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ABSTRACT

In 1993, the Arizona State Historic Preservation Office, Arizona State Parks, funded a historic context
statement and overview of the state’s rock art sites. Desert Archaeology personnel searched through
archives for site records, visited libraries to uncover rock art reports, and identified current research topics
pertaining to the state’s sites. This volume presents the findings of that study. More than 2,300 rock art
sites were identified; however, site records were found to vary in quality, with recent records containing
more complete data. The need for standardized site forms and rock art recording forms, as well as the
need to establish a central repository for this data, became apparent. This volume also attempts to identify
all rock art styles found in the state. One problem that future researchers will need to address is the
proliferation of style names. Measures to protect rock art sites from vandalism and looting are addressed.
Public education, coupled with legislation at the state and federal levels, are two strategies to save rock
art for future residents. National Register of Historic Places eligibility issues are discussed in detail.
Listing on the National Register is one method for providing protection to rock art sites. Significant
progress has been made in the field of rock art research in Arizona during the last 20 years, a trend that
will continue in the future.



TABLE OF CONTENTS

ABSHACE . .« & o cveeom v o v v n e s mmmmmn 5§85 E 6 EFE B S E B A S B BN e e e e s e v
Acknowledgments . . .. ... ...t vii
LASE OF FIGUIEE o umus ot 10 s s s wommmumenmmus e s onesnssommssmmnsnssdssdesdsdioddsssnni xiii
LASE OF TABIES v e v v v s v v b i@ # E55 5557505 LANGRMSEETAEAR SHEEE 1E ESEEET ¢ 8 HHME xvii
1. INTRODUCTION TO ROCK ART ...ttt i 1
MENOABIOBY & &« s s s s wsimumumummn g5 66883 03 e so@eEmaens s o minestssissseyes 1
Rock Art TEMINOIOBY + weisosmmmie s 5 55558 s s snnnssmmunssossssasisissssssssavnsna 3
Kinds 0f ROCK ATt s smmmannas 5,05 565855 Sbuonsonanbi®anisisesiiefiii5s650nndmnn 4
Petroglyphs . .. ... 4
JHEROpTElE & s s s orommmpmats s 51 512 PEEEENREE RSB E TS £ A § EEE B 03 A EE ABNRE L 10
GEOBIVPHE « s s s ssssspommpmamns® c5 5555383 HuARFREBHBAEALE £0 1.6 58 500 o rn s munane 11

A History of Rock Art Studies in Arizona . ............... ... .. .. .. o ... 14
Public Perceptions of Rock Art . ... ... .. i 18
Native American Perceptions of Rock Art . ......... ... ... ... ... .. ..., 19
SUMNITATY woxn « o v 05 4o 5w smmbmmmmom e 5 s 6 6 5 6 5 8 B8 H 655 06 HEEESE 58645 Ea8Earaesnmnsmnne 22

2. THESTUDY OF ROCK ART .. ...t e e e e e 23
Discovering and Reporting a Rock ArtSite . ....................................... 23
Rock: St REOOUING . o« x5 ¢ rommwemmmeen o 6 55 8 6 5 55 55 50585805 5 o 00w om e omm e 5 5 94 S 27
Dating Techniques . ........... .. . . 44
Pabination. SPCIES -« . .y o ormmmmmmmn s s €85 00556 505005508 085600 0 s e 5t 8 g b 44
Positioning on Rock Surfaces . ........... ... ... ... . . 45
OIPOIPOBIHONENG « m e« « <+« vy m g oeies 56 5 6 8 8 € 3 § B 508558 8 8550 e o o 8 o 45
LACROI GEOWEH w66 505 55 4 55055 8850088 5.5 5« 5 v 0 s 2 mmimmmm w5 5 8 3§ i E 47
Association with Archaeological Sites . ............. ... ... .. ... . ... . ... 47
Cation-Ratio and Accelerated Mass Spectrometry Techniques ........................ 48
Carbon Dating of Pigments . ................. i 50
Stylistic Comparisons . ............... ittt 50

L oL R 51
Distinctive Material Culture . .. ... ... .. .. .. . 51
Summary of Dating Techniques . .. ......... ... ... ... ... ... ... ... . ... 51

The Function of ROCK AT .« «asx v s 2 s s e mmmmwwmns s s 6 6555555 55 o kn e smmmmonnsss e 53
Paleoenvironmental Reconstruction ............ ... ... ... ... . ... 57
Other Research TOpics . ........ ...t e i, 57
Prehistoric Earthquake Identification ............ ... ... ... ... .. .. ... .. ... .. .. ...... 58
Summary of Rock Art Studies . .............. ... 59

3. ARIZONA ROCK ART STYLES . .. .. e e e e e 61
Arizona Style Names ... ..... ... .. 61

A Brief Overview of Arizona Prehistory .............. ... .. ... .. .. ... 62
The Oldest Rock Artin Arizona ... ...ttt 63
The Development of Regional Differences in Rock Art . ............. ... ... 73

Hohokam ROCK Art . . ..o viii it e e e e e e 73



X Table of Contents

Patayan Area Rock Art .......... ... ... ... 80
Southwestern Geoglyphs 80
Mogollon Rock Art . ... ..o 86
Anasazi ROCK ATt . .....oouiiui oo 92
Historic Period Rock Art 112
Historic Native American Rock Art . ........... ... ... ... ... ... . ... ........ 112
Historic Euro-American Rock Art ......... ... . ... ... .. ... ... i 116

A Comparison of Rock Art and Other Media . ..................... .. ... . .......... 116
SUITUIATY' 5 w0 5 ¢ 5 0 mmmms £ 558 5 5 58RHEEREEEE G455 ¢ o nnnnswommmmwmmey s s 5 ossesssns 117
4. THE FUTURE OF ROCK ART IN ARIZONA ... ... .. . i, 121
Archival Records of Arizona Rock Art Sites . ............. ... ... ... i, 121
Rock Art Data Collected inthe Study ............. ... .. ... 121
BUIIANY ¢i0 05 1 1 o wusmwss 1 68882 8o MRS RABENEEERES 68 58055 GAEAREHAEE T 5§ 5ok 0 nE 130
Preserving the Past for the Future ............ ... . ... ... .. ... ... ... ... ... ... 130
Protecting Rock ATE « v smssmmss s 5o 50 smmumememsssenss 6585155 Guamesisssensung 130
Cultural Resource Legislation ........... ... .. ... ... .. ... ... .. . i 131
Education and Rock Axt Preservation . v vuswssssessssssssssvissosnsmmssssigasose 133
Other Means of Protecting Rock Art Sites ............. .. ... .. ... ... .. 134
Mifigating Past Damage ..« vrrvissrrrpasmsasmanmaysoasssssmummenssssss vanens 135
Native Americans and ROk At .« v s oosnunmoneassmansiats s ausmasnesisssonms 137
The Future of Rock Art Studies .......... ... ... . . i 138
Further Reading . .. ... ... i 139
5. ROCK ART AND THE NATIONAL REGISTER OF HISTORIC PLACES .................. 141
The National Register Criteria ............iiiiiiiniiniiniiniinriernerneneenaens 142
Areas of Significance ... ....... ... 142
Exploration and Settlement (Criterion A) . ........... ... 142
Religion (Criterion A) . ...... ..ot ttiiiiiii 142
Ethnic Heritage (Criterion B) . ......... .. o 142
Art (Criterion €©) . ..ottt i e 142
Landscape Architecture (Criterion C) . ... 143
Prehistoric and Historic Archaeology (Criterion D) ......... ... .. .. ... .. .. .t 143
Rock Art and the National Register Criteria . ........... ... ... i, 143
Petroglyphs . .. oot 143
Pictographs . .. ...ttt i i i i i i i e 144
GEOGLYPRS . .. vttt e e 145
D111 T:1 o I R R 145
The Integrity of @a Property . ...... ..ot 145
LOCAtON vve v v s 5o B w6 565 65 5B RESEROERERES § 6 €658 8 508 WaRaEBEELS S5 8 3 P REEEEE S 146
.-+ | T  E R R R R 146
1«1 7S R 147
Materials: - « o « « - ccmmmn s cs s m TR A e 8 E RIS I A AR BESE K S E A F B EG S 147
WorkmanShip . .. ooveeessrmmmammaeannereneeeaieasnsnmnenansirsstssoisasss 148
] 11 - R R 148
ASSOCTALION + & s ki 5 65655 auim@sesiones s e 48 s asssowsnosnimummonias et s memsss 148
Integrity SUMMAry . ...... ..ottt i e 149
Determining a Traditional Cultural Property ................ ... ... ., 150
Nominating a Rock Art Site to the National Register ................................. 151
Evaluating a Rock Art Site’s National Register Eligibility . ............................. 153

Areas of Significance ..... ..ottt it i ittt 154



ACKNOWLEDGMENTS

Data retrieved from a number of archives and institutions were used to compile this report. Sharon Urban
provided access to the Arizona State Museum site files, as well as her own personal data. Trinkle Jones
of the Western Archeological and Conservation Center supplied information on rock art sites found on
National Park Service properties. Jan Balsom of Grand Canyon National Park and Bruce Anderson of
Wupatki National Monument allowed access to site files.

Other individuals providing data were John Herron of the Arizona Strip B.L.M. Office, Gay Kincaid of
the Safford B.L.M. Office, and Boma Johnson of the Yuma B.L.M. Office. Records were made available
by Leslie Nielson and Keith Kintigh of Arizona State University; Todd Bostwick of the Pueblo Grande
Museum and Cultural Park, City of Phoenix; Chris Downum of Northern Arizona University; and Paul
Drummond of the Museum of Northern Arizona. A day spent inspecting rock art found at Hedgpeth
Hills as part of the ASU Deer Valley Rock Art Center’s program to bring Native Americans together with
rock art researchers was particularly valuable.

Bruce Donaldson of Apache Sitgreaves National Forest, Peter Pilles of Coconino National Forest, Mary
Farrell of Coronado National Forest, John Hansen of Kaibab National Forest, Jim McKie of Prescott
National Forest, and Scott Wood of Tonto National Forest were other individuals who facilitated data
collection.

Gayle Harrison Hartmann gave the Arizona Archaeological and Historical Society’s permission to use
illustrations from Kiva. Wesley Jernigan, Jeffrey Burton, and Donald Weaver also kindly allowed
illustrations to be used from reports they had prepared.

Many individuals at Desert Archaeology helped put this volume together. Roberta Serface collected site
data from various institutions in the state. Donna Breckenridge, Kara Myrick, Elizabeth Black, Jerry
Fallenberg, Michael Wiley, and Catherine Gilman formed the production team that created the report.
Photographs were supplied by Patty Whitley, Roberta Serface, Henry Wallace, Jim Holmlund, and Betsy
Marshall. Henry Wallace’s rock art knowledge solved more than a few dilemmas. James Holmlund of
Geo-Map, Inc., produced the computer-generated maps. Patricia Castalia and Jean Kramer watched over
the financial matters involved in the report preparation. Special thanks also go to Lisa Eppley, Patty
Whitley, and Liz Clark for providing helpful advice and support.

The report was funded by the Arizona Heritage Fund, administered by the State Historic Preservation
Office (SHPO), Arizona State Parks. Andrew Black, Carol Griffith, Ann Howard, Gary Miller, and Jay
Ziemann, of SHPO, provided valuable assistance and advice throughout the course of the project. The
volume was reviewed by Todd Bostwick, Boma Johnson, and Peter Pilles.



Table of Contents xi

National Register Criteria . ......... ... .. 154
Integrity ISSUES . .. ...ttt 155
Traditional Cultural Properties . ..........cociiiiiiiii e nrnriennnnes 156
1015 4T ) o 156

6. CONCLUSIONS 5 550 6 6 6 858 58 88 §ngnamesasmessssiseisssissresissresawsnsss 157
A. Bibliography of Arizona Rock Art Site Reports . .. ........ ... ... ... .. .. .. ... ... ... 159
B. Arizona Rock Art Site Data, Roberta Serface . ... ....... ... ... ..., 171

References Cited



1.1

1.2

1.3

1.4

1.5

1.6

1.7

1.8

1.9

2.1

22

23

24

2.5

2.6

3.1

3.2

3.3

3.4

3.5

3.6

LIST OF FIGURES

Photographs of a petroglyph, a pictograph, and a geoglyph from Arizona ................ 6
Photograph showing how prehistoric artists chipped away rock varnish to make images . .. . . 7

Photographs of rock art images demonstrating the direct percussion technique and the
indirect percussion technique . .......... ... ... il 9

Photographs of pictographs that were painted using finger-applied techniques and brushes . . 12
Photographs of geoglyphs, which are commonly found in southern Arizona ............. 13

Drawings of rock art that were done for the Smithsonian by military personnel

passing through Arizona in the 1870sand 1880s ............... ... ... ... ... ....... 16
Graph of publication dates for Arizona rock art studies ............................. 19
Photographs showing rock art vandalism, which has destroyed many prehistoric images . . . . 20

A modern Piman Native American drawing of rock art found at Hedgpeth Hills,

MaTiCOPa COUNEY « o0 m w8553 54 HumsmnERaEEERIS 655 65555655565 ansammanmnmeones 21
Arizona State Museum site card (copy of new 6-page form) .......................... 24
Form and coding index used during the Painted Rock survey ......................... 29

An example of an element classification system developed by Ferg and revised

BY WAIIACE & ¢ ¢ ¢ s s s v swwmmma o 556880585 smomanmamnnmscesseansesssssesspnnsesss 37
Photographs showing superpositioning of rock art designs ........................... 46
Photographs of atlatl images on rock art, most of which date to the Archaic period ........ 52
Photographs of rock art depicting Hohokam and Anasazi hunting scenes . ............... 56

Photographs of Western Archaic petroglyph elements, which are typically rectilinear
orcurvilinear . . ... ... ... .. 65

Illustrations of grid and rake patterns, which are also typical of the Western Archaic
petroglyph Tadifion . .. covessowms s s 0510008808888 0Gmadnnnnerneenenevnmanyss 66

Map showing distribution of Western Archaic petroglyph sites in Arizona documented
AEL GHE TECORAS wsixn s 45 5 5 6 R a s @ BB a0 585 5555 hs & S momm i m i omamim o = o v v o u e o B 67

[llustrations of Archaic Barrier Canyon Anthropomorph pictographs recorded in
the Grand Catoyem G088 « oo rwmsmmmas 18 51 15535 POBYBOEENEHEBEE § 3 585§ HEFFREASE S o o 69

[llustrations of Archaic Barrier Canyon Anthropomorph pictographs recorded in
northeastern Arizona. . ......... ... . . 70

Illustrations of Archaic Glen Canyon Linear Petroglyphs recorded in northern Arizona . .. .. 71



Xiv  List of Figures

3.7

3.8

3.9

3.10

3.11

3.12

3.13

3.14

3.15

3.16

3.17

3.18

3.19

3.20

3.21

3.22

3.23

3.24

3.25

3.26

Photographs of cupules and bedrock mortars, which are often associated with rock art

BHEBS < v v v v oo o v e w8 % % 6 B8 § BB S RN R E S R e e e m s e e S 8 E K E 6 8 72
Map showing distribution of Hohokam rock art sites, according to site records ........... 74
Photographs of Hohokam Petroglyphs, which include many variations of human

SHEK FIGIIFES «  ov s 5 s x 2 55 oo mmmmam e 6 6 5 K8 £ 8555568 baMBanmmmannnnssmmmmemnes s 75
Photographs of zoomorphs from Hohokam rock art sites, which are often quadrupeds

that could represent deer, antelope, dogs, or coyotes . .. .............. ..., 76
Photograph of Hohokam Petroglyph geometric designs, which often incorporate

circular patterns . . ... ... 77
[llustrations of Hohokam pictographs from Ventana Cave and the Black Sheep

PictographiSile ; v vcmmenssstrssmrnsemmmernsmsoreersnsss vmmnmmans s oo owmm s 82
Photographs of elements typical of the Patayan Sears Point style ...................... 83
Illustrations of geoglyphs found in Arizona, including paired anthropomorphs and
representational SCEMES ... ........tttuuuunniiiiia e 84
Illustration and photograph of the most common geoglyphs—path patterns—representing

dance areas or trails and geometric images, including the so-called "sleeping circles” ....... 85
Map showing distribution of Mogollon rock art sites in Arizona, according to site records . .. 87
Illustrations of Mogollon Red pictographs, which include hourglass anthropomorphs and
parallel zigzag lines, among other elements . . ............. oo 88
Ilustrations of Mogollon Chevelon Polychrome Pictographs, which are found in east-

central Arizona and include human figures painted in black, white, tan, and blue-green . ... 90
Illustrations of Mogollon Jornada Pictographs, which have been found at only a few sites in
Arizona and include horned snake and rainbow arch elements ........................ 91
Tllustrations of Mogollon Reserve Petroglyphs, which are found in east-central Arizona and

are as yet poorly KNOWI .. ...t 94
Map showing distribution of Anasazi sites, according to site records ................... 95
Tlustrations of Anasazi Basketmaker II rock art, typically including broad-

shouldered anthropomorphs . .. ...t 97
Photographs of bird images, which are common in Anasazi Basketmaker III-Pueblo II

e o« S R e T T T 99
Photograph and illustrations of Anasazi Basketmaker III-Pueblo II rock art elements,

which include crab claw bighorn sheep and active stick figures ...................... 100
Ilustrations of Basketmaker III-Pueblo II anthropomorphs from Snake Gulch ............ 101

Photograph of Anasazi Late Pueblo II-Pueblo III rock art, which include many
examples of elements based on textile patterns ........... ... 103



—

3.27

3.28

3.29

3.30

3.31

3.32

3.33

3.34

3.35

3.36

3.37

4.1

42

43

4.4

4.5

List of Figures Xv

Photograph of a scene, possibly ritual, from Anasazi Late Pueblo II-Pueblo Il rock art . . . ..

Photograph and illustrations of Anasazi Late Pueblo III-Early Pueblo IV rock art,
which often depicts humans with oversized appendages and sexual organs .............

Photographs of Anasazi Late Pueblo III-Pueblo IV elements, including bighorn sheep
and elaborate anthropomOIPhS . .. ..o otviiti e

Photograph and illustrations of Katsina mask elements which are commonly found in
Anasazi Late Pueblo IV rock @rt . .. .o vvn it

Photograph and illustration of Sinajun Petroglyphs from Wapatki/Walnut Canyon area

Photograph and illustrations of Historic Apache Pictographs, which include eagles, wavy
lines, and SPIalS . .. ... ...ottertii

Photograph of horse-and-rider images, which are common in Historic Navajo Pictographs . .

Tlustration of the only published possible Historic Papago Pictograph, which was reported
by Emil Haury . .. ..ottt

Ilustration of Historic Pueblo rock art, which includes katsina figures, a tradition that
continued from prehistorictimes ... ... ... ... .. i

Illustration and photograph of Historic Euro-American rock art, which can include
inscriptions, initials, and representational images ............... ..o i

Photograph and illustrations of rock art elements that resemble textile or ceramic designs . .
Map showing distribution of rock art sites in Arizona, according to site records

Map showing distribution of petroglyph sites in Arizona, according to site records .......
Map showing distribution of pictograph sites in Arizona, according to site records .......
Map showing distribution of geoglyph sites in Arizona, according to site records . ........

Photograph showing fencing of a rock art site for protection from vandalism ............



1.1

1.2

1.3

3.1

3.2

3.3

3.4

3.5

3.6

3.7

3.8

3.9

3.10

3.11

3.12

3.13

3.14

3.15

3.16

4.1

4.2

4.3

44

4.5

4.6

LIST OF TABLES

Major published sources on Arizona rock art .................. .l 2
Institutions holding major rock art site files in Arizona . .............. ... .. .. ... ..... 4
Variables coded for each site record . ........... ... ... . . i 5
Typical Western Archaic Petroglyph elements . .................. ... ... .. ... ...... 68
Hohokam Petroglyph €lements .. ... vs oo wenumswunmasssrsaossasssessnsss smwns s 79
Elements at Hohokam style rock artsites .............. ... ... .. ... ... .. ... ... ... 79
Hohokam Scratched Petroglyph elements .............. ... .. ... . .. . .. . ... 81
Patayan Sears Point Petroglyph elements . . . ... ... ... ... ... ... ... .. .. ... ..., 81
Mogollon Red Pictograph elements ............... ... ... ... .. .. ... . ... 89
Mogollon Chevelon Polychrome Pictograph elements ............................... 89
Mogollon Jornada elements . .......... ... .. i 93
Mogollon Reserve Petroglyph elements . ................... ... ... ... ... ...... 93
Anasazi time periods and rock art stylenames . ........... ... . ... . L. 96
Anasazi Basketmaker Il elements . .. ........ ... ... ... ... ... .. . 98
Anasazi Basketmaker III-Early Pueblo Il elements ................................. 102
Anasazi Late Pueblo II-Pueblo III Petroglyph elements ............................. 104
Anasazi Late Pueblo II-Early Pueblo IV Petroglyph elements ........................ 106
Anasazi Pueblo IlI-Early Pueblo IV Pictograph elements . ........................... 108
Pueblo IV Petroglyph €lemMents o v wwwms 5o s 55 55 55 5 5 5005 o006 655854655000 a0 o mmmmn 108
Rock art sites reported in each Arizonacounty ............... ... ... ..., 124
Rock art site types by county count . .. ... ... ... L 128
Sites associated With TOCK ATt . « s s vavucewme s s s 555555308680 BEF4 60 nnrnmmmoamns 129
Cultural affiliations of rock art ........... ... ... .. ... ., 129
Arizona rock art styles identified insiterecords .............. ... .. ... . .. ... 131

Agents contributing to rock art deterioration and destruction ........................ 131



xviii List of Tables

5.1

9.2

Arizona rock art nominated to the National Register of Historic Places

Some rock art sites that could be listed on the National Register



CHAPTER 1

INTRODUCTION TO ROCK ART

Rock art images excite and thrill residents of Arizona as well as visitors. These ancient images remind
us that long before the first Spanish explorers and priests trekked across Arizona, Native Americans were
living here. There are literally thousands of these sites scattered across the state, but our current
knowledge and understanding of them is limited. Some very basic questions, such as how many rock art
sites there are or how old some of the art is, remain unanswered. As the state’s population grows, many
rock art sites are being destroyed either accidentally or purposely. At the same time, the study of rock
art is providing new clues about how prehistoric residents of Arizona lived. Also, researchers have come
to understand that rock art usually isn’t art; instead, it is a record of the religious experiences, historical
events, attitudes, and lifeways of these people.

The State Historic Preservation Office, Arizona State Parks, funded this historic context study of rock art
sites in Arizona. It has two purposes. One is to serve as a tool for managing the historic and prehistoric
rock art resources found in the State of Arizona. The other goal is to synthesize rock art data found in
site records and published reports. The study presents the first published overview of Arizona’s diverse
rock art resources.

This report is divided into six chapters. This first chapter provides definitions for the three kinds of rock
art found in Arizona. A short section also covers the history of rock art research within the state. It is
followed by a discussion of how the public perceives rock art, including Native American views on the
topic.

The second chapter examines rock art studies in detail. Several topics are addressed, including how rock
art sites are recorded; what dating methods have been developed; methods used to preserve, conserve,
and restore rock art; and an evaluation of where future research needs to take place. Chapter 3 presents
an illustrated guide to rock art styles found within the state. Chapter 4 presents a summary of the rock
art data collected from archives and publications, as well as discussing preservation concerns and the
attitudes of Modern Native Americans toward rock art. Chapter 5 details the guidelines used by the
National Register of Historic Places and provides a summary of how rock art sites are evaluated for listing
on the Register. Chapter 6 serves as a brief summary of the volume.

The report concludes with a bibliography of published reports that discuss Arizona rock art and a list of
rock art sites that have been identified in the state.

METHODOLOGY

Compiling a study of Arizona rock art is a daunting task, given the size of the state, the number of sites,
their varying states of documentation, and the overall complexity of the task. The information contained
in this report was pulled from published sources, from discussions with individuals knowledgeable on
the subject, and from the site data files of over a dozen public institutions.

Published reports discussing Arizona rock art are surprisingly rare, considering the number of rock art
sites in the state. Currently, only a dozen or so reports discuss rock art sites in detail, providing
inventories on the kinds of figures present and discussing the age and stylistic affiliations of the art.
These major sources are listed in Table 1.1.
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Table 1.1. Major published sources on Arizona rock art.

Source Subject

Altschul et al. 1993 Garden Canyon sites

Bostwick 1989 Greenway Road and 17th Avenue site
Bruder 1983 Hedgpeth Hills

Burton 1988a Coronado National Forest sites
Burton 1993 Painted Desert and Petrified Forest
Cole 1992 Homol'ovi

Ferg 1979 Tumacoc Hill

Grant 1978 Canyon de Chelly

Johnson 1986 Geoglyphs

Pilles 1975 Little Colorado sites

Schaafsma 1980 Various sites

Turner 1963 Glen Canyon

Wallace 1983 Rillito Peak

Wallace and Holmlund 1986 Picacho Mountains

Wallace 1989 Painted Rock

White 1965 Saguaro National Monument

It rapidly became apparent that some areas of the state have been well-studied and others have not. Most
studies have been completed as a result of cultural resource overviews of city, state, and federal lands.
About 85 percent of Arizona is owned by the government, and efforts to document rock art sites vary
from agency to agency. Currently, the National Park Service is aggressively inventorying its rock art
resources. On the other hand, some jurisdictions have little comprehension as to the extent of rock art
and other archaeological sites present on their lands.

This issue became clear when a survey of site records held in public institutions in Arizona was
completed. Twelve institutions were visited, and site data were obtained from another six (see Table 1.2).
It quickly became clear that a major problem in the state is the number of institutions assigning site
numbers. Currently, the Arizona State Museum, Arizona State University, the Forest Service, and Grand
Canyon National Park, among others, give numbers to sites. Therefore, the same site will often have two,
three, or even more numbers.

The American Rock Art Research Association (ARARA) has extensive rock art site information, but it was
not possible to visit their archives in California. However, it is probable that most of their site records
duplicate those found at other Arizona archives.

Site records were often incomplete, lacking important data such as UTM coordinates, which are useful for
determining a site’s location. On the other hand, more recent records are usually complete. The data
from site cards held by various institutions and agencies were coded for entry into a computer database.
A total of 27 variables could be coded for each site (Table 1.3). These data have been used to create the
maps in this volume. Appendix B presents a summary of rock art site data. In the appendix, information
on each site’s location has been left intentionally vague because the problems of vandalism and looting
prevent publication of this data. Complete information will be available to professional researchers
through the State Historic Preservation Office.
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This volume has been written for both professional researchers and members of the general public.
Members of the public are urged to report, record, and preserve rock art sites for the benefit of future

generations.
ROCK ART TERMINOLOGY
Because rock art terminology can be confusing, short definitions are provided here.

Abstract element: an element that is not recognizable as a picture of something, although someone
viewing the element may understand that it represents something else.

Anthropomorph element: a human figure.
Archaeoastronomy: the study of how people have recorded their astronomical observations in rock art.

Bedrock mortars: larger circular depressions worn onto flat rock surfaces, used to grind seeds and other
items.

Cupules: small circular depressions worn into rock surfaces. Used for grinding, preparing ground stone
tools, and, in some cases, during religious activities.

Desert pavement: gravel- and rock-covered areas that develop in desert regions. The gravels may be
covered with rock varnish so that removal of stones exposes lighter soils or gravels.

Element: a single design or image created by pecking, painting, moving gravel, etc.

Geoglyph: an image produced by scraping, tamping, or clearing areas of desert pavement or by piling
gravel or rocks into piles or alignments (sometimes called intaglios).

Geometric element: an element with geometric shapes such as circles, squares, or rectangles.
Panels: discrete sets of elements on a rock or rock face.

Petroglyph: an image that has been pecked, scraped, and ground onto rock surfaces.
Pictograph: an image painted or drawn onto rock surfaces.

Representational element: an element that represents humans, animals, objects, plants, or geographical
features.

Rock varnish: an accretion of manganese, clays, and other minerals that forms on rocks.

Scene: several elements that are related to each other, such as a depiction of a hunting event or a
religious ceremony.

Style: a set of images that are unified by common techniques, by the time period during which they were
made, by the presence or absence of certain elements, and by shared artistic methods.

Zoomorph element: an animal figure.
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Table 1.2. Institutions holding major rock art site files in Arizona.

Institution Location

Arizona State Museum Tucson

Western Archaeological and

Conservation Center Tucson
Arizona State University Tempe
Pueblo Grande Museum Phoenix
Northern Arizona Flagstaff
University

Museum of Northern Flagstaff
Arizona

Wupatki National Flagstaff
Monument

Grand Canyon National Grand Canyon
Park

Coconino National Forest Flagstaff
Tonto National Forest Phoenix
SHPO Phoenix

KINDS OF ROCK ART

There are three kinds of rock art in Arizona: petroglyphs, pictographs, and geoglyphs (Figure 1.1). The
first two forms are present throughout much of the state. Geoglyphs are concentrated in the southwest
corner and are quite rare in comparison to the other two. Each is discussed separately below.

Petroglyphs

The most common form of rock art is petroglyphs, which are images that have been pecked, scraped, and
ground onto rock surfaces. Usually, the dark layer that covers rock, called varnish or patina, is broken
away to allow the lighter, unweathered rock to show (Figure 1.2). The result is a lighter element clearly
visible against a darker background. Many individuals call the substance that coats rocks desert varnish,
but the varnish has been found to form on rocks in wet areas also. Rock varnish is the term used for this
report.

Rock varnish accumulates on the surface of rocks throughout the world. Studies have shown that the
layer is an accretion of manganese and iron oxides, clay, and lesser amounts of trace and mineral
elements. It was once thought to develop as a result of rock weathering, with the breakdown of the rock
contributing minerals to help form the varnish (Elvidge and Moore 1979). However, recent studies have
shown that bacteria help create the varnish (Dorn 1991). The bacteria manufacture chemicals that bond
minerals and organic matter together on the rock surface, starting out as small patches that eventually
merge. The bacteria use airborne clays as they oxidize manganese and iron. As a result, about 70 percent
of rock varnish is derived from clays (Dorn and Oberlander 1981; Alexander 1977:372). The color of the
resulting rock varnishes varies from place to place, depending on the chemical composition of the minerals
being deposited and the age of the varnished area. Removal of a section of varnish exposes the lighter
substrate rock. The process of revarnishing soon begins again. Eventually, the newly exposed area is
completely covered with varnish, although this may take thousands of years.
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Table 1.3. Variables coded for each site record (see
Appendix B for coding form).

Variable
Number  Description

1 ASM site number

12

Other site numbers (note assigner)

Site name

oW

7.5 topographic map name
UTM zone

Easting

Northing

[8)]

County

Cultural Affiliation 1
10 Cultural Affiliation 2
11 Cultural Affiliation 3
12 Cultural Affiliation 4

O© © N O

13 Style 1
14 Style 2
15 Style 3
16 Style 4
17 Site type 1

18 Site type 2

19 Site type 3

20 Site type 4

21 Rock art type 1

22 Rock art type 2

23 Number of panels

24 Number of elements

25 Source of information

26 Is property listed on National Register?

27 Notes and comments

Rocks of differing chemical composition accumulate varnish at different rates. Those that are high in iron
appear to develop varnish faster than those with a low iron content. As a result, areas with high-iron
rocks may have more petroglyphs, either because the prehistoric artisans selected varnished rocks, or
because the elements placed upon these rocks did not erode away as the rock surface exfoliated, which
might happen with certain kinds of rocks such as those high in quartz.

Not all petroglyphs are created by knocking away rock varnish. In certain instances, artists used non-
varnished rock, which can be found in places that are not exposed to the weather. In these cases, soft
sedimentary rocks were chosen and elements cut or incised. The reasons for selecting unvarnished rocks
are unknown, but it is possible that the rock was easier to work or that it had some other special purpose.



6 Chapter 1

Figure 1.1a. A petroglyph from Sutherland Wash in Arizona (photo by P. Whitley, 1990).

Figure 1.1b. A pictograph from Garden Canyon in Arizona (photo by R. Serface, 1991).
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Figure 1.2

Rock varnish discolors the surface of rocks. Prehistoric artists chipped away the varnish to
make images (photo by R. Serface, 1991).
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Also{ there are places such as rock shelters where no varnished rock is present. In any case, people
seeking out rock art should examine all rock surfaces, not just those with varnish.

A number of different methods were used to create petroglyphs (Figure 1.3). One common method was
to hit the rock surface with another rock, knocking away small pieces of varnish. This technique, called
direct percussion, often leaves characteristic dimples in the element. Images produced this way are not
very detailed because the hammerstone was difficult to control, and it was not possible to make finely
detailed images.

The use of an intermediate tool, such as a chisel or a flake, allowed for finer control. This method is
called indirect percussion. The intermediate tool was placed against the rock surface and tapped with a
hammerstone. Small areas of rock varnish could be removed with this technique, resulting in more
detailed carvings. Techniques varied across Arizona. Most petroglyphs found in the southern part of the
state appear to have been created using direct percussion. Indirect percussion is more frequent in the
northern portion of the state.

Another method used to create petroglyphs was to scratch them onto rock surfaces. Originally, it was
thought that all scratched elements were quite recent because they were uncommon and were confused
with historic Native American elements and cases of recent vandalism. Ferg (1979) discovered that some
scratched images actually lay below pecked images, and thus these examples were earlier. Several other
similar cases have since been recorded. In other related cases, petroglyph artisans scratched guidelines
onto rock surfaces prior to pecking. Turner (1963) found several petroglyphs where guidelines were still
visible, either because a particular glyph was not finished or because the artist changed his or her mind
while fashioning the image. One other method was to grind images into the surface of the rock using
hand-held stones.

In some cases, petroglyph artisans incorporated details of the rock surface into the design of their images
(see Figure 1.2). At the Hedgpeth Hills and the Greenway Road and 17th Avenue sites near Phoenix,
naturally occurring depressions were used as human figure heads (Bostwick 1989:6).

Other rocks exhibit ground or pecked areas. The presence of small circular pecked or ground areas, called
cupules, and long linear areas creates a problem for rock art enthusiasts. Are these really examples of
rock art, or do they represent some other use of rock? Larger and deeper holes worn into boulders are
presumed to have been used as mortars, where seeds and other plant materials were ground up by
smashing them with a pestle. Large rubbed areas are called bedrock or boulder metates or slicks and are
also suspected of being produced during plant-grinding episodes. Pestles are frequently found in the
vicinity of mortars (Wallace 1983). Because some of the basin-shaped or flat slicks are very common near
rock art sites, it is believed that they may be associated with the rock art in some way.

Some theorize that cupules were created as art or are associated with rock art production, perhaps
resulting from the grinding of pigment for pictographs (Schaafsma 1980). Wallace (1983) does not agree
with this view. His analysis of cupules found at the Los Morteros site found examples that ranged from
5to2cm (% to ¥ inches) in depth and 1 to 7 cm (% to 2/ inches) in diameter. They were produced
by pecking with a pointed tool and were found on relatively flat to almost vertical surfaces. Wallace
suggests that cupules could have been used for grinding small seeds or, more likely, that they were
created during the manufacture of pestles (1983:176-182). Alternatively, Nissen and Ritter (1986) suggest
that cupules and grooves can be interpreted as symbolic gateways into the otherworld.

Linear ground areas might represent a spot where wood was smoothed or ground stone tools crafted.
Few of these linear ground areas are present in Arizona; they are much more frequent in California. In
any case, rock art recorders typically collect data on these features because they are frequently found near
rock art sites.
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Figure 1.3. The direct percussion technique, visible in the zoomorph image (a) usually leaves "dint"

patterns. The indirect percussion technique, visible in the geometric image (b) allows
finer, more detailed images to be created. All rock varnish may be removed within the
element area, giving a "smoother" effect. a, Saguaro National Monument (photo by R.
Serface, 1990); b, Petrified Forest National Park (photo by R. Serface, 1991).
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Tools L!S(’.‘d to create petr(?glyphs may be present at rock art sites. These include pecking stones, abraders,
and chisel flakes. Bostwick (1989:15) found three greenstone cobble hammerstones and an igneous rock
hammerstone scattered among the boulders at one site. Wallace (1989:125) also found many tools at rock

art locales in the Painted Rocks area. It is suspected that many other tools remain unrecognized at
petroglyph sites.

Busb.y' et al. (1978) performed experiments in which petroglyphs were replicated under controlled
conditions. They counted the number of blows, the length of time to create designs, the hardness of the
rock surface, and other factors while making petroglyphs. One discovery they made was that rock varnish

was easy to chip through, but the underlying rock was usually very hard. They suggest that this is why
most petroglyphs are quite shallow.

There are two kinds of petroglyph elements: representational and geometric. Representational elements
are those made to look like humans, animals, plants, or objects. In many cases, these images are very
abstract, with the prehistoric artist possibly choosing only those portions that were thought by him or her
to represent the essence of the person or animal.

Geometric petroglyphs are elements that do not resemble naturally occurring objects. They are often
spirals, wavy lines, circles and other shapes. Many may have symbolically stood for other things, but in
most cases, these meanings are unknown. Other images may have been created because they were
visually pleasing or were replicas of elements found on pottery or fabrics. Geometric images also may
have had religious or astronomical meanings.

The study of petroglyphs is entering a new age as more sites are studied and published and new methods
to date previously undatable sites are developed. These new findings are discussed in detail in Chapter
2

Pictographs

Pictographs, or paintings and drawings on rocks, are less common than petroglyphs. However, since
these images have a greater likelihood of fading or weathering away, it is uncertain whether fewer
pictographs were made by prehistoric people than petroglyphs or whether a limited number have

survived.

The paint used for pictographs consisted of a pigment, a binder, and a vehicle. The pigment was the
paint’s color. In Arizona, red, white, orange, and black are most common. Other colors, including }Jlue,
green, purple, and pink occasionally appear. Most of the pigment is derived from minerals; hematite or
argillite for red, kaolin clays for white, limonite for yellow or orange, turquoise and azurite for blue,
malachite for green. Miller and Hurd (1992) performed an analysis of an unusual green pigment and
discovered that its main constituent was chromium. Continued use of chemical analyses of pigments is
expected to identify where pigments were obtained, as well as help conservators save some pictographs
from deterioration. Organic materials were used also, especially for black, which was easily created with
charcoal (Burton 1988). Reportedly, blood was used as pigment by some cultures; if this proves to be the
case for Arizona, it could be an important finding because very small amounts of organic materials can
be dated using accelerated mass spectrometry (discussed in further detail in Chapter 2).

Pigments were collected in the field as lumps of minerals, clays, or stones. These were then ground up
in preparation for use as paint. Hematite was mined in several parts of the state, one such mine being
found at Picacho Pass. Metates or grinding slabs containing smears of hematite (red pigment) and, in at
least one case, turquoise have been discovered. It must be kept in mind that pigments were produced
for other reasons, such as body adornment, ceramic glazes, and dyes; therefore, the discovery of a pigment
smear on a metate may not mean that pictographs were being produced nearby.
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It has also been suggested that the small cupules found at rock art sites may have been used to grind
pigment; however, no supporting evidence for such use has been uncovered. Because cupules are usually
exposed to the elements, any pigment residues could have weathered away long ago.

Pigment was applied to the rock surface either by itself or through the addition of binder§ and Ve}}icles.
A binder is a substance that helps the paint stick to a surface. Unfortunately, no det'alled studies of
prehistoric paint composition have taken place, except for kiva paintings found at Awatovi, and as a result
the material used for binding agents is unknown. This is a problem for conservators, who need to know
what was used to create the paintings that they are attempting to preserve. People have suggested a
number of substances that may have served as binders, including egg whites, vegetable oils, and even
human urine (the latter is easily transportable). At present, no one has conducted physicochemical tests
of paint composition to determine exactly what sorts of binders were used.

The pigment and binder, when mixed, can be difficult to handle, usually because the substance becomes
very thick. The vehicle is the portion of the paint that conveys the pigment and binder to the rock surface.
Usually the vehicle is a liquid, and again we know little about what sorts of liquids were used by the
prehistoric artists. Some say that it was water and that no evidence would be left behind, whereas others
assert that the vehicle was human urine. In the latter case, there might be a chemical signature. Without
compositional studies, this also remains a mystery.

Although the composition of paints is largely unknown, the methods for applying it can be deduced
through archaeological and ethnographical examples and by studying the paintings themselves (Figure
1.4). Fingers appear to have been a common tool. Dabbed into the paint, they could be used to draw fat
lines, apply small dots, or slap complete handprints to a rock surface. Handprints are a common element,
and the prehistoric artists often thought up innovative methods. Lines could be painted on the palm and
fingers and transferred to rock surfaces, leaving unusual elements. In other cases, negative hand prints
were created by placing paint in a tube and blowing it over a hand placed on a wall. The paint would
surround the hand, leaving the covered area blank. Paint brushes were fashioned out of yucca fibers, corn
husks, or other fibers. These brushes were used to create most images. Careful trimming of fibers

allowed finer lines to be applied. Pigment sticks, molded pigments, and crayons may also have been
used.

Not all pigment was applied through paints. Charcoal drawings, using charred sticks or lumps of
charcoal, were sketched directly onto rock surfaces. Lumps of paint might also be tossed against rock
faces, leaving behind large splotches of color.

Like petroglyphs, representational and geometric pictographs were created. Most were made with a single
color; however, polychrome or multi-colored pictographs were occasionally fashioned. Often the use of
a second or third color was to add details, including facial expressions and clothing or jewelry on human
figures.

As noted earlier, fewer pictographs survive because of their fragile nature. Unless they are placed in a
sheltered location, they will erode away as dust and rain strike them. In some cases, vegetable or fugitive
paints have disappeared, leaving behind mineral-based painted portions of images. The result can be
figures missing heads or half of their bodies. Even elements painted with mineral paints will gradually
disappear if exposed. Human vandalism can be very damaging to pictograph sites and is occurring at
an alarming rate. The number of pictograph sites is decreasing each year, spurring the need for their
study.

