropomorphs were found in Room 12 of Mound 7 at Gran Quivira,
murals Crotty dates to the early seventeenth century.%6 Of the six anthropomorphs
preserved on this fragment, one is depicted with a white body and a vertical stripe running
down his torso, while the figure to the left is painted red and yellow, and divided
vertically. These figures are more complete than other anthropomorphs, with feathers
attached to their heads, various other paraphernalia, plus facial features, hair and what
appear to be moccasins. Crotty also compares these figures to bisected bi-chrome figures
at Pottery Mound.67 Those at Gran Quivira, however, seem much closer in style and
perhaps time.

Another panel of special note is located just east of the west shelter (fig. 17).
Locus DY3 is in an alcove now well hidden with brush and large boulders. This is a panel
that has attracted several different artists, since it has been repainted and renewed more
than once. Older figures are hidden below a layer of green or red. On top are two large

diamond shapes (possible four-pointed stars), three green and three orange dragonflies,
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the green body of a plumed serpent, a red and yellow mask, an anthropomorph with an
elaborate red, yellow, and white striped kilt, and a red and orange-striped panel that may
be a highly stylized bird. These paintings are located on the upper, inward-sloping portion
of the alcove, while several shield bearers in red and white march or dance across the
ledge below. Due to overpainting, it is now impossible to tell if the plumed serpent was
ever horned, but comparison to the plumed serpent in panel DS5 suggests that possibility
(fig. 65). As discussed above, shield bearers, four-pointed stars, serpents, masks, and also
dragonflies often occur, both in visual art and in oral literature. All of these images at
DY3 may date to the Late Puebloan style, before the abandonment of Abo Pueblo. The
only exceptions may be some, but not all, of the shield bearers below, since the white
pigment used has a slightly different value than is commonly found in most of the other
pictographs.

Three other pictographic panels may also have some connection to the war-related
image complex, although they are not typical of the iconographic inventory. The first
locus contains the large yellow figure described by Bandelier as known locally as "El
Capitan" (fig. 44). Four pictographs occupy different panels on the overhead sloping
ceiling of this shallow shelter located between the west shelter and the ravine to the east.
Two of the pictographs are masks with the majority of the lower faces painted yellow with
red eyes or headdress and red stripes on the cheeks. The remaining two figures are large
anthropomorphs wearing elaborately detailed jewelry, headdresses, and kilts with tasseled
sashes. These are the largest of the painted figures at Abo, El Capitan measuring 1.25
meters. Without doubt, these figures are Puebloan, possibly dating before the
abandonment of Abo in 1672. Due to their similarities to figures in the seventeenth
century Kuaua murals, they are probably not pre-contact but rather date to the Historic

period. An interesting point is the absence of obvious ceremonial symbolism, as if the
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artist(s) were deliberately avoiding the controversial exposure of non-Christian religious
knowledge.

Bandelier did a watercolor painting of the largest figure after his visit in 1882,
however he did not depict the jewelry nor the embroidery details of the kilt. He left the
legs indistinct in the watercolor, whereas the pictograph's details are quite clear (fig. 44c).
There are two explanations for this, as mentioned above: (1) Bandelier did not accurately
record all of the details, or (2) the figure was repainted after his visit in 1882. This figure
has been heavily scratched with some sort of metal-pointed tool, causing much of the
yellow pigment to flake 68

The presence of traits thought to be diagnostic of either the Anasazi or Mogollon
artistic traditions are a matter of debate when considering the rock art of Abo. In the two
anthropomorphic figures at locus DW, one figure is depicted with its legs and feet
pointing in the same direction, as is seen in the Kuaua murals, Navajo sandpaintings, and
earlier Anasazi images. The second larger figure has knees and feet pointing in opposite
directions, a trait commonly thought to derive from a Mogollon heritage. These figures
are painted with the same value of pigment and by the same technique. Indeed they could
arguably have been painted by the same artist or at the same time by two artists. As
Crotty has pointed out in her discussion of kiva murals, the directions in which the feet are
pointing are not diagnostic of any cultural heritage.6?

The second unusual figure is located just beyond the West Shelter going toward
the ravine that separates the two shelters (fig. 23). Locus DX consists of a single red
anthropomorph with several pairs of parallel white streaks in the manner of body paint.
The figure is also wearing a white arrow point as a neck pendant and carries a red and
white bag in one hand and several small linear objects in the other. Rising from the top of
the figure's head is a small circular hoop. Measuring twenty centimeters, it belongs to the

Large Polychrome class of the Late Puebloan style. This figure may have some
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connections to modern Pueblo practices. According to Parsons, arrow points are
sometimes worn for defense against supernatural powers. Laguna war chiefs are known
to have wom arrow points in a bag around their necks for defense.”0

The third anthropomorph is located directly above the red four-pointed star
previously discussed (figs. 54, 62). This figure is one of the small number of images that
easily compare with modern depictions of kachinas and other supernatural beings. In fact,
it closely resembles figures in the Kuaua murals. It has the same static pose, bent elbows,
enlarged head, elongated torso, negligible feet, and attention to ritual paraphernalia as is
seen in those seventeenth-century murals. Measuring twenty-eight centimeters, this figure
is also one of the largest, most detailed paintings found at Abo. It is well hidden, painted
underneath a horizontal sandstone ledge; only the four-pointed star directly below gives
any indication of its presence. Due to the deliberate juxtaposition of these images, there
may be some connection between war iconography and that of fertility and rain. The
figure holds in one hand a crescent-shaped object outlined in white and painted in red,
yellow, and green. In the other hand is a green tube-like object with a spray emerging
from its top. The figure's head is also elaborately painted, with red and white bands for
the headdress; the face is green with an arc of yellow and red running up the center, the
whole outlined in white.

While it is difficult to isolate and date many elements of the Late Puebloan style,
there is one style that is clearly separate and more recent than the majority of the
petroglyphs and pictographs. The White Figure Style is distinguished by its thick cream-
color paint generously applied with a fibrous brush, forming large, simple geometric
shapes or sprayed around a hand to create a negative hand print (figs. 20, 37, 39, 40-42).
In several panels, the cream-color pigment appears only in round, isolated dots floating
against a background of Late Puebloan paintings (figs. 20, 42, 58). This pigment
superimposes older Late Puebloan paintings in two panels, DS8 and ET14 (figs. 39, 42).

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



138

Cole offers the explanation that these may represent a later, degenerate style of Pueblo
paintings completed in Abo's twilight years. In Chapter 4 herein, another possibility was
offered; they may represent paintings done by non-Puebloan peoples living in the Abo Pass
region after the Salinas Pueblos had been abandoned, dating well into the Historic period,
approximately 1675 to 1875. The obvious attribution would be to the Athapaskan hunters
and raiders upon whom is blamed the collapse of the entire Salinas expansion. The
pigment is quite comparable to that used in several paintings at Hueco Tanks tentatively
identified by Klaus Wellmann as Apache.”! As has been pointed out by one rock art
scholar, Athapaskan art looks very similar to the Desert Archaic or Desert Abstract styles
proposed by Wellmann. Without the human form, it is very difficult to separate Apache
art from Archaic period hunter-gatherer art.”2 As to why Athapaskan art superimposes
Late Puebloan art, Schaafsma offers an explanation: "Relative newcomers to the
Southwest in the sixteenth century, the Apaches and Navajo considered as sacred caves
painted with imagery prior to their arrival and in turn made their own rock art in these
same spots."73

While the Pueblo people may have retreated to the Rio Grande Valley, it is evident
that they did not abandon the Abo Pass region entirely. Spanish documents indicate that
Pueblo auxiliaries patrolling the Abo Pass throughout the eighteenth century and
shepherds in the early nineteenth century had the opportunity to add, renew or destroy
images at Abo. Bandelier recorded the sacred clown and plumed serpent in watercolor
during his visit in 1882 (fig. 65). In comparing his painting to the currently visible image,
several differences are notable (cf. 65b & 65c). Besides the already mentioned damage to
the heads, he paints the legs in an entirely different position, while the arm and torso with
its thick black waist band is the same. The figure's feet simply trail away. The plumed

serpent at its side appears to wear a feather headdress but it is impossible to tell in the
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photographs whether any of the projections is a horn. The serpent's tail appears to be
superimposed by later paintings in Bandelier's version.”#

In 1908, Herbert Schweizer visited Abo and recorded this panel. He described the
figure as stepping out of a pot-like element which was certainly not visible in 1994.73
When Schweizer returned shortly thereafter, he recorded that the figures had been
vandalized between his visits to the site. As was mentioned in Chapter 3 above, the
railroad through the pass was being built in 1908. It may not be coincidental that the
destruction is contemporaneous with mounting public presence in the area.