Geoglyphs

Geoglyphs are the third form of rock art and the least common (Figure 1.5). As explained previously,
petroglyphs are created through reductive methods, removing areas of rock, and pictographs are created
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Figure 1.4. Pictographs were painted using several methods: a, finger-applied patterns, Organ Pipe National Park (photo
by R. Serface, 1992); b, images painted using brushes, Mendoza Canyon site (photo by P. Whitley, 1990).
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Figure 1.5. Geoglyphs are commonly found in southern Arizona: a, Geoglyph images are difficult to see
from the ground. Close-up of a geometric image at the Ripley Geoglyph Group along the lower
Colorado River on the western boundary of Arizona, south of Blythe, California (photo by J.
Holmund 1992); b, aerial view of the same geoglyph images at the Ripley Geoglyph Group
(oblique aerial photo by Richard H. Stewart ®National Geographic Society).
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by addl_ng §omething, a pigment, to a rock surface. Geoglyphs can be created through either method or
a combination of the two. Some geoglyphs are made by carefully scraping away rock-varnished gravels
and soil to expose the lighter colored, unvarnished gravel or soil present below the ground surface.
Sometimes the scraped material is placed along the sides of the element to create small piles called berms
that serve to further accentuate the element. Another method is to tamp down areas, compacting the soil
and gravel in order to produce images. Some tamped images may be created by repeatedly walking or
dancing across an area. A third method consists of placing rocks or piling granular dirt in alignments to
form figures or merely lines of rocks. It is unknown whether the varied methods used to create geoglyphs
reflect different functions for these elements or are merely the actions of different geoglyph creators.

Many things about geoglyphs are unknown. They are puzzling because of their large size and their very
nature. Native Americans living in the Yuma area believe that some geoglyphs depict creation myths and
were probably constructed during religious activities (Johnson 1986). Boma Johnson’s research into the
origins of geoglyphs suggests that the Quechan, Mojave, and Yavapai people are descendants of the
people who created these geoglyphs (personal communication 1994). Geoglyph sites were the location
of a number of activities, including ceremonial journeys. People molded the desert gravels to create
representational and geometric figures along with pits, pathways, and staging areas. Johnson states that
the main difference between geoglyphs and other types of rock art is that geoglyph sites were places
where ceremonies could take place physically.

Like petroglyphs and pictographs, some geoglyphs are in the form of humans or animals, whereas others
are geometric elements. Human figures often come in pairs, with one of the individuals incomplete
(Johnson 1986). Animal figures include snakes, lizards, quails, and mountain lions. Other examples have
been called dance areas or cleared areas, also known as "sleeping circles." Dance areas are circular or
vaguely geometric and, as suggested by their name, may have been cleared for dance rituals. Cleared
areas are small areas, usually circular or oval, that have been cleared of stones. Some believe that these
are places where people slept and that the stones were removed to make the area more comfortable.
Others believe that they were staging areas for ceremonies or activity areas. Yet another form are
avenidas or trails, which are probably not rock art. However, they may be considered landscape art, and
they are often classified as geoglyphs.

Of the three forms of rock art, geoglyphs are the least well known, primarily because they are difficult
to find and document. Currently, only a handful of researchers have studied these images. Questions
to date regarding who created these elements and when they were made have gone unanswered.

The three forms of rock art are not unique to Arizona; in fact, all three can be found across the world.
Among the most famous rock art sites are Paleolithic cave paintings in western Europe, paintings of
hunters and animals in the Sahara desert, Aboriginal petroglyphs and pictographs in Australia, and the
Nazca lines in Peru, which are large geoglyphs.

A HISTORY OF ROCK ART STUDIES IN ARIZONA

When Euro-American explorers first visited Arizona, beginning around 1540, they found groups of
indigenous people living throughout the area. Some of these people were creating rock art, just as their
ancestors had done. Some of the Spanish also added their initials and comments to rock faces, continuing
the tradition of rock art into the historic period.

Spanish explorers rarely noted the presence of rock art. One exception occurred when Padre Sedlmayrr
visited the Gila Bend area in 1748 and reported the presence of rock art in what is now known as the
Painted Rock Mountains (Wallace 1989:32, 36). However, there appears to have been little interest in
Native American antiquities during the remainder of the Spanish period and during the Mexican period
(1821 to 1854). This was in part a result of more pressing problems (namely survival), but it may also
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reflect a lack of curiosity and a feeling of superiority by people of this time period over local, indigenous
cultures.

The arrival of the first American explorers resulted in a number of cases where rock art was.reported.
In 1851, Captain Lorenzo Sitgreaves noted several geoglyphs (which he called Indian hieroglyphics) traced
on the ground near the Colorado River. These were interpreted as signs warning them to turn away
(Johnson 1986:32-33). In 1853, a geological expedition headed by William P. Blake found geoglyphs
between Yuma and Pilot Knob in southwestern Arizona (Blake 1857:117). Six years later, the S. A. Bishop
party came upon figures drawn on the ground by Mohave Indians. In this case the geoglyphs were
recent, and bloody arrows piercing the figures sent a clear picture of what could be expected should the
group continue (Johnson 1986:33).

The United States received southern Arizona in 1854 as part of the Gadsden Purchase, and the arrival of
American soldiers spurred the first scientific research in the area. Gradually, reports of antiquities and
accounts of Indian ruins filtered to Washington, D.C. The Smithsonian Institution and the Bureau of
Ethnology actively sought data on ancient North Americans. Letters inquiring about rock art were sent
out to persons working in Arizona or who had passed through.

As a result of these letters, the Smithsonian Institution published some of the first drawings of rock art
found in Arizona (Figure 1.6). Mallery (1886, 1893) was investigating whether rock art found in North
America represented attempts at writing or art. Members of the United States Geological Survey, the
United States Army, and several artists sent drawings and descriptions of Arizona rock art to the
Smithsonian. These individuals were very observant, noting the association of rock art sites with artifacts
and commenting on the similarity between rock art elements and those found on pottery. A Lt. Col.
Emory observed (about geoglyphs) that "on the ground nearby were also traces of some of the figures.
.." He thought they were of recent origin.

Period photographs indicate that by the end of the nineteenth century, visits to rock art sites were
popular, at least in the Tucson area. However, detailed scientific studies were not undertaken. Rock art
was viewed as a curiosity, something to visit and occasionally remove or at least initial and date to prove
one had been there. Archaeologists of the time period were understandably more interested in excavating
ruins in order to collect specimens and reconstruct the cultural history of the region. The period from
about 1890 until the 1930s saw very little interest in rock art.

Geoglyphs were rediscovered in 1932 when a pilot named George Palmer was flying from Las Vegas,
Nevada, to Blythe, California (Johnson 1986). He spotted large human and animal figures on the ground
and later returned to photograph them. He showed the pictures to Arthur Woodward of the Los Angeles
Museum, who subsequently organized an expedition to study them. Woodward published the first
accounts of geoglyphs in the Southwestern United States (Woodward 1932). Later visits culminated in
the identification of dozens of figures.

Academic research on rock art remained low until the 1960s. Popular interest was growing, and many
avocational archaeologists were recording and visiting rock art sites, as were many vandals and looters.
Numerous sites were defaced or had rock art panels removed. While this had always occurred, the
growing population of the state, higher interest by the antiquities market, and the use of off-road vehicles
increased the problem. Geoglyphs were also affected and suffered damage when they were driven over
by off-road vehicles. Some protection was provided by fencing several of the sites on BLM properties,
but the presence of tracks around the geoglyphs serves as a reminder of past indiscretions.

The first major study of rock art in the Southwest was completed by Christy Turner (1963) in Glen
Canyon, prior to the flooding caused by dam construction. His pioneering work included discussions
with members of the Hopi tribe in order to identify elements, the first style descriptions relating changing
elements with time periods, and a comparison of styles across the greater Southwest. Beginning in the
1960s, Ernest Snyder began to record petroglyphs in the South Mountains of Phoenix. He found over
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Figure 1.6a. Military personnel passing through Arizona in the 1870s and 1880s copied rock art for
the Smithsonian. These petroglyphs are located 35 miles east and southeast of San
Francisco Mountain (Mallery 1886).
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Figure 1.6b  Military personnel passing through Arizona in the 1870s and 1880s copied rock
art for the Smithsonian: a) Gila River, b) Shinumo Canyon (Mallery 1886).

2,000 images during his survey, which stimulated interest in Arizona rock art. Subsequent rock art
research was completed by Campbell Grant in Canyon de Chelly, Peter Pilles along the Little Colorado
River, and Polly Schaafsma throughout the state.

During the 1960s, the American Rock Art Research Association (ARARA) formed and in 1974 began
holding annual meetings where rock art enthusiasts presented papers. The San Diego Museum of Man
held its first Rock Art Symposium in 1976 and began publishing Rock Art Papers in 1983. These two

organizations have been largely responsible for the increased academic interest in the topic in recent years.

Research in the 1970s and 1980s was conducted largely under government contracts. Many of these
projects consisted of inventories of federal, state, and city properties (Bruder 1983; Bostwick 1989).
Increased concern with rock art recording techniques was expressed by several researchers, and
standardized field recording forms were developed. Subsequently, the data was collected in such a
manner that if the site was destroyed, much of the rock art could still be studied on paper. The first
scientific analyses of rock art examined issues regarding its function, looking for relationships between
rock art and certain locations. Popular books on the topic also brought the beauty and mystery of rock
art to a wider audience (Grant 1978; Schaafsma 1980).
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As suggested by Figure 1.7, publications dealing with Arizona rock art have increased dramatically during
the last two decades. Interest in the subject continues to grow as people explore Arizona on foot or
through magazines and books.

PUBLIC PERCEPTIONS OF ROCK ART

Rock art images mean different things to different people. While some stand back and appreciate the
elements as a legacy left by long vanished people, others delight in destroying them through spray paint,
bullets, or by removing portable rocks (Figure 1.8). The public’s perception of rock art is an important
factor in its preservation. Unless the greater public can be educated about the need for protection, few
rock art sites will be left undamaged for future generations to admire.

People visit rock art sites for a variety of reasons. Some are intrigued by the images, viewing them the
same way one would view portraits hanging in a gallery. They are also impressed by the skill of ancient
artisans. These individuals may travel great distances to view a particular site. Many of these aficionados
can be considered experts on the subject, collecting books and comparing notes. These people feel that
rock art should be protected and can often be relied on to stop others from vandalism.

Others seek religious experiences and enlightenment during visits to sites. These people are interested
in preserving rock art sites because of their perceived religious value, in much the same way that others
would seek to save a church building.

Unfortunately, many members of the public do not value rock art, and vandalism is an increasingly
serious problem. Few sites have escaped from the people who scrawl and scrape their initials, spray paint
names and obscenities, hammer away at patterns, and shoot bullets at prehistoric targets. The reasons
for such actions are complex. For some, it is the desire to be immortalized. The placement of initials on
a panel or boulder points out to other individuals that someone else has been there. Attempts to prevent
such actions are often met with anger from the vandal, who may see nothing wrong with his or her action
(Weaver 1985:19-20).

Others may damage and destroy rock art in order to feel powerful, knowing that their actions anger and
sadden others. Similar to modern graffiti artists, who are intent on staking out their territories, modern
vandals damage rock art in an attempt to create or gain power.

Some of this vandalism can be reversed, at least to some degree. Spray paint and other painted graffiti
can be removed by trained conservators. Sadly, however, each act of vandalism results in a net loss of

rock art.

On the other hand, some damage is unintentional. For example, persons may walk across, climb on, or
touch rock art. As this occurs, rock art surfaces are eroded or stained by the oils found on human skin,
or through chalking or by making rubbings. In some cases, rock climbers have unknowingly hammered
pins into rock panels. Geoglyph sites are endangered by off-road vehicles and curious visitors who climb
over fenced areas and disturb the desert pavement. Other geoglyphs have been destroyed by gravel
mining; in some cases, the miners may not have known that the geoglyphs were present. Rock art sites
have also been destroyed during development, especially in the Phoenix and Tucson basins. Protests by
local residents have successfully protected one such site (Bostwick 1989).

Finally, others value rock art for all the wrong reasons. Some are intent on removing panels or boulders
to display at their home or to sell for a profit. Most sites have now been stripped of small, easily
transportable boulders. During looting, damage to nearby boulders and panels often occurs. The use of
dynamite and power equipment to lift or sever rock art often destroys the particular work of art being
removed or nearby images. The end result is pieces of rock art without known context. Individuals who
are excited about owning of a piece of prehistoric rock art should compare their feelings to the emotions
of those visiting looted sites.
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Figure 1.7. Graph of publication dates for Arizona rock art studies (see Appendix A).

While documenting the actions of a few, it should be noted that most people visiting rock art sites do so
to enjoy their beauty and mystery. They travel great distances to stand in front of panels or boulders,
pondering why the art was created, wondering at the skill of the artists, and puzzling over what the art
work meant to its creators. Many experience intense emotions at rock art sites, believing that they contain
supernatural powers or provide a link to past cultures.

Individuals witnessing vandalism at rock art sites are urged to report their observations to the police. It
may be impossible and dangerous for someone to stop an individual from destroying rock art. Providing
the authorities with a physical description of the vandals, along with a description of their vehicle and
license plate number, can lead to the successful prosecution of people destroying a public resource.
Publicity from such cases may eventually lead to a greater awareness of the need to preserve rock art.

NATIVE AMERICAN PERCEPTIONS OF ROCK ART

All prehistoric rock art was created by Native Americans, many of whom have descendants living today
in Arizona (Figure 1.9). There are currently more than a dozen recognized tribes in the state, and rock
art can be found on all of their reservations. Not surprisingly, perceptions of rock art vary between
different groups and even among individuals within a tribe.
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Figure 1.8. Vandalism of rock art has destroyed many prehistoric images: a, historic graffiti at Petrified
Forest National Park (photo by R. Serface, 1991); b, modern graffiti at the Windmill site (photo

by P. Whitley, 1989).



Introduction to Rock Art 21

Figure 1.9 A modern Piman Native American drawing of rock art found at Hedgpeth Hills, Maricopa County
(Bruder 1983).

Many Native Americans view rock art sites as sacred. The sacred nature of the place may be derived
from the rock art itself or may be perceived because of the location of the site or the activities that took
place there, with the rock art perhaps adding to the sacred aspect. Because of the sacred nature of rock
art, Native Americans seek to find ways to preserve the sites and also to teach their own people about
them, typically by taking younger individuals to the sites and discussing tribal traditions.

Recently, Arizona State University hosted a meeting with members of several tribes (Gila River Pima,
White Mountain Apache, and T'ohono O’odham) at the Deer Valley Rock Art Center. Native Americans
were asked to share their views on what the petroglyph site meant to them. The consensus was that the
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rock art had been. made by the ancestors of living people and that the site was sacred. It was apparent
that Native American views on the reasons a site is sacred differ from those held by Non-Indians.

Individual interpretations varied. One tribal member stated that the glyphs at the site could be read like
the pages of a book and that the art work told of the hunting adventures of the Hohokam. Not
surprisingly, others noted that there was no standardized belief system as to what the rock art meant.
An Apache informant disagreed with the interpretations of a Pima tribal member. However, both
recognized the validity of their own views and those of other Native Americans.

All of the Native American participants said that rock art sites should be preserved and were dismayed
at their continued destruction, noting that some of the damage was actually at the hands of tribal
members. The educational potential of rock art sites for both Native Americans and others was stressed.
Rock art was seen as one way to bridge the gap between past peoples and those living today, with future
generations also being important. Leaders suggested that visits to rock art sites could educate and instill
pride among Native American youths while at the same time honoring the memory of those who are
gone.

Native American cultural resource managers have noted that cases of vandalism have increased on
reservation lands. They believe that many sites are being destroyed because individuals are seeking
recognition or merely because they are bored. In some cases, Native Americans have damaged rock art
that they felt depicted evil spirits. By doing so, they were protecting their families. Native American
cultural resource managers are developing programs to reduce looting and vandalism of archaeological
sites, and several are investigating methods for reversing past damage to rock art.

SUMMARY

Prehistoric Arizonans created three kinds of rock art: petroglyphs, pictographs, and geoglyphs. Although
recognized by Euro-American travelers for hundreds of years, it is only within the last 30 years that rock
art has been scrutinized by scientists. The study of rock art has been hampered by the inability to date
sites; a lack of studies focused on research questions; and the feeling that examining rock art is somehow
unscientific, that it is in the realm of speculation since many interpretations of rock art cannot be
absolutely verified. The rise in popular interest, as well as the introduction of funding on contract
projects, has forced archaeologists to study rock art, and as a result, its potential for providing valuable
data is being realized. Native Americans are also being asked to contribute their understanding of rock

art for the first time.

Unfortunately, these studies are occurring during a time when much rock art is in danger of destruction
from looters and vandals. The general public, who visit rock art sites in increasing numbers, are gradually
being made aware of the need for their preservation. One goal of this report is to educate the public at
large on the reasons rock art should be preserved.
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THE STUDY OF ROCK ART
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Thousands of rock art sites have been located in Arizona, and more are found every year during
archaeological surveys and by hikers, hunters, and other average citizens. This chapter examines the
different kinds of study that a site may undergo once it is discovered. Ata minimal level, a site card can
be filled out. A much bigger step is to record the site, preserving information about the images on paper
and through photography. More detailed research may include attempts to date the rock art using the
latest techniques or relying on older, more traditional methods. Another section of this chapter examines
what previous researchers have thought about the function of rock art sites. While today’s visitors may
appreciate the elements as artwork, the original creator may have thought of the images in a different
way. Lastly, contributions made by rock art studies to other fields are briefly explored.

DISCOVERING AND REPORTING A ROCK ART SITE

Rock art sites are found by many people. Sometimes hikers stumble across them as they stroll through
the wilderness. In other cases, concerned citizens call attention to sites they have known about for years
that are suddenly endangered by development. Archaeologists may discover sites during survey and
inventory work. What happens when a site is found?

The first step in rock art research is to determine whether the site has been previously reported to one of
the institutions that maintain site files in Arizona. Often, the state or federal agency that has jurisdiction
over the property will have such records. As noted in Chapter 1, about 84 percent of the land in Arizona
is owned by city, county, state, or federal governments (Walker and Bufkin 1986). Of these, the State of
Arizona (through its three universities), the various National Forests, the National Parks, and the Bureau
of Land Management have site files. Sites found on private land are often reported to one of the three
state universities.

The Arizona State Museum at the University of Arizona and the Department of Anthropology at Arizona
State University are currently active in assigning site numbers. Each uses a system whereby the state has
been divided into roughly 30 quadrangles, each of which is in turn divided into 16 sections. Sites found
in these smaller sections are numbered in order of their reporting to an institution. As an example, the
petroglyphs that form part of the Los Morteros site near Tucson have been assigned the site number AZ
AA:12:57 (ASM). This site is the 57th one recorded in section 12 of quadrangle AA in Arizona. One
problem with this system is that sites can have more than one site number. There is no single statewide,
centralized site database. For example, a site found on Forest Service land is assigned a Forest Service
number and also could be assigned either an ASM or an ASU number (or both). Site numbers for rock
art localities are listed in Appendix B. About 40 percent have been assigned ASM numbers. Most of the
other sites have Forest Service, BLM, or Museum of Northern Arizona numbers.

If a discovered site has not been previously reported, a site card should be filled out. Figure 2.1 presents
the revised version of the Arizona State Museum site form. A site card contains information about the
physical location and condition of the site, what sorts of artifacts and architecture are present, and what
culture created the site. A copy of the USGS topographical map with the site plotted is also included.
This card serves as a permanent record for the site. A site number is assigned at the time the site card
is created, and any paperwork or reports thereafter use the number for identification purposes. Often,
a file is created where data collected on the site, including field notes, photographs, and published reports,
is placed.
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In many cases, a site has been reported, but the site card is incomplete or inaccurate. Additional data can
be added to the site files to update them. In the case of rock art sites, the previously recorded information
is crucial. This data can help determine whether the site has lost rock art since originally reported, and
whether the site was completely recorded. Photographs taken during the original reporting can be
compared to the current condition of the site to document vandalism or erosion. The data on the site card
should be reviewed for accuracy, and corrections made when needed.

Although not called for on the site form, recorders should evaluate the National Register eligibility of the
site. At the time of the recording, observations on the integrity of the site can be made, as well as whether
the site meets any of the four criteria for eligibility. Most rock art sites would qualify due to their artistic
merit and potential for providing knowledge on the prehistory or history of an area. As well, many may
be considered as Traditional Cultural Properties. Chapter 5 discusses these issues in detail.

This study utilizes site data retrieved from a number of institutions and agencies, as noted in Chapter 1.
Research assistant Roberta Serface entered collected data into a computer database, which is presented in
Appendix B. Site locations have been deliberately removed from the appendix; however, they will be
available to professional researchers through the State Historic Preservation Office (SHPO).

ROCK ART RECORDING

What happens to a rock art site after discovery varies. Most are left alone, with no scientific study taking
place. Currently, more than 2,300 rock art sites have been identified in the State of Arizona, but less than
200 have been studied with published reports available to interested parties. Considering that many more
rock art sites remain unreported, it is obvious that the majority of Arizona’s rock art sites have not been
recorded or studied.

Recording is the process by which data on rock art elements are transferred to coding sheets, drawn, and
photographed. These data have great value because they serve as permanent records of what rock art was
present at a specific time, they allow researchers to study the site while physically removed from it, and
they give future researchers the opportunity to restudy the site. Recording is a serious endeavor that
takes time, energy, and skill, and a person needs to be trained in methodology prior to attempting a
recording project. Several organizations conduct field schools where appropriate techniques for rock art
recording are taught. Enrolling in one of these programs provides training in the subject and
opportunities to visit and record rock art sites throughout the state. The Arizona Archaeological Society
typically holds one such field school every year.

What information should be recorded for a rock art site? The kinds of data used by researchers vary from
study to study; therefore, a complete recording of each site is essential. Typically, this includes an
element-by-element inventory, with drawings and photographs produced for each. While this may be
easy to accomplish for small sites, larger rock art sites present a problem. Collecting data on hundreds
or thousands of images can only be accomplished by careful planning and coordination. Perhaps the most
important step in recording rock art is to develop a set of goals to guide research prior to the start of a
project. Rock art recording should be more than just creating an inventory of elements. Instead,
researchers should assemble a set of questions and attempt to answer them with the data they collect.
These questions can be complex ones, such as attempts to identify statistical relationships between
particular sets of elements and kinds of nearby sites, to quite simple ones, such as a comparison of the
number of animal figures in low-elevation versus higher-elevation sites in order to plot the distribution
of animal images.

Recording at a rock art site should begin with a survey in order to determine the site boundaries. All rock
surfaces in the area should be examined for rock art. If possible, this should take place under varying
lighting conditions because some rock art and ground figures may be practically invisible at certain times
of the day. The ground surface around rock areas should also be studied to determine whether artifacts
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are present. The location of these artifacts should be mapped in, and the kinds present identified.
Diagnostic artifacts should be described, drawn, and photographed because these may be useful in
assigning a date to the rock art site.

Recording systems have changed throughout the years. The need for complete and accurate records has
forced rock art analysts to collect more and more detailed data. Early rock art researchers were interested
primarily in the location of rock art and a brief idea of the kinds of images present. While providing
baseline data that allowed researchers to identify the great diversity of rock art in the country, sites could
not be directly compared with each other. Figure 2.2 presents a form and coding index used during the
Painted Rock Survey (Wallace 1989).

In 1962, Heizer and Baumhoff published the first major study that used systematically collected data to
answer questions relating to cultural change and the function of the elements. Heizer and Baumhoff
visited over 100 sites in Nevada and eastern California. At each rock art location, they drew maps
plotting the location of the rock art, sketched and photographed most elements, and classified each
according to 58 categories. Heizer and Baumhoff were particularly interested in techniques used to draw
petroglyph elements. They relied on one method that is no longer used—chalking in elements.
Researchers used to chalk petroglyph (and even pictograph) images in order to allow them to be more
visible in photographs. They reasoned that the chalk would weather away after a short period of time,
and that it did not damage the elements. This has been shown not to be the case. Additionally, the use
of chalk to enhance photographs added observer biases. People may chalk in what they think they see,
leaving out or adding details. An alternative for chalking is to photograph rock art at different times of
the day or under various lighting conditions.

Few, if any, sites in Arizona were recorded prior to the 1960s. Christy Turner (1963), Cheryl White (1965),
and Ernest Snyder (1966) were pioneers in rock art studies. However, Alan Ferg’s 1979 study of the
Tumamoc Hill petroglyphs was the first major rock art study to be published that contained a detailed
description of the recording techniques used.

In Ferg's study, recording started with the careful mapping of each boulder containing rock art. Each
boulder face was treated separately, and the horizontal and vertical positions of petroglyphs were
determined, as was the direction that the glyphs faced. The intrasite elevation for each glyph was noted,
and clusters of boulders were grouped together for further analysis. While Ferg did not find a
relationship between elevation and rock art, it is possible that one could exist. For example, certain plant
species grow at specific elevations. If rock art was associated with plant collection, this might be visible
through a comparison of rock art and plant elevations. The fact that elevation was recorded by Ferg
makes future studies, based on questions like these, possible.

Freehand drawings and photographs were made for each glyph, where possible. The site was visited
several times in different lighting conditions in order to view glyphs that might have been invisible at
other times.

Ferg (1979) used a modified version of Heizer and Baumhoffs’ element categories. Other researchers have
used these categories, mainly because the use of a set of element names allows for comparisons to be
made among sites (Wallace 1989). The use of classification systems is complicated by the fact that
elements vary from site to site. One must consider whether to lump elements together (for instance,
placing circles and ovals together) or to split them apart (keep circles and ovals separate) when reporting
element frequencies. Ferg solved this problem by presenting a hierarchical or layered approach when
reporting the kinds of images found at Tumamoc Hill. The lowest level consisted of counts of all the
individual kinds of elements. Levels 2 and 3 lumped similar elements together. The last level splits
elements into three broad categories (anthropomorphs, zoomorphs, and geometrics). Reporting elements
in this fashion, as well as illustrating the kinds of elements, allows others to use the information, an
important step in a field where little is known about element frequencies at many of the major sites.
Because elements differ across broad geographic areas, new element categories may have to be created.
Figure 2.3 presents some of Ferg’s element classes.
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BOULDER/PANEL DATA®

ASM Site No. ASMSITE®: Mark in upper right corner of form. -
CLUSTER: A to n per site.
BOULDER: 1 to n per cluster.
PANEL: a to zz per boulder.
FACING: Direction towards which the panel faces, measured in whole numbers from # to 360° with # representing true north.
Inclination INCLIN: Angle from horizontal towards which the panel is raised, measured in whole numbers from 8 to 188° with 2
representing horizontal, 98° representing vertical (upright), and anything between 98° and 188° signifying an overhang.
Patination - Panel PATINPAN: This is an average taken for either the panel as a whole, or the portion of the panel chosen for
glyph making if there are differences.

=9. Indet.

B. None (sharp edges)

1. Light (no chemical weathering)

2. Medium (has chemical staining)

4. Incipient varnish

5. Complete varnish
Surface Texture SURFTEX: This is an average taken for either the panel as a whole, or the portion of the panel chosen for glyph
making if there are differences. .

1. Smooth
2. Intermediate
3. Rough

Note Concerning Panel and Boulder Measurements: All panel and boulder measurements in the following variables are taken in cm.
(whole numbers), and are intended to provide average measures that could be used to determine the approximate area of a panel and
volume of a boulder. Note that bedrock outcrops are dealt with under boulder measures with a "-9%.

Panel Size 1 (Width or Horizontal Axis) PANSIZE1
Panel Size 2 (Height or Vertical Axis) PANSIZE2
Boulder - Vertical Measurement BVERT

Boulder - Horizontal Measurement 1 BHORI1
Boulder - Horizontal Measurement 2 BHORI2

NOTES3

8This form is used in addition to the general Class II Coding Form 2.8 to record Class I sites. This form is used specifically at
the PANEL rather than the ELEMENT level of recording.
bCapitalized names are variable names used in computer analyses.

Figure 22. Continued.
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ASM Site No. ASMSITE®: Mark in upper right corner of form.
CLUSTER: A to n per site.
BOULDER: 1 to n per cluster.
PANEL: A to zz per boulder.
Element No. ELEMENT: 1 to n per panel.
Element Categqory ELCATEG: See design element coding index.
Element Elsboration ELELAB: Only to be used for the ELCATEGS merked with an asterisk on the ELCATEG coding index.
=-9. Don't know if elaborated
8. Not elsborated
1. Elsborated
Element Class ELCLASS:
=9. Not assignable or ambiguous designs
1. Anthr
2. Other Life Forms
3. Other Representational

4. Abstract

7. Scratched Petroglyphs

8. Historic
Patination-Element PATINA:

=97, Indet.

8. None (sharp edges)
1. Light (no chemical weathering)
2. PMedium (has chemical staining)
4. Incipient varnish
5. Complete varnish
100: 1If this does not correspond to PATINA, say why in NOTES.
6. Prehistoric (non-Archaic)
1. Historic or recent (includes graffiti)
2. Indet. historic or prehistoric
3. Possidbly historic
5. Possible non-Hohokam prehistoric
8. Archalc
9. Possible Archaic
Execution of Element EXECUT:

=9. Indet.

1.  Scattered dints

2. Pecked

3. Ground, or ground and pecked, or pecked to a point at which the design looks ground
4. Scratched

5. Scratched snd pecked

6. Painted

7. Painted and pecked

8. Abraded
Heathered - Element ELWEATHER: Only marked if element hes received impacts from non-patination related processes (e.g. spalling,
scouring, etc.).
8. No element weathering
1. Yes, element is weathered ]
Lichen - Element ELLICHEN: Coded as 1 if lichens are present on top of (within peck marks of) design.
Lichen - Panel PANLICHEN: Coded as 1 if lichens are present on panel.

T 1. Felsite

2. Granite

3. Gneiss

4. Metasediments
5. Quartzite

6. Schist

7. Decite

8. Disbase

9. Diorite/ Granodiorite
18. Latite

11. Monzonite

12. Andesite

13. Basalt

14. Ignimbrites
15. Rhyolite

16. Arkose/Silt/Mudstones

17. Limestone

18. Sandstone

19. Metavolcanic
Slope Height SLOPEHT: Position of boulder on hillside. Codes relate to the slope upon which the CLUSTER is located. It is a
relative term not to be used in relation to mountains as a whole.

-9. Moved from original position, original location when glyph was made is unknown

1. Base of slope

2. Lower i/3

3. Middle 1/3

4. Upper 1/3
T

. op

Vandalism - Element ELVAND] and ELVAND2: If two of the codes apply, they are placed under ELVAND! and ELVAND2. If more than two,
the remainder are listed in the Continuation File (separate form).

1. Bash merks, abrasion, rock fall scrapes, scratches

2. Gunshots
3. Graffiti - scratched or pecked
4. Graffiti - painted
5. Broken - Portion of element missing

Figure 2.2. Continued.
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Vendalism - Penel PANVANDT and PANVAND2: If two of the codes spply, they sre placed under PANVAND! and PANVAND2. If more then
two, the remoinder sre 1isted {n the Continuation Flle form.

1. Bash merks, sbrasion, rock fall scrapes, scratches

2. Gunshots

3. Graffiti - scratched or pecked

4. Graffitl - psinted
5. Broken - Portion of panel missing
6. Boulder moved from original position

7. Broken - Complete panel is present on the remaining portion
Reevaluate this Design REEVAL: Place a one for this varisble is there is some reason to went to pull this record for
reconsideration. In most {instances, s sketch of the design is necessery. If & design is thought to be non-Hohokam, non-Archaic,
or non-Protohistoric (i.e. not typical of the Hohokam culture ares), 1t should be coded with a one in this slot.
Superimposition SUPERPO! and SUPERPO2: List element mumber this element overlies, Note that this space is left blank for the
lowermost or oldest element. For the first 2 superimposed designs, list them under SUPERPO! and SUPERPO2. If more then two, 1ist
them on the Continustion File form.
Repecking REPECK: List element number that is repecked. Note thet this space is left blank for the original element.
Panel Integration PANINTEG: Number cases of panel integration consecutively by site. Ex: all elements involved in the second
case of panel integration documented st Site X would be coded as "2."
Possible Element ELPOSS: Code s & one 1f there is uncertainty whether the element being coded, is in fact & design that was
incorporated into a particulsr case of panel integration. It only refers to panel integration.
Number Indistinquishable NUMIND: Code as one 1f the number of elements involved in the particuler case of panel integration being
considered cannot be determined. Applies only to panel integration cases.
Festure Type FEATYPE! and FEATYPE2: Select code for the primary associated feature and fill in FEATYPEL. If there are two
associsted features, place second feature code under FEATYPE2, If more then two, list them under FEATYPE varisbles on the
Continuation Form.

1.  Rockshelter

2. Trinchera
3. Trail

4. Quarry

5. Morter

6. Trough metate
7. Basin metate
8. Slab metate
9. Cupule
18.  Talus pit

11.  Seep spring

12. Tinaja .

13, Check dam, fleld system, contour terrace

4. Petroglyph (not used when coding a petroglyph panel)

15. Historic features

16. Small rockshelter or overhang

17.  Structures (i.e. pithouses, etc.)
Feature Number FEANUMI and FEANMUM2: Fill In the cluster or number designation for the primary feature under FEANUMI, For
clustered festures, put only the cluster designation. If there sre specific associsted festures within this cluster, 1list these
under "Notes”. For isolates, put the IS number. For multiple sssocisted features, the second Feature No. is placed under FEANUM2
(corresponding to FEANUMZ) and 1f more than 2, they are placed under the FEANUM categories on the Continuation Form.
Framing - Element FRAMEEL: F111 in Element No. of element framing this element. List only under elements which are framed. .For
the framing element, code this space with a "99°.
Framing - Panel FRAMEPAN: Code with a one if the panel upon which this element is situated is framed.
Mirror Images MIRROR: Code with @ one 1f this element is one of two “paired™ or “mirror” images.
Rock_Topoarsphy ROCKTOPO: Code with a one 1f rock topography is used as pert of this design.
Obliteration - Element ELOBLIT: Code with a one 1f there is prehistoric defacement or obliteration of element.
2 Panels - Element TWOPAN: Code with @ one 1f glyph extends onto two panels. Orientation and other panel Information only
recorded for primery panel.
ADD-ON ADDON: Code with & one 1f this glyph is an "add-on" to a previous element (this is recorded as a case of repecking).
Obscured - Panel OBSCURE: Code with a one if a portion of this panel is obscured which has or may have glyphs.
Faded - Elements FADED: Code with @ one 1f there sre additionsl glyphs present, but they ere too faded or westhered to ascertain
numbers or categories represented.
Boulder Moved BMOVE: Applies only to movement after glyph made.

-9. Indet. whether moved or whether moved after glyph made

8. Not moved

1. Moved in prehistory
Moved historically or recently (does not include vandalism)
. Moved prehistorically snd historically or recently (i.e. 2 episodes of movement)
. Moved, indet. time
. Prehistoric or Protohistoric
Element Broken ELBREAK:

=9. Indet. whether broken after glyph made

6. Not broken

1. Broken in prehistory

2. Broken historically or recently (does not include vandalism)

S. Broken prehistorically snd historically or recently (1.e. 2 episodes of breskage) (does not include vandalism)

4. Broken, indet. time

5. Prehistoric or Protohistorie
Parent Boulder PARENTB: Applied only to boulders which have cleerly broken off of another boulder which has glyphs and has been
mumbered. Put the boulder number this boulder originated from on the coding sheet.

-9, Broken, but don’'t know origin or don’'t care

§. Either an unbroken boulder, or a broken parent or originel (source) boulder.

L E A N N

SCapitalized names are variable names used in computer snalyses.
be_9's® are used to signify missing data in the computer snalyses and so will generslly mean an indeterminate or ambiguous
attribute value.

Figure 2.2. Continued.
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Filled Circle

Pinwheel

SCRATCHED GLYPHS (ELCLASS 7)

Scratched Chevron/Triangle Motif

Scratched Crosshatch

Scratched Hatchure Band

Scratched Straight, Zigzag, or
Wavy Lines

HISTORIC (ELCLASS 8)

Historic Glyphs: Name or Initials

Dates

Name and Date

Cattle Brand

Other (Sketch)

(482)

(483)

(700)

(701)

(702)

(703)

(800)

(801)

(802)

(803)

(899)

S

NOTE: Not Assignable or Ambiguous Designs are coded as "-9"

* Design elements whcih may be elaborated

Figure 2.3. Continued.
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One problem that Ferg’s study and other studies highlight is that a person’s cultural background may bias
what he or she sees in rock art. Researchers are aware that they are recording rock art that was created
by people with whom they share little or no cultural background. As a result, the researchers are faced
with the dilemma of how to describe and report images. One example is a set of elements called lizard-
men. These are stick figures with a head, arms, and legs, along with an appendage between the legs.
Researchers note that this appendage represents a penis in human figures. However, when the appendage
extends to below the knees, it usually becomes a tail, and the image becomes a lizard. Is this correct? Or
are researchers not willing to identify figures with exaggerated sexual organs or a short-tailed lizard?
There are similar problems with identifying many other figures. Ferg (1979) and Wallace (1989) have
emphasized that the element names employed in recent rock art recording are arbitrary and may not
describe the figure in the same way the original artist would. Therefore, element names used by
researchers are used as descriptive terms, and not necessarily as interpretative labels. Most published rock
art studies relating to Arizona sites attempt to use variations of Ferg's element classifications. This has
allowed researchers to compare images found at different sites, a task that allows for broader
interpretation of regional and temporal variations in element distribution.

Ferg’s 1979 study was known for its systematic approach. Simon Bruder (1983) furthered this approach
as she developed a three-stage recording strategy for the Hedgpeth Hills site. This site consists of
hundreds of boulders upon which petroglyphs have been pecked. An overall site map was created for
each petroglyph location, using one or more of three methods. Photogrammetrically produced maps,
which rely on stereoscopic pairs of photographs to produce very precise maps, were created. Additional
maps relied on more traditional compass and measuring-tape methods or were made using regular
photographs to plot boulders.

Recorders began at the boulder level, plotting the location of each onto a base map, assigning an
individual number, and providing basic descriptive data on each, including size, number of panel surfaces
with rock art (assigning each a number), and noting the presence of associated artifacts. Each panel
surface was then described individually, with the facing, inclination, and the size of the panel measured;
the color of the rock varnish noted; a brief note made on the dominant glyph element; and a list of
drawings and photographs compiled. The Hedgpeth Hills project photographed elements in black-and-
white and color film, produced freehand drawings, and traced selected elements on acetate. Attempts
were made to produce photogrammetrically generated drawings for a small set of panels. Each element
was individually sketched, a Munsell color taken for the pecked area, and a careful description of the
element made.

Bruder’s volume was one of the first to fully record a site. This data will be useful in years to come, as
the Deer Valley Rock Art Museum opens. Besides providing basic data on the site, the volume and site
records will allow future researchers to evaluate the site prior to its development as a major tourist
attraction.

Wallace and Holmlund (1986) and Wallace (1989) documented the Picacho Peak and Painted Rock
Reservoirs using a similar hierarchical approach. The many sites at both areas contained hundreds of
boulders and panels decorated with petroglyphs. Keeping track of all of these boulders and elements was
a formidable process made easier through the development of a numbering system. Glyphs were assigned
cluster (group of boulders), boulder, panel, and element numbers. A particular element would receive
number A-47b:5, representing Cluster A, Boulder 47, Panel b, and element number 5. Isolated boulders
were numbered consecutively.

The numbered glyphs were then plotted on low-altitude aerial photographs and on a series of ground-
level oblique photographs of each hillside. These latter photographs proved to be the most valuable in
terms of locational recording because they allowed the researcher to easily relocate individual boulders,
quite useful when evaluating a site’s condition in later years. Large-format cameras were used to
maximize resolution in each picture.
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Detailed forms were filled out for each petroglyph site and each boulder or panel. A coding system
derived from Ferg’s 1979 study facilitated computer coding of elements. Specialized forms for
anthropomorphs and warm-blooded zoomorph images were also completed. The study recorded data
on the degree of patination, probable time period, weathering, slope height, superpositioning, repecking,
framing, and panel integration. Both studies were designed so that others could use the data, which were
entered into the computer for statistical analysis.

Through time, petroglyph recording has become more detailed and comprehensive, directed toward
collecting as much data on individual elements as possible, and less destructive. The goal has been to
make the notes collected a permanent record of the site. The information is complete enough so that,
theoretically, a person could study the site without ever actually visiting it. Non-destructive techniques
have become standard. Destructive techniques that have been used in the past, such as chalking in glyphs
or writing identification numbers on panels, are no longer acceptable. Wallace and Holmlund (1986),
when faced with a site with many boulders, identified which boulders were recorded by sticking labeled
masking tape onto a portion of the boulder without rock art. Afterward, the tape eventually curled up,
fell off, and decomposed. The use of standardized element lists allows other researchers to compare the
elements found in their area with those reported in documents.

There are fewer pictograph sites in Arizona than petroglyph sites, and only a handful have had studies
published. Pictograph recording techniques vary from person to person. Jeffrey Burton’s study of rock
art in the units of the Coronado National Forest (1988) resulted in the discovery of a large number of
pictographs. Burton maximized data collection by visiting sites at different times of day or when weather
conditions varied. Elements that were invisible under direct sunlight appeared when the sun was rising,
or when clouds were overhead. He recorded the elements through photography. Each panel or figure
was photographed with the camera held as perpendicular to the rock face as possible. A scale was
included in each shot. The developed slides were then projected onto paper and traced. Finally, the
tracings were compared in the field to the original element to verify accuracy. Burton preferred this
method because it was non-destructive, requiring no taping of plastic or paper to the rock surface, was
quick, allowed more accurate drawings to be produced, and the resulting drawings were easier to
reproduce and more understandable in the final report than photographs. Burton classified pictograph
images using Ferg’s system, creating new categories when necessary. One problem that Burton identified
was how to differentiate elements. The concern was whether two lines close together represented a single
element or two separate elements. Because it is impossible to ask the artists what their intentions were
when creating the images, this may never be known for sure. Wallace and Holmlund (1986) recognized
this problem and used a code in the computer database that highlighted cases where an element might
have represented more than one element.

Burton’s pictographs were relatively non-complex and were usually monochrome. Polly Schaafsma
recorded the Shaman’s Gallery in the Grand Canyon. This site contains a number of very large,
polychrome anthropomorphs. Schaafsma recorded the site using a ¥-inch, broadcast quality, color video
camera, took black-and-white photographs and 35-mm color slides, and mapped in the site with a transit.

When recording pictographs, pigment colors should be matched to the colors found in the Munsell Soil
Color Chart, with notations made at the time of drawing as to the lighting conditions and dampness of
the rock surface. The Munsell Soil Color Chart, used by most archaeologists, contains standardized color
chips in hues of reds, browns, whites, and yellows. The company also produces pages depicting blues
and greens, which are typically used for describing certain tropical soils. Use of the standardized color
charts allows others to identify the colors used in a particular drawing without actually viewing the image
in the field or looking at a color photograph. Color film is unstable and begins to fade after about 30
years, making the standardized color descriptions even more important.

Recording pictographs is a more difficult task than recording petroglyphs due to the complexity of the
images, the more detailed notes that need to be taken on techniques used to create the images, and
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because pictographs are often poorly preserved. On the other hand, some people find pictographs to be
an interesting challenge to record because of their uniqueness and complexity.

Geoglyphs have only been the subject of systematic recording in the last ten years. Prior to that,
geoglyphs were located during aerial surveys and mapped during later ground reconnaissance. Holmlund
(1994) has completed a survey of the Ripley geoglyph site along the Colorado River near Yuma.
Traditional methods, relying on tape measures and compass readings, can be used to record geoglyphs.
In addition, recorders can take overhead and infrared photographs, and map these images using electronic
measuring devices.

In summary, rock art recorders in Arizona have collected increasingly detailed sets of information. In
part, this is a result of the complexity of research issues that are being addressed; however, researchers
also realize that their notes, drawings, and photographs may eventually be the only permanent record of
a site.

A few basic techniques should be adhered to for all projects. The use of standardized recording sheets
is strongly encouraged. Those that require a comprehensive set of data to be collected for each individual
element are needed. The paper on which these forms are printed should be archival quality to allow
future generations to examine them.

The site should be carefully mapped, using appropriate techniques. These can include aerial photographs,
topographical maps, photogrammetrically produced maps, oblique photographs, or the simple compass
and measuring-tape method. The maps should indicate which areas were examined and the location of
recorded panels. Mapping will vary depending on the goals of the project.

Freehand drawings should be made for each rock art element, if possible. If the drawings are not to scale,
some measurement of the size of the element is useful. All depictions should accurately reflect what is
visible, with attempts made to refrain from interpreting eroded or obscured images. The paper on which
final drawings are placed should be archival quality to enhance its preservation. Moore (1991, 1992, 1994)
has evaluated how rock art is interpreted by artists and has studied the various methods used to record
designs. She suggests that artists remind themselves of the purpose of recording and be sure that the
information collected is correct.

Images should also be photographed in black-and-white and color slide film. Photography should be
done during the time of day when the lighting shows the elements most advantageously. This may entail
repeated visits during different times of day to get the best pictures. In other cases, the use of shading
and supplemental lighting can overcome poor natural light. A standard photograph recording form
should be filled out. Important data on the form includes information tying the photographed image to
notes and drawings and the day and time the photography took place. Photographs should also be taken
of the setting of the site. These will be useful for future researchers to evaluate changes to the site caused
by weathering or vandalism. Negatives and prints should be placed in archival quality folders to ensure
their preservation. As discussed previously, it is important to take black-on-white photographs because
color film fades through time. The end result of any rock art recording should be a published study that
documents the site in detail. A bibliography of published rock art studies of Arizona sites is presented
in Appendix A. These reports provide other rock art researchers with basic data that can help achieve
a greater understanding of the diversity of images in the state of Arizona. The notes, drawings, and
photographs should be turned over to a state or federal institution so that the records can be archived in
perpetuity. These notes would then be available for future researchers who may have new questions to
ask.
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DATING TECHNIQUES

One question that pops into everyone’s mind when viewing rock art is, "How old is it?" One reason that
rock art receives so little attention from time-obsessed archaeologists is that it is difficult and in many
cases, impossible, to determine how old specific images are. As an example, the Hedgpeth Hill rock art
site contains hundreds of petroglyph images. Simon Bruder, who studied the petroglyphs as part of an
Army Corp of Engineers-sponsored research program, thought that glyphs were created by the Hohokam
(1983). Others who have viewed the glyphs disagree and believe that these elements were largely created
by the earlier Archaic period people (Bostwick 1989; Wallace and Holmlund 1986:86). Well-reasoned
arguments, aided by the development of new dating techniques, are expected to eventually put to rest this
debate.

Archaeologists have always been interested in time and have developed a number of ways to measure
its passage. Two kinds of archaeological dates are produced: relative and absolute. An artifact or soil
layer known to be older or younger than something else is relatively dated. As an example, when digging
a site, deeper deposits are usually older. They are covered by more recent dirt. An absolute date is one
that provides an actual or estimated age. A tree-ring date of A.D. 1243 and a carbon-14 date of 4500 B.C.
+ 300 years are both absolute dates.

Rock art researchers have had to develop their own methods or have borrowed those used by other
archaeologists in order to date rock art. Conventional dating tools used at archaeological sites, such as
stratigraphic positioning, carbon-14, tree rings, and diagnostic artifacts, are not often applicable to rock
art sites, many of which are not associated with any other archaeological remains. Over the years, rock
art researchers have relied on both relative and absolute methods. Currently, most dating methods have
been directed toward petroglyphs, with some applicable to geoglyphs. At present, methods for dating
pictographs have lagged behind other forms of rock art, although the ages of pictographs are being
determined through carbon dating.

Patination Studies

Once petroglyphs are chipped into the surfaces of rocks, the process of repatination begins again. The
development of rock varnish is a slow and lengthy process. Rock varnish, as noted in Chapter 1, is a
biochemical process where bacteria fixes clay, minerals, and organic matter to the surface of rocks. The
process has only recently been identified, and research continues to uncover new data on how rock
varnish forms (Dorn 1991). As an example, the rate of deposition is uncertain. Examination of historic
graffiti has indicated that little or no repatination may have occurred during the last 100 years (Wallace
and Holmlund 1986). Apparently, it takes several hundred years before rock varnish has visibly recoated
pecked areas. However, it is uncertain whether deposition of rock varnish takes place at the same rate
across large areas or even with small areas.

Early rock art researchers, including Mallery’s informants (1886), noted that rock art figures were often
coated with differing amounts of rock varnish. Subsequent superpositioning studies have confirmed that
older elements are more patinated. This has led researchers to conclude that repatination studies can
allow the relative dates for petroglyphs to be determined. Unfortunately, rock varnish develops at
differing rates in different areas. Therefore, it is impossible to develop a broad patination scale that could
be used to date rock art in the Southwest. Instead, patination scales must be created for individual sites.

At the same time rock varnish is developing, the process of weathering may also be taking place. Rocks
that are exposed to sunlight, rain, wind, and temperature variations may exfoliate or erode. The amount
of weathering varies depending on a rock’s material and on microenvironmental factors relating to the
rock’s position.
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Wallace and Holmlund (1986) evaluated the degree of repatination found at the Picacho Peak sites. Th.ey
developed a classification system that ranked patina from 0 to 3 and gsed their system to suggest relative
petroglyph dates. Their system was designed specifically for the chgcho Peak study. They note t'hat
regional, and even local, geological and microenvironmental factors influence rock varnish formation.
Thus, attempts to date sites based upon rock varnish should consider each of these factors. As an
example, researchers using patination to construct a regional rock art chronology shou'ld dgvelop a scale
for each kind of rock present. Wallace and Holmlund (1986) have noted that certain kinds of 'rocks,
including those high in iron and manganese, develop rock varnish, whereas other rocks, in their case
granitic gneisses, fail to do so and may actively erode or weather away. This also suggests that
researchers should consider comparing rock art image frequencies within these rock kinds. If softer rocks
are eroding away, older images may be obliterated, removing entire sets of images from a study.

Microenvironmental factors can vary among individual boulders and panels at a rock art site and at a
greater scale between rock art sites. Therefore, rock art sites that are dated through patination studies
should have similar environmental conditions (such as being exposed to the same amounts of rainfall, sun,
or wind). It would be inappropriate to compare sites that are separated by broad geographic regions.

When these factors are controlled, patination studies should allow earlier petroglyphs to be separated from
later ones. Instances of repecking of petroglyphs are common, and the rock art recorder should be aware
that less patinated examples may represent older elements that have been reworked.

It is uncertain whether environmental conditions that result from human activities, such as acid rain, have
affected rock varnish. One example where human actions have damaged the varnish to such an extent
that repatination studies are hampered can be found at the Painted Rock Reservoir. Wallace and
Holmlund (1986) discovered that exposure to reservoir water has removed the rock varnish from rocks.
In the future, local environmental conditions, such as exposure to automobile or industrial fumes, could
cause differences in patination, as could increased rain acidity.

Patination studies have been shown to be very useful for distinguishing which elements are older and
younger at particular sites. However, care should be taken when evaluating patination found on rocks
of differing composition or those exposed to different environmental conditions. If these factors are
controlled for, researchers should be able to apply this method and get sound results.

Positioning on Rock Surfaces

Occasionally, the position of rock art can indicate its relative age. Turner (1963) discovered sets of
"stranded” petroglyphs. These images had been pecked onto cliff faces by persons who had stood on a
ground surface that later eroded away. Some elements were 30 feet up the cliff face. Often, a second set
of images is present below the stranded elements. These lower images can be shown to have been made
later because of the present ground surface and also because they are less patinated.

Dating stranded rock art can be difficult because any sites associated with the elements may also have
been lost through erosion. However, the events that caused the erosion may have left evidence nearby.
It is probable that floods scoured away the ground surface upon which the artists stood while creating
the rock art. These floods may be identified through studies of tree rings, which record fluctuations in
precipitation. Unfortunately, many floods probably took place in prehistoric times. Determining which
one stranded a particular set of rock art is a daunting task.

Superpositioning

Rock art superpositioning occurs when one image is placed on top of another one (Figure 2.4). In many
cases, petroglyph and pictograph creators chose the same rock surface that had been previously used.
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Figure 2.4. Examples of superpositioning: a, Archaic elements are partially covered by later images at site AZ
T:14:33 (ASM) (photo by H. Wallace); b, zoomorph with superimposed geometric elements at
Gillespie Dam (photo by H. Wallace).
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Often, they pecked elements and painted images directly on top of older images. The underlying image
is always older, although the length of time between the two events cannot not be determined without
further study. By examining the kinds of elements that have been defaced through later rock art,
researchers have been able to identify older styles.

As an example, the Western Archaic Petroglyph style was recognized because of the darker patination
found on these elements and also because the elements are typically found below other images. In
another case, Ferg (1979) used superpositioning to demonstrate that scratched glyphs present in the
Tucson Basin were not modern graffiti. Previously, scratched elements were attributed to historic Apache
Indians or Euro-American visitors. The presence of scratched elements below Hohokam period
petroglyphs was proof that the Hohokam or their predecessors were also creating rock art using this
technique. Since his study, other cases of this style have been reported in the Hohokam cultural area.

Lichen Growth

Lichen, which is commonly found on rock surfaces, has been proposed as a useful tool for dating rock
art. Lichen grows at a steady rate, and recent studies have sought to date prehistoric earthquake activities
and other events through lichen growth (Innes 1985). However, attempts to date rock art sites have been
unsuccessful to date since lichen growth can vary from area to area depending on environmental factors.
Turner (1963:15) noted that petroglyphs younger than 600 years rarely had lichen growing on them. The
older Glen Canyon petroglyphs were more likely to have lichen growth. Bruder (1983:162) and Bostwick
(1989:15) evaluated lichen found at two petroglyph sites in the Phoenix area and discovered that lichen
growth varied significantly across individual elements and entire panels. The presence or absence of
lichen was found not to be a good indicator of relative age. However, the possibility exists that lichen
growth may be used in the future to help date rock art. It may be possible to identify the oldest lichen
area on an area of rock art, and then this area could be dated through either radiocarbon techniques or
possible through an evaluation of lichen growth cycles. This technique is expected to be refined in other
fields, notably biology and geology, and may soon be used by rock art researchers.

Association with Archaeological Sites

The simplest method for dating a rock art site is to find a nearby archaeological site with diagnostic
artifacts or architecture. The chronology for most areas of Arizona has been studied and revised over the
last 100 years by archaeologists, and artifacts associated with certain cultural phases and time periods have
been identified. The presence of Classic period Hohokam pottery near a rock art site may indicate that
the petroglyphs were created during the same time period. If this can be shown to be a repeated
pattern—that the style of rock art found is usually or always found in association with Classic period
pottery—then it would be safe to assume that the two date to the same time period. However, it is
important to remember that rock art could have been created prior to the use of the area by people who
left artifacts behind or that artisans could have visited the location of past activities and decorated rock
surfaces or scratched geoglyphs.

Several pioneering Arizona rock art studies have used this method. Christy Turner (1963) visited sites
in the Glen Canyon that were threatened by inundation. He observed which kinds of pottery were
present at each rock art site, using the known dates of manufacture for the ceramics to date the sites. The
pottery kinds and petroglyph styles were found to be consistent, indicating that this method can be used
to identify the dates of rock art sites; however, once again, one should be aware that inconsistent artifact
dates and rock art styles probably indicate a prior or later use of a site by the rock artisans.

The association of rock art with sites can be tested under certain conditions. The base of rock art panels
can be excavated to determine whether artifacts are associated with the panels, as well as to recover
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organic materials that can be radiocarbon-dated or can provide additional data on activities at the rock
art location (Loendorf 1994).

Many rock shelter sites contain materials that can be dated. In many cases, pigments, brushes, or other
implements used to create rock art may be found in the floor fill. Organic remains can be dated using
carbon-14 or AMS techniques, providing a fairly accurate date for the creation of the rock art.

In other cases, rock shelter rock art is partially covered with later archaeological deposits. In these
instances, the rock art is earlier than these overlying materials, which can often be dated through the
presence of diagnostic artifacts or datable organic materials. These cases are important because they allow
a minimum age for the rock art to be determined.

Unfortunately, there are many more cases where rock art sites are not associated with diagnostic artifacts,
or artifacts from several different time periods are present. Wallace and Holmlund note that "to be an
effective dating tool, both the associated site and the glyphs themselves should indicate a narrow
chronological range" (1986:71). Dating rock art sites through the association with nearby archaeological
sites is to be done with great caution, but it can provide absolute dates for rock art sites under certain
conditions.

Cation-Ratio and Accelerated Mass Spectrometry Techniques

The last fifteen years have seen the development of a new set of techniques that provide absolute dates
using rock varnish. However, because these techniques are being developed and have provided erratic
and unlikely results in some cases, considerable controversy surrounds their use. Currently, researchers
are attempting to improve methodology and examine the underlying assumptions about how rock varnish
was created. While controversial, the new methods hold promise that rock art may be accurately dated.

The two recently developed methods, cation-ratio and accelerated mass spectrometry, were developed by
Ron Dorn, a professor at Arizona State University. They rely on a sample of rock varnish from within
the petroglyph element to provide an absolute date. This is a minimum date—the rock varnish is at least
a certain number of years old. The actual event preceding the rock varnish accumulation, such as
petroglyph pecking, is actually older than the date produced by these methods.

The area of a rock’s surface to be sampled for either method must be carefully selected. Stable surfaces
without recent erosion are preferred since weathering would remove the varnish and start the process of
revarnishing, resulting in an inaccurate (more recent) date. The rock surface also must have an adequate
size for sampling. It is thought that microenvironmental factors may influence the biogeochemical stability
of rock varnish; therefore, rocks with lichen growing on them or those that are close to the soil are
excluded from study.

The Cation-Ratio Method

The cation-ratio method is based on the fact that rock varnish is an accretion of minerals and clay.
Among these elements are calcium (Ca), potassium (K), and Titanium (Ti). Basically, after the varnish
accumulates, these three elements are leached at different rates from the rock surface through weathering.
Calcium and potassium are removed faster than Titanium. Therefore, the ratio of the amount of
potassium and calcium divided by the amount of titanium (K + Ca:Ti) declines as rocks age. The result
of this calculation is known as the cation ratio. Dorn suggests that this decline occurs at a measurable rate
and that samples of rock varnish can be dated by calculating the ratio.

To supply a cation-ratio date, a sample of rock varnish is scraped from a surface. Care is taken to
separate dust, organic materials, and fragments of underlying rock from the sample. The person removing
the sample wears 10x to 45x magnification glasses to accomplish the task. Procedures to remove varnish
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do not indicate whether a certain thickness or area is preferred; however, one would expect that the
sample would extend to just above the rock surface in order to sample the entire rock-varnish layer.

The sample is then examined using proton-induced X-Ray emission analysis, which measures the
concentrations of calcium, potassium, and titanium in the rock varnish. The ratio of potassium and
calcium to titanium is then calculated.

Independent dating techniques (dates obtained from other sources at a site) are used to observe the rate
of leaching in order to plot cation-ratio samples. Theoretically, after a certain number of samples are
dated and a scale established, it should be possible to date sites in the vicinity, knowing their cation-ratio.
Various independent dating techniques can be used to establish leaching rates. Dorn’s (1983) analysis of
volcanic rock from California relied on potassium-argon dating of numerous samples. Rock art sites could
also be dated through their association with archaeological sites.

This method has been severely criticized. An initial problem is the lack of understanding about how rock
varnish forms. Dorn assumes that rock varnish begins to accumulate soon after the rock surface is
exposed. Whether this is the case or not is unknown at this time. The components of rock varnish can
also be problematic. The clays that form most of the varnish are deposited on rocks through wind-borne
dust. Changes in the amount of dust in the air could affect how much dust was deposited on rocks.
Also, different kinds of dust might have different quantities of potassium, calcium, and titanium. Varnish
could be formed from more than one source of clay, and as a result have differing chemical compositions.
The cation-ratios may also differ among various varnish samples. Leaching rates also could vary
substantially within a small area.

Leaching rates are established by estimating the age of the sample through potassium argon dating.
Potassium argon dating is not problem-free and is believed to over-estimate dates under certain
circumstances. Perhaps the most serious problem with the cation-ratio method are studies that show that
the chemical composition of underlying rock may be the causal factor in ratio differences. As a result of
the many problems, few researchers believe that this method has the potential to provide accurate rock
varnish dates (Reneau and Raymond 1991; Dragovich 1988).

Accelerated Mass Spectrometry

Dorn developed a second method of dating using accelerated mass spectrometry (AMS). This method
dates organic material incorporated into varnish. Organic material is absorbed into the clays and oxides
that form rock varnish. Examination of rock varnish under high magnification by Dorn indicated that
much of this organic material was still present and could be extracted and dated using the newly
developed AMS technique. Analysis of the organic remains suggests that plants in the vicinity of the
rock-varnished surface were the source of the organic matter.

A large area of rock surface must be scraped in order to produce an AMS date from rock varnish (1,500
to 20,000 cm®). The basal rock-varnish layer must also be sampled because this is the oldest varnish on
the rock, closest to the date when the rock surface was exposed. Hydrochloric and hydrofluoric acids are
used to remove carbonates and silicates; sodium dithionite and acidified hydroxylamine hydrochloride
are used to removed iron and manganese oxides. The remaining sample is dated using the AMS
technique. Occasionally, samples of the underlying rock are dated to check to see whether it has been
contaminated (the underlying rock should have little to no organic material).

Dorn has dated both artifacts and rock art with this method. Some of his dates have been very old,
induding several that suggest a pre-Paleo-Indian occupation of the North American continent (Whitley
and Dorn 1993). As a result, the AMS technique has been vigorously criticized. The criticism is directed
toward two problem areas. Rock varnish develops in patches that join through time. When a large
sample is scraped, both older and younger organic material is collected. The resulting date may not
accurately represent the date when the rock surface was first exposed. A second problem is that varnish
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thickness varies, and scraping methods are not refined to the point that collection of only the basal
layer .is assured. Another problem is that it is possible that older organic material, present in airborne
dust, is a constituent of rock varnish. These materials could result in older dates. Dorn’s recent dating of
artifacts to 21,400 to 12,400 B.P. suggests that this may be happening (Dorn et al. 1986). Lastly %his
technique is destructive and can damage rock art. The amount of damage must be weighed agains,t the
potential knowledge extracted from the removed rock varnish.

Carbon Dating of Pigments

The pigments used to create paints often contain small amounts of organic material, especially in the
case of black pigments, which are often carbon-based. These organic materials can be dated through
carbon-14 or AMS techniques. At present, this method has been used in Europe and Australia; it has only
recently been used in the Southwest (Chaffee et al. 1993).

A recently developed method uses low-temperature oxygen plasma to extract organic materials from
prehistoric paint in order to provide carbon-14 for accelerator mass spectrometry (Russ et al. 1992). The
method has provided dates that are in accordance with the expected date of the tested pictographs. In
order to use this method, the extracted pigment must be free from recent contaminants, including
hydrocarbon-based preservatives. The pigment must have an organic base, and the person taking the
sample must be able to identify and segregate organic materials incorporated into the underlying rock
(Chaffee et al. 1994).

Stylistic Comparisons

Early rock art researchers recognized parallels between rock art elements and those found on ceramics,
basketry, fabrics, and painted wood items. It is reasonable to assume that elements were not media-
specific. In other words, prehistoric artisans probably did not have one set of elements that they could
only paint on ceramics and another that they could only chip onto rock surfaces. In some cases, the media
being decorated would limit the kinds of elements, for instance, petroglyph images are usually less
elaborate than ceramic elements because the use of a paint brush allows finer lines to be applied to

pottery.

Examination of elements indicates that many cross-cut different media (Lindauer and Zaslow 1994). As
well their treatment, the ways different elements are combined to form a composition have been found in
more than one media. By carefully comparing elements, rock art researchers can uncover these similar
elements. Most ceramic kinds are well-dated, and basketry and fabrics can be dated using carbon-14 or
AMS methods or through their association with other artifacts. Rock art images that are duplicated on
other media can thus be dated, if certain precautions are undertaken.

One precaution is that researchers need understand the history of elements before assigning dates to rock
art. As an example, spirals are a common element for Hohokam petroglyphs. Similarly, spirals are
found on pottery for much of the Hohokam chronology. This element would not be suitable for dating the
rock art elements due to the broad time span during which it was used. On the other hand, Campbell
Grant (1978) noted that a piece of Kana-a-Gray ware, which dates from A.D. 700 to 900, matched the
crab-claw bighorn sheep images found at Canyon de Chelly. Because bighorn sheep imagery changed
through time, it is highly probably that the crab claw sheep on the ceramic vessel was created at about
the same time artists were chipping the image onto rock surfaces. This case highlights the importance
of recording rock art sites completely and reporting the range of elements present. Dating rock art
through stylistic comparisons will become easier once the full range of element diversity is known.
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Seriation

Another method for dating rock art sites requires old and new techniques to be used together. Seriation,
in which counts of a certain attribute are tabulated, was a technique that revolutionized the study of
ceramics and contributed to a better understanding of chronology in late nineteenth-century Southwestern
archaeology. Loendorf (1994) suggests that a comparison of the frequency of elements at sites can allow
a seriation chart to be developed, with the increase and decrease in certain images graphically charted.
When combined with modern dating methods, such as AMS and cation ratio, these seriated charts can
provide rough chronological dates for other rock art sites.

Distinctive Material Culture

The presence of elements depicting certain kinds of material culture (artifacts) may be useful for
establishing rough dates for rock art. Atlatls are a tool used to aid hunters when throwing spears. This
device was often used by the Archaic period people. Sometime around A.D. 1 the bow and arrow began
to be used. Bows and arrows provided hunters with a more accurate method for hunting game and
replaced the atlatl in a few hundred years. Rock art containing bow and arrow images must date to after
that time (Figure 2.5).

Another example is historic rock art with horse and rider images must date to after the Euro-American
entrance into the Southwest. While the number of useful, datable images is few, they can provide
important clues for dating rock art.

Summary of Dating Techniques

In summary, dating rock art remains a major problem. Rock art sites were basically ignored by
archaeologists up until the last 30 years because excavators were more interested in studying conventional
sites. While the archaeologists developed many techniques to date these sites, the techniques were not
applicable, in most cases, for use on rock art. This is partly a result of the fairly recent development of
techniques to date rock varnish. The methods are gradually being tested, refined, and rejected. More
traditional methods of dating, such as the association with diagnostic artifacts and similar stylistic
traditions, must be used cautiously. In many cases, it is impossible to show that a rock art site was
created at the same time the associated archaeological site was occupied. In the case of stylistic trends,
many have long histories, and the full range of element traditions has not been adequately documented
for some media.

The future will see increasing refinement of dating methods and the development of new techniques.
Current methods have been extensively criticized; however, these methods are in the development stage
and are being refined as their problems are better understood. Radiocarbon techniques went through
similar processes early in their development. Other concerns are the fact that these methods are
destructive in nature, and that rock art is damaged when samples are taken. The new techniques rely on
smaller and smaller samples; thus, the damage to the rock art may be mitigated by the knowledge gained
through dating the work.

More traditional techniques will also be explored as well. In part, this will occur because they are low-
cost, the research can be conducted by avocational archaeologists, and the techniques are non-destructive.
Further work using patination studies, stylistic comparisons, and superpositioning, as well as a better
understanding of the distribution of specific elements and sets of elements, will provide valuable new data
and allow more sites to be dated. It is probable that using different techniques in conjunction with one
another, such as patination studies of stylistic trends, may be employed with greater frequency.
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Figure 2.5. Atlatls were invented prior to the bow and arrow: a, Most atlat] images date to the
Archaic period; b, younger bow-and-arrow images, Sears Point (photos by H. Wallace).
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THE FUNCTION OF ROCK ART

One writer has noted that "Rock Art means many things to many viewers" (Wood 1976). The puzzle as
to what rock art meant to its creators has yet to be pieced together, and in all likelihood, it will never be
completely assembled. Because we do not have the opportunity to talk to thg artists or watch _them create
images, we will never know for sure the reasons they chose to carve, paint, or scrape thglr elemen.ts.
However, through the analysis of rock art location, element distribution, and association with other site
kinds, we can narrow the range of possibilities. Also, consultation with knowledgeable Native Americans
can provide insights as to the function of a rock art site.

Wallace (1983:236-239) outlined six possible functions of rock art in his discussion of the Rillito Peak
petroglyphs. His explanations can be applied to pictographs and geoglyphs as well. The easiest
explanation is that rock art may have served as doodling or graffiti, serving as an activity to take up idle
time and busy hands. In such a scenario, one would expect extensive rock art to occur in the vicinity of
village sites, where much time would have been spent, or in areas where activities frequently occurred,
such as near agricultural fields or resource procurement areas. While many rock art sites are found near
these places, many others are not. Frequently, rock art is found in isolated areas away from village sites
or activity areas. Additionally, the investment in terms of time and energy in order to create rock art is
substantial. Petroglyph creation requires patience and skill to chip away rock varnish. Pictograph
production can only be completed after brushes are made and pigments prepared. Geoglyphs can be
quite large and require the scraping and piling of gravel and earth. Doodling or graffiti is usually a spur-
of-the-moment activity; therefore, it seems improbable that prehistoric rock art creation was simply a
result of boredom or the need to use up extra time.

Another suggestion is that rock art may have been a mnemonic device. Mnemonic devices are used to
assist a person in remembering something. Rock art could function is this way by helping the creator or
his/her associates to remember a location for a specific reason. An example would be a rock quarry site,
where a person might paint or carve a stone tool to indicate that quality stone was present. Mallery (1886)
was the first rock art researcher to study this issue. He had thought that rock art was a form of "picture
writing", or that the images told messages that could be understood if one had a key to the symbols.
Eventually, Mallery realized that rock art found in North America probably meant something to the
creator; however, without ethnographic informant data, this meaning was lost.

Ferg (1979:115) and Wallace (1983) also found no indications that specific images represented certain ideas
or meanings. If the mnemonic devices were idiosyncratic, symbolic, or one-time-only elements, then it
would be impossible to interpret them because we cannot ask the creator what they meant. Therefore,
it is possible that rock art had mnemonic uses, but we cannot interpret them given our current knowledge.

Some rock art probably represents clan or totem symbols. Colton (1946) and Colton and Colton (1931)
have documented the use of petroglyphs at the Willow Springs site as clan symbols. Members of a clan
would stop and mark the boulders with their specific elements, resulting in a boulder covered with
repeated elements. Similar repeated elements are found at rock art sites in other locations (such as lines
of quadrupeds found at Hohokam sites or lines of anthropomorphs found at Anasazi sites). Lines of
similar figures could merely represent an artist's liking for that particular image or may have been
important for other reasons, such as the creation of a hunting scene. Clan symbols can be almost any size,
making the identification difficult.

Isolated elements could also represent these symbols. Grant (1978) believed that large, round pictographs
found near cliff dwellings in Canyon de Chelly may have represented clan symbols. As well, Turner
(1963) reported that Hopi informants identified clan symbols occasionally among the elements in Glen
Canyon.

In many cases, it may be impossible to know whether elements actually represent clan or totem symbols.
Similar to the problems associated with identifying mnemonic devices, one must know what the clan
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symbols were. Additionally, one must know something about the social structure of the group that made
the rock art. Wallace (1983:237) notes that unless information about social organization is known, it can
be difficult to state that they actually represent clan symbols and not some other element.

Decoration of one’s surroundings may have been a reason for creating rock art, at least for petroglyphs
and pictographs (the poor visibility of geoglyphs probably indicates that these were not created for
aesthetic purposes). Elements may have been carved or painted onto rocks in places where activities took
place, visually enhancing the area. Examples of such elements are often found in and around cliff
dwellings, where geometric elements and hand prints adorn the rock surfaces above roofs (Grant 1978).
The fact that rock art is often located at isolated locations indicates that not all rock art was purely
decorative in nature. It might be possible to investigate the occurrence of elements with activity and
living areas in order to identify those that may have been decorative in nature. However, this kind of
research has not been conducted to date.

Another explanation is that rock art served as trail markers, boundary markers, or territorial signaling
devices. Rock art is often found along prehistoric trails, game paths, and at resource procurement areas.
Besides telling the traveler that he or she was following the correct trail, the placement and design of
individual images may have told the traveler their location relative to other known locations. Julian
Hayden (1972) believed that he had uncovered evidence for Hohokam shell collection expeditions when
he noted shell-like elements along trails leading to the Gulf of California. Rock art could also serve as
a territorial marker, similar to modern graffiti, telling other visitors that they were on someone else’s turf
or warning them away.

Lastly, rock art could have ceremonial or religious significance. Many archaeologists and rock art
researchers believe that rock art was created as a part of religious activities. As well, Native Americans
often interpret rock art locations as sacred sites. The belief that rock art sites were created as part of
religious activities is a strong current in rock art studies. The question is, how does one identify whether
a rock art site was created for religious purposes or for some other reason?

A number of approaches can be undertaken. One is to use ethnographic or informant data to identify
such sites. In some cases, religious imagery that was formerly used or is currently used by Arizona
Native Americans is present (Cole 1992). It is usually assumed that the site had a religious aspect due
to these images; however, it is important to consider that certain elements may have started out in the
secular realm before becoming religious in nature. As an example from Western history, the crucifix was
used as a mode of execution by the Romans for many years. It was only after Christ was crucified that
the cross took on a religious meaning.

Many researchers have suggested that rock art was created during shamanic rituals. Among these rituals
were those that took place prior to hunting excursions. Rock art depicting animals, hunters, or weapons
is often believed to be associated with such rituals. Unfortunately, there is little evidence to support such
claims.

Another way to identify ceremonial rock art is through its placement. Art found in normally inaccessible
places, such as inside caves, was most likely produced during religious events. It is doubtful that
individuals would enter dark, enclosed areas for other purposes, such as resource collection or shelter.
However, the number of cave sites is quite small; most rock art is found in open, exposed areas.

In Arizona, cases where rock art can be shown to be ceremonial or religious in nature are common. Most
geoglyph figures are believed to have been created during or for religious events. Basically, the elements
are difficult to see from ground level, especially in the case of representational figures. Explanations
which rely on ethnographic accounts and Native American legends appear to satisfactorily explain their
function.
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Repeated use of areas for dancing has resulted in circles or vague geometric areas where the gr.avel has
been tamped down. Johnson (1986:16-20) notes that ethnographic accounts confirm that dancing took
place as part of ceremonial activities, sometimes involving healing rituals. The geoglyphs could be created
by either removing gravel from an area to clear a dance path or by repeatedly traveling over the same
area, stomping the element into the ground. Johnson suggests that geoglyphs may be related to Navajo
sand paintings, which are in essence another form of rock art, although an impermanent kind.

Representational geoglyph figures are also thought have been created for ceremonial reasons. Mohave,
Hopi, and Quechan legends all refer to twin figures. These figures represent two cultural heroes, one
known as the Creation God and the other an apparent evil twin (Johnson 1986:40). Other figures are
thought to have been created during healing ceremonies and coming-of-age rites.

Many petroglyph and pictograph images may be religious in nature. For example, Sally Cole has explored
katsina iconography found at the Homol’ovi sites in northeastern Arizona. Katsinas are anthropomorphic
figures that are historically used in Hopi religious ceremonies. They were developed in the prehistoric
period, possibly as a means to integrate groups of people that were suddenly forced to live together.
Many of the carved images she found resembled modern katsinas or examples found on prehistoric kiva
walls. Cole noted that katsina petroglyph images were made to be visible and were located along paths
or in close proximity to pueblos (1992:151). Visibility of these images may have been an important means
of creating group identity, similar to the use of flags or other patriotic imagery. Schaafsma (1981, 1994)
and Adams (1991) have examined the use of katsina imagery in great detail.

Other identifications of rock art as religious imagery abound. Wallace (1991) notes that the pipette figure,
found only at Hohokam sites, may be related to a Mesoamerican mythological figure known at Tlaloc.
Identification of Mesoamerican-influenced rock art imagery has not been systematic to date. Future work
may help better understand Mesoamerican corrections to the Southwest. Painted eagles found at the
Garden Canyon site may have religious significance (Altschul et al. 1993). Grant (1978) interprets may
of the rock art elements found in Canyon de Chelly as being religious in nature. Specifically, these
include flute players, birds, and shaman-like anthropomorphs. Among the many interpretations for these
images are that they were created during life crises such as birth, puberty rituals, or initiations; to help
increase fertility; or to aid in weather control (Bruder 1983:5).

Hoskinson (1990) has discovered that some petroglyphs appear to be associated with rocks struck by
lightning. The relationship between rock art sites and natural and cultural features has been explored
frequently, but this complex issue is still not completely understood.

Many researchers believe that rock art is associated with prehistoric astronomical observations. The study
of the possible astronomical significance of rock art involves examining the relationship between specific
panels or elements on a panel and certain celestial events. Typically, researchers watch how the alignment
of the sun, moon, and stars interacts with rock art during the summer and winter solstices and the
equinox. Also, researchers examine the alignments of prehistoric structures and search ethnographic
accounts for evidence of monitoring the movements of the sun, moon, and stars (Preston and Preston 1987;
Malville and Putnam 1989; Hoskinson 1992).

Spirals and circles, some with attached wavy lines, have often been associated with solar observations
(Preston and Preston 1987). Recent studies of petroglyphs and geoglyphs in Arizona have focused on
archaeoastronomy, but not all researchers agree on what the results mean. Examples of historic
archaeoastronomical rock art exist, including the "observatories” painted on cave ceilings by the Navajo
in Canyon de Chelly (Grant 1978).

A seventh possible function of rock art is to record historical events (Figure 2.6). This is known to be the
case for a number of historic pictographs (Grant 1978:223). This may also have been the case in the
prehistoric period. Petroglyph scenes with hunters and quadrupeds are present at many Hohokam sites.
While some think that the scenes may have been created as part of a ritual prior to a hunt, it is also
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Figure 2.6. Rock art scenes may record historical events: a, hunting scene from Gila Bend (photo by P.
Whitley, 1989); b, Anasazi hunting scene from Crack-in-Rock Ruins, Wupatki (photo by P.
Whitley, 1992).
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possible that the scenes were created afterwards to commemorate a successful hunt. In other cases, rock
artists may have been depicting people, activities, animals, and other aspects of their daily lives. Several
cases where prehistoric people were creating depictions of their surroundings in the form of maps have
also been located.

One such map has been identified at Picacho Peak in Arizona ("An Ancient Map Pecked into Stone?"
1986). Another has been located in southern Utah (Prescott 1994).

Numerous scenes have been discovered at Anasazi sites. McCreery (1992) documents several scenes,
including probable religious events. For example, she has analyzed and identified a cross-barred shaft
as a paho stick, used in religious ceremonies. She subsequently examined petroglyphs throughout the
Anasazi area and found numerous examples of hunting scenes with paho sticks, suggesting that scenes
may represent both historical and religious events.

Currently, archaeologists are not able to determine the function of every rock art site. Ethnographic
accounts and informant data have identified many examples; unfortunately, many Native Americans
admit they are unsure what specific examples of rock art represent. In these cases, function must be
explored through the study of the rock art placement, the kinds of elements present, and a comparison
with images found on other media. Despite the difficulties inherent in interpreting rock art, it is expected
that future studies will provide answers to the basic question of why rock art was created.

PALEOENVIRONMENTAL RECONSTRUCTION

Dorn (1992) has suggested that the analysis of thin sections of rock varnish can provide clues to the
paleoenvironmental conditions that existed at the time the rock art was created. In order to be suitable
for analysis, the rock varnish must have continuous layers with no periods during which the varnish
eroded away. Eroded rock varnish may exhibit pits or truncations. Agents causing erosion can include
fungi, wind, and wind-blown particles (Dorn 1992:2-5). A small chip is removed from the rock surface
with a tungsten-carbide needle and then mounted on a glass slide for examination under a microscope
or through electron microscopy.

Dorn has found four paleoenvironmental signals that can be evaluated with this method: 1)
Paleoalkalinity results in rock varnish with reduced amounts of manganese; 2) Paleosilica skins can form
on petroglyphs during times of greater moisture; 3) varying levels of paleodust settling result in changes
in the micromorphology of the rock varnish. When more dust settles, the rock varnish layers are more
layered; and 4) paleovegetation patterns can be examined through analysis of carbon isotopes caught in
the varnish. Plants have differing types of carbon isotopes, and these types vary with how wet or dry
the area adjacent to the rock varnish is. Dorn notes that paleovegetation studies are preliminary, and
much work needs to be done on this topic (Dorn 1992:14-15). Eventually these methods may also be
useful for determining the age of rock art since it may possible to link environmental fluctuations to rock
varnish changes.

OTHER RESEARCH TOPICS

As more people have become involved in rock art research, the topics covered have diversified. Whitley
(1994) and Bass (1994) have examined the issue of gender. Bass’s study attempted to identify sexually
specific imagery. It has proven difficult, if not impossible, to identify rock art elements that would have
been created by persons of only one sex. In part, this is because we don’t know what many elements
represent. Also, the meaning of certain elements may have changed through time. Bass suggests that
female shamans may have created some rock art and that identifying artifacts and /or activities associated
with females may be possible. Ethnographic research is one method to help understand gender roles in
rock art creation.
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Christiansen (1994) has briefly touched on this issue, suggesting that the gender of the person who
chipped designs onto rock surfaces might be identified through the presence of designs associated with
artifacts manufactured by persons of only one sex.

The identification and study of shamanistic images has been an undercurrent throughout the history of
rock art studies. Whitley’s (1994) studies of rock art found in the Cosa Range in California indicates that
a careful examination of rock art, the ethnographic record of a group, and archaeological data can result
in a better understanding of how ancient cultures changed through time.

Several researchers have delved into the role that religious rituals, some of which involved the partaking
of hallucinogenic substances; the development of trance states through fasting, chanting, or strenuous
activities; and the interpretation of dreams played in the creation of rock art. They call art created during
or as a result of these activities entopic art (Whitley 1994; Lewis-Williams and Dowson 1988). Whitley
(1994) notes that Native American informants have explained that rock art sites depict men’s dreams.
Identification of these images requires Native American participation and may be made difficult by the
age of a site (with no living informants) or by the desire of Native Americans to keep the information
secret or personal.

PREHISTORIC EARTHQUAKE IDENTIFICATION

One unusual outcome of rock art research has been the identification of the occurrence of several
prehistoric earthquakes in Arizona. In 1887, a major quake struck northern Mexico. In Tucson and
surrounding areas, buildings cracked, boulders rolled down mountain sides, and unusual geological
events took place. During the historic period, other earthquakes have shaken the state, but none appear
to have been of this magnitude. Was this the worst quake to strike Arizona in the last few thousands of
years?

Wallace and Holmlund’s 1986 study of the Picacho Peak rock art sites brought to light evidence suggesting
that at least two major earthquakes have taken place in southern Arizona in the past. The evidence for
the quakes was found in cases where boulders had moved after the glyphs were pecked on them and
where boulders were scarred after being struck by or striking other rocks. After recognizing that the only
probable cause for this was earth movement, Holmlund (1986) developed a set of characteristics indicative
of earthquake activity.

These characteristics include cases where a lighter, patinated boulder rests on top of darker patinated
boulders; where petroglyph elements were damaged or broken, including cases where newly exposed
areas are partially repatinated; the presence of elements which would have been impossible to peck, given
the position of rocks; and the placement of elements on surfaces exposed during seismic activities.

Based on their study of the Picacho Peak glyphs, Wallace and Holmlund (1986) document two major
prehistoric earthquakes that rattled southern Arizona, one occurring when the Gila or Hohokam style first
appeared on the scene, and one sometime in the late Sedentary or early Classic period. In addition,
evidence for the 1887 quake was also visible. At present, these earthquakes have yet to be precisely dated;
however, the recently developed cation and radiocarbon techniques, coupled with attempts to date rock
movements using lichen, hold promise for the future. Paleo-earthquakes are usually dated through
carbon-14 dating along fault scarps. This method may help confirm or modify the events documented
by Wallace and Holmlund.