What is known is that the site was visited in 1908 by persons who seem, in this
author's opinion, to have carefully and deliberately "beheaded" these two prominent
figures (fig. 65). During field work for the present study in 1994, the damage to the heads
of the sacred clown and the plumed serpent appeared to be quite deliberate since it is
restricted to the removal of the heads, as if destroyed by those who cared about the
images rather than by those who were acting out of ignorance or racism. Crotty noted
that in certain instances at Pottery Mound and Kuaua, "the heads of some
anthropomorphic figures had been deliberately defaced or obliterated before the
application of the succeeding coat of plaster."’® Such "beheading" of painted figures may
have been standard practice in later Pueblo art.

Of the 343 panels recorded in the 1994 field work, 195--or fifty-seven percent--
have been tentatively dated. Few images can be comfortably defined as Archaic.
Baldwin's hypothesized "nutting" mortars may indeed be Archaic, but they could just as
easily be much more recent. Most of Abo's rock art falls within the Early or Late
Puebloan periods. Several elaborate, carefully executed images are defined as Late
Puebloan in style and date, leaving open the possibility that they could date to the Historic
period, perhaps as late as the eighteenth century. The White Figure Style paintings
definitely post-date the Late Pueblo period, and it is proposed that they could be attributed
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to Athapaskan or Plains peoples. The remaining forty-three percent of the panels cannot
be dated for several reasons: (1) lack of diagnostic features; (2) confusing mixture of
what appear to be many different styles; or (3) problematic superimposition or patination.
However, there remains enough information to formulate hypotheses and models to test
ideas discussed in previous chapters about the interaction of rock art and landscape. The
following chapter will build upon all of the work accomplished thus far, connecting style,
date, landscape features, and known, historical events into logical models. These models
will illustrate how rock art may have served several cultural functions and remained as
visual traces of a cognitive spatial template. Such functions may have included the
cultural use of art to mark a place, center or boundary in the landscape. Chapter 6 will
map the rock art in relationship to the landscape and suggest possible interpretations based

on iconography and context.
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Computer Models

The previous chapters have provided the foundation and framework for the
analysis of the rock art near Abo Pueblo. Chapter 2 laid the theoretical groundwork while
Chapter 3 established the historical elements of the foundation regarding the
interrelationships of rock art and its surrounding landscape. Chapters 4 and 5 developed
the stylistic and chronological framework, decisions which were crucial for computer
analysis. Now the analytical structure needs completion. Three models were created,
focusing on chronological, iconographic, or directional parameters. After a short
discussion of the assumptions and limitations of these models, a description and analysis of
each will follow. Finally, future research needs will be briefly outlined.

As was discussed in depth in Chapter 2, rock art and landscape interrelate in
complex and culturaily determined ways. Rock art shapes landscape by marking important
points but the land also influences the art. Practical features such as the exposure of
suitable rock surfaces and their proximity to travel routes or resting places partially
account for the location of specific images. Rock art also plays a culturally-determined
role in denoting places, centers, and boundaries. To reiterate, places are loci in space
determined by the focus of human experience and passion. Centers are a special category
of place, attaining a higher qualitative degree of importance. Boundaries are mental lines
drawn to circumscribe space, which can manifest on the landscape in the form of the
"edges" of culture areas. Rock art may have served all of these functions at Abo.

Pictographs and petroglyphs can mark a place in space, serving to record or
intensify human experience in that locus. Places and their special significance can be--but
are not always--inherited from one culture or time period to another. The accumulation of
rock art images may be a multi-cultural and/or multi-temporal palimpsest. A rapid

accumulation of one art style in a given time period may indicate an increased degree of
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importance attached to that place, perhaps indicating the creation of a center. Crumley
points out that what is a center in the microcosm may be a boundary in the macrocosm. !
It was previously suggested that Abo may have played this dual role throughout much of
its history, varying from boundary to center to boundary. In Chapter 2, scale was
discussed as one determining factor in the identification of a site as center, place or
boundary. The field work which provided the database for this dissertation was conceived
on a relatively intimate community scale. Such propinquity is typical of most initial rock
art recording efforts. However, due to this intimacy of scale, any conclusions about Abo's
role as both a center and a boundary must remain tentative. Still, even at this proximate
scale, cultural vicissitudes are clearly visible in the rock art. To illustrate these
phenomena, models were created using database and geographic information systems
(GIS) software. These models were designed to demonstrate the flexibility of GIS
analysis, wherein new conditions are added to preceeding ones. For example, the
chronological model considers only the dates of subject panels, while the iconographic
model incorporates both temporal and pictorial parameters. The directional model
examines chronology, iconography, and orientation.

Three Models

In the introduction, three questions were posed: (1) does a discemible pattern
exist in Abo's rock art that changes through time? (2) do specific images occur often
enough to define a culturally-determined pattern in terms of iconography? and (3) does
the iconography have any connection to the directional orientation of the rock surface
chosen by the artist? Following these initial guiding questions, three models were created.
The first was a chronological model, plotting dated loci across the landscape. Using both
database and GIS software, loci from each of four periods--Archaic, Early Puebloan, Late
Puebloan, and Historic--were mapped in relationship to each other and to the arroyos.

There were 163 loci mapped via Global Positioning Satellite (GPS) technology, with 343
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panels recorded. Due to the tentative nature of the chronology proposed in Chapter 5
above, only 195--or fifty-seven percent--of the total 343 rock art panels were analyzed in
these models. Therefore, all the maps created from the main database utilized less than
fifty-seven percent of the total number of panels.

Due to the Environment Planning and Programing Language (EPPL) software
requirements, certain key loci were assigned artificial coordinates. In some areas, panels
were so close to one another that it was impossible to map them separately with the GPS
field unit. This occurred at the north site at locus BY, which contains some fifty-six
panels, as well as in the shelters of the south site. The west shelter is locus DS while the
east is locus ET. Because of the configuration of the rock shelters, it was impossible to
accurately map each panel. In order for the GPS field unit's antenna to communicate with
orbiting navigation satellites, it could not be under the overhanging rock, but rather further
out of the shelter. Since the point coordinates recorded would be those of the antenna's
location, this would have resulted in even greater inaccuracies in the readings. In these
circumstances, therefore, points at the ends of the shelters where the sky was visible were
accurately recorded by GPS. Approximate coordinates were later created for the
intermediate panels, expressly so that they could be plotted in EPPL. These are most
noticeable on the maps where several points form perfectly straight lines at locus BY or
ET. With GPS technology, it is possible to map points accurately to within one meter, but
the maps created are more easily read if the points are somewhat further apart. Absolute
accuracy is sacrificed, but what is gained is the ability to plot every intermediate panel in
the denser loci with some slight approximation, thereby creating maps useful for
interpretation.

A series of logical steps was performed in order to plot each map. First, a master
database was created for the entire site, incorporating individual loci, panels, GPS

coordinates, style, time period, and rock art elements. Several smaller databases were
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created from the master such that loci were sorted by chronological period, iconographic
element, or directional orientation. For example, a database was created for all panels
dated to the Late Puebloan period, which were separated from those dated to either the
Late or Historic Puebloan, and the Historic Athapaskan periods. Several secondary
databases were then created and imported into the EPPL software.2 A sample log of the
analysis process appears as Appendix B. The end results of this process in the first model
are maps of loci dated to the subject periods. Not surprisingly, most of the rock art panels
are dated to the occupation period of Abo Pueblo. By the Late Puebloan, and certainly in
the Historic period, much of the rock art was created facing towards Abo Wash, which,
at that time, may have been a well-traveled road through the canyon.

The second step was the creation of a model in which specific rock art
iconography was prioritized over other parameters. Schaafsma has cited Abo's
pictographs as an example of her hypothesized Puebloan complex of war imagery,
including shield bearers, four-pointed stars, horned or plumed serpents, snakes, zigzags,
birds, and masks.3 To understand the interpretations drawn herein, it would be useful to
summarize Schaafsma's hypothesis regarding such a war-related complex. In a paper
focusing on the Comanche Gap site, she lists several diagnostic motifs defined as forming
an iconographic complex: “...specifically shields, shield-bearers, and various other
warriors per se, plus stars, and animal patrons of war...."* In describing some of the

Comanche Gap petroglyphs, she elaborates:

Over half [of the prominent shield-bearers] are decorated with sky
elements such as four-pointed stars and eagle feathers and claws ...
Bordering zigzags probably signify the sun's rays ... Bear paws,
snakes, circles and sharp curved elements are other designs featured
on shields.>

Other "warrior” figures at Comanche Gap have four-pointed stars in place of a more

human-shaped head; they brandish weapons and display bird motifs on their chests. There

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



150
are also many four-pointed stars associated with the warriors, or depicted isolated from
other figures. Some are found in association with horned serpents.® Many of the shields
carried by human figures possess motifs Schaafsma interprets as having sun, star and eagle
attributes. Zigzag lines forming the borders of some shields may represent the sun's rays,
which might allude to the myths of the Twin War Gods, who were thought to be children
of the Sun, and carried sun shields. Solar iconography may also include concentric circles
and eagle symbols.” Schaafsma also cites Parsons as a source linking snakes to the war-
imagery complex.8 Many of Schaafsma's comparisons draw on Hopi or Zuni sources,
such as the relationship between snakes and warrior iconography in the Hopi Snake-
Antelope society ceremonies. While these comparisons are informative, they must be
made with reservation. In light of the presence of the Hopi-Tewa of Hano village on
Hopi's First Mesa, Hopi and Zuni sources have more direct connections with the
iconography of Comanche Gap than with other Rio Grande sites or with Abo.