Historic vandalism is one problem that must be dealt with because movement of boulders, along with
recent scratches and scrapes, can obscure marks left during earthquake episodes. Future researchers
should be aware of earthquake-induced movement of and damage to boulders. The evidence from
Wallace and Holmlund’s 1986 study suggests that a major earthquake occurs every 500 or so years.
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SUMMARY OF ROCK ART STUDIES

Rock art research has increased in intensity within the last 30 years, primarily as a result of increased
development in the Southwest, spurring cultural resource studies, and also because archaeologists have
realized that important data can be found in these prehistoric images.

Recording techniques are becoming more scientifically oriented, with an interest in standardizing data
collection, developing the most practical and non-destructive approaches, and collecting the most
information possible. Often these site records are the only way to view rock art locations that are
geographically inaccessible or have been destroyed by vandals, looters, and development. One concern
is that these site records be available for others to examine. It is suggested that they be archived at one
of the state institutions that maintain site files. In addition, archival-quality materials should be used to
aid in the preservation of the data. Photographs, drawings, maps, and text can also be placed in computer
databases and conserved in electronic formats. These formats allow the data to be copied and preserved
in several locations, increasing researcher access and preventing the loss of data should a catastrophic
event destroy a facility.

A primary concern for researchers has been to determine the date of rock art. Traditional means of dating
have relied on association with nearby archaeological sites, a comparison of stylistic characteristics
between differing media, and the study of superpositioning. New methods include patination studies,
dating rock varnish through cation-ratio or AMS techniques, and the study of lichen growth. Each
method has problems associated with it, but researchers are refining these methods and devising new
ways of dating rock art.

Rock art was probably created for a number of purposes. Deciphering the reasons a particular panel of
petroglyphs, a particular geoglyph, or a painting were made is difficult. Ethnographic and informant data
suggest that many depictions were fashioned during ceremonies or religious events. Others are known
to have been clan symbols, marking territory or serving as a sign that someone had visited the site. Other
possible explanations are that rock art commemorated events, served as an activity to pass the time,
provided information about game and other resources, decorated areas, or marked trails. While functional
interpretations are often difficult, through various locational, diversity, and proximity analyses, one can
identify clues to who was making the elements and their role in that person’s society.

One bonus to rock art studies has been the identification of prehistoric earthquakes. Other new areas of
study, many incorporating rock varnish analysis, are developing (Dorn 1991). One major topic of study
the identification of rock art styles, remains to be addressed. This topic is presented in detail in Chapter
3



CHAPTER 3 AAAAAAS
ARIZONA ROCK ART STYLES

Researchers studying Arizona rock art have come to recognize that the images differ from place to place.
One set of panels may be covered with painted pictures of humans. Another rock outcropping may have
dozens of geometric forms pecked onto its surfaces, many almost completely invisible through weathering
and repatination. The elements placed on rock surfaces vary from area to area and also through time.
What do these differences mean?

Archaeologists have long recognized that sets of images, or styles, are clearly associated with cultural
groups. As these groups change, developing new traditions and ways of life, styles change concurrently.
Archaeologists are interested in identifying and studying style because it can provide basic data on
cultural group boundaries and changes in traditions. Style also may provide insights into what was
important to the prehistoric artists and their societies.

What exactly is style? Definitions of style are often long and complex, full of words that the average
person rarely uses. Basically, a style is created by artists who consistently select certain elements within
a range of possible elements. The appropriateness of these elements is established by the artist’s society.
The artist usually stays within these boundaries, although innovation and copying occur and account for
the gradual change that takes place.

Style is very important to people. At the lowest level, it serves to unify them and create a group identity.
As an example, clothing styles are one way people communicate to others about their cultural background,
lifestyles, income, or position. Glancing at people, one can usually place them into categories based on
what they are wearing. Similarly, prehistoric people could look at rock art and understand that it was
created by a certain group, perhaps for a certain reason.

Unfortunately, rock art researchers do not have the option of asking prehistoric people whether a certain
rock art style was used by one group or why the rock art was created. Instead, the researchers must
examine rock art over a broad area in order to identify the patterns that define a style. In Arizona, many
rock art styles have been identified due to distinctive sets of elements, techniques, and their geographical
locations.

This chapter begins with a discussion of Arizona style names and how the names used in this report were
determined. This is followed by a brief overview of Arizona prehistory. Finally, each rock art style is
described in detail, with the characteristic images of each named. The location for the style is mapped,
and representative elements are illustrated in photographs or drawings. The style section is divided into
three broad time periods, and within each time period, geographical or cultural divisions are made. Each
cultural group is briefly summarized to give the reader an impression of its history.

ARIZONA STYLE NAMES

A serious problem with rock art studies is the proliferation of style names. Many recognized styles have
two, three, or even four different names. Unlike ceramicists, who create style names that are documented
and then used by other researchers, rock art studies are plagued by the continual creation of new names.
This creates confusion when one researcher uses a variant, whereas another uses a different name. A
review of naming procedures used by researchers classifying Arizona rock art indicates that researchers
have used temporal designations (i.e., Basketmaker III-Early Pueblo), locational designations (Glen
Canyon 5), or a combination of locational and descriptive (Barrier Canyon Anthropomorph). In this
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report, each style is given a three-part name. The first word is the name for the cultural group thought
to have created the rock art. The second name is a descriptive name that has been given to a style by a
previous researcher. (The second name may actually have two words due to past naming practices and
can either be locational, temporal, or descriptive in nature.) The third name is the particular kind of rock
art represented (petroglyph, pictograph, or geoglyph).

As each style is discussed, all previous style names are also presented. It is hoped that future researchers
will select a standard style nomenclature and that researchers will consistently use these names. It has
proven to be extremely difficult to map the distribution of rock art sites using style names provided in
site records.

It is recognized that many people will be unhappy about the methods used to assign style names in this
report. Style is one of the more difficult areas of rock art research because it has been so subjective to
date. It is hoped that this report will spur a more conservative attitude for style name creation.

A BRIEF OVERVIEW OF ARIZONA PREHISTORY

Before discussing rock art, a brief overview of Arizona’s prehistory and history is necessary. The state
was first visited by people more than 10,000 years ago. These early people are called Paleoindians by
archaeologists; no one knows what they actually called themselves. Paleoindians were first recognized
archaeologically after several kill sites were discovered, each with the distinctive fluted points associated
with the bones of extinct megafauna. Scientists came to believe that the Paleoindians were mobile big-
game hunters, traveling behind the herds of mammoths and other animals that populated the state at that
time. There was a tendency to focus on these spectacular sites because they were easier to discover and
interpret. However, much of a Paleoindian’s time probably was spent gathering plant foods and hunting
small game.

In any case, the herds of mammoth, camelid, giant sloth, and large forms of bison eventually died out,
either due to overhunting or possibly because of environmental changes. By 5500 B.C., the Paleoindians
had to seek out a new lifestyle (Cordell 1984:122-123).

The Archaic period (5500 B.C. to A.D. 100) saw the development of hunting directed toward rabbit-sized
and deer-sized animals and the use of many species of wild plants. The Archaic people were probably
quite mobile, moving to new places after exhausting resources in an area. Archaic period sites are
identified through the presence of distinctive projectile points and the presence of grinding stones used
to process plant foods. The discovery of village sites indicates that some groups settled in the same area,
perhaps growing the new crops brought in from Mesoamerica, to the south.

In Arizona the development of agriculturally based communities began around 1200 to 1000 B.C.
Originally, agriculture may haye been a part-time activity; people still depended on hunting and gathering
of foodstuffs for most of their diet. Through time, agriculture became more important to these people,
and as a result, they became more restricted to the area they canvassed for food and raw materials.
Several cultural groups developed, living in similar ways but distinguished by certain kinds of artifacts
or ways of constructing their houses. We know them today as the Hohokam, Anasazi, and Mogollon, and
like the other earlier groups, what they called themselves is unknown. It is known that they were skilled
in surviving in the desert Southwest. They developed new techniques to grow crops, including the use
of irrigation. Craft production rose to new artistic peaks with the creation of decorated pottery and
intricately woven fabrics and basketry. Ceremonial activities also became more elaborate, with carefully
constructed facilities such as ballcourts and kivas. The Hohokam civilization grew increasingly complex
and then quickly disappeared into the desert. The Anasazi and Mogollon people survived environmental
and social problems and were found still living in their pueblos when the earliest Spanish explorers
passed through Arizona in the 1540s (Plog 1979; Martin 1979).
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The arrival of the Spaniards forever changed the lives of Arizona Native American groups. Many died
as European diseases ravaged communities. Others faced new hardships brought on by changing
intertribal relationships, exposure to new technology and ways of life, and integration into the Euro-
American culture. Currently, about three million people reside in Arizona.

THE OLDEST ROCK ART IN ARIZONA

When was the first rock art created in Arizona? Other parts of the world, such as Europe and Australia,
have very old rock art that dates to the end of the last ice age, perhaps as much as 40,000 to 50,000 years
ago. Currently, the oldest rock art in Arizona is believed to be from the Archaic period. However, it is
possible that older art exists. Paleoindian petroglyphs may not have been recognized due to their
complete repatination, loss through weathering, or because elements thought to be Archaic period in
origin may actually be Paleoindian. The problem of determining the date of the oldest rock art will not
be solved until dating methods have been rigorously tested.

Whitley and Dorn (1993) have dated a geometric petroglyph from Petrified Forest National Park to the
"Pre-Clovis" period. They extracted organic material from below the rock varnish layer in the weathering
rind and interface layers. From this material, they obtained accelerator mass spectroscopy dates of about
18,200 and 16,600 years ago. These dates support their cation-ratio dates. Whether this petroglyph was
created by a Pre-Clovis person remains uncertain since the dates and the techniques used are new and
are currently controversial.

The examination of rock art sites throughout the greater Southwest resulted in the identification of a
similar set of elements that were heavily repatinated, often lying below later elements. Unlike the later
elements, the older glyphs are remarkably similar, suggesting that they were created by a very mobile set
of people. In all likelihood, the creators of these elements were the Archaic period people.

As noted, the Archaic period saw an emphasis on hunting of small animals and the gathering of plants.
The megafauna that the Paleoindians hunted were gone, replaced by the species such as elk, bison, deer,
and antelope, among others. Archaic people developed new technologies and hunting methods in order
to capture these species. The use of plant foods increased. Cultivated plants were introduced from
Mesoamerica, however these plants were very gradually adopted and probably had little effect on people’s
lives until about 1 A.D. (Cordell 1984:153). Decreasing mobility is suggested by the use of local stone for
tools. Baskets were used as containers, pottery was yet to be extensively produced. We know little about
these people’s religion except that the small fired clay figurines, typically of females, may have been
important, perhaps as fertility symbols.

As noted above, people studying rock art in Arizona recognized that it wasn’t all created during the same
time period. It was obvious that some images were older than others. In many cases elements had been
placed on top of earlier images. In other cases, images placed on the same rock art surface have
weathered differently. By studying superpositioning, patination, and differential weathering, it was
possible to determine that the earlier images differed significantly from later images. These earlier images
have been named the Western or Desert Archaic style. Some refer to this style as the Great Basin
Abstract style; however since Arizona is clearly outside of the Great Basin, the name Western Archaic
Petroglyph style is used in this report.

The Western Archaic style was originally defined by Heizer and Baumhoff (1962), and it was also used
by Schaafsma (1975, 1980:36-43), Hedges (1982), Hedges and Hamann (1992, 1993, 1994), and Wallace and
Holmlund (1986). This element is found throughout Arizona, into eastern California, northern Chihuahua
and possibly Sonora, southwestern Colorado, southern Utah, and eastern New Mexico. It dates to the
Archaic period and in southern Arizona may have continued into the Hohokam Colonial period (perhaps
as late as A.D. 800). Western Archaic rock art sites have been dated in New Mexico and Colorado,
through the lack of bow-and-arrow elements and the presence of atlatls, site associations, carbon-14 dating
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of overlying deposits, and AMS dating, as well as through Hohokam ceramic element correlations
(Schaafsma 1980; Wallace 1989).

Western Archaic rock art elements are typically abstract and curvilinear, and stylistic variability appears
to be quite low (Wallace 1989:37). Petroglyph elements are created through direct percussion; a
hammerstone was used to peck the elements. These elements often follow the shape and surface of the
rock panel upon which they are placed. Typical Western Archaic elements include grids, rakes, and
ladders (Figures 3.1-3.3) (see Table 3.1).

Examination of the names given to various elements brings out one problem of rock art studies—what
to call particular elements, especially geometric or abstract ones. Modern researchers have sought to
establish standard element names that will be used by other researchers. One benefit of using these names
is that this allows researchers to compare sets of elements among sites. One problem is that researchers
may not know what an element represents, and therefore, they have to create names, usually based on
the element’s resemblance to an everyday item. As an example, the “centipede/cornstalk" element is a
vertical line with smaller, perpendicular horizontal lines. While it resembles the centipede or corn stalk,
it may have represented something else to the artist. Therefore, it is important not to equate element
names with their interpretations.

Most Archaic period elements resemble those created by the later Hohokam. These include circles, bull’s-
eyes, concentric circles, sun disks, and parallel lines. In general, elements belonging to this style may be
identified through their heavy repatination, their occasional presence below later images, and the adaptive
use of rock surfaces during element placement. It should be noted that local variations occur for this style,
but these are not yet well defined across Arizona (Wallace and Holmlund 1986:84-86)

The Archaic Scratched style has been recognized throughout Arizona. These elements are old enough
to be completely repatinated, making it difficult to locate and interpret them. Elements are simple and
may consist of curved lines, lines of small tick marks, chevrons, grids, and asterisks. Reuse of the same
rock art panel is common, and as a result, individual patterns may be difficult to discern. Rectilinear
patterns, similar to those found in pecked Western Archaic petroglyphs, are the most common elements.
Occasionally zoomorphic elements are found, with snakes being the most prevalent (Pilles 1994). The date
of this style remains uncertain, and modern dating methods have yet to be applied.

There are a number of local Archaic period styles. Among these is the Chihuahuan Polychrome Abstract
Pictograph, which is distinct enough and located in a small enough area to be called a separate style,
although many of the elements are similar to the Desert Archaic Abstract Petroglyphs (Schaafsma 1980:49-
55; Burton 1988). This style consists of polychrome abstract elements in colors of yellow, red, orange,
black, and white. Characteristic elements include short parallel lines and zigzags (Schaafsma 1980:49).
Fringed lines, diamond chains, triangles, circles, dots, sunbursts, other abstract elements, and solid areas
of paint have also been found (Burton 1988:32). This style has been found in the Gila River Valley (Rucks
1983) and in southeast Arizona (Burton 1988).

In northern Arizona, there are a few examples of styles that are found mainly outside the state. The
Archaic Barrier Canyon Anthropomorph Pictograph style consists of paintings of long-bodied
anthropomorphs fashioned in dark colors. These figures stand in rows below rock overhangs, presenting
a ghost-like image (Figure 3.4) (Schaafsma 1980:61-72). Each figure is elongated and very abstract in form.
Arms and legs are often lacking, and torsos may be decorated with white dots and linear patterns.
Skeletal elements and figures with large staring eyes are distinctive. Zoomorphs include carnivores and
snakes, along with small flying birds. The style has been dated to be older than A.D. 350, possibly
extending as far back as 4000 B.C. The first recorded site of this style in Arizona is located in the Grand
Canyon, to the south of where it is most often found, possibly representing the southernmost expression
of this style (Schaafsma 1990). A few other sites with rock art of this style have subsequently been
identified in the Kaibab National Forest, northwest of the Grand Canyon. Davenport et al. (1992) report
Barrier Canyon pictographs at Snake Gulch, a northern tributary of the Grand Canyon. Pilles (1994) has
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Figure 3.1. Western Archaic Petroglyph elements are typically rectilinear or curvilinear: a, Petrified Forest National Park
(photo by R. Serface, 1991); b, Picacho Mountains (photo by P. Whitley, 1992).
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Figure 3.2. Grid and rake patterns are also typical of the Western Archaic Petroglyph tradition. Yuma Proving Ground
(Schaefer et al. 1993).
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Figure 3.3. Distribution of Western Archaic Petroglyph sites in Arizona documented in site records.
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Table 3.1. Typical Western Archaic Petroglyph Elements.

Category Description
Anthropomorph Footprint

Vulvaforms*
Material culture Atlatls
Zoomorph Centipedes / cornstalks
Geometric Grids

Gridirons

Rakes

Double rakes

Ladders

Sectioned rectangles*
Curvilinear margined grids*
Curve-backed rakes*

Single or sets of zigzags

*These elements may be unique to the Desert Archaic Abstract style.

also discovered several probably Barrier Canyon anthropomorphs in the Sedona area. These images have
white rectangular torsos outlined in red, rounded “lump” heads and white dots extending along arms and
across the figures’ foreheads. These elements may represent the southernmost occurrences of this style.

Allen (1994) feels that the Barrier Canyon name should not be applied to the Grand Canyon pictographs.
She prefers the name Grand Canyon Polychrome style and suggests that the designs found at eleven
northwestern Arizona sties differ from the definition of Barrier Canyon style. Specifically, she defines
the Grand Canyon Polychrome style as having crowded compositions, superimposed figures (often
simplistic white forms that are superimposed over polychrome images), distinctive elements such and
“panthers,” three-headed and / or knob-shouldered figures, and quadrupeds. Anthropomorph figures may
have eyelashes, painted fingernails, and polka-dot decorations, and many are life-size. Bodies are
typically long, narrow, and rectangular. Many figures have no necks or shoulders or have their arms
outstretched (Allen 1994:100) (see Figure 3.5). The images are painted in dark red, white, black, yellow,
ocher, and olive green. Whether these pictography sites represent Barrier Canyon or a separate Grand
Canyon Polychrome style will require further study.

The Archaic Glen Canyon Linear Petroglyph style (Schaafsma 1980:72-76) is found along the northeastern
border of Arizona. It is also known as Glen Canyon Style 5 (Turner 1963:7) (Figure 3.6). It consists of deeply
pecked, rectilinear outline forms. The elements are sometimes filled with horizontal and vertical
hatching, and solid pecked areas are rare. Animal figures include mountain sheep and deer. Human
figures have large torsos with arms and legs that are very simplified (Turner 1963:7). Elaborate
headdresses are sometimes present. Abstract elements associated with this style include wavy lines,
ticked lines, lines of dots, rakes, zigzags, ladders, connected circles, grids, and sunbursts (Turner 1963). Long
wandering lines are particularly distinctive. This particular style may bridge the cap between the
Archaic period and the Basketmaker Anasazi. Pilles (1975) and Schaafsma (1980:75-76) date the style to
the Basketmaker II period.
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Figure 3.4. Archaic Barrier Canyon Anthropomorph Pictographs have been recorded in the
Grand Canyon area. Shaman’s Gallery, Grand Canyon National Park (Schaafsma

1990, courtesy of the Arizona Archaeological and Historical Society).
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Figure 3.5. Archaic Barrier Canyon Anthropomorphs (also known as Grand Canyon Polychrome) style designs are found
in northeastern Arizona (Allen 1994).

Researchers often find rocks with ground areas (Figure 3.7). In California, these are known as the Pit and
Groove style. In that state, grooves are commonly found and pits are rare. In Arizona, the opposite is
true. Many are thought to date to the Archaic period, but they continued long afterward. There is not
even a consensus as to what these elements represent. Some believe they are art, whereas others suggest
that they were created as part of tool preparation or food-grinding activities. Two ground areas are
found: small round areas are known as cupule, and linear ground areas as grooves.

The basic problem (mentioned above) is whether these ground areas represent art or actually have a
functional role. Wallace and Holmlund (1986) argue that the pits or cupules represent areas where
ground stone tools or pestles were manufactured. They believe that multiple functions or activities were
involved in the creation of cupules. Many cupules are associated with petroglyphs, and they suggest that
the hammerstones used to make the elements may have been manufactured or retouched, creating cupules
in the process. Other cupules are found in association with bedrock mortars, which are large holes worn
into rocks. Bedrock mortars were used to process plant foods through pounding them with a large pestle.
The cupules may have been produced as a by-product when the grinding ends of pestles were blunted
for use in mortars (Wallace 1989:38-39). There are a few sites where cupules may have been created as
art; however, it is improbable that these actually can be thought of as a style (Wallace 1989:39).
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\_/

Figure 3.6. Archaic Glen Canyon Linear Petroglyphs are found in northern Arizona and are charactized by deeply pecked,
rectilinear life forms (Davenport et al. 1992).
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Coyote Mountains (photo by R.

a,

Cupules and bedrock mortars are often associated with rock art sites:

Figure 3.7.

Sutherland Wash (photo by H. Wallace).

b,

’

1993);

Serface,
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THE DEVELOPMENT OF REGIONAL DIFFERENCES IN ROCK ART

The Archaic people were probably quite mobile, moving from place to place as they used up local
resources. Eventually, some groups began to live in certain areas for extended periods of time, building
more substantial houses, growing crops, and developing new technologies such as pottery manufacturing.

The development of regional styles of rock art occurred during a time period that also saw pottery,
projectile points, houses, and other items become regionally diverse. People in certain areas chose one
way of doing things over other possibilities. The reasons for such decisions are complex, and we will
probably never know exactly why a certain method or style was chosen over another. One result of these
decisions is the ability to delineate cultural boundaries through the study of certain traits that distinguish
each cultural group.

Archaeologists have identified three large prehistoric cultural areas in Arizona: the Hohokam area in
southern Arizona, the Mogollon area in eastern Arizona, and the Anasazi area in northern Arizona. The
Sinagua area, in central Arizona, was home to a cultural group that existed from 600 to 1300 A.D. before
merging with the Hopi (Pilles 1987). Other cultural groups include the Salado in the Tonto Basin, the
Patayan in southwestern Arizona, the Western Pueblo in east-central Arizona, and the Trincheras culture
is southern Arizona. Within the larger cultural areas there are also smaller regional groups. As an
example, the Hohokam cultural area encompasses both the Phoenix and Tucson basin, but pottery kinds
differ between these two regions. In terms of rock art, the three larger groups have been well-
documented. Rock art researchers have been able to associate certain rock art styles with each of these
major prehistoric cultural groups in Arizona due to the geographic distribution of the rock art and because
the elements vary among areas. Each of the major cultural areas and its associated rock art is detailed
below (Western Pueblo images are included with Anasazi and the Trincheras with Hohokam in this
report).

Hohokam Rock Art

In southern Arizona, the Hohokam Petroglyph style and the Hohokam Pictograph style, also known as
the Gila style, are most commonly found (Figures 3.8-3.11). Associated with the Hohokam people, who
lived in the desert Southwest area around modern Phoenix and Tucson, these elements may have been
created from A.D. 800 to A.D. 1450. The desert Hohokam grew corn, beans, squash, and cotton through
dry farming, floodwater farming, or irrigation. They built their houses in shallow pits, using poles to
support mud-covered roofs. Ramadas shaded areas where cooking or craft activities may have taken
place. Later, many of the Hohokam chose to live in masonry and adobe pit and surface structures, some
residing inside walled areas called compounds. Other distinctive kinds of architecture are the ballcourts
and platform mounds, both of which may have served in Hohokam rituals. The Hohokam are well-
known for their creation of red-on-buff ceramics, etched and carved shell jewelry, turquoise mosaics, and
clay figurines. The Hohokam first cremated their dead, and then switched to inhumation burials.

The Hohokam also created large quantities of rock art, mainly petroglyphs. Most petroglyphs were
produced using the direct percussion technique (Wallace 1983). The quality of the rock art varies from
crudely pecked images to carefully executed scenes. Hammerstones have been found at a number of
petroglyph sites (Bostwick 1989:15). Occasional pictograph elements have been found; their rarity may
be a result of the lack of suitable surfaces or their placement on surfaces that were exposed to the
elements, preventing long-term preservation.

The images made by the Hohokam were extremely diverse; however, a number of generalizations can be
made. Both abstract and representational elements were created. Abstract or geometric elements include
curvilinear elements, often incorporating variations of circles ( Wellman 1979:78-79; Schaafsma 1980:93-91).
These include simple circles, spirals, scrolls, bull’s-eyes, and circles attached together by lines. Other
geometric elements include meandering lines and outlined crosses.
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Hohokam Petroglyphs include many variations of human stick figures: a, Saguaro National Monument (photo

by R. Serface, 1991); b, Pan Quemado (photo by P. Whitley, 1988).

Figure 3.9.
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Figure 3.10. Zoomorphs from Hohokam rock art sites are often quadrupeds that could represent
deer, antelope, dogs, or coyotes: a, Coyote Mountains (photo by R. Serface, 1991);
b, Gila Bend (photo by P. Whitley, 1988).

A distinctive Hohokam geometric element is the pipette. - « These bilaterally symmetrical,
lobed figures are believed to date to the Classic period (A.D. 1150 to 1450). Some of the pipettes have dots
or circles between lobes. What these symbols mean is unclear, although they may represent a
Mesoamerican deity, perhaps similar to one known as Tlaloc (Wallace and Holmlund 1986:151). Golio
et al. (1994) have documented the presence of 59 pipettes, 21 of which are found in the South Mountains
in Phoenix. They do not agree with the Tlaloc interpretation.



Arizona Rock Art Styles 77

Figure 3.11. Hohokam Petroglyph geometric elements often incorporate circular patterns: a,
Saguaro National Monument (photo by R. Serface, 1991); b, Organ Pipe National
Monument (photo by R. Serface, 1992).
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Representational figures are very common, often forming the majority of images at a particular site.
Anthropomorphs are usually simple stick figures. Human figures often show movement, engaging in
dance, flute playing, or in hunting (Jernigan 1992; Slifer and Duffield 1994:106). They are rarely elaborate;
however, some human figures have expanded torsos, sexual organs, fingers, and toes, along with
occasional headdresses, some of which may be feathers. Anthropomorphs found on Hohokam ceramics
are often very similar to those depicted on rock art.

Animal figures are often unidentifiable to a particular species. These quadrupeds may have expanded
midbodies or bellies. Some believe that they represent pregnant animals, whereas others think that this
was merely the Hohokam way of depicting animals. Identifiable species include dogs or coyotes,
mountain sheep, and deer or antelope. Sometimes the deer/antelope and mountain sheep have over-sized
antlers and horns or horns that are reversed. Rarer species depicted include snakes (coiled and extended),
turtles, birds, and insects. Lizards are common, although some of the lizards may actually be men with
exaggerated sexual organs. Bird elements are rarer, but have been found in the South Mountains. Table
3.2 lists elements commonly found at Hohokam rock art sites.

Schaafsma (1980:83-91) noted that Hohokam style petroglyphs have abstract and representational elements
appearing together on the same composition and that individual glyph placement was probably random.
This may be the case for some panels; however, many examples of scenes have since been identified
including possible births, a curing ceremony, hunting events, and a courtyard group map on Kitt Peak.
Martynec (1986) documents one scene involving hand-holding human stick figures and with one person
grasping a mountain sheep. Other scenes include lines of mountain sheep. Some of the reported
randomness is a result of the reuse of petroglyph sites over and over again, obscuring earlier integrated
elements.

Rock art researchers have reported element frequencies for a number of Hohokam petroglyph sites. These
counts were examined to determine whether Hohokam artists typically chose one kind of element over
another (See Table 3.3).

These frequencies indicate that there is considerable variability within the Hohokam Style area in terms
of what elements were pecked onto rocks. Schaafsma (1980) believed that the Phoenix area had more life
forms than the Tucson Basin, but this does not appear to be the case. Whether this variability
demonstrates a particular artist'’s or group of artists’ personal preferences, differing site functions, or
temporal differences remains unknown.

Attempts to discover regional differences in Hohokam rock art are in their initial stages. Certain style
markers such as hourglass-bodied anthropomorphs may be more common in the Phoenix area than in
outlying areas. Table 3.3 demonstrates that simple element tallies will not be sufficient to discern regional
variation. Instead, researchers must focus on the elements themselves, how they were made, and how
they were placed in relationship to one another on the rocks. This may also allow for an understanding
of how Hohokam rock art changed through time, an area that is also poorly known.

Non-archaeologists have noted that important information can be gleaned from rock art. David Brown
(1993) has tracked animal populations in Arizona through the study of rock art. He notes the lack of
javelinas in Hohokam petroglyphs, a fact that supports their recent movement into the state. Excavations
at prehistoric sites have also failed to uncover javelina remains. Similarly, the study of bighorn sheep
images may pinpoint their prehistoric distribution.

Ferg (1979) described what he called the Hohokam Scratched Petroglyph style. This style consists of lines
scratched onto rock faces. Originally thought to be modern vandalism, he discovered several examples
where the scratched elements underlay later pecked elements, indicating that they had greater antiquity,
possibly even dating to the Archaic period. Martynec (1986:108-109) and Wallace (1983:205) document
additional cases of scratched petroglyphs lying below later pecked examples. Martynec described the



Arizona Rock Art Styles 79

Table 3.2. Hohokam Petroglyph elements.

Category Description

Anthropomorphs  Stick figure humans
Expanded torso humans
Hourglass body humans
Zoomorphs Unidentified quadrupeds
Dogs or coyotes
Deer
Mountain lions
Antelope
Mountain sheep
Lizards and lizard-men
Snakes
Horned lizards
Rattlesnakes
Turkeys
Artifacts Bows and arrows
Spears
Flutes
Staffs

Geometrics Circles (circle clusters, chains, pairs, concentric circles,
chains, bull’s-eyes)

Dint patterns
Meandering lines
Pipettes

Table 3.3. Elements at Hohokam style rock art sites (percentages).

Site Anthropomorph Zoomorph Geometric
South Mountain?® 17 34 45
AZ T:8:102 (ASU)P 29 32 39
Black Mountain® 42 9 35
Cumero Mountaind 37 11 66
Sutherland Wash 154 23 16 59
Italian Trap9 34 18 48
Los Morteros® 19 6 73
Tumamoc Hill® 24 6 70
Red Hill® 33 4 52
AZ BB:14:27¢ 57 8 28

Sources: 2 = Snyder 1966; © = Bostwick 1989; ¢ = Martynec 1986; 9 = Burton 1988; © = Wallace 1983.
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scratched lines as forming rectilinear elements, including grids, diamonds, straight and wavy lines,
zigzags, chevrons, triangles, and concentric squares (see Table 3.4).

Christensen (1992a) has reevaluated the distribution of scratched glyphs and has discovered that they are
more widely spread than was previously thought. Scratches have been found to embellish petroglyphs
in several ways: by adding details such as feathers and fingers; as a preform for further pecking, possibly
as guidelines; as isolated random lines, grids, and crosshatching over existing petroglyphs; and as
independent images, either geometric or occasional animals. Further study of scratched petroglyphs may
allow for a better understanding of regional styles.

Hohokam Pictograph images are not well-known (Figure 3.12). Painted images found at Ventana Cave
consist of black, white, and red anthropomorphs (Haury 1950:471). Both human figures are strongly
abstract, and details around their heads may represent headdresses. A small cave site in the Tucson
Mountains contains black pigment images of mountain sheep, deer, and possible antelope (Hartmann
1985). Hartmann’s discussion of the site notes several other possible Hohokam pictographs. Few of these
sites have been located, and it appears that either few were made, that the rock surfaces in the Phoenix
and Tucson areas were not amenable to painting, or that they simply weathered away.

Important Hohokam rock art sites that visitors may see include the South Mountain petroglyph sites in
South Mountain Park in Phoenix, several panels located on Tempe Butte in Tempe, Painted Rock State
Park west of Gila Bend, and Signal Hill in Saguaro National Monument’'s West Unit. The Pueblo Grande
Museum in Phoenix has several boulders with petroglyphs that are accessible to physically- or sight-
challenged individuals. The Deer Valley Rock Art Center, which includes the Hedgpeth Hills site, will
is open for public visitation.

Patayan Area Rock Art

Attempts to characterize the rock art of southwestern Arizona have only begun in earnest within the last
ten years. This area was occupied by the Patayan who may (or may not) have been ancestral to the
Yuman Indians (McGuire and Schiffer 1982). The material culture of the Patayan differs from the
Hohokam to the east, especially in the form and technological attributes of their ceramics.

The Patayan Sears Point Petroglyph style has been defined by Ken Hedges (personal communication to
Henry Wallace, 1993) (Figure 3.13). Hedges's work on petroglyph sites along the Colorado River and
Wallace’s work in Painted Rock Reservoir have resulted in the discovery of a number of factors that
differentiate this style from the Hohokam, to the east.

Wallace found many similarities with Hohokam rock art; however, he noted that two distinctive element
elements are present: "broken diamonds” and a diamond with two bent lines attached to the base
(1989:41-42). Also common are anthropomorphs holding bow and arrows. Additional distinctive elements
include zoomorphs with D-shaped bodies and anthropomorphs with fingers and toes. Table 3.5 lists
distinctive element for this style. Currently, the Patayan area rock art is known only from a handful of
published sites. Future work is expected to allow this style to be more formally described.

Southwestern Geoglyphs

Geoglyphs are earth figures found mostly in the southwestern corner of Arizona, although examples can
be found as far east as Sacaton (Figures 3.14 and 3.15). Boma Johnson’s 1986 study of geoglyphs found
in the lower Colorado River and Gila River deserts indicates that they were created by local Native
Americans, including the Mohave, Halchidoma, Quechan, and Maricopa. Solari and Johnson (1982)
believe that the Mohave and their ancestors are the most likely creators of these images, some of which
may have been made during the historic period. Johnson suggests that the designs were probably made
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Table 3.4. Hohokam Scratched Petroglyph elements.

Geometric Elements

Grid hatchures

Diamond hatchures

Single or sets of straight, wavy, or zigzag lines
Chevrons and nested chevrons

Triangles and hatched triangle pendants from lines
Hatched bands

Concentric squares

Table 3.5. Patayan Sears Point Petroglyph elements.

Category Description

Anthropomorph Humans with fingers and toes
Humans carrying bows and arrows with quivers
Zoomorph Stylized eagles
Animals with D-shaped bodies
Animals with vertical positioning
Animals with "ball" feet
Long-legged water birds
Geometric Broken diamonds
Diamonds with attached bent lines or "legs"
Shields

for use during religious ceremonies. The function of other earth figures is unclear; some may not even
be considered rock art since they may represent the focus of other activities. Many geoglyphs consist of
cleared oval or circular areas that are called "sleeping circles," although this term is probably incorrect.
They could represent places where rocks were removed to make sleeping, sitting, staging, or other
activities more comfortable. Thus, they do not represent art; however, they are recorded during surveys
in geoglyph-rich areas as examples and remnants of past actions.

Several different types of geoglyphs may be present, and typically, more than one will be present at a
single site. Southwestern Representational Geoglyphs are those earth figures that represent solitary
humans and animals. These include a fisherman design found north of Quartzite, a quail figure along
the Gila River, and a thunderbird near Parker. Like the paired anthropomorph designs, additional
examples of this style are found across the border in California. Several examples are also found in the
Sonoran Desert in Mexico (Hayden 1982:581-588). Often, anthropomorph figures come in pairs. Examples
have been found near Sacaton and Needles. Paired humans also are commonly found across the Arizona
border around the Blythe, California, area. The two Arizona examples represent the easternmost
expression of this style. Typically, one of the figures is smaller and has a missing extremity. Johnson
(1986) links these designs with creation and origin myths.
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b

L &

Figure 3.12. Hohokam Pictographs: a, Emil Haury identified these at Ventana Cave (Haury 1950); b, from the
Black Sheep Pictograph site, drawn by John Murray (Harrison-Hartmann 1985) (courtesy of the
Arizona Archaeological and Historical Society).

Southwestern Geometric Geoglyphs is a catch-all category into which miscellaneous geometric designs
such as lines, squares, and circles can be placed. Among these are the so-called cleared areas (sleeping
circles), which may not represent art at all and instead may have had a functional use. Also included in
this category are rock alignments, squares, and circles. Both forms are found in California and in northern
Mexico.

Southwestern Functional Geogylphs represent areas where activities took place. These can include
pathways, summit paths, avenidas, most cleared areas, various rock alignments, and cairns. Historical
accounts indicate that Native Americans performed ceremonies that required dancing or repeated walking
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Figure 3.13. Elements typical of the Patayan Sears Point style include animals with D-shaped
bellies and diamonds with bent legs (photo by H. Wallace).

along a certain area. Avenidas, which are trail segments cleared of rock, represent another form of this
geoglyph. Most are located on flat terrace tops above river floodplains. They can be from 1 to 3 m wide
and are usually less than 150 m long. Boma Johnson (personal communication 1994) suggests that these
were most often used in ceremonial processions. Other trail segments are longer and allow trade routes
and areas with important natural resources to be traced. Often artifacts, lost or abandoned during
journeys, are found along avenidas. Summit paths are located on hillsides and connect the base of the
hill to hilltop shrines or ritual areas. Many are found along the Colorado and Gila Rivers (Hedges and
Hamann 1992). As noted above, in many cases two or three types of geoglyphs are found together.
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Figure 3.15. The most common geoglyphs are path patterns, representing dance areas or trails, and
geometric images that include the so-called "sleeping circles,” more accurately described
as cleared areas: a, dance pattern along the Colorado River (Johnson 1986:139); b,

cleared area (photo by J. Holmlund, 1991).
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Mogollon Rock Art

The Mogollon culture is a name given to a set of people who lived in western New Mexico and Eastern
Arizona between about 500 B.C. to A.D. 1400 (Martin 1979) (Figure 3.16). In many ways, these people
were similar to the Anasazi and Hohokam; the differences among these groups reflect the different
environments they were living in and exploiting. The Mogollon people originally lived in pithouse
villages, but after A.D. 1000, they began to build pueblos in areas adjacent to their agricultural fields.
Ethnobotanical remains indicate that they ate a variety of wild and domesticated plants and animals,
including corn, beans, squash, walnuts, prickly pear cactus, deer, turkeys, and muskrats. Shifts in the
relative amounts of wild and grown food suggest that farming became increasingly important through
time. The Mogollon people were master potters, creating complex and beautiful red-on-brown, black-on-
white, and polychrome wares after A.D. 700. When Spanish explorers first visited east-central Arizona,
no traces of the Mogollon people remained except for the ruins they left behind. What happened to them
is not known. Like other groups in Arizona, they left behind hundreds of rock art images; however, their
rock art is not as well-known, as studies have only recently taken place in east-central Arizona.

The Mogollon Red Pictograph style was originally defined by Polly Schaafsma (1972, 1980) (Figure 3.17).
Elements are usually small, painted in varying shades of red with the occasional use of white paint, and
few images are present at any one site. Painting may have been accomplished through either the use of
fingers to apply the pigment or possibly through brushes. Schaafsma (1980:191) suggests Mogollon Red
images date from A.D. 500 to 1250. They are found in southeastern Arizona, mostly in rockshelters and
below overhanging rock.

Geometric elements are quite simple and include zigzag lines, concentric circles, groups of circles, ovals,
sunbursts, and parallel waves (Schaafsma 1975, 1980; Rucks 1983; Burton 1988; Jernigan 1992). Diamond
chains, one-pole ladders, and short line series are also reported (Wellman 1979).

Anthropomorphs found in this style include static (non-moving) stick figure anthropomorphs, "hourglass”
humans, and anthropomorphs with horned headdresses (Burton 1988:36-37). Bird tracks, fishes, birds, and
unidentified animals are present in small numbers. Elements typically found at Mogollon Red Pictograph
sites are summarized in Table 3.6.

Mogollon Chevelon Polychrome Pictograph elements are found in the central eastern portion of the state
(Weaver 1991a, 1991b, 1991¢) (Figure 3.18). Only a handful of sites with this style have been documented.
All are believed to date from about A.D. 1100 to 1350. Elements are typically geometric in nature and
include lines, multiple parallel lines, zigzag lines, rows of sawteeth, rainbow figures, crescents, concentric
circles, one-pole ladders, dot patterns, and enclosed dot patterns. Animal figures are less common but
include insects, snakes, toads or frogs, birds, and lizards. Human figures may have elaborate headdresses,
exaggerated hands, and decorated clothing or body paint. Colors used to create these images include
black, yellow, white, tan, and blue-green or turquoise; however, red is most prevalent. Table 3.7
summarizes elements found in this style.

Mogollon Jornada Petroglyph and Pictograph images are usually found in New Mexico, but several sites
in southeastern Arizona have been found with Jornada-like images (Figure 3.19). The small number of
such sites suggests that Arizona was on the periphery for this tradition. Jornada sites located in Arizona
include a pictograph and petroglyph site in the Gila River Valley (Rucks 1983). Jernigan (1992:32-33)
illustrates several pictographs from the Bonita Creek Cave site that appear to be Jornada style. These
images were crafted in many colors, and the two elements include a horned lizard and a complex
terrace/rainbow arch figure. Polly Schaafsma (1980:199-242) defines the Jornada style (also known as the
Mimbres style) as including both petroglyphs and pictographs. Petroglyphs were usually crafted through
direct percussion. Pictograph images are usually red; however, some elements incorporate other colors,
including black, green, and white. Schaafsma believes that many of the rock art elements are similar to
those seen on Mimbres pottery found in southwestern New Mexico. This pottery is well-known for
detailed renderings of human and animal figures. She dates the rock art style from A.D. 1000 to 1450.
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Figure 3.16. Distribution of Mogollon rock art sites in Arizona according to site records.
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Figure 3.17. Mogollon Red Pictographs include hourglass anthropomorphs and parallel zigzag lines, among other elements
(Jernigan 1992, various sites).



Table 3.6. Mogollon Red Pictograph elements.

Category

Description

Anthropomorphs

Zoomorphs

Geometrics

Table 3.7. Mogollon Chevelon Polychrome Pictograph elements.

Category

Static stick figures
Hourglass figures

Humans with horned headdresses

Bird tracks

Birds

Fish
Quadrupeds
Zigzags
Concentric circles
Ovals

Sunbursts
Parallel waves
Diamond chains
One-pole ladders

Short line series

Description

Anthropomorphs

Zoomorphs

Geometrics

Figures with headdresses and clothing or

body paint

Figures with exaggerated hands

Insects

Snakes

Toads or frogs
Birds

Lizards

Lines (parallel or zigzag)
Rainbow figures
Multiple crescents
Circles
Concentric circles
One-pole ladders
Dot patterns
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Figure 3.18. Mogollon Chevelon Polychrome Pictographs are found in east-central Arizona and include human figures
painted in black, white, tan, and blue-green. Mormon Crossing site (Weaver 1991c).
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Geometric images typically found with this style include large blanket elements and cloud terraces.
Anthropomorphic images include masks and faces. Flying birds, animals with bent legs, coyotes or dogs,
and mountain sheep have been identified among the animal images, and mountain lions are sometimes
present. Many other animal forms are so stylized to preclude identification. Mogollon Jornada element
elements are listed in Table 3.8.

Many of the Jornada style images may have religious connotations. Mountain lions, cloud terraces,
horned serpents, "Tlaloc" elements, and "mythical beings" are all reported from Jornada sites and are
believed to have been important to Mogollon religion.

Mogollon Reserve Petroglyphs are found in central-eastern Arizona at several sites in the Show Low area
(Weaver 1991a, 1991b) (Figure 3.20). This element was originally defined by Schaafsma (1980:191-196) and
dates from about A.D. 1000 to 1400. Typical elements include large and small animal and human tracks,
human stick figures, lizards, sheep, mountain lions, interlocking frets, concentric circles, sunbursts, and
spirals, among others (see Table 3.9). Mogollon petroglyph elements have received little study to date;
Weaver’s studies are the first to adequately document the petroglyphs in this portion of Arizona.

Studies are just beginning to sort out the rock art in the central-eastern portion of Arizona. Doubtlessly,
these proposed styles will change as more sites are located and studied. The three Mogollon pictograph
styles are quite similar, and in fact, the artists painting the images may not have conceived of them as
being separate styles. Since the full range of painted rock art is still poorly known for this part of
Arizona, future researchers may lump the three styles together, or perhaps find new ones. None of the
Mogollon rock art sites are readily accessible to members of the public.

Anasazi Rock Art

The name Anasazi was given to the archaeological culture found in northeastern Arizona, in the Four
Corners area (Figure 3.21). The term itself represents the Navajo term for "enemy ancestor." Needless
to say, certain descendants of the Anasazi do not care for the name. The Anasazi culture is currently
called the Hisatsinom by certain archaeologists and members of the Hopi tribe; however, there is no
consensus yet as to this name usage. Others prefer the term Prehistoric Western Pueblo. The Anasazi
have become best-known for the dliff dwellings found at Mesa Verde and the huge pueblos found in
Chaco Canyon. Major Arizona Anasazi sites include ruins found in Canyon de Chelly, the pueblo at Casa
Malpais, Wupatki National Monument, and Petrified Forest National Park. Less well-known are the
thousands of smaller sites scattered throughout northern Arizona.

The Anasazi occupation of Arizona has been divided into seven time periods. The earliest period is called
Basketmaker II (no Basketmaker I period has been defined). The Basketmaker II period began around 100
B.C. and lasted until A.D. 400. It saw people living in caves and rockshelters, hunting and gathering
foods, and making baskets and other woven items. The atlatl was an important tool used to help hunt
game animals.

Around A.D. 400, the Basketmaker III period began. Pithouses were being built throughout the region,
signaling an increase in population, and the first pottery was manufactured. The Anasazi people
continued to hunt and collect food, but crops were also grown. Plant foods were processed in trough
metates with two-handed grinding stones. The bow and arrow replaced the atlatl.

The Pueblo I period saw the construction of above-ground masonry rooms; however, pithouses continued
to be constructed throughout the pueblo period. Subterranean structures called kivas appear to have been
the center of ceremonial activities. Plainware pottery was the predominant kind crafted, but red-on-
orange and black-on-red vessels were also made. Agriculture was increasingly important as a means to
feed larger populations, and field systems that relied on irrigation and planting features helped provide
extra food. The Pueblo I period lasted from about A.D. 700 to 900.
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Table 3.8. Mogollon Jornada elements. Table 3.9. Mogollon Reserve Petroglyph elements.
Category Description Category Description
Anthropomorphs Masks Anthropomorphs Human footprints

Faces Stick figures
Zoomorphs Flying birds Zoomorphs Animal tracks
Coyotes or dogs Mountain lions or coyotes
Mountain sheep Mountain sheep
Horned lizards Lizards
Mountain lions Frogs
Geometrics Cloud terraces ' Fringed-wing birds
Blanket designs Geometrics Interlocking frets
Rainbow arches Sunbursts
Spirals
Concentric circles
Grids
Wavy lines

Barred elements
Qutlined crosses

The Pueblo II and III periods, A.D. 900 to 1300, saw increasing aggregation, as people moved to larger,
compact, multi-story masonry pueblos. Accompanying the population aggregation were intensive
attempts to increase crop production through new agricultural practices. Pottery became more regional
in form; however, throughout the area corrugated pottery replaced plainwares as the predominant form.
Chipped stone tools were quite casual in their fashioning, and slab metates were used to grind corn and
other plant foods.

The Pueblo IV period saw even more population aggregation, and some areas were actually deserted,
perhaps as a result of environmental conditions such as drought or because the soil fertility had been
ruined through over-farming. The Pueblo IV period lasted from about A.D. 1300 until the Spanish
entrance into Arizona, which began around 1540. The Pueblo V period is therefore considered historic.

The Arizona Anasazi sphere has been called the Western Anasazi due to the occurrence of certain traits
which distinguish it from sites found to the east (Plog 1979:108-109). However, rock art styles appear
quite similar between these two areas. Within each time period there appears to be increasing diversity
between areas, complementing trends visible in other media such as pottery.

At least four different researchers have assigned style names to Anasazi rock art (Turner 1963; Pilles 1975;
Grant 1978; Schaafsma 1980). Sorting through the definitions is difficult, compounded by the lack of
adequately dated styles. This report utilizes temporal periods to distinguish rock art styles, similar to
Pilles (1974) and Grant (1978). Table 3.10 presents a concordance of the various style names proposed by
rock art researchers.

The many names have resulted in some confusion over what style a particular site represents. This report
lumps styles together by time period, which is somewhat unsatisfactory because it glosses over some
differences. However, it was necessary to highlight broad differences between periods for the purposes
of this report. Despite the proliferation of style names, fewer than a dozen well-illustrated reports exist
for Arizona Anasazi rock art.
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Figure 3.20. Examples of Mogollon Reserve Petroglyphs are found in east-central Arizona and are as yet poorly known.
Pigeon Creek site (Weaver 1991a).

Anasazi Basketmaker IT

The earliest Anasazi rock art is the Anasazi Basketmaker II Pictograph and Petroglyph style (Figure 3.22).
This style is known for the large, broad-shouldered anthropomorphic figures that are often depicted in
rows, pairs, or scattered along rock surfaces. It dates to the Basketmaker II period (100 B.C. to A.D. 400),
based on associated sites. Anasazi Basketmaker II Pictograph images are often polychrome, and the
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Figure 3.21. Distribution of Anasazi sites, based on current site records.
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Table 3.10.  Anasazi time periods and rock art style names.

Time Period Style Name

Anasazi Basketmaker II (100 B.C. to A.D. 400) Basketmaker (Pilles 1975:5-7)
Basketmaker (Grant 1978:164)
San Juan Anthropomorphic (Schaafsma 1980:109)
Glen Canyon Style 5 (Turner 1963)

Anasazi Basketmaker III-Early Pueblo II Modified Basketmaker Early Developmental Pueblo
(A.D. 400 to ca. 900) (Grant 1978:171)

Chinle Representational (Schaafsma 1980:122)
Cave Valley Representational (Schaafsma 1980:131)

Anasazi Late Pueblo II-Pueblo III Glen Canyon Style 4 (Turner 1963:6)
(A.D. 900/1000 to 1250)

Early to Middle Pueblo III (Pilles 1975)

Late Anasazi (Schaafsma 1980:134)

Kayenta Representational (Schaafsma 1980:143)
Winslow tradition (Schaafsma 1980:155)

Sinagua style (Schaafsma 1987:20; Anderson 1980:9)

Anasazi Late Pueblo III-Early Pueblo IV Tsegi Painted style (A.D. 1250 to 1300, Schaafsma 1980:145)
(A.D. 1250 to 1300)

Glen Canyon Style 3 (Turner 1963:6)
Late Pueblo III-Early Pueblo IV (Pilles 1975:10)

Late Developmental Pueblo/Great Pueblo Petroglyphs
(Grant 1978:201)

Great Pueblo Rock Painting (Grant 1978:193)
Rio Grande style (Schaafsma 1980:252)

Anasazi Pueblo IV (A.D. 1300 to 1540) Glen Canyon Style 2 (Turner 1963:6)
Pueblo IV (Pilles 1975:12)

human figures wear headgear, necklaces, earrings, and sashes. The humans are often quite detailed, with
individual fingers and toes illustrated along with facial features. The images are immobile and face
forward, with the arms drooping to the side, the legs stretched downward, and the toes pointing straight

down.

Petroglyph human images are often as finely detailed as pictographs. Pilles (1975) considers the Glen
Canyon Style 5 to date to this time period, as noted in Table 3.10. Other images include handprints and
atlatls, along with occasional mountain sheep with oval bodies and snakes (Pilles 1975:17; Schaafsma
1980:109-117; Grant 1978:166). Turner (1963:7) notes the presence of long "squiggle mazes." He also wrote
that most Glen Canyon human and animal figures are outlined, and the interiors of these figures are not
filled in (Table 3.11). Anthropomorphs and zoomorphs in the Petrified Forest, which probably date to this
period, may have lines or crosshatching in their interiors (Christensen 1992b).
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Figure 3.22. Anasazi Basketmaker II rock art typically includes broad-shouldered anthropomorphs: a and b,
Homol'ovi (Cole 1992:133); c and d, Canyon de Chelly (Grant 1978:165,167).
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Table 3.11. Anasazi Basketmaker II elements.

Category Description

Anthropomorphs Broad-shouldered, forward-facing humans with drooping arms and legs
Handprints

Zoomorphs Mountain sheep with oval or rectangular, hatched or cross-hatched
bodies
Snakes

Geometrics Possibly "squiggle mazes," linear dot patterns, lines in their interiors,

meandering lines, "plant-like” elements

Anasazi Basketmaker II style rock art was created during the end of the Archaic period. It differs from
Western Archaic Petroglyphs in that many more anthropomorphs and zoomorphs are present. The
presence of squiggle mazes suggests that elements based upon the typical Western Archaic curvilinear
patterns were present.

Anasazi Basketmaker I1I-Early Pueblo 11

The Anasazi Basketmaker III-Early Pueblo II Pictograph style developed around A.D. 400 and lasted
until about A.D. 900 (Figures 3.23, 3.24, and 3.25). Basically, rock artisans diversified the types of images
they painted. Human figures became more active, with triangular torsos, the omission of body
extremities, and with the occasional foot turned to the side rather than down. The figures often are
arranged in rows or stand together holding hands. Stick-figure humans also appear. Some run, walk,
sit in groups, or even play the flute. The use of headdresses continues, some with birds perched on or
replacing the head (Grant 1978).

Non-human figures also appear, especially birds. Turkeys, ducks, and cranes are identifiable, but many
birds remain anonymous. Only a few quadrupeds appear, with mountain sheep occurring most
frequently (Grant 1978:180; Schaafsma 1980:125-126). Other elements include rainbow arcs, feathered darts,
parallel lines, spirals, concentric circles, and handprints.

The Modified Basketmaker-Developmental Pueblo style saw the introduction of new petroglyph
elements. At Canyon de Chelly, the elements were pecked deeply into rock surfaces so that the figures
stand out in oblique lighting (Grant 1978:183). Among the portfolio of images were distinctive bighorn
sheep. These sheep have open mouths and split hooves that look like claws. The same element has been
found on a ceramic vessel from Mummy Cave. Other petroglyph elements include human stick figures,
turkey-headed humans, and bear and bird tracks (Grant 1978:182-183).

Schaafsma dates the Anasazi Cave Valley Representational Pictograph style to the Basketmaker III
period. This style is found in the extreme northwestern portion of the state. Pictographs attributed to
this style are painted in black, red, yellow, green, pink, and white. Front-facing humans with tapering
torsos and flat heads are depicted. Arms and legs are usually quite short and sometimes appear as
triangles, and headgear is sometimes present. Stick-like anthropomorphic figures are occasionally present,
as are quadrupeds, birds, dot rows, wavy lines, and concentric circles (Schaafsma 1980:131-132). This style
is similar enough to Anasazi Basketmaker IlI-Early Pueblo II style as to be considered basically the same.
Table 3.12 summarizes Basketmaker III-Early Pueblo II elements.
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Figure 3.23. Bird images are common in Anasazi Basketmaker II1I-Pueblo Il rock art: a, Waupatki (photo by P. Whitley, 1992);
b, Canyon de Chelly (photo by P. Whitley, 1992).
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Figure 3.24. Some Anasazi Basketmaker III-Pueblo II rock art elements include crab claw bighorn sheep and active figures:
a, Petrified Forest National Park (photo by R. Serface, 1991); b, Canyon de Chelly (Grant 1978).
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Figure 3.25. Basketmaker IlI-Pueblo II anthropomorphs from Snake Gulch display variability in how the human form is

portrayed (Davenport el al. 1992).
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Table 3.12.  Anasazi Basketmaker IlI-Early Pueblo II elements.

Category Description

Anthropomorphs Humans with triangular torsos, feet turned to side, extremities may be missing
Active stick figures
Handprints
Zoomorphs Birds
"Crab claw" mountain sheep
Geometrics Rainbow arcs
Feathered darts
Parallel lines
Spirals
Concentric circles
Dot rows

Wavy lines

Anasazi Late Pueblo II-Pueblo II1

The Anasazi Late Pueblo II-Pueblo III period saw Anasazi populations shifting to aggregated pueblos,
often hugging the bases of cliffs. The reasons for this change in living arrangements are debated by
archaeologists. Some say it was the result of increased conflict, resulting in the need for better security.

Others see the population aggregation as a result of grouped activities such as communal field irrigation.
Rock art changed concurrently, becoming increasingly regional in scope (Figure 3.26).

Anasazi Late Pueblo II-Pueblo III Pictographs were very well-executed, and a wide range of elements
was created. Diagnostic elements included birds, flute players, hunting scenes, anthropomorphs with
large appendages and genitals, open-mouthed mountain sheep, concentric circles, and spirals (Turner
1963:7).

Schaafsma (1980) suggests that rock art of this period can be identified to quite small time spans. Her
Anasazi Kayenta Representational style rock art is found in an area encompassing Glen Canyon, Tsegi
Canyon, and Monument Valley and dates from A.D. 1050 to 1250. Large numbers of mountain sheep are
this style’s foremost image. Many sheep have long, curving horns and cloven feet. Other representational
images include birds and bird tracks, lizards, snakes, hunting scenes, anthropomorphs with enlarged
sexual organs and appendages, concentric circles, flute players, and sandal elements, among others
(Schaafsma 1980:143).

The Anasazi Late Pueblo II-Pueblo III Petroglyph style developed during the late Pueblo II and Pueblo
III periods, beginning around A.D. 1075 (Pilles 1975:7-10) (Figure 3.27). Most of the Anasazi Late Pueblo
II-Pueblo III rock art is petroglyphs, some of which were placed on surfaces made smooth through
grinding. Complex geometric elements consisting of bold frets, circular scrolls, spirals, rectangular spirals,
and other patterns were carefully pecked onto rock surfaces. Some of these elements resemble textiles,
basketry, and pottery (Pilles 1975:9).

Life forms include human figures with hands and feet and oversized sexual organs. Lizards, some of
which resemble Hohokam lizards, are found, as are mountain sheep and deer, centipedes, and scorpions.
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Figure 3.26. Anasazi Late Pueblo [I-Pueblo III rock art includes many examples of elements based
on textile patterns. This example is from the Petrified Forest National Park (photo
by R. Serface, 1991).

Life forms include human figures with hands and feet and oversized sexual organs. Lizards, some of
which resemble Hohokam lizards, are found, as are mountain sheep and deer, centipedes, and scorpions.
Human and animal tracks are also prevalent. Schaafsma (1980:157) believes that some of the figures are
integrated into scenes. This style corresponds to Turner’s Style 4 (Turner 1963) (Table 3.13).

Late Pueblo III-Early Pueblo IV

The Pueblo IV period is known as a time of progress and innovation. There was a shift from villages to
towns during the period from A.D. 1325 to 1600. Concurrent with this shift were changes in rock art
element. The Anasazi Late Pueblo III-Early Pueblo IV Petroglyph style, also known as the Glen Canyon
Style 3 (Pilles 1975:10-12; Turner 1963:6), saw a fluorescence in petroglyph production (Figure 3.28).
Glyphs were produced through both direct and indirect percussion. In some cases, varnish was removed
in larger areas, such as the bellies of animals. In Canyon de Chelly, Late Developmental Pueblo/Great
Pueblo petroglyphs were lightly pecked onto rock surfaces, in contrast to earlier, deeper pecking.
Petroglyph and pictograph images are similar, but the former were usually executed in a more skillful
fashion (Grant 1978:203).

Common images found on this style of rock art include round- and triangular-bodied humans, birds, deer,
and bighorn sheep, many of which are impaled by arrows or spears, snakes, spirals, and sandal tracks.
Many of the human figures wear headdresses. The types of animals portrayed differ from area to area,
perhaps indicating prehistoric animal distribution (Grant 1978; Pilles 1975:11). Table 3.14 summarizes
prevalent elements.
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Figure 3.27. Scenes, in this case possible ritual, are present in Anasazi Late Pueblo II-Pueblo
II rock art. Cave of Life, Petrified Forest National Park (photo by R. Serface,

1991).

Table 3.13.  Anasazi Late Pueblo II-Pueblo III Petroglyph elements.

Category Description
Anthropomorphs Humans with oversized sexual organs and appendages
Zoomorphs Lizards
Mountain sheep
Deer
Centipedes
Scorpions
Geometric Fret work

Circular scrolls
Spirals
Rectangular spirals

Textile-like patterns
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Figure 3.28. Anasazi Late Pueblo IIl-Early Pueblo IV rock art often depicts humans with oversized
appendages and sexual organs: a, Petrified Forest National Park (photo by R. Serface, 1991); b,
Puerco Ruin, Petrified National Forest (Cole 1992:137); ¢, Nuvakwewtaga in Chavez Pass (Cole
1992:137).
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Table 3.14. Anasazi Late Pueblo III-Early Pueblo IV Petroglyph elements.

Category Description

Anthropomorphs Round- and triangular-bodied humans
Sandal tracks

Zoomorphs Birds
Deer
Bighorn sheep

Geometrics Circular designs

Spirals
Figure eights
Crescents

Squiggles

The Anasazi Tsegi Painted Pictograph style, which belongs to the Late Pueblo III-Early Pueblo IV time
period, followed the Kayenta style rock art and dates from A.D. 1250 to 1300 (Figure 3.29). Found in Tsegi
and Navajo Canyons and south to Canyon de Chelly, these images are often poorly executed. Paint is
smeared onto the rock surfaces or poorly applied. Little attention to detail is observable. White, tans,
pinks, and purple clays were used as pigments, but no polychrome pictographs were made. In some cases,
balls of pigment appear to have been tossed or thrown against the rock walls.

Human figures of this style include stick men, humpbacked flute players, and humans with headdresses.
Many are depicted in action: running, crawling, playing flutes, and even being struck by an arrow. Dogs,
deer, birds, sheep, lizard-men, concentric circles, and negative elements are also found. (Grant 1978:200;
Schaafsma 1980:145). Handprints are common, many found above the roof lines of cliff dwellings. White
circular elements, commonly found to the right of cliff dwellings, may have signaled information about a
group’s clan status or religious affiliation (Grant 1978:193-200; Schaafsma 1980:148). Table 3.15
summarizes typical Late Pueblo II-Pueblo III rock art images.

Pueble 1V

The Anasazi Pueblo IV period, which dates from about A.D. 1300 to 1600, saw major population shifts, the
abandonment of some areas, and the movement of many people into large pueblos. At the same time that
populations were aggregating into the large pueblos, rock art was changing dramatically. A major image
of this period was the katsina figure, which first appeared in large numbers. This figure was religious in
nature, and some speculate that its proliferation is a sign of the development of techniques to integrate
groups of strangers through membership and participation in religious activities and ceremonies.

Anasazi Pueblo IV Petroglyph rock art anthropomorphic images include katsina masks, katsina figures,
footprints or sandals, and stylized humans (Figure 3.30). Facial features are present on the masks and
among the figures, and many are recognizable as specific katsinas (Cole 1992). Zoomorph depictions
include unidentified animals, mountain sheep, and birds, whereas geometric elements include circular
elements, figure eights, crescents, and squiggles (Pilles 1975:12-14; Schaafsma 1980:287-289; Cole 1992).
Specialized techniques used during this time period include the removal of rock varnish from figure
interiors; however, most images are merely pecked outlines. Many elements are found inside circular
frames, a characteristic that may be unique to this time period (Turner 1963:6). Table 3.16 summarizes
common elements.
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Figure 3.29. Anasazi Late Pueblo III-Pueblo IV elements include bighorn sheep and elaborate
anthropomorphs: a, Cottonwood Wash (photo by P. Whitley, 1989); b, Casa Malpais (photo
by B. Marshall, 1992).
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Table 3.15.  Anasazi Pueblo IlI-Early Pueblo IV Pictograph elements.

Category Description

Anthropomorphs Humans with enlarged sexual organs and appendages
Flute players
Sandal designs
Handprints
Moving stick figures

Zoomorphs Mountain sheep with long, curved horns and cloven
feet

Birds
Bird tracks
Lizards
Lizard-men
Snakes
Dogs
Deer

Geometrics Concentric circles
Spirals
Negative designs

Other Balls of paint tossed against surfaces

Table 3.16. Pueblo IV Petroglyph elements.

Category Description

Anthropomorphs Katsina masks
Katsina figures
Stylized humans
Footprints and

sandals
Zoomorphs Mountain sheep

Birds
Geometrics Figure eights

Crescents

Squiggles
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Figure 3.30. Katsina masks are commonly depicted in Anasazi Late Pueblo IV rock art: a-c, Homol'ovi (Cole 1992:72, 88);
d, Casa Malpais (photo by B. Marshall, 1992).
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Crotty (1990) has examined Pueblo IV petroglyphs and compared them to Jornada Style designs from New
Mexico. She reports that Anasazi Pueblo IV petroglyph artisans differed from Jornada Style artisans in
that they tended to crowd multiple designs, usually small, on a single rock face. Humans were presented
frontally, with emphasis placed on the knees and with feet turned in the same direction. Shield bearers,
with their torsos covered by the shield, are a distinctive design. Some anthropomorphs may have quivers
filled with arrows, the fletched ends protruding. Masks or human heads are usually round, often with
protruding ears and/or horned headdresses (Crotty 1990:159-160).

As discussed earlier, many of these elements may have been created for ceremonial or religious reasons.
Other elements may represent clan symbols (Grant 1978; Schaafsma 1980). Similarities with ceramic
elements have been noted in a number of locations (Turner 1963:6; Pilles 1975:13). The first Spaniards
visited the Anasazi pueblos in the late 1500s and early 1600s. They observed paintings inside kivas and
on the walls of buildings. Their descriptions of pueblo artwork suggest that rock art received less
attention than other forms of artistic expression during this time period (Schaafsma 1980:246-252).

The rock art of central Arizona has not been as well studied as other areas. Sinagua Petroglyphs are
found north of Flagstaff in the Wupatki and Walnut Canyon areas (Figure 3.31). Distinctive elements of
this style include "textile" images, similar to patterns found on fabrics and pottery (Schaafsma 1987).
Other images include stylized mountain lions with tails that curl up over their backs, antelope, deer,
lizards, human footprints, bear tracks, and humans with expanded midbodies. Often the anthropomorphs
are engaged in activities such as hunting with bow and arrow, playing flutes, giving birth, or sexual
intercourse. Some individuals have hair-bobs and earrings or may carry staffs (Schaafsma 1987:22).
Abstract elements include large spirals, outlined crosses, and textile-like patterns. Sinagua petroglyphs
contain elements commonly found in both the Hohokam and Anasazi areas.

Other mid-state rock art styles are still poorly known. In the Cohonina area, Peter Pilles has reported
anthropomorphs with long fingers and toes, the arms of these figures pointing up or down. He has noted
similarities between some of these designs and those found in the Patayan area. In the Little Colorado-
Kayenta area, many hunting scenes can be found. In the Northern Sinagua area, shield designs, unusual
lizard-men, and masks are found. The Verde area has some textile designs and hunting scenes.

The Sinagua Pictograph style has recently been studied by Peter Pilles (1994). Pictographs of this style
are most often white, with red, black, ochre, salmon, green, and blue pigments also utilized.
Anthropomorphic images include handprints, mostly white with some red examples. Patterned prints,
stencils, and full handprints can be found. Patterned prints were created by painting designs onto a hand
and then placing the palm onto the rock.

Anthropomorph figures are usually broad stick figures with occasional examples that have fully formed
bodies. Some resemble Basketmaker style figures found to the north. Head ornamentation and feet are
often present, but fingers, toes, and facial features are absent. Hair "whorls" can be found on the sides
of some heads, suggesting that these may represent female figures. Flute players (kokopellis) and burden-
basket-carrying figures are present.

Big game animals are the most common zoomorphs and include deer, antelope, elk, and mountain sheep.
Dog or coyote-like animals are also found. Water birds are the most common avian element, although
birds are quite uncommon. Snakes, on the other hand, are frequently found with both naturalistic and
highly stylized forms present.

Geometric elements include crosses, outlined crosses, and dotes, all of which may have astronomical
significance. Large, circular sun or shield designs are also present. These may have filled-in circles,
central circles, or dots, or they may have fringes running around their periphery. Sinaguan pictographs
are thought to date from about 1150 A.D. to 1300 A.D. (Pilles 1994).
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Figure 3.31. Sinagua Petroglyphs include bizarre lizard forms and geometric forms, including
interlocking hooks: a, Wupatki/Walnut Canyon area (redrawn from Schaafsma
1987). Textile patters are also representative of this style: b, Wupatki (photo by P.
Whitley, 1992).
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HISTORIC PERIOD ROCK ART

Although this volume is directed toward documenting prehistoric rock art, it is important to discuss
historic examples also. Some groups bridged the gap between the prehistoric and historic periods,
continuing to create rock art as Spanish explorers and priests, Mexican soldiers and families, and
enterprising Euro-Americans traveled and moved to Arizona.

Historic Native American Rock Art

Historic Native American residents of Arizona include people descended from prehistoric residents and
those who emigrated into the area immediately before or during the Euro-American contact period (circa
1540). When Spanish explorers first traversed the region, they found people inhabiting most areas of the
state. Many were producing rock art, examples of which are briefly discussed below.

The Navajo and the Apache are relatively recent arrivals to Arizona, traveling into the state around A.D.
1500. Prior to that date they traveled on the plains, hunting bison. After moving into Arizona and New
Mexico, the Apache traded bison hides with Puebloans, an activity observed by early Spanish explorers.

Among the examples of Historic Apache Pictograph and Petroglyph rock art that have been identified,
most are found in southeastern Arizona (Figure 3.32), Pictograph and petroglyph images include horse-
and-rider images, as well as zoomorphs, wavy lines, lizards, anthropomorphs, rayed figures, and masks
(Schaafsma 1975, 1980). Pictographs are created using dry charcoal and white, red, yellow, and black

pigments.

The Circle I site near Willcox contains faded black-and-white shields decorated with circle elements and
a fringe border (Schaafsma 1980:337). Other images include a spotted serpent-like figure, a thunderbird,
and a lizard holding a circle in its mouth. Another Apache site is located in the Malpais Hills northeast
of Tucson. Small figures are scattered around the walls and ceiling of a rockshelter. These include figures
with heads surrounded by halos or sunburst elements, a lizard, several black-and-white snakes, and
shields (Schaafsma 1980:337-340). Two horse-and-rider scenes are located in the BLM Safford district
(Rucks 1983). The Garden Canyon site, located on Fort Huachuca, contains numerous examples of Apache
pictographs (Altschul et al. 1993).

Most reported Historic Navajo Petroglyph and Pictograph rock art depictions have been from New
Mexico; however, many can be found in Canyon de Chelly and northeastern Arizona (Figure 3.33).
Petroglyph elements are shallowly incised or scratched, whereas pictographs are painted with white
pigment or drawn with charcoal (Pilles 1975:15-16). Horse-and-rider elements are commonly found.
Through time, these became increasingly naturalistic.

Earlier images are quite stylized, with the bodies of both horse and rider blocky and stiff. Human figures
are often hourglass-shaped, and occasional deer are associated with the horses. These images are thought
to date between A.D. 1600 and 1800. Horse-and-rider petroglyphs and pictographs became more
naturalistic between 1800 and 1860. The horses are still parallel-sided, but painted examples appear more
lifelike, and riders wear recognizable clothing. Post-1860 horse-and-rider rock art is very naturalistic. In
part, this reflects a greater knowledge of horses, but the development of compulsory education for Navajo
youths is also thought to be a causal factor (James and Davidson 1976).

Among other Navajo images, of special interest are planetaria or star paintings. These depictions are
found on the ceilings of caves or below rock overhangs and have stars represented by small crosses.
These sites are viewed as sacred by modern Navajo medicine persons (Grant 1978; Schaafsma 1980:322-
324; Jett 1984).
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Figure 3.32. Historic Apache Pictographs include eagles, wavy lines, and spirals: a, Garden Canyon (photo by P. Whitley,
1991); b, Garden Canyon (Burton 1988:243).
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Figure 3.33. Horse-and-rider images are common in Historic Navajo Pictographs. Canyon de Chelly (photo by P.
Whitley, 1986).

Navajo rock art is still created by sheep herders and other persons passing time. The elements are more
naturalistic, and representational images are most common. Many elements may be incorporated in a
single scene. Horse-and-rider elements are frequently created, and the horses have become increasingly
lifelike through time, with an emphasis on slim-bellied figures.

Historic Yavapai rock art is very diverse, especially when compared to preceding styles in the area.
Despite the variety of methods used, Yavapai styles share many of the same elements (Pilles 1994). The
Protohistoric/Historic Yavapai Pictograph style is found in the Sedona area and dates from about 1580
to the 1890s, based on the association of artifacts and inscriptions. Drawings and paintings are both
present. Elements drawn with charcoal are most common and include horse-and-rider images as well as
big game animals. Supernatural beings with headdresses, elongated bodies, and fingers and toes can be
found. These may represent akaka figures, tiny beings that are associated with mountains, rocks, high
places, and supernatural powers (Pilles 1994). Other pictographs were drawn with red crayons, paints,
or mud paints. Some elements resemble earlier Sinaguan pictographs. Mud-painted elements are either
orange-red or white. A layer of paint several millimeters thick was applied when creating these elements,
but most of the paint has fallen off, leaving only faint traces behind.

Protohistoric/Historic Yavapai Petroglyph style incorporates images that were pecked, scratched, or
scratched and abraded onto rock surfaces. Snakes are the most common scratched elements whereas
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akakas are the most prevalent scratched and abraded elements. Yavapai scratched designs are less
patinated than Archaic Scratched petroglyphs, which they resemble. Some scratched panels are several
meters wide and contain zigzag scratched elements (often repeatedly superimposed) and akaka figures,
some with headdresses and body designs. Pecked elements are present at one site and include zoomorphs
and outlined akakas (Pilles 1994).

Several sites appear to have example of Historic Tohono O’odham Pictograph rock art (Figure 3.34). Emil
Haury identified images found at Ventana Cave as being created by historic Tohono O’odham (Haury
1950:470). These include several persons riding horses and a series of vertical parallel lines, which might
represent tally marks. Other images include a rectangle outlined in white paint and a series of joined
triangles.

Historic Tohono O’odham Petroglyph rock art has been identified in at least one site in Mexico. Carrico
(1983) states that petroglyphs fashioned by historic Tohono O’odham include stick figures with outlined
heads, facial features, knees, and five fingers and toes. Other elements include crescents, crosses, and
circles. A bearded man with a cross was also reported. Currently, no published reports describe Tohono
O’odham petroglyphs in Arizona; however, they may exist.

Historic Patayan/Yuman Petroglyphs are found in southwest Arizona. These include depictions of horses
and rides and anthropomorphs holding shields (Wallace 1989:62).

Historic rock art in the areas around the Hopi pueblos has been poorly reported, but examples of Historic
Pueblo Petroglyphs and Pictographs are known (Figure 3.35). The most famous example is the Tutuveni
(Willow Springs) site. Hopi Indians have repeatedly carved petroglyphs on boulders at this site, each
person placing his or her own clan symbol on the rocks.

Historic Pueblo rock art often includes katsina mask paintings. Recent years have seen increased realism,
thought to be a result of the influence of Euro-American art. Historic Pueblo rock art is a continuation of
themes and elements created during the Anasazi Pueblo IV period. Despite the oppression and hardships
that the Hopi, Zuni, and other Native Americans of northeastern Arizona underwent, their artistic
traditions were perpetuated.

Not every historic group produced rock art. Gifford (1932:290) wrote that the Southeastern Yavapai did
not make either pictographs or petroglyphs and claimed that they did not understand their meanings.
However, Gifford notes that Yavapai adolescents made new petroglyphs in imitation of old ones.
Additionally, information given to early ethnographers may have been incorrect. It is probably that the
Yavapai were misleading Gifford or that only a select few were creating images. Today, the Yavapai
claim to have created many of the rock art images found in the Prescott and Salado area (Pilles 1987, 1994)

Historic Euro-American Rock Art

The most prevalent Euro-American pictograph and petroglyph images are initials or names, often
accompanied by dates, that are carved or pecked onto rock surfaces (Figure 3.36). Increasingly, spray paint
has replaced carving. Unfortunately, modern graffiti artists frequently place their elements on the same
rock surfaces that prehistoric artisans used. As a result, it is difficult to find rock art sites that have not
been vandalized. Human behavior is often difficult to explain, and the reasons someone destroys rock art
are not always clear. The end result is the destruction of a particularly sensitive art form. Euro-American
graffiti over 50 years old is currently protected as an important cultural resource.

Historic Euro-American rock art can provide clues to when areas were first explored by Euro-Americans,
can help identify trails and immigration routes, and may provide biographical and genealogical data (see
Figure 3.36b).
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A COMPARISON OF ROCK ART AND OTHER MEDIA

Prehistoric people decorated other items as well as rock surfaces. Elements were incorporated onto the
surface of ceramic vessels, into textiles and basketry, on plastered surfaces, onto tools and other utilitarian
objects, into jewelry, and probably onto their own bodies in the form of painting or tattooing.

Rock art researchers have always sought out these similarities since they provide a method for dating
petroglyphs (Figure 3.37). As an example, the crab-clawed zoomorphs found on the walls of Canyon de
Chelly were also discovered on a ceramic vessel that dated from about A.D. 700 to 900. Assuming that the
symbols date to the time period, this allows the rock art to be dated. In another case, Jernigan (1992)
(1992) noted that Mogollon Red style pictograph and Encinas Phase Mogollon ceramics bore very similar
elements, indicating that they might date to the same time period. Stewart et al (1990) explored
similarities between Mogollon ceramics and rock art in New Mexico and found many similarities;
however, the number of cases appears to be quite small considering the total body of decorated vessels.



Christensen’s 1994 examination of geometric
elements found among Petrified Forest National
Park petroglyphs and ceramics and textiles from
northern Arizona resulted in the discovery that
many of the elements are common among all
media. For example, 18 of the 20 most common
motifs found among rock art are also found on
ceramic vessels. Christensen notes that among
the historic Hopi men were the weavers and
women made pottery. This dichotomy may
suggest that both sexes created rock art,
employing designs they used in their respective
crafts. Unfortunately, this theory is impossible to
test.

Hohokam rock art and ceramic vessels share
many images, especially anthropomorphs and
zoomorphs. In Hohokam rock art, 25 to 65
percent of rock art images are representational
whereas from 7 to 32 percent of decorated
Hohokam ceramics bear such designs (Antieau
1981:166) (Table 3.3). The number of zoomorphs
declined dramatically after the Santa Cruz phase,
so it may be useful to date Hohokam rock art
sites by examining the frequency of such
elements.

Why is there a difference between Hohokam rock
art and ceramics? One explanation is that it is
easier to put certain images on certain media. It
is easier to paint complex geometric elements on
ceramics than to peck them onto rock surfaces.
While this may be the case in some instances,
there may also be functional explanations. For
example, elements relating to hunting or
procuring resources may have been more popular
in rock art because the rock art sites were located
closer to the sources of these activities. On the
other hand, geometric images found on pottery
may have stood symbolically for animals or
humans. In either case, continued research is
necessary before the correspondence between
certain images and certain media is better
understood.

SUMMARY

Arizona Rock Art Styles 117

Figure 3.35 Historic Pueblo rock art includes katsina figures,
a tradition that continued from prehistoric times.
Petrified Forest National Park (Burton 1993:97).
In another case, Anasazi kiva murals contain
images, mostly katsinas, that are duplicated in
Mogollon rock art (Cole 1992).

This descriptive discussion of rock art styles found in Arizona has had two purposes. One has been to
sort through the published styles and provide a brief descriptive summary of each. In some cases,
individual styles had been assigned three or four different style names, so these have been combined into
a broad style name. In all likelihood, many of the styles have regional trends. Among Anasazi sites, this
already has been recognized, accounting for many of the small phase or area distinctions. It is probable
that further research will result in a similar discovery for the Hohokam area rock art. The style names
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Figure 3.36. Historic Euro-American rock art can include inscriptions, initials, and representational images: a, Fools Hollow

Lake (Weaver 1991b); b, Picacho Mountains (photo by P. Whitley, 1988).
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suggested in this volume are an initial step toward a better understanding of the diversity of Arizona rock
art.

Future researchers are urged to document in greater detail element frequencies and their distribution in
time and space, and perhaps record more detailed observations of techniques, since the latter appear to
have changed significantly through time in some areas. In addition, discussion comparing rock art to
other media needs to be better illustrated, and the reasons behind media-specific imagery investigated.
Are these differences the result of limitations presented by specific materials, or are there underlying
functional or cultural reasons that certain elements appear only on certain images?

As more research is conducted at rock art sites, knowledge about rock art styles will be further refined.
New styles will probably be identified, especially for central Arizona. Old style names, including those
presented here, will be changed and updated as research continues. Some researchers believe that style
designations should be dropped altogether since style definition is so subjective.

Chapter 4 presents a summary of Arizona’s reported rock art sites, discusses some methods for preserving
rock art or mitigating past damage, briefly notes what is known about Native American attitudes toward
rock art, and outlines some areas of future rock art research.



CHAPTER 4

THE FUTURE OF ROCK ART
IN ARIZONA

In the last 50 years, Arizona has undergone a period of unprecedented growth. The population of the
state has risen from 500,000 in 1940 to its current level of close to three million (Walker and Bufkin 1986).
As more and more people move to the state, houses and businesses are built, freeways widened, and
dams constructed. Among the many archaeological sites that are destroyed during development are rock
art sites. Also, rock art is damaged by looters and vandals or unintentionally by visitors. What can be
done to halt or reverse such damage? This chapter discusses opportunities to preserve and protect rock
art resources in the state of Arizona. First, however, an examination of the rock art sites identified as part
of this project is undertaken.

ARCHIVAL RECORDS OF ARIZONA ROCK ART SITES

A primary goal of the rock art study was to collect data from site records housed in Arizona institutions.
More than 2,300 sites were documented as a result of this census. A site can consist of a small set of
images on one panel, a large number of panels, or an entire district containing rock art (such as South
Mountain in Phoenix). Doubtlessly, if each site were reexamined, the number of sites would increase.
Appendix B presents site records in an abbreviated form, leaving out specific locational data. Individuals
interested in this data should contact the State Historic Preservation Office (SHPO) or individual record
repositories. Access to locational data is typically restricted to individuals with a professional interest in
the field. A much larger number of sites probably remain unreported. How can the total number of rock
art locations in Arizona be estimated? One method would be to conduct surveys in randomly selected
portions of the state. These surveys would have to consider such factors as the kinds of exposed rock
present, topographical features, and the density of human occupation across the landscape. However, it
is uncertain if such surveys could accurately estimate the number of sites.

The quality of the archived records varies for two reasons. Older records contain little data; often only
locational data and a small amount of descriptive information are provided. Site recording improved
dramatically as a result of the initiation of cultural resource management, so more recent records are
usually quite detailed. However, the data differ from institution to institution because different site-
reporting forms have been used. Therefore, the use of standardized site records is strongly encouraged,
and researchers are urged to submit site records to a single institution. The Arizona State Museum in
Tucson currently houses the most records in the state; therefore, it is sensible to archive materials there.
The number of duplicate site records would be reduced, and rock art data would be more accessible to
other researchers. Copies of site records may also be archived at the Deer Valley Rock Art Center, thus
creating a centralized repository of rock art site data and enhancing the study of these sites.

The data collected for this report allowed a number of questions to be addressed for the first time. The
following section discusses these findings in detail.
ROCK ART DATA COLLECTED IN THE STUDY
During the rock art study, a variety of data, some of which are presented in Appendix B, were entered

into a computer database. This information can be used to examine the locations of rock art sites and the
kinds of sites commonly found, and it can help plot the future course of rock art studies in Arizona.
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Geo-Map, Inc., prepared maps using UTM coordinates pulled from site records. In all, about 60 percent
of the 2,367 site records contained this data. The map, Figure 4.1, demonstrates that sites are scattered
across the state; however, many are clustered in several areas. These clumps represent rock art regions
that have been intensively examined, usually as a result of cultural resource management surveys. Many
of the grouped sites are located in National Parks or National Forest lands. As an example, clusters
visible on the map include Petrified Forest National Park, the Painted Rocks Reservoir, and Coconino
National Forest. Areas without rock art sites do not represent locations where art was not created;
instead, these areas have simply not been surveyed, rock art sites present have not been reported, or site
records lack UTM coordinates.