Schaafsma's analysis of the war complex has never extended beyond the two-
dimensional surface. In other words, the diagnostic symbols usually appear on the same
surface or locus. Comanche Gap, in particular, has several large petroglyphs representing
densely concentrated symbols whose compositions are more concise and refined than
those occurring at Abo. Most of the same war-related symbols appear in the rock art of
Abo, but not with the same obvious precision. They are often spread across rock faces, or
across several loci. Is it possible that such symbols functioned in a linked manner, shaping
the landscape into a medium of cultural expression? If elements do not appear on the
same panel, do they appear in close proximity to one another? If so, this may indicate a
deliberate effort to shape space in a culturally meaningful manner. To test this hypothesis,
five meters was arbitrarily chosen as the proximal visual distance between loci. In the
rocky and often steep terrain at Abo, this distance seemed to be the maximum distance a

viewer could see to connect various loci, but this is a purely subjective supposition. To

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



151
plot the maps for this model, numerous databases were created in the same manner as the
chronological material above. Database software possesses the capability to search for
individual loci with certain conditions. For example, several databases were created of all
loci dating to the Late Puebloan or Historic Puebloan periods and containing Schaafsma's
war complex imagery such as shield bearers.?

Following Schaafsma's hypothesis regarding an artistic expression of the Puebloan
war symbol complex, there were two conditions for this model: (1) that the locus
contained at least one element catalogued by Schaafsma, such as shield bearers, round
forms, masks, flying birds, snakes, zigzag lines, or four-pointed stars, and (2) that all
pertinent images be dated to the Pueblo IV or Pueblo V periods. Each element was
mapped separately using the databases created in DBase then converted in EPPL. All
elements were mapped using the arroyos as a general reference. The arroyos serve a key
role in all of the models.

The third model involved the consideration of whether directional orientation was
linked to iconography in a particular period. For this model, the following conditions
were established: (1) only loci from the west site were considered, (2) only Early
Puebloan period panels were included, and (3) all rock art elements were analyzed. The
west site was chosen because all the loci coordinates were mapped by GPS rather than
created by artificial means. A greater variety of elements also appear on this part of the
site. The Early Puebloan period was chosen as a parameter because no other period
provided enough data for a comparison. Only twenty-two panels fit the criteria, so the
sample size was again small. Ten panels faced skyward while twelve were oriented to
every direction on the compass. For the Late Puebloan panels, very few faced upward
while the vast majority faced varying directions. Once narrowed to a smaller database,
two subsets of data were distinguished by directional orientation. Two databases were

created for EPPL analysis.!0 Panels oriented to the sky were considered as the first
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group; all other panels were a second group. Again, the arroyos were considered a key
element in this model because the artists seem to have distinguished between intended
audiences.

Assumptions and Limitations

To develop the models, certain assumptions and limitations had to be made. The
models assume that the arroyos were a focus for travel, therefore roads may have existed
along the banks of Abo Wash, Arroyo Espinoso and Canyon Saladito (map 1). Virtually
all rock art sites reported in the pass by various field workers are located along the length
of these three drainages. A question to be asked in future research is why more rock art
exists in the Canyon Saladito and Arroyo Espinoso than along Abo Wash.

Several limitations must also be acknowledged for these models. The first is the
size of the site recorded for the current study. In response to legal and logistical
constraints, the 1994 field work was confined to the arbitrary boundaries of the Abo Unit
of the Salinas Pueblo Missions National Monument. Rock art was clearly visible on the
talus slope boulders located on private land beyond the western border of the Abo Unit.
Rock art, primarily petroglyphs, has also been reported at thirty-four other locations in the
Abo Pass region. The rock art recorded for this study is estimated to be approximately
one-tenth of the total. Therefore, any conclusions stated in this dissertation must be
considered tentative due to the small sample size, statistically speaking, and are subject to
revision once more rock art has been recorded and analyzed.

Due to the intimate scale of this study, certain factors have already been
determined, whereas at a regional scale there would have been more variables. For
instance, virtually all of Abo's rock art faces towards either Arroyo Espinoso or Abo
Wash, hence towards hypothetical roads. A physical reason for such a phenomenon is that

the best suitable rock surfaces in this geographic area are located on bedrock exposed by
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arroyos. A cultural reason may have also existed for the connection between the rock art
and the arroyos, such as the use of images to define frontiers or boundaries.
Chronological Model

The first model prioritizes only one parameter: chronology. Six chronological
maps were created, plotting loci dated stylistically as discussed in Chapter 5. They are the
Archaic, Early Puebloan, Late Puebloan, Late or Historic Puebloan, Historic Puebloan,
and Historic Athapaskan periods. Each will be analyzed individually before comparisons
are made.

Only eight loci are dated to the Archaic period (map 8). They are widely
scattered, with three located on the north site, one in the west, and four between the two
shelters of the south site. The primary reason there are so few loci is due to the problems
of dating petroglyphs. As discussed in Chapter 5, it is difficult to ascertain whether a
geometric style petroglyph was created by Archaic, Puebloan, or Athapaskan artists;
therefore they were not included in the database for the Archaic map. Without exception,
all eight loci contain geometric-style petroglyphs usually consisting of rectilinear or
curvilinear meanders, enhanced pits or cupules, circles and disks.

As discussed in Chapter 3 herein, Baldwin speculated that Archaic peoples may
have visited the Abo Pass for two reasons: (1) the convenience of inter-regional travel
and (2) the reliable spring located 2.75 miles west-southwest of the current boundaries of
the Abo Unit. Just over half of Abo's Archaic loci are found between the shelters in a dry
stream bed that contains flowing water only during periods of heavy rain or snowmelt.
This ephemeral water course opens onto Abo Wash so that the rock art faces the perennial
stream and hypothetical road possibly used by Archaic hunters and gatherers.

Considerably more loci date from the Early Puebloan period (map 9). According
to Ivey and Baldwin, Pueblo people began building at Abo during the Pueblo ITI--what is
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referred to herein as Early Puebloan—period.!! More people living in the pass meant
greater opportunities to create rock art for myriad purposes and functions.

The rock art panels dated to this period are evenly spread throughout the site, but
do occur in slightly higher concentrations on the west and south sites. Two physical
factors may account for this: (1) visibility to and from the roadways along the arroyos and
(2) exposure of large, smooth rock surfaces. Exclusively petroglyphs, the images on the
west and south sites include paw prints of various shapes, bird tracks, dot-style
masks/faces, and many unidentifiable or indescribable forms. The cluster of loci on the
west site are focused along an exposure of enormous vertical cylindroid boulders breaking
away from a bedrock layer of Abo Sandstone. A wide variety of petroglyphs occur on
both the stream and top faces fo these boulders; thus, they face the sky as often as the
arroyo. The large cluster on the south site occurs between the two shelters in the same
dry stream bed as the Archaic figures. Reasons for this association could include: (1) the
availability of smooth rock surfaces, (2) the suitability of the surface combined with the
directional orientation, (3) the association with water, at least on occasion, or (4) a
continuation of an esoteric tradition unfathomable to modern thought. Thereis a
concentration of Early Puebloan panels on the north site in locus BY, but they are
scattered along the bedrock face rather than occurring in significant clusters. Interspersed
with these panels are a roughly equal number of Late Puebloan panels, although the two
styles are freely intermingled. The iconography is similar to that discussed on the west
and south sites. The more rapid accumulation of rock art during the Early Puebloan
period seems to indicate that Abo changed from an Archaic place to a center.

The Late Puebloan period was a time of great construction and expansion at Abo
Pueblo, which is taken to reflect a growth in population and perhaps also in trade. Not
surprisingly, the majority of rock art panels are dated to this period (maps 10-11).

However, as was discussed in Chapter 5 above, it is difficult to separate pre-contact from
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post-contact figures in the Late Puebloan style, particularly in the pictographs (map 11).
There is a large concentration of Late Puebloan loci on the north site, which would have
been easily visible from the pueblo, while the other loci are widely scattered down the
west site and throughout the southern shelters. The mask site, located across the Arroyo
Espinoso due west of the north site, is also dated to the Late Puebloan period. The
shallow cave at this site contains the only pictograph outside the shelters on the south site.
All of the remaining mapped loci on the west bank of Arroyo Espinoso within the park
boundaries are petroglyphs also dated to the Late Puebloan period. The continuing
accumulation of images during this period indicates that Abo remains a center, at least in
the microcosm.

As detailed and visually interesting as the Late Puebloan images are, some figures
categorized within this style appear more historical in nature. Several panels in both
shelters contain elaborately painted, detailed images which could date either before or
after European contact. Without empirical data, it is currently impossible to be more
specific about the chronology of these images. Some of the pictographs are easily visible
from the arroyo banks, while others are carefully hidden (figs. 39, 54). This attribute of
visibility seems to be a factor in the function of the rock art and the site, as will be
discussed below.

An ephemeral Pueblo presence in the Abo area during the eighteenth and early
nineteenth centuries is supported by potsherds found by Toulouse. Spanish documents
also record the assignment of Pueblo military auxiliaries to Quarai to patrol the entire Abo
pass region during the early 1750s. There is a probability that these Pueblo warriors used
the ancient roads along the arroyo banks and camped in the abandoned village, leaving the
sherds Toulouse reported from his 1940 excavations.12 After 1819, shepherds working
for Bartolome Baca may have also encamped in the ruins and created rock art on nearby

boulders. 13
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There are only nine clearly dated Historic Puebloan panels at Abo (map 12).

These few panels are evenly divided between the north site, particularly the BY locus, and
the south site, including two petroglyph and two pictograph panels (figs. 23, 61).
Although few in number, these images pose very interesting questions. For example,
locus ET4 is dated to the Historic Period due to the depiction of an apparently European-
style saber painted with the same pigment as the shield bearer to the left (fig. 61). This
particular panel is easily visible from the banks of the Abo Wash where the aboriginal
route is presumed to lie. But not all of the images are so easily visible because they are
either turned away from the road, such as those at locus DK, or they are very small scale,
such as those at locus DX (fig. 23). Their subject matter also differs. Both pictographs
from DX and ET4 are related to warrior iconography, as discussed in Chapter 5, but the
loci visible from the Arroyo Espinoso have a very different content. The iconography of
the images at locus AL on the west site and the BY panels of the north site seems more
metaphorical, not quite so clearly connected to war as are shield bearers, swords and red-
bodied figures wearing arrow points. Locus AL displays what is clearly a flying eagle in
the upper portion of a tall, narrow panel. Below is an unmistakable rendering of a
rattlesnake, complete with triangular head, forked tongue and enlarged rattles. A small,
simple circle near the right center edge completes the composition. This panel is dated to
the Historic Period because of the lack of patina on the petroglyphs and the more refined
draftsmanship. Schaafsma has clearly linked eagles and rattlesnakes to the Pueblo war
complex, but these particular images could just as easily represent completely different
concepts; ethnographic context is crucial to making any distinction. The BY panels
contain an enormous variety of images, including paw prints, quadrupeds, one split-hoofed
bovine, and a possible rider mounted on a fantastic creature. None of these images are
easily interpreted, but their haphazard composition appears to be an accretion of images

over time, suggesting highly idiosyncratic content and function. Such change in
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iconography between the sites may be explained by different functions or audiences.
Panels located on the south site face foreign travelers and invaders who may have entered
the region along the east-west route, whereas the north-south arroyos may have supported
less foreign and more local traffic; therefore the rock art may have served a different
audience. A dual function could be hypothesized for some of these panels. The more
private panels may have been created for many purposes, including continuing to indicate
that Abo is still an important center, but the more public panels may have been intended to
serve as boundary markers. There is the intriguing possibility that there may be a link
between the eighteenth century Pueblo warriors and the pictographs of shield bearers and
weapons clearly visible to travelers on the banks of the Abo Wash. However, it is far too
early, and the database is too small, to draw any substantive conclusions.

Some of the foreign travelers along the arroyos would have been Athapaskan or
other Plains dwellers who also left their marks on the landscape. As many as fifteen panels
in the southern shelters contain possible Athapaskan, or at least non-Puebloan, paintings
(map 13). However, as with the Archaic period, this rock art is difficult to definitively
identify and date. So the sparsity of mapped loci reflects more the difficulties of relative
dating than a lack of Athapaskan participation in the creation of rock art. All the loci
plotted on map 13 are found in the two shelters of the south site and consist entirely of
pictographs. However, as was pointed out in Chapter 5, these images often occur on or
near Late Puebloan images, suggesting an aggressive relationship between the two artistic
traditions. As the Athapaskan images often superimpose or juxtapose Puebloan images,
this may be a case of co-opting the site or the power of the earlier paintings for political
and/or religious reasons. Such a relationship may indicate that both cultures were using
these images to mark a cultural boundary on the landscape.

When selected periods are plotted on the same map, interesting clusters appear

(map 14). Most of the later rock art loci cluster on the north and south sites. One faces
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the pueblo; the other is oriented towards the east-west road possibly used by both local
and foreign traffic. Another possible explanation for clusters in these two regions could be
phenomenal attributes. Both the north and south sites possess several of the attributes
that Steinbring considers equal in importance to iconography in rock art. Both are
prominent rock surfaces, and each contains shelters. Both sites are associated with
environmental extremes, facing onto perennial streams in an otherwise arid environment.
Both places are higher than surrounding surfaces and seek visibility, both away from and
towards their exposures. This would coincide with modern Pueblo thought related by
Ortiz regarding native emphasis on high and visible places.

In addition to the iconography, such visibility may also be a clue to the role of rock
art in shaping landscape. There may be a link between iconography, medium and visibility
which may indicate the function of certain images. As was briefly discussed in Chapter 4,
some panels seem to have been created with the intent of being visible to passersby, while
others are quite hidden. Brody has suggested that there may be a discernable difference
between the paintings usually being more public, while the petroglyphs are commonly
invisible at a distance and, therefore, perhaps created for more private reasons. It is true
that on the south site, the images most visible from the arroyo are the pictographs, but this
does not hold true for any other site. On the north and west sites, it is the rock carvings
that seek visibility. It is here suggested that different iconography and media served the
same functions at different times. Any links between iconography, medium and function
must be further explored in future research.

Any conclusions stated here must remain tentative until more information is
available, but certain important ideas may guide future research. A better means of
identifying and dating Archaic rock art needs to be found before any substantive
conclusions can be made. The accretive, Early Puebloan compositions suggest

idiosyncratic content and function. Late Puebloan figures, as well as those that are
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Historic, tend to be quite visible to passersby or carefully hidden, suggesting completely
different functions for images at these places in the landscape. There may be a connection
between the late war images and the Pueblo auxiliaries, as will be discussed in further
detail below. It is also significant that the later rock art seeks visibility, either from the
pueblo or from east-west travelers through the pass.
Iconographic Model

The second model has two parameters: (1) chronology, Late Puebloan in this
instance, and (2) iconography, specifically those elements catalogued by Schaafsma as the
Pueblo war complex. As for the chronological model discussed above, separate databases
and map layers were created to test Schaafsma's hypothesis regarding war-related symbols
forming an iconographic complex. Each element was mapped separately, using the
databases created in DBase then converted in EPPL. Each element was then mapped in
layers over the site, using the arroyos for reference. In the final map, it becomes obvious
that these elements cluster at certain key points on the landscape (map 15), suggesting
some support for Schaafsma's hypothesis. There are clusters at the BY, DS, and ET loci.
The BY panels display masks, birds, and four-pointed stars, but not the entire war-related
complex. Later images include snake-like meanders and shield bearers juxtaposed near the
Late Puebloan panels mapped at this site.

The other two loci occur in the shelters of the south site. Most of the motifs, such
as birds, four-pointed stars, round forms, and masks, appear throughout the panels of loci
DS and ET, although only the eastern shelter contains a shield-bearing figure. There are a
number of shield bearers at locus DY3, which could be either Puebloan or Athapaskan in
origin. None of the panels, nor the entire south site, portray images of the same density of
symbols as seen in the Comanche Gap examples cited by Schaafsma. The association of

key motifs here at Abo seems looser, more informal, perhaps indicating an accretive
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process in which many artists over time added the disparate elements, in contrast to the
petroglyphs of Comanche Gap that appear to be the work of a single artist.