Another method for examining where sites have and have not been located is to determine the average
number of reported sites per square mile for each of Arizona’s counties. A total of 2,041 site records
supplied data indicating in which counties the sites were located (see Table 4.1). The number of reported
rock art sites per square mile varies from .004 (Greenlee County) to .033 (Yuma County). The state
average is .018 sites per square mile (.020 if sites without specific county locations are added).

What do these numbers mean? They certainly do not reflect the density of rock art sites in the state; that
is, one cannot say that Greenlee County has fewer sites than Coconino per square mile. This is because
not all portions of the state have been studied equally. Instead, the numbers suggest which areas have
been most intensively surveyed—in this case, Apache, Coconino, Pinal, Maricopa, and Yuma counties.
However, only a fraction of the rock art sites in these counties probably have site cards. Even those
counties with the highest reported sites per square mile need additional survey and site recording. For
example, about one-quarter of Apache County’s recorded rock art sites are located within Petrified Forest
National Park, which comprises less than five percent of the county land area. Many of the remaining
sites are located in Canyon de Chelly National Monument. The overall impression is that certain areas
have been intensively studied, whereas others have been ignored.

It is suggested as a first step that researchers focus on those counties with the fewest reported sites per
square mile—-Mohave, La Paz, Navajo, Graham, and Greenlee—in order to increase the number of recorded
sites. These counties contain examples of some intriguing kinds of rock art that are as yet poorly known.
For example, Greenlee County contains one of the few Mogollon Jornada Pictograph sites. Do others
exist? How far westward into Arizona are these sites found, and do other forms of culture exhibit similar
Mogollon influence? Similar questions could be posed in other areas. A second step would be to examine
areas where few sites have been found. As indicated by Figure 4.1, these areas could include northeastern
Coconino County, northern and southern Navajo County, southern Apache County, all of Greenlee
County, eastern Mohave County, northwestern Maricopa County, and central Pima County.

A more pressing problem is that published reports are lacking for large geographic areas. This became
obvious during this study when attempting to document the distribution of certain styles in Arizona. In
general, the southeast, east-central, and southwest portions of the state have been poorly published to
date. Jernigan (1992) reported on several sites in south-central Arizona and Weaver has documented sites
in east-central Arizona. The importance of study in these areas is highlighted by their reports, which
illustrate examples of styles of rock art that are as yet poorly known in the state. Published documents
on individual sites allow researchers from across the state and throughout the world to "visit" sites
without actually traveling to them. They also preserve site data on paper, where information will survive
even if the site or the archive housing records are destroyed. The recent surge in publication of baseline
site data is expected to continue into the near future.

Prior to this study, the perception of rock art researchers was that petroglyph sites were the most common
in the state, followed by pictograph, and then geoglyph sites. This study confirms this perception.
Petroglyphs are found at 83 percent of the reported rock art sites, pictographs at 16 percent, and
geoglyphs at only two percent (Figures 4.2-4.4). Whether these numbers are accurate is uncertain, given
the large numbers of unreported or undiscovered sites. Because pictographs and geoglyphs are more
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Table 4.1. Rock art sites reported in each Arizona county.

Number of Sites Per
County Square Miles Rock Art Sites  Square Mile
Apache 11,174 197 018
Cochise 6,256 95 .015
Coconino 18,573 429 .023
Gila 4,750 80 017
Graham 4,610 48 .010
Greenlee 1,874 8 .004
La Paz 4,500 39 .009
Maricopa 9,226 248 .027
Mohave 13,260 155 012
Navajo 9,911 119 .012
Pima 9,241 160 017
Pinal 5,378 129 024
Santa Cruz 1,246 21 017
Yavapai 8,093 134 017
Yuma 5,485 179 033
Total 113,577 2,041 .018

likely than petroglyphs to be lost through weathering away, the original number of these sites is
unknown.

The occurrence of each rock art kind was investigated at a county-wide level in order to determine
whether certain kinds were concentrated in geographic areas. This could occur because rocks conducive
to each kind of rock art may be located in specific areas or because cultural factors may influence which
kind of rock art was created. Table 4.2 lists by county the kinds of rock art sites identified during this
study.

More than 90 percent of the rock art found in the central portion of the state, including Yavapai, Maricopa,
and Pinal Counties, is petroglyphs. This is not surprising, given the difficulty in finding more than a
handful of examples of Hohokam, Pima, or Papago pictographs. It appears that pictograph creation either
did not occur in this area in great frequency; that it was done in areas where it subsequently weathered
away; or that for some reason, these sites have yet to be reported.

Pictographs are most prevalent in the northwest and southeast corners of the state, with 32 to 53 percent
of the rock art sites in these locations having painted images. Geoglyph images are found only in the
southwest corner of the state, concentrated in La Paz and Yuma counties.

Even at a gross level, these findings suggest that the kind of media used in rock art was important to
artisans. Also, the physical characteristics of the materials with which the artists created rock art may
have been important. Geoglyphs are found in areas with rock-vanished desert pavement. This ground
cover is found mostly in the southwestern corner of Arizona. Other groups may have created geoglyphs;
however, the passage of time may have erased any traces of these images.
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Table 4.2. Rock art site types by county count.*

Pit and

County Petro  Petro/Picto  Picto Geo  Groove/Cupule
Apache 160 12 20 0 5
Cochise 37 4 43 0 3
Coconino 304 30 69 0 |
Gila 59 0 15 0 0
Graham 23 1 9 0 2
Greenlee 3 0 2 0 0
La Paz 14 1 1 16 0
Maricopa 216 0 3 1 0
Mohave 87 11 44 0 0
Navajo 97 5 6 0 0
Pima 118 5 19 1 6
Pinal 97 1 7 2 5
Santa Cruz 6 3 9 0 0
Yavapai 110 0 4 0 0
Yuma 103 5 8 33 1
Unknown 205 15 55 1 1
Total 1638 93 314 54 24

*Sites with county recorded on the site reocrds.

The numbers of panels and elements were reported for many sites. Of 743 sites with panel counts, the
range was from one panel (337 sites) to 610. The mean number of panels per site was about 8, whereas
the median number was 30 panels. It is obvious from site records and published accounts that the
number of panels varies dramatically among sites. The number of individual elements also varies. A total
of 769 site records listed the number of elements found at particular sites. They ranged from one element
(151 sites) to a high of 1,845 for the North Pass site. The mean number of elements was 25 (the total being
19,126 elements), whereas the median was 47. Again, considerable variability exists in these counts, and
it is impossible to ascertain their accuracy. The indications are that an incredible number of rock art
images are present in the state.

The kind of associated sites found with rock art was also coded, with many sites having more than one
kind of association (Table 4.3). Artifact scatters are most prevalent, followed by habitation sites, resource
exploitation areas, and rockshelters. Many of the artifact scatters may represent habitation sites where
architecture such as pithouse sites is invisible. One problem with interpreting this data is that recorders
may be biased toward identifying specific site kinds with the rock art. Future work, similar to Wallace’s
1983 examination of rock art sites in the Tucson area, may allow for a better understanding of this
complex relationship,

Site records often listed the suspected cultural affiliation of the rock art creators. In most cases,
investigators probably derived this data by examining artifacts from associated sites, through knowledge
of which groups lived in the area, or through guesswork. Many of these cultural affiliations are probably
incorrect. A single site may have as many as four identified cultural affiliations. The identified affiliations
are presented below in Table 4.4.
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Table 4.3. Sites associated with rock art.

Site Number
Habitations 378
Resource exploitations 260
Rockshelters 282
Caves 83
Artifact scatters/quarries 645
Trincheras 8
Stone circles 21
Stone walls/rock alignments 58
Ceremonial sites 23
Defensive/fortifications 5
Granaries 7
Trails 59
Rock features 21
Canals 2
Checkdams 14
Ballcourts 2
Historic sites 48

Table 4.4. Cultural affiliations of rock art.

Culture Number Culture Number
Archaic 122 Cohonino 78
Basketmaker 17 Pai 7
Hohokam 552 Zuni 2
Trincheras 3 Hopi 12
Yavapai 13 Apache 43
Patayan 20 Navajo 24
Salado 17 Piman 3
Sinagua 113 Papago 12
Mogollon 52 Yuman 15
Fremont 3 Pauite 10
Anasazi 221 Cerbat 7
Kayenta 10 Hakataya 36
Pueblo 125 Spanish 3
Western Pueblo 7 Historic 163
Havasupai 16 Anglo 27
Cochise 2 Modern 16

Cocopa 1 Unknown 776
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It is not surprising that Hohokam rock art is the most common, given the size of this cultural area. The
presence of Sinagua and Salado sites in central Arizona is of special interest because this area has been
poorly reported. Is the rock art of this area different from that of surrounding regions? This is one region
that needs to have its rock art studied and published.

Site records infrequently contain specific style data, but most that do so are fairly recent. These style
names are listed in Table 4.5. It was not possible to ascertain whether these style identifications are
accurate. Site records are expected to contain this data more often in the future.

Summary

The data collected during the rock art study indicate that Arizona has a wealth of rock art sites and that
the opportunities to make significant contributions exist for researchers. Many areas of the state have
received little attention or, when they have, have not had the data published. Some of this data has been
collected at various archives and agencies. The need for a centralized site record database is clear. It is
suggested that the rock art data be archived at the Arizona State Museum, although another possible
location might be the Deer Valley Rock Art Center. One of the goals of this institution is to preserve rock
art data, and as the only museum in the state focused entirely on rock art, this may well be the best place
for archiving rock art site data.

PRESERVING THE PAST FOR THE FUTURE

As Arizona heads toward the twenty-first century, a concerted effort must take place in order to ensure
the survival of many of the state’s important rock art sites. Most sites are located on public lands that
are under the management of various city, county, state, and federal agencies. This often preserves the
rock art sites from the destruction of development, especially after the enactment of laws requiring
cultural resource protection on state and federal lands. However, the isolation of these lands also allows
individuals to loot and vandalize rock art sites with little fear of being caught. Also, natural forces can
result in damage to rock art sites (see Table 4.6). The end result is a gradual reduction in the number of
rock art sites available for study, for public visitation, or for use by Native Americans. How are we to
protect these sites?

Once created, rock art is exposed to natural agents that can lead to its destruction. In all probability, a
great deal of rock art, especially pictographs, has disappeared as rocks weather away or become
repatinated. This slow, gradual process can be controlled in certain instances, but misguided attempts
to slow or halt the process often actually endanger the art. Human visitors are the greatest threat to rock
art, either by intentionally or accidentally damaging it. Despite the many dangers that exist for Arizona
rock art, though, the outlook is not necessarily bleak. A number of methods for protecting, preserving,
and conserving rock art exist, and their successful application can save sites from unnecessary destruction.

PROTECTING ROCK ART

Rock art protection must begin at the individual level. Each person who visits a rock art site should
appreciate the significance of the resource and understand that others deserve to view the art in its
pristine state. Unfortunately, many people have not observed this simple rule. As a result, the Federal
and State governments have passed a number of laws protecting archaeological sites.
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Table 4.5. Arizona rock art styles identified in site records.

Stvle Number
Western or Desert Archaic 25
Chihuahuan Polychrome 8
Barrier Canyon 1
Gila or Hohokam 71
Patayan 10
Mogollon Red 27
Jornada 4
Snake Gulch/Cave Valley 15
San Juan Anthropomorph 2
Great Basin 2
Chevelon Polychrome 2
Grand Canyon Polychrome 1
Reserve 4

(R

Chevelon Polychrome Abstract

Table 4.6. Agents contributing to rock art deterioration and
destruction (Office of Technology Assessment 1986:167).

Natural Agents Human Agents
Bacteria Development

Direct contact with water Looting

Exfoliation of stone Vandalism

Insects Pollution

Joints and cracks Off-road vehicles
Lichen Rock climbers

Surface accretion Rubbing, taking molds
Vegetation

Wind abrasion

Cultural Resource Legislation

Protection of archaeological sites began with The Antiquities Act of 1906 (Public Law 59-209; 344 Stat. 335;
16 U.S.C. 431-433). This law provided for the protection of historic, prehistoric, and scientific remains, or
any object of antiquity on Federal lands. Criminal sanctions for the unauthorized destruction or
appropriation of antiquities from Federal lands were also established. This law was fundamental in
establishing the government’s power to protect, preserve, and study archaeological remains present on
its lands.
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In 1916, The National Park Service Organic Act (Act of August 26, 1916, 39 Stat. 535, 16 U.S.C. 1-4) created
the National Park Service. This act provided legal protection for national parks, including the historic
objects that they might contain.

The Historic Sites Act of 1935 (Public Law 74-292; 49 Stat. 666; 16 U.S.C. 461-467) authorized the
establishment of National Historic Sites and authorized efforts to preserve cultural resources lost to
construction activities. This act was the first to recognize that the Federal government should mitigate
damage to archaeological sites.

The construction of a number of dams prompted the passage of The Reservoir Salvage Act of 1960 (Public
Law 86-523; 74 Stat. 220; 16 U.S.C. 469-469¢c). The Federal government took responsibility for protecting
sites that could be lost through construction activities.

The National Historic Preservation Act of 1966 (Public Law 89-665; 810 Stat. 9155; 16 U.S.C. 470) encouraged
the preservation of historic properties at the Federal, State, and private levels; expanded the National
Register of Historic Places to the state and local levels, and declared a policy of historic preservation,
among other things.

Sites that might be damaged or destroyed by Federal construction projects gained increased protection
with The Archeological and Historical Preservation Act of 1974 (Public Law 93-291; 88 Stat. 174, amended
1988). This law amended the 1960 Salvage Act and specified that up to one percent of the total amount
expended on Federal projects be spent on the mitigation of possible damage to cultural resources.

The Archaeological Resources Protection Act of 1979 (Public Law 96-95; Stat. 712, 16 U.S.C. 470) provided
protection to archaeological sites found on public and Indian lands, as well as specified that persons
violating this act could be fined up to $100,000 and imprisoned for up to five years, as well as losing
property such as vehicles.

In 1990, the United States provided legal protection to Native American grave sites through the passage
of the Native American Graves Protection and Repatriation Act (Public Law 101-601). This law seeks to
preserve Native American burial sites from looting and desecration on Federal lands. In Arizona, the
legislature passed similar laws in 1990, A.R.S. 41-844 and A.R.S. 41-865, which protect burials on state and
private lands. While directed toward Native American burial sites, the discussion of sacred objects might
also apply to certain rock art sites.

Together, these and other laws provide a legal basis for the protection of archaeological sites. The Federal
and State governments have taken the position that prehistoric and historic cultural resources deserve
protection, and unauthorized damage to archaeological sites should not be condoned. Recently, police
agencies have begun to investigate cases of looting and vandalism at archaeological sites, and the court
system has begun to prosecute these cases successfully.

However, despite the passage and enforcement of these laws, looting and vandalism have continued.
Why is this the case? In part, persons may destroy archaeological sites for personal gain. The market for
prehistoric artifacts, including rock art panels and boulders, is quite lucrative. Individuals involved in
the illegal sale of these items are aware of the cultural resource protection laws and choose to ignore them.
In those cases where individuals have been caught, they often have not been punished or have received
minimum sentences. Only recently has stricter enforcement of these laws taken place. It is hoped that
the publicity surrounding these cases will reduce the amount of looting since the prospect of being sent
to jail, having one’s vehicle confiscated, or having fines assessed does not appeal to most people.
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Education and Rock Art Preservation

In addition to deliberate theft or vandalism, other individuals simply do not know that it is illegal to
remove archaeological resources. Attempts to educate the public should be directed toward this group.
Public education should begin with school children, with the significance of cultural resources instilled
at an early age. This education could include classroom visits by archaeologists, as well as trips to
museums and archaeological sites. The Office of Cultural Resource Management at Arizona State
University staffed a Public Education Coordinator for four years through the Roosevelt Platform Mound
Study. This individual gave talks to civic groups and classrooms, conducted site tours, created public
displays, and staffed booths at fairs. The end result was very positive, as many citizens of Arizona
became excited about the archaeology of the state. These interested individuals can be expected to help
preserve the past.

Education about archaeological resources can take place in many forms. Arizona has one of the most
successful programs for teaching the public about the subject—Archaeology Month in Arizona—in March
of each year. Programs, lectures, and open houses serve to bring archaeologists in contact with the public,
many of whom have never been exposed to archaeology. Among the events that provide education about
rock art are site tours, lectures, and video presentations. Articles in popular magazines, newspapers, and
items on the evening news can also emphasize the need for rock art preservation.

An inexpensive method for furnishing some degree of protection to sites has been instituted by the
Arizona SHPO office. The Site Steward Program matches volunteers to a particular archaeological site.
The volunteer regularly visits the site and monitors its condition, evaluating whether vandalism,
pothunting, or natural events such as flooding are affecting the site. When human activities are creating
problems, the site can be more frequently monitored in an effort to catch the culprits. In several cases,
this has been successful. Natural problems can be mitigated, if necessary.

Pilles (1987) reported on a highly successful method for protecting heavily visited rock art sites in
Coconino National Forest. Several sites were under assault by vandals and also were being damaged
unintentionally by visitors. In this case, the Forest Service allowed a single tour operator to conduct
guided visits to the site. During each tour, visitors were instructed on the history of the site, they were
taught rock art "etiquette,” and their visit was supervised. As a result, vandalism decreased, and visitors
received a more comprehensive rock art experience. The tour guide also served as a site guardian.
Clearly, it was in the Forest Service’s best interest to ensure that the site remained unvandalized and clear
of trash. While not suitable for every site, guided tours may be one of the best methods for taking people
to a rock art location and providing them with an opportunity to better understand why rock art should
be preserved.

The Pueblo Grande Museum and Cultural Park, City of Phoenix Parks, Recreation, and Library
Department, provides about 50 guided tours of petroglyph sites each year. These tours enable site
etiquette and significance to be explained to members of the public. Tour participants probably will
follow these guidelines when visiting other sites.

Other public education efforts have included pictograph coloring sheets distributed by the Coronado and
Coconino regional forests. These sheets are provided to schoolchildren and include preservation messages
that teach children about pictographs and why they should be preserved.

The Western Archeological and Conservation Center of the National Park Service has had success teaming
up volunteers and members of the American Rock Art Research Association (ARARA) to record rock art
sites. Members of the public are given opportunities to preserve and document rock art sites in Arizona’s
National Parks. These people then become advocates for rock art preservation and are likely to report
inappropriate activities that take place at rock art sites to the proper authorities.
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As a result of the heightened concern for protecting cultural resources, the public has become a vocal
advocate for the preservation of rock art sites. One example is the Greenway Road and 17th Avenue
petroglyph site, which was threatened during road construction activities. A local resident complained
about the possible damage, and as a result, the site was preserved and recorded by the City of Phoenix’s
archaeology staff (Bostwick 1989).

Other Means of Protecting Rock Art Sites

Unfortunately, not every person attends an archaeology fair or is taught in the classroom that cultural
resources should be respected. When these individuals discover an archaeological site, their curiosity can
lead them to damage or destroy the resources as they search for artifacts or leave evidence of their
presence in the form of graffiti. A number of methods can deter such actions.

Perhaps the least expensive method is to post signs at a site that has come under assault. In some cases,
such as on private land or in sensitive areas, these signs may warn people about trespassing onto the
property. Although signs may restrict access to certain sites, doubtlessly angering some visitors, this
course of action may be the only way to preserve a site. This method is used by the Arizona State Land
Department, which has posted signs at several important archaeological sites that were being damaged
by visitors. The signs state that the land is off-limits to visitors. However, interested individuals are
given a phone number and directed to contact the State Land Department if they desire a tour of the
archaeological site. The signs have probably served to protect these archaeological sites, and similar
methods may be useful at rock art sites.

In other situations, sites that are being visited may be protected through the placement of interpretive
signs explaining the significance of the site and creating an official presence for the setting. The signs
could discuss the nature of the rock art, its role, age, or cultural affiliation. The importance of preserving
the resource could be stated, as well as the legal consequences of damaging the site. This may result in
visitors’ actively preventing vandalism when it is spotted.

Padgett (1993) and Pilles (1987) suggest that a visitor book may further the official presence at a site, as
individuals will feel that the site is regularly attended to and monitored. Vandalism is less likely to occur
if the visitor thinks that an official may visit at any time. The site should be regularly visited, and any
trash present should be collected. Cleaner sites are more respected by visitors.

More expensive alternatives can only be conducted at a few sites—those most likely to be damaged by
visitors, or those that contain particularly valuable rock art. In extreme instances, fences may be erected
to protect an area. In Arizona, the Garden Canyon Pictograph site, the Rappell Cliffs Rockshelter, Malpais
Hills, and the Painted Rocks State Park have been surrounded by a fence to deter vandalism and
inadvertent damage (Figure 4.5). In the first two cases, the fencing prevents unauthorized visits, although
the fences may tempt some people to climb over or tear down the enclosure. At the State Park, the
fencing encloses the area, preventing rock art-covered boulders from being removed.

In cases where fencing is not an option, the installation of boardwalks or hand rails may guide visitors
around the site while keeping them away from the rock art (Padgett 1993). The majority of people will
stay on the boardwalk or within the hand rails; however, some people will still insist on leaving the walk
or climbing across hand rails. That activity is simply impossible to prevent.

A combination of these methods may have to be used at certain sites. For example, a pictograph site may
need a handicapped-accessible boardwalk installed, with interpretive signs and a particularly important
area fenced off. The limiting factor is that there is rarely the money to build such facilities.
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Figure 4.5. Fencing sites may be one method for protecting them. Painted Rocks State Park (photo by P. Whitley, 1988).

Mitigating Past Damage

Most rock art sites located in urban areas or near well-traveled paths have suffered from vandalism. This
can include bullet pockmarks, etched graffiti, painted graffiti, or damage caused by off-road vehicles or
human feet. Natural conditions also can lead to the exfoliation of the rock surface, detachment of pigment
areas, or reduced visibility of geoglyph elements.

For example, petroglyph sites in South Mountain Park in Phoenix were first recorded in the early 1960s
by Ernest Snyder. In the mid 1980s, Janet Golio began a project to re-record the 419 sites. Comparison
of photographs taken during each survey led to the discovery that in the 25-year period between the two,
22 percent of the South Mountain Park rock art panels had been vandalized. Ten percent of the rock art
had been stolen, the boulders carried away for placement in yards or inside homes. Another 12 percent
had been damaged or destroyed by vandals, developers, or used as targets for bullets or paint. Golio and
Snyder (1993) discovered that the more accessible a rock art site is, the greater the probability that it will
be damaged. Hedges (1994) has reported on the theft of a major petroglyph panel from the Sierra Estrella
Mountains.

This is disheartening since it suggests that many members of the public are actively damaging rock art.
However, in some cases, this damage can be reversed by trained conservators. A conservator is an
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individual trained in the preservation of historic or prehistoric artifacts. Typically, this person has a
background that includes classwork in chemistry, art history, and anthropology, among other topics. His
or her role is to prevent items from deteriorating, reversing the process when possible by stabilizing the
object being treated. In other instances, conservators may be required to clean and repair damage caused
by weathering or human actions. Conservators typically employ nondestructive, reversible techniques.

Conservators working at rock art sites note the difficulty involved in protecting and preserving the art.
In part, this is because little work has been done to date, and techniques are still being refined. Another
factor is that it is impossible to develop standardized methods and materials because the underlying rock,
materials used to create rock art, and the artist’s techniques vary dramatically from site to site and even
within a particular site (Silver 1989). For example, a method to remove paint at one portion of a site may
have deleterious effects in another area because the rocks are exposed to different amounts of moisture.
Few conservators have training in rock art conservation and, when faced with a problem, must experiment
to determine which approach works best.

Price (1989) suggests the implementation of an eight-step methodology for conservation treatment.
Documentation of the site should take place first. He suggests that the complete recording of a site take
place prior to any conservation work. Recording preserves data on the site prior to the implementation
of conservation and also prevents the loss of data should future vandalism take place. Recorders and
conservators also can exchange important data. Recorders can identify the material of the rock, the
pictograph pigments, the microenvironmental conditions of the rock art, and the problems that the rock
art may be undergoing. Conservators often discover unseen rock art, including elements covered with
spray paint or those that are vary faint.

The next step is to analyze the factors initiating deterioration. Natural and human agents causing damage
are reviewed. The diagnosis of the problem identifies which particular agents are damaging the rock art.
A review of treatment options can thus take place. Which methods are most suitable? Each method must
involve the least amount of intervention possible, must be reversible, and must incorporate compatible
materials. In terms of intervention, the conservator wants to avoid altering the original rock art as much
as possible. Reversibility means that any work done on the rock art be reversed and that future treatment,
if new methods are developed, can take place. Compatible materials are those that will not react
adversely with natural materials. For example, a solvent used to remove spray paint should not also
remove the rock varnish.

A review of treatment options should be undertaken at this point and a management decision made.
Silver (1989) advises conservators to move slowly when approaching rock art. Waiting may allow natural
forces to clean human graffiti from surfaces. However, one problem with waiting is that graffiti inspires
more graffiti. The placement of signs explaining why the graffiti has not been removed and discussing
the proposed methods may alleviate visitor concern and stop individuals from attempting to clean rock
art themselves, as well as creating an official presence discouraging further vandalism.

Conservation methods should be tested on small portions of the rock art site, preferably in places away
from the actual art, if possible. After each method has been tried, a decision must be made as to which
ones have worked, their efficacy, and whether to proceed with further treatment. If treatment takes place,
it must be fully documented with before and after photographs, an inventory of materials used along with
which portions were treated with which materials, and an evaluation as to the effectiveness of the
conservation program. The last step in the treatment program is to evaluate, monitor, and maintain the
rock art site.

Currently, only a few rock art studies for Arizona have included discussions of conservation programs
(Pilles 1987; Burton 1988). Padgett (1993) removed historic graffiti at the Rappell Cliffs site, a prehistoric
pictograph location. Padgett carefully documented each stage of her project, photographing the graffiti
areas prior to and after removal. She tried a variety of methods before selecting the one that worked best.
These methods were first tested in areas away from the rock art, and after the most useful method was
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determined, writing was removed from the rock art area. Padgett also made recommendations on how
to best protect the site from future damage. Pilles (1987) documented methods used to remove graffiti
at a number of sites in Coconino National Forest. He discovered that the simplest method, spraying water
onto charcoal graffiti, worked the best. Low-tech methods were found, in these instances, to remove and
reverse damage while also promoting preservation of the rock art.

Conservators are able to remove spray paint, charcoal marks, and pencil marks; however, bullet holes and
etched graffiti are not as easy to reverse. Attempts have been made to mask them by filling in damaged
portions of the rock. In most cases, though, these marks will remain as evidence of past indifference to
rock art. Silver (1989) cautions against attempting to remove all graffiti at sites since this can damage the
underlying rock structure. In some cases, she suggests the use of natural materials to mask damage, using
soil present at the site to cover remnants of spray paint. Pilles (1987) used a similar technique to cover
scratches in charcoal-coated cave walls. In both cases, the appearance of a "clean" site was promoted as
one method for protecting the site from future vandalism.

Bock and Bock (1990) have reexamined rock art panels in Petrified Forest National Park where a
conservator attempted to mitigate graffiti and spalling damage to panels (Elvidge and Moore 1980). The
conservator used an artificial desert varnish to coat these areas, but 10 years later, the artificial varnish
was noticeably darker. These darker areas actually encouraged graffiti artists, who used the areas because
they were essentially a "clean slate." Other methods used by the conservator, such as treating stained
petroglyphs with hydrochloric acid, were also discouraged by the Bocks, who correctly assumed that it
is better to refrain from treating problems if the treatment can damage the rock art.

Another area that conservators must face is whether graffiti represents vandalism or a historic resource.
Older painted and etched graffiti may include the signatures of early visitors to a site, including some
who can be identified from historical documents. Burton (1993) found that the creators of some of the
historic graffiti present at Petrified Forest National Park could be identified through Civilian Conservation
Corps records. One important reason for preserving historic graffiti is that it allows an evaluation of how
the rock surface is changing. The rate of rock varnish accumulation can be studied by examining dated
graffiti, and the weathering of rock can be determined. In general, historic graffiti more than 50 years old
is considered a cultural resource and should only be removed if it is jeopardizing underlying rock art.

Conserving rock art is an expensive procedure, which explains why it is so rarely undertaken in Arizona
to date. In the future, more sites are expected to undergo conservation. Luckily, much of the painted
graffiti will eventually weather away, especially at sites that are exposed to the elements.

NATIVE AMERICANS AND ROCK ART

Most rock art in Arizona was created by the ancestors of today’s Native Americans. As part of their
cultural heritage, rock art is an important resource for these people. Many rock art sites are viewed as
sacred, whereas others are used as places to bring Native American youths back to their roots, teaching
them about their past. Many rock art sites can be considered Traditional Cultural Properties, and as such
can be listed on the National Register of Historic Places (see Chapter 5).

Until recently, most rock art research was conducted by Euro-American scientists or enthusiasts. The past
few years have seen a growing interest in the field by Native Americans. More rock art studies are
incorporating Native American opinions and interpretations of rock art. In some cases, Native Americans
admit that their link to the rock art has been severed through the passage of time (e.g., Bruder 1983). In
many other instances, though, Native Americans are able to identify the themes and even the meaning
of rock art. It is expected that Native American informants will provide important data for future research
projects.
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The development of tribal cultural resource management programs places protection of rock art sites on
Native American shoulders. Discussions with cultural managers in October of 1993 indicated that they
are ready to meet this challenge. Unfortunately, these managers also noted that the problems plaguing
rock art sites elsewhere are also occurring on their reservations. Looting and vandalism by youths were
two specific problem areas noted, as were limited resources to fund the protection and conservation of
archaeological resources. On an upbeat note, the managers were beginning to learn how to write grants
to fund these programs and were excited about the cultural education opportunities that rock art could
have for their tribal members.

Attempts to contact Native American tribes in order to document their opinions about rock art were
unsuccessful. In part this may have been a result of not contacting the correct individuals. In other cases,
the individuals contacted did not want to discuss aspects of their tribal culture with complete strangers.
It is suggested that rock art researchers develop contacts with Native American groups who may be
associated with the rock art in their study area. As well, Native Americans should be encouraged to
contribute to rock art studies, either as informants or as the author of such studies.

THE FUTURE OF ROCK ART STUDIES

Rock art studies are in a transitional phase, moving away from the perception that rock art is somehow
in the realm of the esoteric toward a more scholarly pursuit of knowledge. Additionally, cultural resource
managers are dealing with rock art sites more often, locating them during surveys, protecting sites from
vandals, and determining which ones to record and to what extent. The possibilities for discovery of
important new sites is high. New styles may be found, and old ones redefined.

Much of the work that lies ahead is at a basic management level. Rock art resources need to be
inventoried and recorded, and this should be a prime objective. This basic information will provide
researchers with baseline data that will survive even if the site is lost. Complete recording utilizing non-
destructive techniques is urged. Given a large set of sites, managers must select which ones deserve
immediate attention. Those that are in clear danger of being lost will require recording first.

Standardized recording forms should be used by all researchers. These forms should prompt the complete
and accurate collection of data at each rock art site. A site record also should be prepared for each known
rock art property. The Arizona State Museum has recently replaced its old site cards with an updated
version. It is suggested that researchers utilize this form, and that all site records be filed at the Arizona
State Museum in Tucson. The importance of a single, centralized site record repository must be stressed.
During the course of this study, it became apparent that the records housed throughout the state are
incomplete and difficult for professional researchers to access. As noted above, researchers also should
consider depositing copies of site forms and recorded data at the Deer Valley Rock Art Center. One
advantage of doing so is that this facility will serve as a repository for rock art data, and researchers will
not have to thumb through other site records in search of this specific kind of data.

The development of new computer technologies poises powerful opportunities for rock art researchers.
It is currently feasible to store analog data and digital images in computer databases. In the near future,
researchers will be able to visit rock art sites seated in front of a computer screen, viewing elements and
studying other data with ease. The use of this technology will facilitate the study of rock art in ways yet
unseen.

Dating techniques will also continue to be refined. Old methods, such as cross-dating through ceramic
and textile elements, will be re-explored and may prove to be extremely useful. The new techniques will
be restudied and decisions made as to how they can and cannot be applied. New methods will
doubtlessly be developed. In the foreseeable future, many more rock art sites will be dated using old
techniques, refined new ones, or a combination of both.
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Once out of the field, rock art researchers will be focusing their attentions on a better understanding of
the spatial and temporal distribution of elements and styles. The geographical extent will be determined
through comparison with other sites. The increased use of computers during rock art studies will facilitate
such explorations.

Another area of study may include a more detailed analysis of rock art’s relationship to other activities.
Researchers will examine the reasons that rock art was created and will test their hypotheses through the
use of computer databases containing detailed data sets.

Native American perspectives will be increasingly important. Currently, only a few studies have garnered
information from Native Americans (e.g., Turner 1963; Bruder 1983; Johnson 1986). Future studies, many
by tribal cultural resource management teams, will bring the views of the rock art creators” descendants
into the picture.

FURTHER READING

Many readers of this volume will be interested in studying the topic in greater detail. Appendix A
presents a comprehensive bibliography of published rock art studies for sites in Arizona. The availability
of these reports varies from library to library. Most can be found at the three major universities in the
state (Arizona State University in Tempe, University of Arizona in Tucson, and Northern Arizona
University in Flagstaff). More popular books on the subject can be found in bookstores specializing in
Southwestern topics. The following books are suggested for further reading:

Discovering Prehistoric Rock Art by Kay Kenady Sanger and Clement W. Meighan, 1990. Wormwood Press,
Calabasas, California. This book presents a basic overview of the three kinds of rock art found
worldwide. Besides presenting basic data on how rock art was created, the volume presents detailed
instructions on how to safely and accurately record rock art.

Picture Writing of the American Indians by Garrick Mallery, 1893. Tenth Annual Report of the Bureau of
American Ethnology. Washington, D.C. (has been reprinted). Mallery’s ground-breaking study was the
first to incorporate rock art data from the entire United States.

Canyon de Chelly: Its People and Rock Art by Campbell Grant, 1978. University of Arizona Press, Tucson.
This well-illustrated volume discusses the Basketmaker, Anasazi, and Navajo rock art found in Canyon
de Chelly, in northeastern Arizona.

Indian Rock Art of the Southwest by Polly Schaafsma, 1980. School of American Research, University of
New Mexico, Albuquerque. Schaafsma’s overview of Southwestern rock art illustrates examples of many
styles found throughout Arizona, Utah, Colorado, and New Mexico.

Earth Figures of the Lower Colorado and Gila River Deserts: A Functional Analysis by Boma Johnson, 1986. The
Arizona Archaeologist, Phoenix. Johnson recounts the history of geoglyph studies, discusses the possible
function of the figures, and illustrates all known major geoglyphs.

Chapter 5 presents a detailed discuss of the procedures and guidelines of the National Register of Historic
Places. Listing to the Register is one method of protecting rock art sites.



CHAPTER 5

ROCK ART AND THE NATIONAL
REGISTER OF HISTORIC PLACES

The National Register was established by the Federal government to aid in the preservation of sites
important to the history and prehistory of the United States. To be eligible for listing in the National
Register of Historic Places, a property must possess significance. Its significance must satisfy at least one
of the National Register criteria, and the significance must be derived from an understanding of historic
context (National Park Service 1991:7-10). In addition, a site must possess integrity, being able to convey
the site’s character. Traditional Cultural Properties are also eligible for listing on the National Register.
These sites are of special importance to ethnic and cultural groups.

Rock art sites benefit through nomination to the National Register for several reasons. The nomination
process requires that the site be documented. This documentation assists in preserving the property by
establishing its significance and by identifying the characteristics that give the property its integrity
(National Park Service 1991:1). The records are preserved in perpetuity by the federal government and
are available at both the state and federal levels to interested researchers.

One use of such documentation is to monitor the condition of sites through time. The nomination forms
typically contain photographs, drawings, and written descriptions of properties. These may be important
in the future to evaluate the extent of damage occurring at sites. In cases where vandals or looters are
apprehended at National Register sites, the documentation can be useful.

National Register sites are also more likely to receive funding for their study, preservation, and protection.
These sites have been recognized by the National Park Service as representing important cultural
properties. Public and private funding is therefore often available through grants, donations, or other
means.

The National Historic Preservation Act of 1966 (as amended) and federal legislation 36 CFR 800 require
that archaeological mitigation of National Register eligible sites take place if these sites are to be affected
by sale, development, construction, or other forms of land use.

This chapter presents an overview of National Register guidelines and examines how rock art sites can
be evaluated in order to determine whether they are eligible for listing. These guidelines include areas
of significance, the National Register criteria, the integrity of a property, and determining a Traditional
Cultural Property.

Three rock art property types are found in Arizona, as discussed in Chapter 1. Petroglyphs are most
common, followed by pictographs, and then geoglyphs. The three property types are easily identifiable,
given their mode of manufacture and/or placement. Because of the large number of petroglyphs within
Arizona, it might be desirable to identify specific temporal or regional property types (e.g., Anasazi
Basketmaker II or Hohokam petroglyphs). However, it is beyond the scope of this report to make such
distinctions and, because the database of published reports is so small, somewhat premature. For
example, Hohokam petroglyphs might be lumped together as a single property type today, whereas future
researchers might discern temporal distinctions that allow Hohokam petroglyphs to be stylistically
separated into several time periods. Similar preservation problems, within each of the three property
types make it most reasonable to examine rock art at this level.
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THE NATIONAL REGISTER CRITERIA

The significance of a site is generally measured in terms of the National Register Criteria. Under criterion
A, a property is eligible if it is associated with historical events that have made a significant contribution
to the broad patterns of our nation’s history. Properties associated with people famous on a national,
regional, or local level are eligible under criterion B. Sites that have characteristics of a type, period, or
method of construction; which represent the work of a master; or that possess high artistic value are
eligible under criterion C. Places eligible under criterion D have or are likely to have the ability to yield
information important to history or prehistory.

AREAS OF SIGNIFICANCE

Persons nominating sites to the National Register seek contexts that have made properties significant to
our nation’s history. Rock art may be eligible for the National Register under the following areas of
significance: Exploration/Settlement, Religion, Ethnic Heritage, Art, Landscape Architecture, Prehistoric
Archaeology, Historic-Aboriginal Archaeology, and Historic-Non-Aboriginal Archaeology.

Exploration and Settlement (Criterion A)

Rock art is often associated with settlements and -trails. Studying when the rock art was created, its
placement, association, and other aspects may allow for a better understanding of the Exploration and
Settlement of a region, especially for the historic period. Boundary definitions and/or cultural areas can
also be examined through the identification of distinct or rare elements.

Religion (Criterion A)

Lastly, the category of Religion is an important area of significance for rock art. Many researchers believe,
and many Native Americans concur, that rock art was often created as part of religious activities.
Ceremonial /belief systems (including archaeoastronomy and shamanism) are topics that receive a great
deal of public interest. The study of rock art can thus add to our knowledge of Native American belief
systems, religious practices, and traditions.

Ethnic Heritage (Criterion B)

The significance category of Ethnic Heritage may apply to both prehistoric and historic rock art. Many
Native Americans trace their ancestry to prehistoric peoples. Rock art is one tool to link prehistoric and
modern groups. Historic Native American and non-aboriginal groups have also created rock art, and a
study of the depictions can help establish and fill out the history of these groups.

Art (Criterion C)

Individuals viewing rock art today may understand it to be an art form, and many sites would be
considered significant under this category. One problem with this is that rock art was probably not
created as art; rather, it was made for other purposes. It may be difficult or even impossible to discern
the rationale of the creators. Therefore, caution should be exercised before using art as an area of
significance.
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Landscape Architecture (Criterion C)

Under the category of Landscape Architecture, one could study how rock artisans designed and arranged
rock art across the landscape, searching for patterns of design placement and location. Cultural and
sacred landscapes may incorporate rock art. The entire landscape, or perhaps certain portions, may be
important to understanding how people used an area or how the area was significant for ritual activities.

Prehistoric and Historic Archaeology (Criterion D)

Virtually all rock art properties are also considered archaeological sites. It may be difficult to determine
whether a specific site represents a prehistoric or historic period site or an aboriginal or non-aboriginal
site. Many rock art sites have the potential of providing data on the history and prehistory of a region
or of a specific culture. For example, a study of the clothing depicted in rock art can provide clues as to
how people dressed, clues that may not survive elsewhere because textiles and animal skins are usually
not recovered from archaeological sites. In another case, the study of the distribution of certain types of
elements may indicate how extensively people interacted prehistorically.

Each of these areas of significance can be applied to the three property types. Most rock art sites may be
significant under more than one category. For example, geoglyph designs in southwestern Arizona could
be studied under the categories of Prehistoric Archaeology, Landscape Architecture, and Religion. Further
study, including discussions with Native American informants, may indicate additional areas of
significance for rock art. One problem with evaluating rock art property types in terms of areas of
significance is that the original function of the rock art is usually unknown. As a result, persons
examining rock art must consider each assumption they make carefully and determine whether personal
biases and interests are influencing judgments on which areas of significance they are applying to a rock
art site. Using a multi-dimensional approach to studying rock art is probably the best method for
uncovering new information.

ROCK ART AND THE NATIONAL REGISTER CRITERIA

Only a few rock art sites would qualify under criterion A or B because it is difficult to associate past
events with rock art, and prehistoric rock art creators are unidentifiable. In other words, rock art might
represent specific events or sets of events, but this may be impossible to determine because we cannot talk
to the artists.