The significant clusters in the shelters of the south site are hardly surprising, since
it is probably these pictographs and locus M that inspired Schaafsma to include this site in
her description of a war complex manifest throughout Late Pueblo rock art. Many of the
paintings in the shelters plotted on map 15 are undoubtedly Pueblo in origin, while others
may be Athapaskan, including shield bearers, the element most logically associated with
the so-called war complex. As suggested in Chapter 5, these particular panels may
represent a case in which Pueblo and Athapaskan artists are deliberately superimposing or
juxtaposing paintings for various reasons. These reasons may include a cultural notion
that paintings incorporate power. Therefore, to add or overlay a painting is to absorb or
steal that power. Such an assumption can only be substantiated in an ethnographic
context. What the geographic information systems analysis has highlighted is that the
majority of these paintings group together and face the largest water course through Abo
Pass on the banks of which may have been an ancient road. Therefore, these surfaces may
have been chosen for paintings to inform travelers of those people living in or claiming the
pass as cultural property. The reader is reminded of the Pueblo military auxiliaries posted
in the pass during the mid-eighteenth century. These men would have had specific reasons
to warn enemies away and to stake a claim to both political and spiritual power within an
area they probably regarded as ancestral land. Rock art may have been used here to define
a cultural boundary or to claim cultural ownership, either of which was recorded in
Spanish documents as being contested between at least two different groups of people.
Directional Model

The third model employs three parameters: (1) chronology, (2) iconography, and
(3) directional orientation. For this analysis, Early Puebloan panels on the west site were

selected as the test data. The Early Puebloan period was chosen because of the existing
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distribution of panels facing both skyward and to all directions. Late Puebloan panels até1
more unevenly distributed, with only four facing upward, and twenty-four oriented to
other directions. The west site was chosen to avoid panels assigned approximate
coordinates. To reduce the number of variables, only two orientations were considered:
up, and outward in all directions. In a query of the master database, only twenty-two
panels on the west site were dated as Early Puebloan. No doubt more images dating from
this period exist on the west site but are intermingled with Late Puebloan figure to such a
degree that to include them would have promoted too many inaccuracies. Of these
twenty-two panels, ten faced upward, while the remaining twelve were oriented outward
to various directions (maps 16-17). Since all of the visual elements were considered in
this model, the final stage of the analysis was a comparison of top versus directional panels

to discern differences in iconography. The following are the results:

Question 1: What motifs appear only on top but not on panels facing

other directions?

Element Loci
Flying Bird AJ
Sectioned Circle DE
Joined Circles Al BK3
Disk with Rays AH
Deerprints AH
Rectangle AGl1
Question 2: What motifs appear on panels facing all directions but the
zenith?

Element Loci
Partial Standing Bird AV
Simple Circle AV
Circle with Dot Center Q

Circle with Interior Elements CY2
Dragonfly BK2
Pits AB
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Question 2: continued

Element Loci
Handprints Q, S3, W3,E2
Clawed Pawprint Al

Polygon with Rays AES
Quadruped F2, AV
Partial Quadruped AV

Question 3: What motifs appear on both the tops and on panels facing
other directions and in what ratio?

E

Element

Arc

Birdtrack

Cross

Concentric Circle
Circle with Extensions
Simple Disk

Dots

Naturalistic Footprint
Geometric Footprint
Whole Anthropomorph
Line

Linear Area Pattern
Lizard

Flat Mask/Face
Meanders (various)
Three-toed Pawprints
Four-toed Pawprints
Pawprints with 6 or more
Pawprints with Separated Toes
Random Pecking
Rectangle

X

e A AN AN == = DO =000 W - OV W
O

NN BEAAW A, N~ — WO WO h =g h ~ NG

Although any conclusions remain tentative, several patterns are suggested.
Significant motifs on the skyward-facing panels are birdtracks and dots. There is
also a depiction of a flying bird oriented upward, which does not appear in other Early

Puebloan panels. It is too soon, and the motifs too few in number, to suggest any
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directional pattern such as is described in Zuni cosmology. However, this pattern could
guide future research when the rest of the rock art in the Abo Pass is recorded.

Analysis of the panels facing other directions yields more results. The significant
motifs on these include arcs, concentric circles, circles with extensions, and simple disks—
all circular motifs that, in later Puebloan art, are thought to connote celestial bodies.

There is no pattern in the specific direction each element faces; instead, these motifs are
oriented all around the compass. This data could also be explored more fully in the future.
Other significant motifs include complete anthropomorphs, four-toed pawprints and linear
area patterns such as in figure 24. Due to the tentative nature of the stylistic and
chronological identifications, the data available for this model are too few to provide
substantive patterns applicable to the entire region. However, this preliminary analysis has
provided two significant patterns for future research.

The analytical structure is complete. First came the methodological and historical
foundations, followed by the stylistic and chronological framework, which was finally
crowned by the computer models described here. As was illustrated in the chronological
model, rock art seems to define Abo as a center in both the Early and Late Puebloan
periods. The images perhaps also serve as boundary markers during the Late Puebloan
and Historic Periods, whether created by Puebloan or non-Puebloan peoples. Much work

remains to be done, as will be discussed in more detail in the following chapter.
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Late Puebloan: latepb.dbf
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Conclusions

What has been accomplished in the preceding chapters is only the beginning. In
considering the relationship between rock art and the landscape, there are many more
possibilities to explore when analyzing rock art with GIS software. Rock art is a trace on
the landscape, a manifestation of a cognitive concept or template. It is the visual evidence
of how the landscape was perceived, whether in marking a place, a center or a boundary;
the images function in all of these roles. Place is marked by rock art to record or intensify
human experience, to express a deeper meaning, but also to hold the viewer's attention.
Place is a locus in space around which is focused human passion or need. Rock art is used
to shape space, comparable to architecture. Rick Dingus describes the importance of line-
of-sight placement of rock art sites, suggesting that such an alignment is similar to how
canyons link to the river, or how nerves are connected to the spinal cord. More rock art is
easily visible from Abo's west and south sites. The sites recorded for this study are only a
fraction of the number reported by survey teams in the pass.

Sometimes the form of the land itself will shape the art. Abo has many features
that may have served as focal points in the landscape, such as the perennial spring, the
arroyos and lower elevations for travel between two mountain ranges. Phenomenal
attributes of the site may have increased its value to the artist. As was discussed in
Chapter 6, the rock art of the later periods, particularly the historic, was intended to be
highly visible, both towards and away from their exposures. This was particularly true for
the south site pictographs which faced Abo Wash and Chupadera Mesa. Prominence is
another attribute of certain areas of Abo. Alfonso Ortiz and M. Jane Young both wrote of
the importance of high places for modern Pueblo people, a concept that may have been
passed down for many centuries. The rock shelters themselves may have drawn attention,

not necessarily for shelter but as semi-enclosed spaces which could serve many purposes.
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The final phenomenal attribute discussed previously was that of environmental extremes.
Water flows in two perennial streams whose confluence is at the southwest comer of the
site. This source of water in an otherwise arid environment may have attracted people and
livestock to this area for generations. Archaeologists have found evidence of both the
Puebloan and the Spanish presence--probably encamped warriors and shepherds--near the
water sources during the eighteenth and early nineteenth centuries.!

Rock art is not a mute record of human passages. As Young has so eloquently
described, sometimes the images are metonyms of narrative, calling to the mind of a
knowledgable person stories, myths, parables, history. This history is inscribed in space,
what Lefebvre would term representational space, through the petroglyphs and
pictographs. Each culture, each period, has its own unique code to inscribe upon the
landscape and the rock faces. This space is a complete text in every time period; new
images enrich and embellish it. They create a deeper, richer texture of visual stimuli, but
also serve as symbols of oral histories to be told and retold. Their presence would indicate
that this point in space had meaning, therefore funtioned as a place.

Art marks place, but it can also mark a center. Any of the above-named attributes
could serve to draw human attention to this area; then the process of enriching the area
with tradition, history, and art would begin. Due to the intimate scale of the field work for
this study, Abo has been described as a local center in later periods. But on the regional
scale, this site probably functioned as an important point on a boundary. Both centers and
boundaries perform similar functions as each "may aggregate, integrate, and mediate
varieties of custom and opinion."? The discussion of the history and archaeology of Abo
is usually focused on the regional scale, but it was necessary to focus on a smaller,
community scale for the rock art. Trends predicted in the small scale may or may not play

out in the regional scale; but much more work remains to be done.
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Rock art can mark a place, a center or a boundary. Boundaries can be detected by
the layers of markers created by different people. People living in an area know their
boundaries intimately; they can point them out, describe them, perhaps even map them.
However, a variety of markers are often set up to inform visitors about boundaries. Over
time, these markers may accumulate in layers. This is probably what happened in the
south shelters where Puebloan and non-Puebloan art superimpose one another in a
presumably aggressive relationship. Rock art, then, serves as evidence of a cognitive
structure involving both residents and strangers in Abo pass.

It stands to reason that this structure would change through time, a concept that
was tested in the chronological model. The spatial structure did change from the Archaic
times to the early nineteenth century. It was unfortunate that so few Archaic loci were
useful in the model, therefore not revealing much for this earliest period. This may change
when the rock art database is broadened, but the ambiguity of dates will continue to be a
problem. Early Puebloan and Late Puebloan loci were spread in a general pattern over the
survey area, indicating a greater presence coinciding with the population growth visible in
the archaeological record. Historic panels seemed to serve many different purposes,
marking both center and toundary. Many of the artists seemed to seek visibility for their
work, whether from the village or from travelers. Some pictograph panels were clustered
in the south shelters, facing Abo Wash and the traffic presumed to travel along its banks.
While certain figures were clearly visible, others were carefully hidden. Those that could
be easily seen tended to be superimposed over one another. Today, some of these panels
are themselves overlaid with modern graffiti, which may indicate that Abo still serves as a
point on a boundary. Such images may have been regarded as disposable to both native
and non-native peoples, but the place has outlived the patronage of the original cultures,

being inherited through the centuries.
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Schaafsma’s hypothesis that Puebloan war imagery formed a symbolic complex
was supported in the iconographic model. These panels were also intended to be highly
visibile, both from the arroyo and the pueblo. Both Puebloan and Plains artists left their
boundary marks, forming a palimpsest. Two possible explanations for such
superimpositions offered in Chapter 2 were the concept of absorbing power from previous
paintings and the claim of ownership, even though the original images may have been
painted by another group. Both Pueblo warriors in the eighteenth century and shepherds
of the early nineteenth century are known to have been present in Abo Pass. Perhaps
these men created some of the rock art images. It is also possible that Pueblo people
continued to visit the site well after the abandonment of the nearby village. The
apparently careful beheading of the sacred clown and plumed serpent of locus DSS5 is
suggested as evidence for this.

The directional model indicates some trends worth pursuing in further research.
Due to the small sample size, no firm conclusions can be made. However, it is interesting
that a flying bird and bird tracks are significant motifs on horizontal surfaces facing the
sky, while circular elements dominate the panels facing other directions. Questions
concerning these observations can only be answered in further recording and analytical
efforts. No connection to the Zuni world model was suggested, but these patterns deserve
more thorough investigation.

The amount of data for this study was limited by the artificial boundaries of the
Abo Unit of the Salinas Pueblo Missions National Monument. The data were further
limited by the lack of absolute dating techniques which would have facilitated analysis of
more rock art. Only fifty-seven percent of the panels were available for these particular
modeling exercises; this number would increase were it possible to ascertain absolute
dates for the rock art elements. More in-depth and sophisticated analytical methods
should be employed in the future. For example, a potentially powerful function of GIS
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software is the capability of incorporating elevation and compass data to calculate the
visibility, or view shed, being utilized by the artist. Interpretation could then center on
decisions as to who was the intended audience, thus providing further insight into public
Versus private purposes.

First and foremost, more of the rock art in the Abo Pass must be recorded. This is
essential not only to build a larger database but also to accurately record what has not yet
been published. Stuart Baldwin and his team are the only people to officially report much
of the rock art throughout the pass, but their records are not published. In future field
work, attempts should be made to continue to be as accurate as possible with the GPS
coordinates and compass readings. Additional information should also be incorporated
into the models, especially elevation data. The models described above are but the first
steps into the larger world of rock art and GIS.

Further investigation should focus on rock art along the Canyon Saladito and
Arroyo Espinoso, as well as around the Abo Spring west-southwest of the current site. A
trend detected in the small sample size for the iconographic model was that clearer war
imagery faced the east-west route along the Abo Wash, while those images on Arroyo
Espinoso tended to be more esoteric, except where facing the pueblo ruins. A larger issue
to address would be why more rock art sites exist along the north-south drainages than
along Abo Wash.

Time is also of the essence, as some of the more accessible panels are steadily
being vandalized. Several instances of deliberate defacing were recorded during the field
work in 1994, and such destruction has continued relentlessly despite the National Park
Service's best efforts. All information available from this research will be shared with the
scholarly and native communities in ongoing public education. Only such efforts can stem

the tide of vandalism that threatens these rock art sites.
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ENDNOTES

Ivey, 241; Tainter and Levine, 111.

2Crumley and Marquardt, Regional Dynamics, 13.
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Map 2. All Loci Recorded at Abo Pueblo
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Map 8. Archaic Rock Art Loci
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Map 9. Early Puebloan Rock Art Loci
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Map 10. Late Puebloan Rock Art Loci
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Map. 11. Late or Historic Puebloan Rock Art Loci
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Map 12. Historic Rock Art Loci
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Map 13. Athapaskan Rock Art Loci
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Map 16. Horizontal Panels on West Site
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Map 17. Directional Panels on West Site
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Figure 1. Locus CH, North Site
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Figure 2. Locus CI, North Site
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Figure 3. Locus K, West Site

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



. 192

Figure 4. Locus BY53, North Site
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Figure 5. Locus AQI, West Site
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Figure 6. Locus AT, West Site
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Figure 7. Locus AF, West Site
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Figure 8. Locus Pl, West Site
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Figure 9 Locus AN, West Site
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Figure 10. Locus AO1, West Site
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Figure 11. Locus AP, West Site
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Figure 13. Locus CN, North Site
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Figure 16. Locus DU, South Site
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Figure 17a. Locus DY3, South Site
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Figure 17b. Locus DY3 (computer enhanced)
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Figure 18. Locus BY1, North Site
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Figure 19a. Locus DS9, South Site, West Shelter
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Figure 19b. Locus DS9 (computer enhanced)
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Figure 20. Locus DQI, South Site
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Figure 21. Locus AB, West Site
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Figure 23a. Locus DX, South Site
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Figure 23b. Locus DX (computer enhanced)
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Figure 24. Locus Al, West Site
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Figure 25. Locus BF, West Site
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Figure 27. Locus DL, West Site
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Figure 28. Locus M1, West Site
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Figure 29. Locus BB, West Site
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Figure 30. Locus DT1 and DT2, South Site
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Figure 32. Locus BI, West Site
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Figure 33. Locus AO3, West Site
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Figure 35. Locus AE3 right, West Site
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Figure 36. Locus AE1, West Site
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Figure 37. Locus DS1 left, South Site, West Shelter
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Figure 38a. Locus DS2, South Site, West Shelter
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Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



. 231

Figure 39a. Locus DS8, South Site, West Shelter
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Figure 39b. Locus DS8 (computer enhanced)
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Figure 40a. Locus ET9, South Site, East Shelter
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Figure 40b. Locus ET9 (computer enhanced)
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Figure 41a. Locus ET10, South Site, East Shelter
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Figure 41b. Locus ET10 (computer enhanced)
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Figure 42a. Locus ET14, South Site, East Shelter
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Figure 42b. Locus ET14 (computer enhanced)
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Figure 43. Locus N2, West Site
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Figure 44b. Locus DW1-DW4 (computer enhanced)
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Figure 45a. Locus CF, North Site

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



243

Figure 45b. Locus CF (computer enhanced)
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Figure 47. Locus EV, South Site
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Figure 48a. Locus ET11, South Site, East Shelter
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Figure 48b. Locus ET11 (computer enhanced)
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Figure 49. Locus U3, West Site
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Figure 50. Locus BY36, North Site
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Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



Figure 52. Locus BY38, North Site
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Figure 53b. Locus CL, drawing
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Figure 54a. Locus EW2, South Site
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Figure 54b. Locus EW2 (computer enhanced)
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Figure 55. Locus BY7, North Site
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Figure 56. Locus AE4, West Site
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Figure 57. Locus BA, West Site
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Figure 58a. Locus ET16, South Site, East Shelter
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Figure 58b. Locus ET16 (computer enhanced)

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



261

AR TS S SRR

Figure 59. "Nutting" Stones (after Hurt, Quarai, plate 12: 3, 5, 7)
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Figure 60. Grinding Basin (after Hurt, Quarai, plate 7, no. 5)
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Figure 61a. Locus ET4, South Site, East Sheiter
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Figure 61b. Locus ET4 (computer enhanced)
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Figure 62a. Locus EW1, South Site
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Figure 62b. Locus EW1 (computer enhanced)
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Figure 63. Locus ET10, South Site, East Shelter, drawing
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Figure 64. Locus ET11, South Site. East Shelter. drawing
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Figure 65a. Locus DS4 and DSS5, South Site, West Shelter
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Figure 65c. Locus DS4 and DSS as recorded by Bandelier, 1882 (vat. lat. 14113, f. 95)
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Figure 66. Horizontal Profile and Floor Plan, South Site, West Shelter
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Figure 67. Horizontal Profile and Floor Plan, South Site, East Shelter
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APPENDIX A Methods for Recording Rock Art and Manipulating Photographs

Recording Methods

In 1994, few rock art recording manuals were available. This has changed
dramatically with the advent of the Internet. However, a synopsis of the field methods
used for this research is intended to serve as an additional record for future consultation.
Each site presents its own challenges, often requiring new field methods to be invented on
the spot. Certainly, this was the case at Abo. Formal manuals, such as Nola
Montgomery's Rock Art Recording Manual or the Archaeological Society of New Mexico
Rock Art Recording Field School Handbook can provide guidance, but the methods
applicable to cave sites on the Lower Pecos or open ridge sites such as Three Rivers, New
Mexico exhibit very different characteristics; thus they demand different methodological
approaches. In addition, neither manual incorporated Global Positioning Satellite (GPS)
technology, although this may change in future editions.!