In some cases, historic rock art can be associated with specific individuals or events. For example, a
Navajo named Little Sheep is believed to have created many horse-and-rider images in northeastern
Arizona (James and Davidson 1976:38). These sites may be eligible due to their association with this
individual, who is recognized as an important person among the nineteenth-century Navajo. In other
cases, rock art serving as trail markers may be identified. Since trade and transportation were important
activities during both prehistoric and historic periods, these rock art sites might be eligible. The following
sections examine how the four criteria are applied to each of the three rock art properly types.

Petroglyphs

As stated in Chapter 1, petroglyphs are images cut into rock surfaces. Under criterion A, historic
inscriptions, such as the purported De Niza inscription, are likely to eligible under criteria A or B.
Archaeological surveys in the Petrified Forest National Park have identified rock art left behind by
Civilian Conservation Corp (CCC) workers in the 1930s. This rock art is now eligible for the National
Register under criterion A due to the important activities of the CCC workers.
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Under criterion C, properties with high artistic value are eligible, as are those that are distinctive of a type,
period, method of construction, or as a whole represent an important work. Rock art sites are generally
viewed as important works of art, embodying the style, beliefs, and world view of their creators.
Individual sites represent single or multiple rock art creation activities where artisans depicted ideas and
events important to them as individuals, or to their community as a whole. The most common
interpretation of rock art sites is that they were created as part of religious activities. If this is true, rock
art presents information about these people’s belief systems and their outlook on life. This information
may survive in no other form.

Many petroglyph sites would be eligible under criterion C because of their high artistic value. For
example, petroglyphs of exceptional quality and workmanship may be eligible. Rare examples of a certain
style or technique, such as abraded petroglyphs, may make them unique enough to warrant nomination
under this criterion. However, it is important to remember that petroglyphs were probably not created
as art and that the prehistoric Native American conception of what was art certainly differs from that of
present-day Arizonans.

Most rock art sites would also be eligible under criterion D because they are considered archaeological
sites and have the potential to provide significant information on the history or prehistory of Arizona.
Many rock art sites also have associated archaeological sites and materials. The relationship between rock
art and other activities is as yet poorly known. The study of an archaeological site with associated rock
art may provide important information about the lives of prehistoric peoples. Topics of study for
petroglyphs could include the chronology of rock art, cultural interactions, trade, ritual activity,
subsistence, astronomical observations, and activity patterning, among others (see Chapter 2).

For example, a study of petroglyph elements can allow for a better understanding of prehistoric
interaction or boundary maintenance. Archaeologists have recognized that certain elements appear to
have been associated with certain sets of people. Bent-legged diamonds are thought to be indicative of
Patayan petroglyphs. The appearance of an isolated example in the Tucson area may indicate that people
from southwestern Arizona were traveling to areas to the east, or that interaction with the Patayan people
was taking place. The development of regional rock art element typologies may be an effective way of
documenting population movements, especially if dating methods are refined.

Pictographs

Pictographs that can be associated with historic events are relatively few. These include drawings of
Spanish soldiers riding horses, found in northeastern Arizona, or historic Euro-American drawings
depicting nineteenth-century activities such as sheepherding. These examples would be eligible under
criterion A, since they can be associated with historic events or activities.

Pictographs eligible under criterion B must be associated with people famous at a local, regional or
national levels. Perhaps the best examples would be historic depictions attributed to specific artists.
These could include Navajo, Hopi, or Euro-American pictograph creators.

Under criterion C, pictographs with high artistic value would be eligible. For example, the Archaic Barrier
Canyon pictographs, documented by Polly Schaafsma in the Grand Canyon (1990, see Chapter 3), would
be considered eligible. These figures depict human, animal, and possibly supernatural figures, as well
as geometric shapes. Painted beneath an overhang, the well-preserved images reflect a stylistic tradition
that flourished for a short period of time, possibly the work of a handful of artists. The study of these
images allows for a better understanding of the beliefs and lifestyles of these long-vanished people.

Pictographs also have the potential to provide significant knowledge about a region’s prehistory and
history. Besides allowing archaeologists to reconstruct changing activity patterns, group interactions, or
religious practices, pictographs may also yield clues to how people dressed, and the roles of men and
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women, and they also may allow chronological dating using the rock art’s pigment. Most pictograph sites
would be potentially eligible under criterion D.

Geoglyphs

Boma Johnson (1986) suspects that geoglyphs were made during ceremonies in which dances and other
activities celebrated creation stories. These geoglyphs would be eligible for nomination under criterion
A because they are associated with important events for the prehistoric and historic residents of the Yuma
area. Other geoglyphs, such as avenidas, are thought to mark trade routes and would be eligible because
these paths were important conduits of people, raw materials, and finished products in the prehistoric
period.

Few, if any, geoglyphs would be eligible under criterion B because virtually all are prehistoric in nature.
Historic geoglyphs have been documented, but it may be difficult or even impossible to associate them
with specific individuals.

Geoglyph images are potentially eligible under criterion C. Carefully crafted by moving, removing, or
tamping down desert pavement, some of these images were apparently used during religious ceremonies
and contain information on the beliefs and world view of Native Americans living in southwestern
Arizona (Johnson 1986). Some of the anthropomorphs and zoomorphs are important and mysterious
images that required careful planning and coordination during their construction. Geoglyphs therefore
would be eligible because they are distinctive in terms of how they were constructed and the time period
for which they were made.

Most geoglyphs would be eligible under criterion D because their study can provide important and
significant knowledge on the lifestyles and customs of the residents of southwestern Arizona. For
example, a study of the distribution of certain types of geoglyphs such as sleeping circles, as well as their
morphology and associated artifacts, may allow us to better understand exactly what these cleared areas
were.

Summary

An examination of rock art sites that have been previously nominated to the National Register suggests
that criteria C and D are the most frequently used. No examples of criteria A and B were present, a result
of the inability to associate rock art sites with specific events or people. However, there are a number of
sites that are potentially eligible under these criteria, especially those created during the historic period.

THE INTEGRITY OF A PROPERTY

In order to be eligible for listing to the National Register of Historic Places, a property has to meet at least
one of the four criteria of eligibility, discussed above. In addition, it must possess integrity. The National
Register Bulletin No. 15 (National Park Service 1990:44) defines integrity as "the ability of a property to
convey its significance.” There are seven types of integrity: location, design, setting, materials,
workmanship, feeling, and association. Each is discussed below, but it must be recognized that these are
ideals developed for evaluating historic standing structures. Properties associated with archaeological sites
need not possess all types of integrity in order to be National Register eligible. Rock art sites, because
of their age, may be situated in settings quite dissimilar from their original surroundings, but this does
not mean that they lack integrity.
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Location

"Location is the place where the historic property was constructed or the place where the historic event
occurred” (National Park Service 1991:44). In order to be eligible for listing, a rock art site must be in its
original setting. The location of a particular site may be important for understanding why it was created.
For example, a petroglyph boulder found in its original position provides information about the
environmental and/or cultural setting of the rock art. If the boulder is moved by looters to a new
location, this information may be lost.

Petroglyphs present a potential problem because they are often pecked onto boulders, and these boulders
have the potential for movement, either as a result of human activities (such as pushing them down a hill
or through bulldozing) or natural events (such as slope erosion or earthquakes). The question posed is
whether a boulder that has rolled downhill is eligible for the National Register. Each case must be
examined separately. Several questions must be asked: Is it possible to determine the boulder’s original
location? Has the movement of the boulder caused it to lose its association with other rock art or sites?
Considerations regarding whether moved boulders are ineligible must be carefully thought through. In
some cases, moved boulders can still provide significant information (e.g., Holmlund 1986). In addition,
the older a piece of rock art is, the greater the likelihood that it has been moved to some extent.
Therefore, eliminating all examples of moved rock art might remove from eligibility consideration
important examples of older art. When large rock art sites are considered, this may not be a problem
because some boulders will have remained in position, whereas others will have moved. Those in their
original location would be eligible, and those that have moved should be evaluated. In some cases, rock
art was added to boulders after they were moved, complicating the issue!

Although pictographs might also have been painted on rock surfaces that were moved, few would survive
the movement and the subsequent exposure to environmental conditions such as rain or wind. Geoglyph
images cannot be moved without completely destroying them.

In general, rock art that has been completely removed from its original location, typically through looting
activities, would not be considered eligible because its original setting has been lost. However, if it is
possible to return the rock art to its original location, this may not be the case. For example, it may be
possible to identify the original position of looted rock art by examining weathering patterns on the rock
surface or adjacent rock surfaces, by matching depressions left by the boulder, or by using photographs
and maps to reestablish the position. In these cases, rock art sites may regain their integrity if the rock
art is replaced.

Rock art that has been moved by natural events, such as erosion or earthquakes, needs to be carefully
reviewed. In many cases, the movement has been minimal, and it is still possible to view the original
location in which the rock art was created.

Design

"Design is the combination of elements that create the form, plan, space, structure, and style of a property"
National Park Service 1991:44). All rock art is created as a result of humans who have recreated certain
images from their minds and have transferred them to rock surfaces. Each image or set of images found
at a rock art site was placed there for a reason, one that may elude modern viewers. The integrity of a
rock art site’s design may be lost if the site has been extensively defaced, if many of the rock art elements
have been removed, or if virtually all of the rock art has been lost through weathering. To retain design
integrity, it is important to be able to see and understand the original design at both individual and
collective levels.

Petroglyph sites that have undergone extensive looting, through the removal of the majority of the
boulders containing the art, may have lost design integrity, especially if the application of the designs was
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done in a special way. For example, rock art that was used by prehistoric astronomers may not retain
design integrity if portions of the astronomical device have been removed.

Pictograph sites that have been defaced to such an extent that it is no longer possible to discern the
original elements will have lost design integrity. Similarly, geoglyph sites that have been obliterated by
off-road vehicles will also have lost design integrity.

On the other hand, natural processes such as erosion or repatination may also damage or destroy rock
art elements, obscuring some designs. For example, repatination of Archaic period petroglyphs has left
many almost illegible. However, these designs may be found through careful examination of the rock
surfaces. New technologies may develop that will allow seemingly lost or damaged designs to be
retrieved. Therefore, some poorly preserved sites may still be able to convey their original design
integrity to a researcher.

When examining design integrity, it is important to consider whether the surviving rock art, its position
in the landscape, and its materials continue to reflect the function of the site, the prehistoric technology
used to create it, and its aesthetic value.

Setting

"Setting is the physical environment of a historic property" (National Park Service 1991:45). Setting differs
from location in that it refers to the character of a place in which the property performed its historic or
prehistoric role. Individuals examining a site’s setting must evaluate how certain characteristics of the
site—surrounding topographic features, vegetation, simple manmade features such as paths, and complex
manmade features such as a compound or pithouse—help individuals understand how the site was used.

Modern use of an area may compromise prehistoric settings. For example, grazing cattle may remove
native vegetation, the building of a highway may remove or obscure nearby topographic features, and
changes in the water table may dry up nearby streams. This alone should not make a site ineligible,
however, because archaeologists can learn how the setting has changed, reconstructing past environmental
conditions and the appearance of the land prior to historic times. This information can allow others to
understand the original setting. More isolated rock art sites often survive in a condition similar to the
original appearance and are thus able to convey the original setting. These sites would therefore have
setting integrity.

Materials

"Materials are the physical elements that were combined or deposited during a particular period of time
and in a particular pattern or configuration to form a historic property” (National Park Service 1991:44).
Most, if not all, rock art sites must have materials integrity in order to be considered for National Register
eligibility. Rock art, by definition, is created on rock surfaces, or in the case of geoglyphs, on the ground
surface. As well, pictographs are made with pigments applied to the rock surface. These materials must
be intact in order for a site to have materials integrity. This is typically not a problem. If rock art loses
its materials (the rock surface, gravel, or pigment), it would not be eligible because the resource would
be lost or invisible.

Reconstructed rock art would not be eligible for listing. No examples of such are known in Arizona, but
they may include rock art created to replace those lost in the past.



148 Chapter 5

Workmanship

"Workmanship is the physical evidence of the crafts of a particular culture or people during any given
period in history or prehistory" (National Park Service 1991:45). Rock art sites are prime examples of
prehistoric and historic workmanship. The elements found at these sites convey the artisan’s ability to
create imagery. These images can be studied from a technological viewpoint, examining the methods used
to create them, or aesthetically, because the rock art is considered by many to be art.

Workmanship at a rock art site may be compromised if the art has been heavily defaced or weathered,
so that a person studying it cannot understand how the image was created or what the image originally
looked like. Petroglyph images that have been smashed by vandals, pictograph images that have been
exposed to hundreds of years of wind erosion, and geoglyph images that have been driven over
accidentally by vehicles may all have lost the integrity of their workmanship.

Well-preserved rock art, where it is possible to study the techniques of the creator, would be eligible.
Some damaged rock art may be eligible because it may still be possible to study how it was created.

Feeling

"Feeling is a property’s expression of the aesthetic or historic sense of a particular period of time"
(National Park Service 1991:45). Feeling is an almost abstract concept that is related to a site’s setting.
Basically, does the property convey its original character? In the case of rock art, does the art itself and
the neighboring area convey a sense of what the site was like prehistorically?

A rock art site’s "feeling” may be lost if it has been heavily vandalized, destroyed by erosion, or
surrounded by modern development. In many ways it is difficult to evaluate "feeling integrity.” First,
places do change through time, and some of the associations or reasons for selecting a particular location
for rock art may change also. For example, the people who created geoglyphs in the area around Yuma
may have done so during the course of religious rituals that occurred as people traveled through the area
gathering foodstuffs or on trading missions to distant places. People visiting a geoglyph, for instance a
sleeping circle, may be able to imagine the setting, but they must ignore modern traffic noises from a
distant freeway or the sound of airplanes passing overhead.

Secondly, it is impossible to recreate the "aesthetic sense” of rock art sites because most people viewing
rock art have few links to the prehistoric artists. While rock art might evoke emotional sensations in a
viewer, it is unclear whether a prehistoric person looking at the rock art had the same emotions. The
question boils down to the ability of the rock art to convey the original character. How does one evaluate
this when one does not know what its original character was?

Despite these problems, many rock art sites have the ability to convey "feeling” due to the excellent
preservation of the art and its setting. In general, evaluating rock art sites based on feeling integrity is
difficult. The use of Native American informants may be one way to wrestle with this issue.

Association

"Association is the direct link between an important historic event or person and a historic property"
(National Park Service 1991:45). Most rock art remains in the location at which it was made and therefore
retains its association integrity. Some rock art, such as petroglyph boulders that have been removed from
their original property, would not be eligible because they lack adjacent physical features that are
necessary in order to understand the property’s history.
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Cultural and/or sacred landscapes may also need to be intact. Consultation with Native Americans may
be necessary to determine whether association integrity has survived subsequent land use changes or
vandalism.

Although removal might make a petroglyph or pictograph ineligible due to its lost association, there are
many cases where the site of origin for a removed glyph can be determined through earlier photographs
or matching break lines. Opportunities to return the glyph to the site would allow association integrity
to be reestablished.

Currently, only a few rock art styles have been listed on the Register. A special effort should be made
to seek out and nominate sites with styles that have not been listed to date.

Additionally, many rock art sites are located in or near other components of an archaeological site. Those
that have well-preserved archaeological materials have good association integrity. Disturbance of
subsurface archaeological materials through development or pothunting may result in a loss of association
integrity; however, the rock art site itself would continue to have association integrity if it were
undisturbed.

Integrity Summary

Integrity is not a simple issue to assess. In the case of archaeological sites, a major problem results from
the changes wrought by nature and humans on the landscape around sites. Rock art sites found in urban
areas may no longer resemble the condition of the region when the rock art was created. Does this mean
that integrity has been lost? Integrity evaluations usually rely on a qualitative assessment. It is difficult
and even damaging to a resource to attempt to evaluate integrity quantitatively, scoring each category on
a numerical scale. Such a method would be impractical and impossible to duplicate because it is a
subjective assessment. Slaughter et al. (1992) examined lithic resources in a SHPO-sponsored preservation
study. They suggested dividing archaeological sites into three levels of investigation (artifact, site, and
region) and evaluating each in terms of integrity. A similar approach can be used for rock art resources,
using the element, the site, and the regional levels.

Element Level

At the element level, each element or group of elements can be examined at a site in order to help
understand whether integrity is present. Are elements well preserved? Are they in their original position?
Have they been extensively damaged by natural or cultural forces? Are elements being removed from the
site by looters? Does the original patterning of these elements survive? The integrity of the workmanship,
materials, and design should be the focus at the element level.

Site Level

At the site level, Slaughter et al. (1992) suggest that processes such as erosion, deposition, and soil
formation be evaluated in order to better understand whether the site is National Register eligible. For
rock art sites, these processes should also be assessed. As well, the general condition of the site should
be examined. Is it being encroached upon by development? Does the surrounding area accurately convey
the original appearance of the site? Are associated features such as villages or artifact scatters well
preserved? Setting, location, and feeling are best addressed at the site level.

Regional Level
At the regional level, one could compare rock art sites in a region to determine the relative state of

integrity for a particular site. In an urban setting, a site may appear to have lost all integrity due to
changes in the near environment. However, when compared to other sites that have been affected even
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more, this site may represent the one with the most integrity in the area. The integrity of the association
of rock art should be evaluated at the regional level.

Rock art sites are a fragile resource and are subject to both environmental and human-caused changes that
can affect their integrity. It is important to understand this issue and to consider it carefully before
deciding whether or not a site has lost its integrity.

DETERMINING A TRADITIONAL CULTURAL PROPERTY

Most rock art sites in Arizona were created by the prehistoric Native American residents of the state.
These sites may be eligible for inclusion in the Register if they have traditional cultural significance. The
National Park Service states that "a traditional cultural property (TCP) is eligible for inclusion because of
its association with cultural practices or beliefs of a living community that are rooted in the community’s
history, and are important in maintaining the continuing cultural identity of the community" (National
Park Service 1993:1). Other cultural and ethnic groups may have traditional cultural properties, and rock
art researchers working with historic sites should become acquainted with the beliefs and customs of each
group. Native American rock art sites are discussed in this section.

A large number of rock art sites contain religious symbols or iconography depicting supernatural beings
and events. Others document the Native American use of an area during the prehistoric period, and as
a result, they may represent a tie between prehistoric and historic Native Americans.

Identifying rock art sites that might be considered traditional cultural properties begins with consultations
with Native Americans who ascribe traditional cultural significance to locations within the study area.
They should be contacted and asked to evaluate particular rock art sites. These groups should be
identified through background research and consultation with SHPO, ethnographers, archaeologists
specializing in the area, and local Native American groups. Tribal patrimony is an important issue
because distant groups may indicate that distant sites are important to their heritage. Therefore, every
attempt should be made to solicit opinions from all Native American groups that have an interest in a
particular region.

Each group should be contacted directly. In Arizona, tribal leaders or cultural resource managers can
identify specific individuals who might be willing to provide information. When discussing rock art sites
with these individuals, one must be aware of local customs and traditions. It is possible that they may
not want to share all information about certain sites with an outsider. In addition, one may want to
contact several different individuals in order to more fully understand the significance of the property.
The information gathered during these consultations may be very sensitive, so the informants should be
asked whether the information can be published or released to the public.

Not every site may be considered a traditional cultural property. Obviously, a traditional cultural
property must be an actual property, and all sites with intact rock art could be considered properties.
However, the integrity of the site should be evaluated. Two questions can be asked about the property:
First, does it have an integral relationship to current traditional cultural practices? Second, does the
relevant relationship between these practices or beliefs and the property survive? Also, a rock art site must
be 50 years old or older and significant to the tribe as a whole in order to be eligible. After examining
integrity, one should examine the property according to the National Register Criteria. As noted above,
most rock art sites would be eligible under criteria C or D.

Next one would determine whether the property might be excluded under any of the National Register
criteria. Of special importance is the too rigorous application of the "religious property" rule. The
National Register guidelines attempt to avoid the appearance that the government favors one religion or
belief over another. Therefore, properties with a connection to a religious group may be excluded from
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the National Register. However, a Native American site should not be excluded automatically if the site
has a religious function.

Relocated properties are usually ineligible. A moved piece of rock art would not typically be considered
eligible, but the moved resource may still be considered a traditional cultural property (National Park
Service 1993:14). Native Americans may view the rock art itself as significant, rather than its location.

Other reasons for exclusion are less likely to apply to rock art sites. These include birthplaces and graves,
cemeteries, reconstructed properties, commemorative properties, and properties less than 50 years old.
Properties that were used prehistorically, then abandoned, and then used again in recent times may be
eligible as traditional cultural properties. This is especially important due to the revival of many
traditional Native American practices in recent years.

Many rock art sites are potentially eligible as Traditional Cultural Properties, including sites where Native
American religious activities take place. The number of such sites may grow as Native Americans reclaim
and/or revitalize dormant traditions. One example of a Traditional Cultural Property rock art site is the
Willow Springs site, a National Register-listed location where Hopi tribal members have marked their clan
symbols on rocks throughout the years. It would be important to consult with Native American tribes
as to which rock art sites are important to their members as cultural properties.

In summary, determining whether a rock art site represents a traditional cultural property requires
consultation with Native American groups. The beliefs and traditions of these people should be used
when considering whether a particular site is National Register eligible. A more detailed discussion of
traditional cultural properties is found in the National Register Bulletin No. 38, available from the National
Park Service or through SHPO.

NOMINATING A ROCK ART SITE TO THE NATIONAL REGISTER

How can one determine whether a particular site should be nominated to the National Register? The
nominating procedure is not easily undertaken. First, one should determine if the site has already been
nominated in order to prevent duplication of efforts. If it has not been nominated, the next step is to
determine who has jurisdiction over the property. If it is private property, the landowner’s permission
is necessary before the nomination process begins. If the property is on public lands, the permission of
the land manager should be sought.

The researcher should evaluate the site according to the National Register guidelines. What areas of
significance are represented by the property? Is the site eligible under the National Register criteria?
What is the integrity of the site—has vandalism or looting resulted in the inability of the site to convey
its historical significance or provide important knowledge? Finally, does the site represent a Traditional
Cultural Property?

If the site appears likely to be National Register eligible, one should then prepare nomination forms. The
National Register application process may seem daunting to someone unfamiliar with the paperwork, but
SHPO officials can provide guidance and assistance in preparing these forms. Detailed instructions on
how to fill out National Register forms are available from SHPO or the National Park Service. The
National Register Bulletin 16, Guidelines for Completing National Register of Historic Places Forms (National
Park Service 1991) is one such guide.

A number of Arizona rock art properties have been nominated to or have been listed in the National
Register. These are summarized in Table 5.1. The records collected during this study indicate that as
many as 194 rock art sites in the state have been listed or have been nominated to the Register.
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Table 5.1. Arizona rock art nominated to the National Register of Historic Places.

Site County Date Listed
Newspaper Rock Petroglyphs Arch. District Apache 7-12-1976
Puerco Ruin and Petroglyphs Apache 7-12-1976
Council Rocks Archaeological District Cochise 1-16-1987
Garden Canyon Petroglyphs Cochise 7-30-1974
Tutuveni Coconino 12-3-1986
Willow Springs Coconino ~ 12-3-1986
Bullethead; Snake Gulch Rock Art MPS Coconino 11-21-1992
Checkered Men; Snake Gulch Rock Art MPS Coconino 11-21-1992
Head Hunters; Snake Gulch Rock Art MPS Coconino 11-21-1992
Rock Family; Snake Gulch Rock Art MPS Coconino  11-21-1992
Rocketeers; Snake Gulch Rock Art MPS Coconino ~ 11-21-1992
Twins; Snake Gulch Rock Art MPS Coconino 11-21-1992
White Man Cave; Snake Gulch Rock Art MPS Coconino 11-21-1992
Wise Men; Snake Gulch Rock Art MPS Coconino 11-21-1992
Ripley Intaglios La Paz 11-20-1975
Eagletail Petroglyph Site La Paz 9-28-1988
Painted Rocks Maricopa  11-25-1977
Hedgpeth Hills Petroglyph Site Maricopa  2-16-1984
Painted Desert Petroglyphs and Ruins Arch. District Navajo 6-24-1976
Cocoraque Butte Archaeological Site Pima 10-10-1975
Gunsight Mountain Archaeological District Pima 6-21-1991
Sutherland Wash Rock Art District Pima 10-19-1993
Ha-Ak Va-Ak Intaglio Pinal 9-6-1979
Honanki Yavapai 2-10-1975
Sears Point Archaeological District Yuma 10-16-1985

Rock art properties found in 10 of Arizona’s 15 counties have been listed to date. The most extensive
coverage, in terms of individually documented properties, is in Coconino County. In this case, rock art
sites found along a single canyon were nominated as part of a multiple property listing. Most of the
remaining nominations are for archaeological districts, and as a result, multiple rock art sites are listed.

However, the total number of rock art sites on the National Register is relatively small, at most
representing only about five percent of the more than 2,300 rock art sites identified during this study.
This indicates that additional sites should be nominated to the National Register.

Which sites deserve listing? It is suggested that attempts be made to list rock art locations found in each
county, and that sites representing each major style be listed. Several sites that could be listed are
presented in Table 5.2. Some of these may already be in the nomination process.
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Table 5.2. Some rock art sites that could be listed on the National Register.

Site

Important Quality

Bonita Creek Canyon and Cave sites
Canyon de Chelly sites

South Mountain Park

North Pass/Shelter Gap

Coyote Mtn. District

Shaman’s Gallery

Pichacho Point

Picture Rocks

Red Rock Canyon sites

Gillespie Dam -
Palo Verde Hills

Horseshoe Mesa
Malpais Hill

Pan Quemado

Fresco Cave

BB:14:21, Saguaro National Monument
Sutherland Wash

Tom Ketchum Cave

Little Black Mountain

Black Draw Discovery

Q:11:97, Lyman Lake

Q:1:230

Q:1:207

L:16:1

Yuma area

Example of Mogollon Red and Jornada pictographs
Unique Basketmaker, Anasazi, and Navajo art
Large assortment of Hohokam elements
Overlapping Archaic and Hohokam elements
Examples of Apache Pictographs

Archaic Barrior Canyon Pictographs

Overlapping Archaic and Hohokam elements
Particularly elaborate Hohokam art

Blend of Archaic, Hohokam, and Patayan elements

One of the largest sites in the state; unique Patayan, Hohokam, and
Archaic elements

Large concentration of Hohokam elements associated with other
cultural features

Concentration of rock art in little-known Verde Valley
Large Apache Pictograph site

Large concentration of Archaic and Hohokam elements, plus other
associated cultural features

Patayan and Apache Pictographs, Coronado NF
Large number of Hohokam Petroglyphs

Archaic and Hohokam Petroglyphs, cupules
Hohokam Petroglyphs, some historic graffiti
Archaic and Anasazi Ppetroglyphs

Large Mogollon Petroglyph site

Many panels of Anasazi (?) petroglyphs

Large numbers of Pueblo and historic petroglyphs
Many Anasazi Petroglyphs

Parker rattlesnake intaglio

Geoglyph concentrations

While National Register nomination may not protect a rock art site from environmental conditions or from
looters and vandals, the data collected and preserved may allow future researchers to evaluate the site
using the date of nomination as a baseline to review changes and deterioration through time.

The following section summarizes how National Register guidelines would be used when evaluating a
specific rock art property. A petroglyph site is given as an example.
EVALUATING A ROCK ART SITE’S NATIONAL REGISTER ELIGIBILITY

Researchers examining a rock art site must evaluate its areas of significance, whether the site meets at least
one of the four criteria, whether it retains integrity, and whether the site is a Traditional Cultural Property.
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Areas of Significance

As discussed in Chapter 1, a petroglyph is a property type created by pecking, scraping, scratching, or
otherwise abrading a rock surface in order to make a design. Petroglyph sites are the most common form
of rock art found in Arizona. When evaluating a petroglyph site, each of the areas of significance should
be considered in order to determine which ones are most applicable. Petroglyph sites are most likely to
be significant under the following categories: Prehistoric Archaeology, Art, Religion, and Landscape
Architecture.

National Register Criteria
Criterion A—Is the petroglyph site associated with important events or trends in history?

Determine the nature and origin of the petroglyph site. Chapter 3 presents rock art styles and their
probable dates, if known. These examples, as well as those found in other publications (see Appendix
A), may be used to compare rock art in the field. Knowing the date and origin allows for the
identification of the historic context. A property is only eligible if it can be related to a particular time
period or cultural group (National Park Service 1991:22). In a broad sense, we may not know which
particular group created designs found at a site; however, prehistoric Native Americans can be considered
together as a cultural group, similar to how Western Archaic people are subsumed together, even though
they may have belonged to more than one cultural group.

Evaluate the petroglyph site to determine whether it is associated with a historic event in an important
way. Examples could include petroglyph sites that commemorate a battle, mark an important trail, or
mark a group or clan’s territory.

Criterion B—Is the petroglyph site associated with a significant person (national, regional, or local level)?

Identify the person or persons who created the petroglyph (this criterion is most applicable to historic
period persons). Determine what contributions this person made at the local, state, or national level. For
example, an inscription left by a Spanish explorer or by a Civilian Conservation Corp worker could be
eligible. As well, a petroglyph carved by an identified historic Native American might be eligible if this
individual was significant in the past.

Criterion C—Is the rock art a distinctive example that embodies a type, period, or method of making rock art, does
it represent the work of a master or possess high artistic values, or does it represent a significant entity whose
individual components may lack individual distinction?

Identify the stylistic type, time period, and methods of construction for the petroglyph site. Document
the kinds of designs, their distribution, and number. Examine other nearby rock art to determine whether
the particular site contains examples of high artistic value or, when examined as a whole, is an important
example of a particular type of petroglyph.

Determining whether a particular petroglyph site is an example of high artistic value is difficult, especially
because the rock art may not have been created with this in mind. "Low artistic" value petroglyphs might
result from the type of rock that the designs were placed on, from the function of the rock art, or from
differences in Native American and Euro-American artistic ideals. What one culture may feel is ugly or
beautiful may differ from what another culture feels. Concepts such as art, artistic values, and beauty
may vary greatly among cultures, making them very difficult to apply in an evaluation process.
Furthermore, very little literature has attempted to develop an objective framework for evaluating rock
art in this manner. Future research in examining the concept of "art" in rock art is needed.
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Either a conservative or liberal approach could be undertaken when considering rock art sites under
criterion C. At a conservative level, examples of petroglyph sites that would be considered eligible under
this criterion include rare forms for which there are few known examples, forms using unusual or highly
developed techniques, well-preserved panels from a particular time period or style, or a set of otherwise
undistinguished petroglyphs that represents an example of a rock art style that is not well preserved in
other areas. However, most persons evaluating rock art do so using a more liberal approach where most
rock art sites would be eligible because of their artistic content. Perhaps the best approach would be to
apply criterion C liberally while calling out and documenting in detail those characteristics that make the
rock art unique or unusual. Preparing National Register documentation is a meticulous and time-
consuming task. It is likely that only those sites that contain distinctive, unusual, or large sets of images
will actually be nominated in the near future.

Criterion D—Has the rock art yielded or does it have the likelihood of yielding information important to prehistory
or history?

Identify areas in which a particular petroglyph site can add knowledge on a local, state, or national level.
Summarize what is currently known about the petroglyphs found in the area around the particular site
and demonstrate how the site can add to this database. Identify other components of the site, such as
rockshelter deposits or adjacent pithouse villages, that can provide additional information.

Archaeological studies can be devoted to a number of topics. For example, the activities that took place
at a rock art site can be studied by examining both the rock art and the associated archaeological materials
that might be found at the location (Loendorf 1994). Relationships between particular elements and the
location, elevation, or associated plant communities can be evaluated. Ceremonial/belief systems
(including archaeoastronomy and shamanism) will probably be pursued in greater detail in the future.
Boundary definition and/or cultural areas are other topics that will be studied, especially as inventories
of elements found at rock art sites are published. Distinctive or unusual elements may coincide with
certain cultural groups, allowing their territory to be delineated. One problem with such a study is that
other groups may have copied elements, making it difficult to resolve where one group began and another
ended.

Most petroglyph sites are eligible under this criterion because of our current lack of knowledge about their
distribution, dates, and meaning. As well, new techniques may develop, allowing questions once thought
unanswerable to be studied.

Summary

The petroglyph site is eligible only if one or more of these four criteria can be met. As noted above, most
petroglyph sites would be eligible under criterion D, with many sites also eligible under criterion C.
Pictograph and geoglyph sites can be examined using the same sets of questions.

Integrity Issues

Each of the seven areas of integrity should be addressed. Examine the location and setting of the
petroglyph site. Identify how these have changed since the site was created, if possible. Examine
associations with nearby sites, geographical features, and/or historic people. Are associated sites intact,
and do they have the likelihood of yielding significant information? It is possible to identify the people
who created the petroglyphs, either as a group (prehistoric or historic culture) or as an individual
(historic). Study the materials from which the petroglyphs were made. Are they well preserved?
Evaluate the designs of the petroglyphs. They should be legible and have the potential for further study.
Lastly, consider the feeling of the site. Do the petroglyphs convey the prehistory of the site? Does the rock
art site’s current setting reflect what the area was like when the rock art was created?



156 Chapter 5

It is important to remember that integrity will vary. Some isolated sites may have complete integrity,
whereas sites located in an urban setting may lack many aspects of integrity. A petroglyph site should
not be considered ineligible due to a change in the environment surrounding it; however, the past,
present, and future impacts on the local environment should be evaluated in the eligibility decision-
making process.

Traditional Cultural Properties

Lastly, it should be determined whether the site is a Traditional Cultural Property. Native American
tribes should be contacted and their knowledge and opinions about the site sought out. Anthropologists,
archaeologists, folklorists, rock art specialists, and area residents might also be interviewed for knowledge
specific to the site or to the region in general. Among the issues that should be addressed is whether the
petroglyph site is the location of important ceremonies, traditions, or social activities for both prehistoric
and modern Native Americans. Tribal members may wish to interpret the site, explaining how the site
relates to their culture. Any traditional cultural significance should be noted.

Some sites which may be ineligible under criteria A through D may represent an important Traditional
Cultural Property. As an example, an isolated, solitary petroglyph of a common variety may not be
considered eligible under the four criteria but may actually represent an important location for a Native
American group. Clearly, when dealing with rock art sites, Native American input is needed before
making recommendations concerning the site’s eligibility.

Rules for determining which properties are eligible as Traditional Cultural Properties (TCPs) have only
recently been developed. Questions regarding access to information on TCPs, methods for determining
TCP status, and the processes of consulting with cultural groups are still being worked out. As ethnic
and cultural groups continue to research their past, the number of Traditional Cultural Properties is
expected to grow.

SUMMARY

Nominating a rock art site to the National Register is not an easy task. To date, only a small number of
the known sites have been formally nominated. Many other sites are potentially eligible among the over
2,300 sites identified in Arizona as part of this study. It is suggested that rock art researchers become
actively involved in nominating rock art sites. The majority of rock art sites currently listed on the
National Register are located in National Parks. Several areas are underrepresented, including central-
eastern Arizona and central-western Arizona. It is expected that the number of nominated sites will grow
as inventories of public land cultural resources take place.

Chapter 4 has already pointed out selected areas of Arizona where additional survey and rock art
recording should take place. In addition, Table 5.2 presents a list of potentially eligible rock art sites.
Land managers should be encouraged to complete nomination forms for eligible properties found under
their jurisdiction. Often, it may be possible to enlist the help of volunteers to complete the paperwork.
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CONCLUSIONS ﬁ

Arizona’s rock art sites are an important part of the state’s cultural resource heritage. However, unless
steps are taken in the near future to protect and document rock art, much of this resource may be
destroyed due to the current trends of development and vandalism.

Examination of site records located in various institutions has indicated that more than 2,000 rock art sites
have been documented in Arizona. How many additional rock art sites exist is unclear. Recent cultural
resource studies have indicated that only a small fraction of the sites have been reported to date. The data
presented in Appendix B, along with the complete site data housed at the Phoenix SHPO office, will be
important for researchers who need to know whether a particular site has been reported. The data also
serve as indicators of how well the site has been recorded. Those sites that have been carefully
documented will have more complete individual records.

The last thirty years have seen the rapid transformation of rock art studies from an almost purely
avocational pursuit to one where research scientists and avocational archaeologists work together to record
and study rock art. As part of this process, recording techniques have become more careful, and more
detailed information has been acquired. These data are all the more important as Arizona’s population
increases, and rock art sites face destruction. Researchers are exploring new ways to determine the age
and function of rock art. In addition, new areas of study are developing, such as the exploration of past
seismic activity and the study of prehistoric animal distributions.

Arizona has been inhabited by a number of groups both prehistorically and historically. Each has left
distinctive sets of rock art. Prior to this overview, the main source of style data was Schaafsma’s 1980
study of Southwestern rock art. Since that time, many new rock art sites have been discovered or
recorded. Published accounts have allowed for a more precise definition of which elements are found in
a style and how they are treated and composed, as well as a more accurate mapping of the boundaries
of particular styles. Chapter 3 presents the current state of knowledge about styles found in Arizona. It
should be noted that much more work needs to be completed on this topic. For example, Hohokam
petroglyphs have been largely lumped together into one style. Because this style encompasses more than
a thousand years of rock art production, smaller temporal differences are surely being overlooked. Future
work, especially with the refinement of dating techniques, should allow the temporal and spatial
boundaries of rock art styles to be better understood. The style names presented in this report will
doubtlessly be revised as further study takes place.

One goal of this report was to examine how to protect rock art from continued vandalism and looting.
It will probably never be possible to completely halt these actions. However, increased public education
on the significance of rock art and stepped-up prosecution of those individuals responsible for the damage
may lead to a decrease in vandalism and looting.

One method for protecting sites is to place them on the National Register of Historic Places. Being listed
on the Register may stimulate the study of particular sites, offer greater opportunities for funding, and
create a permanent record of a site for a particular time period. Many rock art sites are National Register
eligible under criteria C and D, as long as they have not been extensively disturbed.

The future of rock art studies in Arizona is one of more complete recording of known sites, the discovery
of new sites through survey programs, and the development of new techniques that will glean previously
unknown data about the people who created the images. These data will help us better understand these
people, who pecked, painted, and scraped their messages in stone.
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APPENDIX B

ARIZONA ROCK ART SITE DATA

compiled by Roberta Serface

As part of the Rock Art in Arizona project, site files and published reports were examined by research assistant
Roberta Serface. Information for each site was entered onto computer coding sheets and subsequently placed
into a database. Eleven variables are presented in Appendix B. These data were thought to be most useful to
rock art researchers and cultural resource managers. Site numbers, site names, the county in which the site is
found, the site type, the rock art type, the number of panels, the number of elements, the cultural affiliation of
the art, and the source of data are detailed. Specific locational data have been deliberately left out in order to
protect the sties. Other data, such as additional cultural affiliations, style names, and comments have also been
excluded. These date have been supplied to the State Historic Preservation Office in hard copy and disk format
and will be available to researchers upon request.

The first column presents the Arizona State Museum site number for the site. Site numbers assigned by other
institutions are presented in the second column. The site name, if one has been given, is provided in the third
column. Coded information on the county, site type, rock art type, number of panels, number of elements, and
two columns of cultural origin are provided in columns four through ten. A zero in these columns signifies that
the data are missing from site records. The last column indicates the site record data source.

All maps in the volume were produced by Geo-Map, Inc. of Tucson. Geo-Map has all rock art site location data
on file in digital format. SHPO has all rock art site data on file in hard copy.