Use of GPS technology can save countless hours of field work, but does have
some limitations. Most of the rock art panels on the north and west sites are widely
scattered talus slope boulders, an ideal situation for mapping with GPS. Plotting the
coordinates of the vertical or overhead panels of the north site or the south site, however,
presented a challenge. In the instance of the north site, the vertical panels occur too
closely together to be accurately recorded with GPS. The field unit can map any position
to within one meter, but if the panels are closer together, overlapping coordinates are the
result. In the case of the south shelters, the rock art panels are under the overhang. Any
recorded coordinates are actually those of the antenna, so to acquire the correct
coordinates, the antenna must be able to "see" a significant portion of the sky. Therefore,
the antenna could not be placed next to the panels under the overhang. To resolve these

difficulties, points where the sky was visible were established at the ends of the bedrock
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panel on the north site , and each of the two shelters at the south site. All loci to be
mapped via GPS were flagged and labeled with an alphabetic system (A, AA, BA, etc.).

Individual panels were designated in the field. Usually the panel would be defined
by the natural edges of the boulder. In the longer panels on the north site (locus BY) and
the south site (loci DS and ET), panels were defined by natural breaks, cracks or other
surface features. In locus BY, forty-four panels were designated that occupied different
faces of the bedrock exposure. In the shelters, panels were determined by the original
artists, where paintings seem to cluster at key points in each shelter. In places where
water runoff seems to have partially obliterated paintings, dark stains became an arbitrary
boundary between panels. In this case, two different panels as coded in this study could
conceivably have been one large panel. This will have some effect on future
interpretations of these paintings, although it did not play a significant factor in this
dissertation.

Once all loci had been established, a team was assembled, composed of a
photographer, a recorder and a general assistant, often employed in taking measurements.
Each panel was carefully photographed. All panels were measured in height and width, as
well as the height of the lowest element to ground level. All images were verbally
described, counted and recorded. This information was recorded on a photographic data
sheet (Table 2). At the end of each day, the data were transferred to an Abo Rock Art
Survey Recording Form (Table 3). In the beginning, a compass was used to accurately
record the direction a panel faced, but late "readings" were estimated. While most of the
compass headings recorded are accurate, some may be slightly off; for example, east-
northeast instead of the recorded northeasterly direction. After all of the photography was
completed, each panel was recorded via field drawings. A Munsell rock color chart was

used to record the color and value of rock surfaces, as well as three degrees of patination
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Table 2.
Recorder: LA No.:
Photographer: Field No:
Date: Sheet of
PHOTO DATA SHEET

[Photo No. Tocus Panel CompassRdg  Description/Remarks
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Table 3.
ABO ROCK ART SURVEY Panel Report Form
Site: Date:
Locus: Panel No:

Situation: Bedrock Clff Talus Slope Other

Type of Rock:
Worked Surfaceis:  Vertical Horizontal  Sloping Overhead
Compass Reading:
Dimensions of Worked Surface: Height:
Width:
Height of Lowest Element:
Erosion: Yes No
Technique:  Petroglyph- Pecked Incised Abraded Gouged
Depth: Shallow Medium Deep
Pictograph-  Stain Paint Blown Stenciled
Colors:
Patination: = Background- Heavy Light None
Design Area- Heavy Light None

Design Elements (describe):

Superimposition or Rock Feature Incorporation (describe):

Natural Deterioration/Vandalism (describe):

Color Photo Nos.: Drawings (no.):

Recorder: Photographer:
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on sample panels (Table 4). Not all panels were compared to the color chart. For
pictographs, the different pigments were also compared to the Munsell chart, because it
was assumed that all pigments were mineral in original substance. Again, only sample
paintings were compared to the chart, rather than all of the pictographs.

Table 4: Munsell Rock Color Chart Comparisons

Paint Pigments: White (Puebloan White) Pinkish Gray SYR 8/1

Red Moderate Red SR 4/6
Green Pale Green 5G 7/2

No matches were found for the yellow, orange, or creamy-white pigments.

Petroglyph Patina

Patina Shade Sample Panel Munsell Color

None CF (Initials) Light Brown SYR 6/4 is a

shade darker shade

No Varnish CD Moderate Orange Pink 10R
7/4

No Patina on Designs CD Pale Reddish Brown 10R 5/4
Yellowish Gray 5Y 8/1

Light-None Design BY43 Grayish Orange Pink 10R 8/2

Light Varnish CF Pale Reddish Brown 10R 5/4

is a shade lighter

Light Petroglyphs BY1 Pale Reddish Brown 10R 5/4

Heavy-Light Petroglyph BY7 Moderate Reddish Orange
10R 6/6 is a shade dark

Heavy Varnish BYl1 Very Dusky Red 10R 7/4

Heavy Varnish BY7 Very Dusky Red 10R 7/4

Heavy Varnish BY43 Very Dusky Red 10R 7/4

To map the south site shelters' configurations, more mundane means were
employed, in accordance with Montgomery's methods suggested in the above-mentioned
manual. A level line was run between the GPS end points and marked every meter. The
barbed wire fence running along the front of both shelters served as the straight line
reference. A measuring tape was used to map the distance between the fence and the
meter tick marks on the level datum lines. This process produced a horizontal map of the
shelters (figs. 66a, 67a). The vertical views of the shelters were obtained by running the

measuring tape from the meter ticks on the level line to ground level as it existed in the
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spring of 1994 (figs. 66b, 67b). There are more accurate mapping techniques available,
but these were unknown to this author at the time. The means described above were
chosen for their relative accuracy and expediency.

Many problems were encountered during the recording of the Abo images. First,
natural deterioration has taken its toll. Damage from rain runoff, swallows' nests, and
exfoliation of paint or rock surfaces were all noted during the field work. Deliberate
vandalism also occurred widely across the site, concentrating particularly near the modern
highway in the south shelters, but it was prevalent throughout all five sites. Graffiti were
counted in the recording effort but were not necessarily photographed nor drawn.

One unexpected problem encountered during field work was the removal of some
locus flags before the recording was finished. Due to the size and rough terrain of the site,
plus the density of images, it took several weeks to record all of the panels. In early April
1994, some "helpful"” soul removed all of the locus flags on the north site. This author had
to then seek out all of the panels that had been photographed but not yet drawn. Not all
of the panels were found the second time, so there are discrepancies in the field data for
the north site.

Several methods of photography were tried at this site. Two photographs were
shot of most panels: one with a measurement and color standard (the mugboard) and one
without. It was determined that "bracketing" the photographs, that is shooting the same
panel at three different light exposures, did not yield better visual results, so this was
discontinued. As an experiment, both black-and-white and color infrared films were used
to photograph select panels in the south shelters, but this also yielded no additional visual
information. However, this could easily have been due to the inexperience of the
photographers in regards to using or handling infrared film. More experienced

photographers may have better results.
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As no doubt happens in every recording effort, some petroglyphs were missed.
When the locus flags on the north site were removed before the field drawings were
complete, not all of the loci were found again. Also, a few widely scattered petroglyphs
were discovered on the west band of Arroyo Espinoso after the completion of the
recording effort. These petroglyphs are no doubt those reported by Stuart Baldwin as LA
site 99189. This author estimates that there are some fifty images on this site. Due to the
late discovery, none of these petroglyphs were recorded and will need to be included in
future efforts.

Manipulating Photographs

Once the field recording was finished, there remained the task of processing the
images so they could be seen in publication or presentation. There were several steps in
the process to develop the highly colored images in this dissertation. These will be briefly
outlined below.

First, the straight photographs were digitized onto a CD-ROM. This medium was
chosen for its relative permanence and immutability. Once digitized, the images could
then be manipulated on a computer. Each image was imported into CorelDraw's Photo
Paint software and then enhanced. CorelDraw has the capability of enlarging an image
sixteen hundred percent, so that each pixel is clearly visible. For the pictographs, those
pixels which showed evidence of paint were "painted" with the same hue in a brighter
value. This had the cumulative effect of brightening each pictograph. These enhanced
photos were then compared to the field drawings to ensure that no extra details were
created in the painting process; only details actually visible to the naked eye were
brightened. The painted enhancement finished, the digital images were then loaded onto a
backup tape for data storage. Later, this backup tape was used in conjunction with a
camera set up to take photographs of the digital images, thus producing the enhanced
photographs used in this publication.
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For the petroglyphs, each digital image was overlaid with a brightening filter
available in the CorelDraw Photo Paint software. This had the net effect of enhancing the
contrasting values in the rock art images. What is sacrificed here is the naturalistic color
of the rock. This enhancement was sufficient in most cases, but not all. Where the visual
images are inadequate, the field drawings are included to clarify otherwise invisible details.
Great care was taken to remain true to the now-visible images on the rocks of Abo, and to

avoid "making up" details.
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ENDNOTES

'Nola Montgomery, Rock Art Recording Manual, ed. Georg Zappler (El Paso: Texas

Parks and Wildlife Department, Interpretation and Exhibits Branch, 1992);
Archaeological Society of New Mexico Rock Art Recording Field School Handbook

(Albuquerque: Archaeological Society of New Mexico, 1992).
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APPENDIX B

Sample EPPL Log

This is a sample log of the steps necessary to convert a DBase file into the various EPPL
files useful for analysis. This particular manipulation was for the creation of figure 70.

Command: import

dBASE file: mainmap.dbf

EPPL table file: mainmap.tbl

Command: gridpoint {to create a raster file}

Base EPPL file: allutms4 {site mask created earlier}
Point data file: mainmap.tbl

Point table layout

1 2 3 4 5 6 7

123456789012345678901234567890123456789012345678901234567890123456789012
13734033812225

X coordinate start column: 5 10

Y coordinate start column: 11 17

Point value start column: 1 4

Class correspondence table: mainmap.cct {created in DOS Text Editor}

New file offsite level: 65535

Unmatched cell level: 254

New file: mainmap

Description: Maps all loci in an .epp (raster) file

Multiple point at row 1682, column 306, value=168

Multiple point at row 1693, column 302, value=165

Multiple point at row 1863, column 287, value=105

Multiple point at row 1866, column 288, value=108

163 lines read; 163 values used.

Command: count 1 mainmap

Legend file:

Count output file:

C\EPPL7T\MAINMAP .EPP
Class Count Percent Cumulative  Area Legend
1 1 000 0.00 1.00

continues through
|
344 1 0.00 100.00 1.00

3341100 cells are onsite.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



285

Command: reclass

Number of files: 1

Old file: mainmap

New file: main2

Description: Reclass of mainmap for display

Enter one reclass statement per line. Use empty line to end.
: 1=1:344

: 254=254

Beginning reclass...
Command: count 1 main2
Legend file:

Count output file:

C:\EPPL7T\MAINZ2.EPP
Class Count Percent Cumulative  Area Legend
1 159 0.00 0.00 159.00 {all loci are now class 1}
254 3340941 100.00 100.00 3340941.00

3341100 cells are onsite.

Command: buff

Old file: main2

New file: mainbuff

Description: To create 5 meter buffer around all loci
Radius: 5

Direction: 15

Command: border {to create circle border around loci; this is a vector file}
Old file: mainbuff

Create DGT file (YN): y

New DGT file: mainbord

Offsite option: 2

Create labels (YN): n

Line generalization tolerance: 0
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APPENDIX C

Flow Chart for GIS Analysis
Model A: Chronological Maps with Hydrology
In DBase:

Create Query {UTM_E, UTM_N, LINE_NO, LOCUS, PANEL, DATE}
Date Filters: AR*, E*P*, *LP, LP/HP, HP, *H, HA

AR Archaic

EP Early Puebloan

LP Late Puebloan

HP Historic Puebloan

H Historic (Mixed)

HA Historic Athapaskan

Save [Design Mode] Query| Copy Results to New Table

archaic.dbf histpb.dbf
athapask.dbf latehist.dbf
earlypb.dbf latepb.dbf
In EPPL:

Import Table DBase *.dbf *.tbl {Converts DBase to Table file}

archaic.tbl histpb.tbl
athapask.tbl latehist.tbl
earlypb.tbl latepb.tbl

Gridpoint ALLUTMS4.EPP *tbl 1 7 8 15 16 19 *.cct 65535 254 Creates raster file

archaic.epp histpb.epp
athapask.epp latehist.epp
earlypb.epp latepb.epp

Reclass 1 *.epp *.epp {Reclasses loci from class 0 to class 1 for buffer function}

:1=0

:254=254

ar.epp hp.epp
ap.epp Ih.epp
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ep-epp Ip.epp
Model A: Continued

Buffer *.epp *buffepp 5 15 Creates 5 meter buffer around all loci

arbuff.epp hpbuff.epp
apbuff.epp lhbuff.epp
epbuff.epp lpbuff.epp

Border *.epp Y *.dgt 2 N 0 Creates linear circle for all loci; vector file

arbord.dgt hpbord.dgt
apbord.dgt lhbord.dgt
epbord.dgt Ipbord.dgt
In Layout:

Draw basic .epp file

Overlay *buff.dgt {chronological points}
Overlay abohydro.dgt {arroyos}

Save as [period].tpl
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Model B: Schaafsma's War Complex with Hydrology

In DBase:

Create Query {UTM _E, UTM_N, LINE_NO, LOCUS, PANEL, DATE, [element]}
Date Filter: LP*

Save [Design Mode] Query| Copy Results to New Table

bird.dbf zap.dbf
dfly dbf rnd.dbf
4pt.dbf rdfig.dbf
mask.dbf snake.dbf
In EPPL:

Import tbl DBase *.dbf *.tbl {Converts DBase to Table file}

bird.tbl zap.tbl
dfly.tbl rnd.tbl
4pt.tbl mdfig.tbl
mask.tbl snake.tbl

Gridpoint ALLUTMS4.EPP *.tbl 1 7 8 15 16 19 *.cct 65535 254 Creates raster file

bird.epp zap.epp
dfly.epp rnd.epp
4pt.epp rndfig.epp
mask.epp snake.epp

Reclass 1 *.epp *.epp {Reclasses loci from class O to class 1 for buffer function}
:1=0

:254=254

bird2.epp zap2.epp
dfly2.epp rnd2.epp
4pt2.epp rndfig?2 epp
mask2.epp snake2.epp

Buffer *2.epp *buff.epp S 15 Creates S meter buffer around all loci

birdbuff.epp zapbuff.epp
dflybuff.epp rndbuff.epp
4ptbuff.epp rndfigbuff.epp
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maskbuff.epp snakebuf.epp
Model B: Continued

Border *buffepp Y *.dgt 2 N 0 Creates linear circle for all loci; vector file

birdbord.dgt zapbord.dgt
dflybord.dgt mdbord.dgt
4ptbord.dgt rfbord.dgt
maskbord.dgt snakebrd.dgt
In Layout:

Draw latepb.epp file as base

Overlay *bord.dgt  {element points} in different colors
Overlay abohydro.dgt {arroyos}
Save as schaafs.tpl
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Model C: Directional Model with Hydrology

In DBase:

Create Query {UTM_E, UTM_N, LINE_NO, LOCUS, PANEL, DATE, [all elements]}
Date Filter: EP

Save [Design Mode] Query| Copy Results to New Table

top.dbf west.dbf

In EPPL:

Import tbl DBase *.dbf *.tbl {Converts DBase to Table file}

top.tbl west.tbl

Gridpoint ALLUTMS4.EPP *.tbl 1 7 8 14 15 17 *.cct 65535 254 Creates raster file
top.epp west.epp

Reclass 1 *.epp *.epp {Reclasses loci from class 0 to class 1 for buffer function}

:1=0
:254=254

top2.epp west2.epp

Buffer *2.epp *buffepp 5 15 Creates S meter buffer around all loci
topbuff.epp westbuff.epp

Border *buffepp Y *.dgt 2 N 0 Creates linear circle for all loci; vector file
topbord.dgt westbord.dgt

In Layout:

Draw *.epp file as base

Overlay *bord.dgt  {element points}

Overlay abohydro.dgt {arroyos}
Save as *.tpl
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