Codes used in the appendix are presented below:

County Site Type Rock Art Type Cultural Affiliation (1 or 2)
1 Pima 1 Rock Art 1 Petroglyphs 1 Archaic 20 Zuni
2 Cochise 2 Habitation 2 Pictographs 2 Hohokam 21 Apache
3 Santa Cruz 3 Res. Exploit. (BRMs, etc.) 3 Both 3 Mogollon 22 Navajo
4 Yuma 4 Rockshelter 4 Intaglio (Geoglyph- 4 Fremont 23 Hopi
5 Maricopa 5 Cave brushed or cleared) 5 Salado 24 Piman
6 Pinal 6 Artif. Scatter/Quarry 5 Intaglio (Geoglyph- 6 Trincheras 25 Tohono O’odham
7 Graham 7 Trincheras rock alignment) 7 Patayan 26 Historic
8 Greenlee 8 Stone Circles 6 Pit and Groove 8 Yavapai 27Anglo
9 Gila 9 Historic 7 Cupules 9 Sinagua 28 Indian
10 La Paz 10 Stone Walls/Alignment 10 Cohonino 29 Yuman
11 Mohave 11 Ceremonial/Shrine 11 Pai 30 Spanish
12 Yavapai 12 Defensive/Fortification 12 Anasazi 31 Modern Graffiti
13 Coconino 13 Granary 13 Havasupai 32 Other
14 Navajo 14 Trail 14 Hakataya 33 Unknown
15 Apache 15 Rock Pile 15 Cochise 34 Paiute
16 Canals 16 Cocopa 35 Cerbat
17 Checkdam 17 Basketmaker 36 Kayenta
18 Ballcourt 18 Pueblo 37 Mojave
19 Other 19 W. Pueblo 38 Hualapai



172 Appendix B

(S4.LIS 2D

AN ONINODOD 0 6 0 0 L 0 0 941-48 AHA¥NS MVIA TIVLI A9y €€£-10F0-€0-9V OL TTL-10-V0-£0-dV
ANONINODOD 0 6 0 0 L S 0 a19¢-98 g $69% VN ‘699-10-50-€0-4V
ANONINODOD 0 6 0 0¢ 1 st 0 029-10-40-€0-AV
AN ONINODOD 0 6 Z 0 1 0 0 909-10-40-€0-AV
ANONINODOD 0 6 z 0 1 0 0 fO¥d T1H a1ve €91 VN ‘886-10-0-€0-4V
dno¥s )
AN ONINODOD 0 6 0 0 1 Z 0 H9A0TdLVAVD JIHTHANIN LIST VN ‘99Z-10-%0-€0-4V L1'6:0O
(SALIS 6)
AN ONINODOD 0 6 0 0 L 0 0 AFAMNS MVIA VLI d3d FPC-1070-€0-9V OL 9€S-10-F0-€0-AV
AN ONINODOD 0 6 Z ¢ 1 0 0 S-1-08 AMOLNIANI TIIH A1vd S 10v0-€0-9V
AN ONINODOD 0 6 Z 1 1 0 0 AdOINAIANI T1IH A'1vd 1SP-10-¥0-€0-9V
AN ONINODOD 0 €€ 1 1 1 9 0 "LNIVIA ¥ dINAL JINVI ann 062-10-70-£0-AV
AN ONINODQOD 0 6 0 0 1 0 0 AFTAD 1SSOd "NODIY ¥-1-4L 0Te61 VN $9¢-10-70-€0-9V
ANONINODOD 2 6 0 0 € 0 0 "NODHEY VL 1198 05T-10-40-€0-8V
AN ONINODOD 0 €€ z 1 1 4 0 WT10H0-€0-4V
AN ONINODOD 0 6 |1 8 1 0 0 HSNd ¥adINNL INIOd S.ad 6€T-10+0-€0-uV
AN ONINODOD 0 6 0 0 1 0 0 S9TIL VN ‘881-10-50-€0-AV
AN ONINODOD 0 6 L 1 1 0 0 0202-94 'NODHY UVYlL 1134 79'9°0 NVN PLI-10-¥0-€0-9V
aRVv
AN ONINODOD 0 6 S [4 1 0 0 L29% VN ‘11190 NVN ‘T6-10-70-€0-9V
ANONINODOD 0 6 0 0 L 0 0 18 AMNNNI 'NID  £29°0 NVN ‘I9E'8L VN “£8-10-H0-€0-4V
ANONINODOD 0 6 1 1 1 0 0 02-02-92 'NODJHY TIVHL T138 64-10-40-€0-4V
AN ONINODOD 0 6 < 0 1 0 0 941-£8 AHAMNS MVEd JINVI d3d 166€ VN $4-10%0-€0-9V
ANONINODOD 0 6 0 0 € 0 0 4'VEZ9% VN “60-10+0-€0-aV
AN ONINODOD 0 6 0 0 1 0 0 9# SMDAd AQUAA 1 €9 VN ‘€0-10-70-€0-4V TOLO
AN STAVAYOLSAHIVAV ¥4 £ 81 74 £ ¥ £1 ONISSOD NOWIOW £65-50-10-€0-AV
AN SIAVANDLISAHOVAY 0 £ €€ 1 4 9 €1 ONISSO¥D NOTIATHD 265-50-10-€0-4V
AN SIAVANOLISAHOVAY 0 £ i 1 I ¥ 8 - 00L-€0-10-€0-aV
AN SIAVINOLISAHOVAY 0 € 81 € z b 8 66-€0-10-€0-9V
AN SHAVHADILIS-HHOVIV 0 € 9 1 (4 14 4 199-£0-10-€0-4V
AN SHAVIEDILIS-AHOVAV 0 € 124 < € € 48 699-£0-10-€0-AV
AN SHAVAADLIS-HHOVIV 0 € L L ¢ € 4} 869-20-10-€0-9V
AN SHAVHIDLIS-AHOVIV 0 92 € 1 1 6 vi £89-L0-10-€0-9V
DINOG  ZIND  [ND  SWRWR[  S[PUR] uy adf1, ‘0D QuwieN NG "'ON _BYI0 ansg
ooy oS WSV

"BJEP SIS MR Y001 RUOZIIY ‘T'd d[qeL



Arizona Rock Art Site Data 173

ANONINODOD 0 €€ 1 0 z z 0 NINA OVZ DIZ 802-90-H0-€0-4V
AN ONINODOD 0 1z 0 0 z ¥ 0 #-1-82 HONVY TIVHSIVIN £9661 VN $81-90-0-€0-4V
AN ONINODOD 8 6 0 0 z ¥ 0 ‘NODTI NOANVD NOLNAOE SET-90-H0-€0-4V
AN ONINODOD 6 8 0 0 4 b 0 85T11 VN ‘TE1-90-H0-€0-4V
AN ONINODOD 8 6 0 0 z ¥ 0 1E1-90-50-€0-4V
(@)1 AANTASSTI

AN ONINODOD 1 6 0 0 < < 0 DINVNOH VN/90ZE ¥ S0TE VN'8S-90-F0-£0-dV $1:0
@)
AN ONINODOD 0 6 0 0 < < 0 DILV1Vd LEIAYIA ‘602€ VN $6-90-70-€0-0V
621 VN ‘68F VN ‘9 LHAAHA
AN ONINODOD 8 6 0 0 < < 0 O144Nd VIO *£6-90-%0-€0-4V
v 3%
AN ONINODOD 0 6 0 0 I 4 0 HSVM ISNOHIWNd NVN P VNIGET 3 $S1-60-H0-€0-dV
AN ONINODOD 0 6 <E 0 < 4 0 €C1-84 GE061 VN ‘IF1-60-F0-€0-dV
AN ONINODOD 0 6 0 0 1 9 0 9-1-08 AHANNS SSVd ZHAVHD NSV 902:%:0 NSV ‘8E1-S0H0-€0-AV
AN ONINODOD 0 6 4 0 L 4 0 L1198 AAAMNS AMI INIWAD 0T8I VN ‘1066°06 VN ‘9pL€0-P0-€0-4V
AN ONINODOD 0 €€ I 0 1 S 0 HAVD SNODINV L Z8€1T VN ‘904-€0F0-€0-dV
AN ONINODOD 0 L 0 0 i 0 0 ONRIS DIVNS 68T VN ‘9£-€0-%0-€0-dV
AN ONINOJOD 0 6 0 € € 9 0 ONRIAS LTHA 98¢ VN ‘2L-€0-P0-€0-9V
AN ONINODOD 0 6 1 T 1 9 0 9-/8 AHAMNS NINY DA 9962-20-10-€0-dV
AN ONINODOD 0 6 0 0 1 € 0 9-/8 AHAMNS NINY DA €G96C-C0-¥0-€0-dV
AN ONINODOD €T o1 0 0 1 14 0 $61-98 1NO NVATO ONIAIS LVd 988¢-C0-F0-€0-dV
AN ONINODOD 0 (118 0 0 1 i 4 0 TIVS YHAWIL NVANIAV T9-64 2261 VN ‘0S¢T-20$0-€0-a9V
AN ONINODOD 0 6 S 0 1 0 0 F1VS 4OVATVS TIHN.O £-64 10202 VN ‘981Z-70-%0-€0-dV
AN ONINODOD 0 6 L 0 1 0 0 JIVS ADOVATVS TIHN.O 464 G610T VN ‘841¢-C0-90-£0-dV
AN ONINODOD 0 €e 14 0 1 0 0 AIVS MHIWIL XONA'T 90061 VN ‘80LZ-C0V0-€0-AV
AN ONINODOD 0 €€ 0 0 1 € 0 08-4Z ANI'THdId MNVI HAOA 0S0Z-20-¥0-€0-dV
AN ONINODOD 0 €c 0 0 1 € 0 08-££ ANI'TIId NV FAOA €e0T-¢0-¥0-€0-aV
AN ONINODOD 0 6 1 1 I 8 0 81-8Z VNONIM 818 8T VN ‘6¢81-20-F0-€0-AV
AN ONINODOD 0 6 1 1 1 < 0 81-8Z VNONIM $18 81 VN ‘Sz81-20-90-€0-dV
AN ONINODOOD 0 6 1 T 8 < 0 81-8Z VNONIM €18 81 VN ‘F¢81-20-$0-€0-dV
@
AN ONINODOD 0 6 g < 1 0 0 £7-02-9£ 1114 MDOV'1d AOOMJNNLS S6LI-T0F0-€0-AV ‘(1) ¥611-20-F0-€0-AV
AN ONINODOD 0 6 € 0 I 9 0 891-/8 MOY AVOA 6€6'61 VN ‘€PL1-T0-¥0-€0-4V
ANONINODOD 0 6 S 0 1 0 0 AZANNS TOTTIOD TTANNRID S101-20-H0-€0-4V
ANONINODOD 0 6 € L 1 0 0 ¥T6E “€75€ S1Id MOMIOA 10aV 186-10-50-€0-4V

0mMog  ZMD  TND SHuDWR[Y  S[oued uy ad£1 ‘0D ureN aHg RINRELTS) g

Yooy NG sV

‘penunjuo) ‘T'd A[qeL



174 Appendix B

AN OAVNOI0D /NOoLdNg ‘[ 0 € 8€ € 4 € 4 ATIVA NOOW d1VH ¥H-10-60-€0-AV
AN ONINODOD 0 6 1 I L 0 0 9-1-08 SSVd ZHAVHD NSV PSTHO NSV ‘98€-L0-H0-€0-AV
AN ONINODOD 0 6 05 S L 0 0 9-1-08 SSVd ZHAVHD NSV IWT¥'O NSV ‘€pe-L0-H0-€0-AV
AN ONINODOD 0 6 0 0 L 0 0 9-1-08 SSVd ZHAVHD NSV LL1-L0%0-€0-9V
AN ONINODOD 0 6 0 0 1 r 0 9-1-08 SSVd ZHAVHD NSV PS1-£0-0-€0-AV
AN ONINODOD 0 6 0 0 1 9 0 9-1-08 SSVd ZHAVHD NSV 61-£0-40-€0-4V
AN ONINODOD 0 6 0 € 1 € 0 SI-1-84 SSVd ZHAVHD NSV PEL-L0-0-€0-9V
AN ONINODOD 0 6 0 S 1 0 0 GI-1-84 SSVd ZHAVHD NSV 29202 VN ‘0E1-L050-€0-8V
4N ONINODOD 0 6 0 14 1 € 0 SI-1-84 SSVd ZHAVHD NSV 1920T VN ‘621-L0-%0-€0-dV
4N ONINODOD 0 €€ 0 0 (4 0 0 IAVD ONO'1 98-£0-¥0-€0-4V
AN ONINODOD 0 €€ € 0 L 0 0 SHAATO SANOWAYI 64-L0$0-€0-AV
AN ONINODOD 0 €€ 0 0 L 12 0 SIZ0L VN ‘L1-20-$0-€0-IV
AN ONINODOD 0 €€ 0 0 € 0 0 9101 VN ‘$1-£0H0-€0-dV
AN ONINODOD 0 €€ 0 0 4 0 0 MOAVIN SIDVI 01-£0-50-€0-4V
AN ONINODOD 0 €€ 1 L r4 12 0 9606 VN ‘9-£0-50-€0-4V
AN ONINODOD 0 €€ 0 0 € 0 0 G-L0H0-€0-dV
AN ONINODOD 8 6 0 0 0 0 0 HLIS NOANVD A0D 208-90-$0-€0-4V
AN ONINODOD 8 6 0 0 € € 0 DINVNOH L8£-9040-€0-AV
AN ONINODOD 0 6 0 1 L 0 0 HJAA'ID IdOH 124-90-40-€0-9V
AN ONINODOD 0 6 0 0 L S 0 HAVD VSIN 3S30H #09-90-40-€0-4V
AN ONINODOD 0 6 0 0 L 0 0 MAVd ALVILS MO0 aad 009-90-#0-€0-4V ETO
AN ONINODOD 0 6 0 0 L 4 0 LNAWDES TIVIL dOOT IOH TEEET VN “956-90-F0-€0-9V
AN ONINODOD 0 9 0 0 L S 0 ANNOIDINYD VNOAIS LLE90H0-€0-AV
AN ONINODOD 0 6 0 0 4 0 0 HONVY NOANVD NM $8881 VN ‘$LF-90-H0-€0-AV
AN ONINODOD 0 6 0 0 L 4 0 87861 VN ‘9€7-90-40-€0-4V
AN ONINODOD 0 €€ r I 4 0 0 dN1 DOS 86861 VN ‘107-90-40-€0-4V
AN ONINODOD 0 6 1 1 ré 0 0 MIVd 41VIS X009 add G6€-90-40-€0-9V ILTO
4N ONINODOD 0 | 4 0 0 z 12 0 41IS NOANVD SaoOM 26861 VN ‘€9€-90-50-€0-¥V
AN ONINODOD 0 IZ 0 0 4 € 0 A AdNS HONVY TIVHSIVIN 99661 VN ‘9Z€-90-¥0-€0-4V
(SALIS 9) “£E00T VN - TEOOT
AN ONINODOD 8 6 0 0 4 € 0 GI-I-L DILVIVA A VN'L9LST VN'68C OL ¥82-90-%0-€0-4V
AN ONINODOD 0 6 4 0 4 ¥ 0 PI-1-44 NODTY SAT1AVLS A WHIIVH 082-90-+0-€£0-dV
AN ONINODOD 0 6 0 0 4 ¥ 0 P1-1-44 NODTY SA1AVLS M J414vd 6LT-90-0-€0-¥V
4N ONINODOD 0 6 € T I 0 0 20861 VN ‘8v7-90-40-€0-¥V
VIN0G 7N [3IND SpRUR[  S[pueJ uy adAy, ‘0D auIeN a)1g ‘ON I_Y10 9g
320y )Y NSV

‘panunuo) ‘'d AqeL



5

Arizona Rock Art Site Data 17

AN OdVNOIOD 0 €€ 0t < I 0 4 042-10-60-€0-9V
AN OAQYNOJO0D 0 €€ 0 0 4 S 4 NOANVD ¥IIDNA 0¥-10-50-€0-aV
AN OAVYNOI0D /NOo1dNd ‘( |14 €€ <1 L 4 0 1 ONIAIS HIVIDOLIId CE1-50-50-€0-AV
AN OAYNOI0D /NoLrand ‘[ 0 4 4 [4 € € 1 NOANVYD ONIEVS €11-50-S0-€0-9V
AN OQVNOI0D /NO1dNd 4 I 9 8 I (] 1 11 HSYM ANV TIHHI1NS €21-60-S0-€0-4V
AN OAVNOI0D /NOL¥Nd ‘[ z I 44 Z I 0 1 01 HSYM ANV T¥IHINS TC1-60-S0-€0-9V
AN OAVNOI0D /NOLdINg ‘[ 4 I 4 I L 0 L 6 HSVM ANV TYHHLNS 121-60-50-€0-aV
AN OQVYNOIO0D /NOo1IdNd 4 1 € € L 0 L £ HSVM ANV TIHHINS 02Z1-50-60-€0-4V
AN OQVYNOIO0D /No1¥ng ‘[ [/ 4 81 9 L 0 L 9 HSVM ANV TIHHLNS 611-60-G0-€0-¥V
AN OQVNOY0D /NOIINd ‘[ 4 4 € L I 0 I S HSYM ANV TYHHLAS 811-60-S0-€0-AV
JMNVL
AN OAVNOY0D /NOIdNd ‘[ 4 1 00g 89 4 0 I JdIIHS ¥ HSVM ANV T¥HHLNS L11-G0-S0-€0-AV
AN OQVNO¥0D /No1and ' z 4 o1 € 1 0 I € HSYM ANV TYHHLNS ZL1-60-S0-€0-9V
AN OAVYNOIO0D /NO1dNg ‘[ 4 I o1 9 L 0 L T HSVM ANV T¥HHINS LL1-60-G0-€0-9V
AN OAVNO¥0D /NO1dNd ‘[ 9% S 0 0 1 6 L VaumIvin SHI-$0-60-€0-AV ze6ad
AN OQYNOI0D /NOIINd ‘[ 0 |14 6 4 4 € L VOINAID ¥3ddN TSTH0-S0-€0-AV
AN OAVNO¥0D /NOoIdnd '( 0 € (4 S 4 € L HSVM VOINADD CLIF0-S0-€0-9V
AN OAYNO¥0D /NOI1dnd ‘[ 9% € 61 S 4 ¥ L LSAN SA'1OVE 17-0-S0-€0-9V
AN OAYNO¥0D /NOIdnd ‘[ L 9 9T 9% 4 € L HAVD ODSTY €0-40-S0-€0-4V
AN OQVNOI0D /NOIdNA ' 0 € 9 I 4 i2 L "NAD HSNOHIHAMOd 20-50-60-€0-AV
AN OQVNO¥0D /NOordnd ‘[ 0 4 6 4 L 0 € NOANVD 20dadd 811-€0-S0-€0-9V
AN OAQVNOY0D /NOo1dNd ' 0 4 4 L L 0 £ ONIYIS LV YAMO1 SI1-€0-S0-€0-¥V
AN OQVNO¥0D /NOLdNg ' 0 4 921 <1 L 9% L NIW O¥HWND 1S1-20-S0-€0-aV
AN OAVNOY0D /NOLIINg ' 0 €€ 24 o1 € € € 4LVD S, T1aH 1P1-20-G0-€0-9V
AN OAQVNOY0D /NO1dNd [ 0 4 8 4 1 9 L JAVD T1ddIHM $11-20-S0-€0-aV
AN OAQVNOY0D /NOo1dNg 0 4 L I I € € SVIIHDNIIL TVII0D MO0d AV)ZTrad ‘L01-20-0-€0-9V rac:zalel
4N OQYNOY0D /NO1dNd [ 92 4 L€ 8 € 14 € HAVD HIONVIAVY T€-20-S0-€0-AV zIraa
AN OAVNO¥0D /NOoL¥Ng *f 0 €€ S L 4 i4 £ NOANVD Dad 01-Z0-60-€0-aV
4N OQVNO¥0D /NOoL¥Ng (33 9% 9 ¥ 4 € € AVD VONV'Id VNiId 60-20-60-€0-aV
AN OAVNOYO0D /NOLdNg [ € |4 6¢ L 4 ¥ 4 HAVD AIVNVED HONVY SHINOT, LPT-10-60-€0-9V
AN OAvNO¥0D /No1dng ‘[ € 1 4 4 4 S Z dAVD 1V'1d ANNNS GET-10-G0-€0-AV
AN OQVNOJ0D /NOo1INg ‘[ 92 € 4 € 4 S 4 AV MHATID NVIANI HV)T91:0D ‘82¢-10-60-€0-dV
AN OAQVNOJO0D /NoIInd ‘[ | 14 L 9L 0z 4 ¥ r4 AAVD SNOLAVTID, $2¢-10-60-€0-AV 6dd
AN OQVNOI0D /NOIdNg ‘[ Ic I g 9 4 € 4 LSAM NOANVD A'TOHONOYIS GI2-10-G0-€0-V
DINOS  THND MDD SIUdWR[Y  s[eue] ny adA1 0D dureN ayg 'ON YO s
N0y g NSV

"panupuo) ‘1'g AqeL



176 Appendix B

AN VIV 0 01 9 1 L 0 €l 86C1-10-L0-€0-dV
AN dVdIv 0 oL 4 L I 0 €l - L821-10-L0-€0-9V
AN avdIv 0 ot € 6 L 0 €l S0Z1-10-20-€0-dV
AN gVaIVI 0 o1 0 0 I 9 €1 SSII-10-£0-€0-4V
AN aVAIvV 0 01 0 L 1 € €1 00L1-10-£0-€0-8V
AN gVAIvVI 0 1] < € 1 0 €l TH01-10-£0-€0-4V
AN VeIV 0 01 0 1 1 0 €l 068-10-£0-€0-4V
AN avdIvi 0 )8 19 0 1 0 €1l £88-10-£0-€0-4V
AN avaIvi 0 (1)8 0 0 1 0 €1 688-10-£0-€0-dV
AN aVdIv 0 €€ 1) € 1 0 <l 0p8-10-£0-€0-4V
AN VAV 0 01 L 4 1 0 €1l €04-10-£0-€0-4V
AN aVaIvI 0 o1 0s I 1 € €1 ££9-10-£0-€0-9V
AN VeIV 0 [1]8 9 0 1 9 €l 10%-10-£0-€0-9V
AN VIV 9 (1)8 0 0 L 9 €l GLE-10-£0-€0-9V
AN avdIvi 0 118 14 € L 9 €1 €9-10-£0-€0-4V
AN OAVNOIOD 0 < 0 0 1 0 1 981-60-S0-€0-dV
AN OAVNOJIOD 0 (4 0 0 4 0 1 YHLTHHS D04 STHINVA ¥81-60-S0-€0-4V
AN OAVNOIOD 0 < k4 L 1 0 L HSVM ANV TIHLNS 691-60-S0-€0-AV
AN OAVNOIOD 0 4 0 0 1 0 1 AND VdHAODIAVO Ly1-50-60-€0-dV
AN OQVNOIOD 0 4 1 T L 0 L AND VIIAODEVO 9¥1-60-<0-€0-AV
AN OAVNOIOD 0 €€ 0 0 L 0 IA H1IS HAA1D S,A0Y ‘Il VAINUNVIN €L1$0-S0-€0-AV
AN OAVNOIOD 0 €€ 0 0 [4 9 € JAVD Lvd 0S1-€0-S0-€0-4V
AN OAVNOIOD 0 4 0 0 I 9 € 81¥-C0-60-€0-AV
AN OAVNOIOD 4 €€ 0 0 1 € 1 91%-20-60-€0-qV
AN OAVNOIOD 0 €€ 0 0 C 4 € 11¥-20-S0-€0-4V
AN OAVNOIOD 0 0 0 0 [4 4 4 01€-10-50-€0-9V
AN OAVNOIOD 0 0 0 0 I 0 4 S6C-10-S0-€0-4V
AN OdVNOIOD 0 0 0 0 1 0 [ $6C-10-60-£0-dV
AN OAVNOIO0D 9 1 0 0 4 4 4 ¥8C-10-S0-€0-¥V
AN OAVNOIOD 9 €€ 0 0 [4 9 4 €82-10-S0-€0-4V
AN OAVNOI0D 0 €€ 9 0 [/ g [4 L2-10-50-€0-AV
AN OAVNOIOD 0 €€ 0 0 4 9 4 €4T-10-60-€0-4V
AN OAVNOIOD 0 €€ 0c 0 4 0 [ TLT10-S0-€0-¥V
AN OAVNOIOD 0 €€ 0z 0 1 0 4 1£4Z-10-50-€0-4V
DIN0G  ND  [IND SBWI[H  S[PuUR] uy adA 1 ‘0D JuIeN a)s ‘ON 14iO 9IS
320Y IS 1ACY4

"panunuo) ‘1'g dqeL



Arizona Rock Art Site Data 177

AN aveaIv 0 o1 i4 I I 0 €1 0£Z1-20-L0-€0-9V
AN aVdIVA 01 8 0 L L 0 €l €9C1-70-£0-€0-9V
AN aV4IVA 0 1)8 0z 0 1 1} €l 1921-20-L0-€0-9V
AN aVEIVA 0 (1) (19 0 L 0 €1 H1IS VININVIVL 0€T1-20-£0-€0-9V
AN VIV 0 01 0 9 L 0 €1 LTT1-C0-L0-€0-9V
AN aVaIVI 0 1) 0 0 6 4 €1 096-20-£0-€0-9V
AN aVaIvi 0 [1)8 0 0 L < €l ¥6£-20-£0-€0-9V
AN aVaIvI €C [1]8 0 0 0 4 €l 16£-20-£0-€0-9V
AN aVdIvI 0 1] 0 0 L 0 €L £0S-20-L0-€0-9V
AN aVaIvI 9% 0L 0 0 I 0 €1 HLIS ODNIIS SMV'T €9€-20-£0-€0-9V
AN aveIv 0 o1 i4 4 L ¥ €1 $PE-20-£0-€0-4V
AN aVaIvI 0 1) [4 L L 0 €1 E€VT-20-£0-€0-9V
AN aVdIVI 0 1] < L L 0 €l TS-20-£0-€0-9V
AN aveaIv 0 o1 0 4 ! 9 €L MNIS TTOHADL 10-20-£0-€0-9V
AN aVdIVI 0 1L 14 € 1 0 €1 L191-10-£0-€0-4V
AN aveaIv 11 L 001 L 1 0 €1 0191-10-£0-€0-4V
AN aVdIV 0 1) 4 L L 0 €1 8091-10-£0-€0-9V
AN VIV 0 118 0 0 L 14 €1 CI91-10-£0-€0-4V
AN VIV 0 1) 0s 14 1 0 €1 €8ST1-10-20-€0-9V
AN aveaIv 0 o1 0S 0 L 0 €1 TS1-10-L0-€0-9V
AN VIV 0 [1)8 0ot L 1 0 €l GLST-10-£0-€0-9V
AN dVdIvV 0 [1]8 [1]8 € L 0 €l PLST-10-£0-€0-9V
AN aVeaIv (i o1 o1 T 1 0 €1 €L5T-10-L0-€0-9V
AN VaIvX 0 ot 09 € I 0 €1 TUST-10-L0-€0-9V
AN VeIV 0 o1 ¥ I I 0 €1 LLST-10-£0-€0-V
AN VIV 0 [1]§ 001 9 1 0 €1 PIST-10-£0-€0-4V
AN dVaIvVI 0 (1] <1 € |8 0 €1l 60ST-10-£0-€0-9V
AN gVaIvi 0 0L 001 9 |8 0 €1l 00S1-10-£0-€0-9V
AN aVdIVI 0 0L 14 < 1 4 €1l 8CY1-10-£0-€0-dV
AN aV4IVI 1)8 L 0C 14 1 9 €1 1TP1-10-L0-€0-9V
AN aVaIvVI 01 8 0 4 1 9 €l 0TV 1-10-£0-€0-9V
AN aVEIv o1 L 0z L L 9 €1 61¥1-10-£0-€0-4V
AN aVaIvi 0 0t I L L 0 €1 STPI-10-£0-€0-9V
AN aV4IVI 0 1) € 0 1 9 €1 G9ET-10-£0-€0-qV
IO  ZIND  [IND SUSWI[Y  S[PUR] uy adA1 ‘0D aurepN ajg "ON 1BYI0 g
YO0y ang WSV

‘panunuo) ‘T'g qeL



178 Appendix B

(S4LIS €)

AN dVUIVI 0 €€ 0 0 6 0 €l 0£6-€0-£0€0-4V Ol 896-€0-L0-€0-dV
(S41IS ¥)
AN aVdIvi 0 €€ 0 0 0 4 €l 996-€0-20€0-4V OL €96-€0-£0-€0-dV
(SALIS ©)
AN dVdIvVi 0 €€ 0 0 6 4 €1 196-€0-20-€0~9V OL 6S6-£0-£0-€0-dV
AN avdIvi 0 48 0 1 I 4 €1 68 OTV:LiNgd TS6-0-20-€0-dV
AN VIV 0 €€ L L < 6 €1 016-€0-20-€0-4V
AN aVdIvi 0 €e 0 0 € 0 €l 906-€0-£0-€0-4V ‘S06-€0-£0-€0-IV
AN aVdIvi Pt aa 0 L 1 14 €1l HIIS Vivd 668-€0-20-€0-dV
AN VaIVi L1 A 0 0 1 < €1l €98-€0-20-€0-9V
AN aVaIvi L1 44 0 0 € 14 €l $98-£0-20-€0-dV
AN gVAIVA 0 €€ (4 0 < 0 €l €98-€0-20-€0-9V
AN avVdIvi 0 €€ 0 0 0 0 €1 906-€0-20-€0-9V
AN aVdIvi 0 €€ I L < 9 €1l HAVD ILV¥ JDVd 79v€0-L0-€0-dV
AN avdIvi 0 €€ 0 0 1 0 €1 PHy-£0-L0-€0-9V
AN aVdIVi 0 €€ 001 I € 14 €1 €8€-€0-20-€0-AV
AN aVeIv 0 a1 14 1 € 14 €L 18€-€0-£0-€0-AV
AN aVdIvVi 0 €€ 0 L € 14 154 4 08€-€£0-20-€0-9V
AN aVEIvi 0 €€ 0 0 C 0 €l 9vT€0-£0-€0-AV
AN GVAIVI 0 €€ 0 0 € 0 €l 8ETE0-20-€0-9V
AN aVdIvI <l L1 0 0 4 4 €l 9€T€0-L0-€0-9V
AN 4VaIvVi 0 €€ 0 0 € 0 €1l G9-€0-£0-€0 AV
AN gVHIVi 0 48 0 0 [4 0 €l HAVD SAWOIDX0D 19-€0-20-€0-4V
AN aVdIvI 0 €€ [ 0 [4 0 It 9€-£0-£0-€0-AV
AN VdIVA 0 01 [ 0 L 0 0 06¥1-20-20-€0-dV
AN VdIVi 0 01 [ € 1 0 0 8Y1-C0-£0-€0-9V
AN gVEIVA 0 (119 L € L 9 €1 18¥1-20-40-€0-dV
AN aVdIvi €1 (118 ot 14 1 14 €1l 8L¥1-20-L0-€0-V
AN gVEIVA 0 (18 14 0 L 14 €l €LV1-20-L0-€0-AV
AN aVdIVA 0 (1] €1 4 L 0 €l TULY1-T0-L0-€0-9V
AN aVdIvi 0 01 0 0 L 0 €l QGP1-20-L0-€0-qV
AN avdIVi 0 1)8 4 Z L [4 €1 6¥V1-20-L0-€0-dV
AN aVEIVI 0 1] 0 0 L ) €1l P0E1-20-20-€0-AV
AN avdIVi 0 [1]8 14 < L 0 €1 LL21-20-L0-€0-9V
DINOG  ZIND  [IND  SUdWI[T  S[PURJ 1y adA1 0D JuweN alIg 'ON Y10 g
A0 oS NSV

‘panunuo)) ‘r'g dqeL



Arizona Rock Art Site Data 179

AN VIV

NI HO'1ND 3MVNS SO dN cl L 002 L 4 9 €l NAW d9TIEIIDIHD 0€01-€0-20-€0-9V
AN avVdIvi

NI HO'TNOD IAVNS SO dN <l 1 a1 6 € 0 €l SYIINNH AVIH 8201-€0-20-€0-4V
AN avdIvi

NI HD'IND IAVNS SWIOA dN L1 1 0 1 4 9 €L ATINVA JD00d €9%-€0-£0-€0-9V
AN aVaIvi

NI HD'IND HAVNS SO dN 4} 1 8 <l [4 9 €1 SYFILIAD0Y FHL $201-£0-L0-€0-9V
AN Vv

NI HO'IND 3MVNS SO AN L1 L A 1 4 €l €l NAW 9SIM THL 6201-€0-20-€0-9V
AN VIV

NI HO'IND 3AVNS SWIO4 dN <l 1 0s 14 4 0 €l SNIM1 HH1 Z801-€0-20-€0-9V
AN VeIV

NI HO'IND IMVNS SWAO1 AN 18 4 €91 L € S €1 HJAVO NV H1IHM LETE0-L0-€0-9V

AN aVdIVI 0 €€ 0 0 4 0 €1l 1611-#0-20-€0-9V

AN aVdIV 0 €€ 0 0 4 14 €1 TELP0-L0-€0-9V

AN aVaIv 0 cl 0 0 6 4 €l ONITTAMA 441710 3Ddd1 Lvd 8PL¥0-L0€0-9V

AN aVaIVI 0 9 0 0 € 4 €1 8EELL VNI ‘199-¥%0-L0-€0-9V

AN gVIIVA 0 1] 0 0 € 4 €l Yor-$0-L0-€0-9V

AN avdIvi 0 €€ 0 0 < < €1 8EV0-L0-€0-dV

AN aVdIvi 0 €1 0 0 € 4 €l 28CV0-L0-£0-9V

AN gVaIvi 0 A 0 0 € 4 €I 18C-H0-£0-€0-9V

AN aVaIvi 0 (118 0 0 € 9 €l 601¥0-20-€0-9V

AN aVeIvi 0 €€ 6 0 € 0 €l 901¥0-20-€0-9V

AN aveaIv 0 €€ 0 1 < 14 €1 9$0-£L0-€0-9V

AN VeIV 0 €€ 0 0 4 0 €1 YZ¥0-L0-€00V

AN aVaIv 0 €€ 0 0 4 < €L 6+0-20-€0-4V

AN aVeIvi 0 € 0 0 4 14 €L L¥0-£0-€0-9V

AN avdIvi 0 €€ 0 0 4 < €1 80TI-€0-20-€0-9V

AN aVaIvi 0 €€ 0 0 4 [4 €1 €0C1-€0-£0-€0-9V

AN avdIvi 0 €€ 4 L 4 0 €1 EV11-£0-20-€0-9V

AN aVdIVA 0 €€ 0 0 4 14 €1 €CL1-€0-20-€0-9V

AN aV4IV 0 €€ 0 0 0 6 €1 €101-€0-20-€0-4V

AN aVEIVA 0 €€ 0 0 L 6 €1 2001-€0-20-€0-9V

(S311S

AN dVEIVA 0 €€ 0 0 € 0 €l 9) 666-€0-20-€0-4V OL S66-€0-L0-€0-AV

AN VIV 0 €€ 0 0 6 0 €l HAVD HIINVd £86€0-20-€0-4V

20IN0g  ZN) M)  SjuRWR[H  S[aueJ 1y adA ‘0D ureN aNg ‘'ON BYO g
3oy aNs WSV

“‘panunuo)) ‘1'g AqeL



180 Appendix B

AN OLNOL 0 z 0 g L 4 4! $811-10-C1-€0-AV
AN OLNOL 0 4 0 0 L r4 4 0bZL-10-T1-€0-AV
AN OLNOL 0 92 0 0 I 0 4! LSTI-10-C1-€0-9V
AN OLNOL 0 0 0 ! L 0 S LEEI-10-CI-€0-9V
AN OLNOL 0 0 0 L L 0 S 0€€1-10-C1-€0-4V
AN OLNOL 0 0 0 0 L 0 S £261-10-C1-€0-AV
AN OINOL 0 0 0 0 L 0 S TTET-10-TI-€0-AV
AN 1100S94d $4sn 0 €€ 0 0 L 0 4! NOANVD NOILLITIDSNI TSES VNN ‘82-90-60-€0-4V
AN 1100594d S4sn 0 €€ o1 0 L 9 [ ANITIHMOd 8£1-90-60-€0-4V
AN 1100594d SAsn 0 €€ 8 L 1 0 41 0VT-£0-60-€0-AV
AN 1100594d S4sn 1 €€ S L L 0 4 $CE-€0-60-€0-AV
AN LIODSHAd SI5N 0 €€ o1 S L 9 €1 €2H-10-60-€0-AV
AN LIODSTAd S4SN 74 €€ S S L (1] 4} LP10-60-€0-9V
AN 1100694d Sdsn 0 0 4 0 1 € 7L V H1IS AANV'1 86-10-60-€0-AV
AN LIODSTAd SASN 9 8 L 0 1 6 A 4 41IS AINNVYI 996k1 VNI ‘111-10-60-€0-4V
AN LIODST¥d $ISN 0 0 S 0 0 0 A V 41IS ANNVYA 996¥1 VNI “0L1-10-60-€0-4V
AN 1100534d Sdsn 0 0 L L L 0 4! ANNHL 6G1-10-60-€0-4V
IN LIODSTdd SISN 1€ I 0 0 L 0 €1 €0€-10-60-€0-AV
4N LIODSHAd SISn 0 L S < 1 £ 41 062-10-60-€0-4V
AN LIODSTA SISN 0 0 0 0 1 € £1 LOE-10-60-€0-4V
4N LIODSTAd SISN 0 8 0 S L 0 a LNIOd TTHH HA¥IA ¥9ddN L6G-10-60-€0-4V
AN VIV
NI HD'INO IIVNS SWAOA AN 0 €€ L 1 T 0 €1 LTO1€0-L0-€0-AV
AN avearv
NI HD'IND IIVNS S04 IN 0 €€ 6 4 4 0 €1 9201-€0-£0-€0-AV
AN aveIvi
NI HO'1NO AMVNS SWIO4 AN 0 €€ 91 L ré oL €1 50d HAVD GZO1-€0-L0-€0-4V
AN aVeaIv
NI HDIND AMVNS SIWJO IN 0 €€ V4 T 4 0 €1 D0 1134 6801-€0-£0-€0-AV
AN aVaIv
NI HO'IND 3MVNS SWIOA AN 0 44 601 i4 € 0 €L §1104 ¥AdVd LSOT-€0-L0-€0-9V
AN VeIV
NI HO'1ND 3MVNS SIWO4 AN Al u w 9 € €1 €1 HOVIVd INFWOId 168-€0-£0-€0-4V
AN avdIvi
NI HY'IND IMXVNS SWIOA AN €3 A €S L € 4 €1 avaHaay Jo J1a109 8¥01-£0-L0-€0-dV
AN VeIV
NI HO1ND 3MVNS SO ¥N Al 41 [or4 L z 0 €1 aviH 141104 $26-€0-L0-€0-4V
INO0G  THND  [IND SHULBWI[Y  S[PueJ 1y adA1 (Ve QweN 9§ ‘ON B_YI0 g
30y CHIY NSV

‘panunuo) I'g AqeL



Arizona Rock Art Site Data 181

AN OINOL 0 4 L 4 L 0 < °LE-T0-TCI-€0-AV
YL #
AN OLNOL 0 4 0 0 1 4 ) 9471100 LI0DSTAd ‘GLE-10-CL-€0-4V
9¥L #
AN OLNOL C L 0 0 I 4 [ 9971100 LIODSTAd “9L€-10-CL-€0-dV
YL #
AN OLNOL 4 L 0 0 1 4 g 9471100 L10DSTA ‘£LE-10-CL-€0-AV
VL #
AN OLNOL 4 1 0 0 4 4 < 997100 LIODSTAd ‘96€-10-CL-€0-dV
AN OINOL [4 1 0 0 |4 0 S 86€-10-C1-€0-dAV
AN OLNOL 4 1 9 ) L 9 ) C0v-10-C1-€0-AV
AN OLNOL < 1 0 0 L € ] 80%-10-CL-£0-AV
AN OINOL < 1 14 0 L € S 01%-10-C1-€0-9V
B #
AN OLNOL 4 1 0 0 1 < < 9471100 LLODSTAd ‘F1¥-10-C1-€0-dV
AN OLNOL 4 L 0 0 1 < S YEV-10-C1-€0-AV
AN OLNOL < 1 4 0 1 0 ] 1SP-10-T1-€0-4V
AN OLNOL 4 ! 14 0 1 £ [ Sr-10-C1-€0-9V
AN OLNOL < L < 0 1 € < PSy-10-C1-€0-dV
AN OLNOL 0 4 0 0 L 0 ) 10S-10-C1-€0-dV
AN OLNOL 6 < 0 0 1 9 48 66G-10-C1-€0-dV
AN OLNOL 0 4 0 0 | 0 <l 209-10-C1-€0-4V
AN OLNOL 0 4 14 0 I 0 < 609-10-C1-€0-4V
AN OINOL 0 4 4 [ 0 < £€69-10-C1-£0-9V
OINOL 0 4 L 1 L < < €04-10-C1-£0AV
AN OLNOL 0 < € < I 0 < (NSV)6E:TN ‘SPL-10-TI-€0-AV
AN OINOL 0 < 1 I 1 0 g (NSV)0TL:TN “108-10-C1-€0-dV
AN OINOL 0 4 € 0 1 < ) (NSY)EETN “018-10-T1-€0-¥V
AN OLNOL 0 €€ 0 0 < 1L <l 129-10-C1-€0-9V
IN OLNOL 0 4 0 0 1 [4 < SI-10-C1-€04V
AN OINOL 0 4 € L 1 [ 1 LZE-10-T1-€0-4V
AN OLNOL 0 < 0 14 L 0 g 6CE-10-CL-€0-dV
AN OINOL 0 < € 1 1 0 45 9601-10-CI-€0-4V
AN OINOL 0 4 1 1 L 0 4} 8601-10-CL-€0-4V
AN OLNOL 0 €€ 0 0 < 0 <l 0011-10-CI-€0-4V
AN OINOL 0 4 0 1 1 0 6 $811-10-C1-€0 AV

2DI0g M)  TMD  SBWLR[  S[eueRJ uy adA ‘0D auieN 9IS ‘'ON 1[0 B

p ey | Mg WSV

‘panunuo) ‘T'd dqeL



182 Appendix B

AN OLNOL 0 139 0 0 0 € a1 ZSI-10-C1-€0-4V
AN OINOL 0 < 0 0 1 < [ PSI-10-C1-€0-9V
AN OINOL 0 4 0 0 L [4 < CGI-10-CI-€0-dV
IN OINOL 0 4 0 0 L £ [ £ST-10-T1-€0-9V
AN OINOL 0 < 0 0 L 0 [ 6S1-10-C1-€0-dV
AN OLNOL 0 4 4 0 L ré < 091-10-CI-€0 AV
AN OINOL 0 4 0 0 I € [ 081-10-CI-€0-4V
AN OINOL 0 4 0 0 1 < < 80¢-10-C1-£0-4V
AN OILNOL 0 < 0 0 L < [ £81-10-CL-€0-9V
AN OINOL 0 < 0 0 L C S 881-10-C1-€0-9V
AN OINOL 0 < 0 0 L 0 [ 96T-10-CI-€0-AV
AN OLNOL 0 €€ 9 0 1 0 ] 86T-10-C1-€0-qV
IN OILNOL 0 4 9 0 T 4 [ (1SV)96:4:1 ‘66T-10-CL-€0-IV
AN OLINOL 0 < 0 0 1 0 [ 192-10-C1-£0-9V
AN OLNOL 0 [4 0 0 1 0 [ 79C-10-21-€0-9V
AN OLNOL 0 €€ 0 0 k 0 < €9C-10-CI-€0-4V
AN OINOL 9 4 0 0 1 < S (QSV)LFL:TN “$9T-10-CI-€0-9V
IN OLNOL 0 €€ 0 0 L 0 ) £9T-10-C1-€0-9V
AN OINOL 0 €€ 0 0 1 0 S 892-10-C1-€0-dV
AN OLNOL 0 €€ 0 0 1 0 < 692-10-C1-€0-9V
AN OINOL 0 < 0 0 L < < 0£2-10-C1-€0-9V
IN OILNOL 0 €€ 0 0 1 4 ) 142-10C1-€0-9V
AN OLNOL 0 €€ 0 0 I 0 [ €LT10-TI-€0-9V
AN OLNOL 0 < 0 0 L 9 ) 082-10-C1-€0-4V
AN OLNOL < 1 0 0 L 9 < 18C-10-T1-€0-4V
AN OINOL 4 L 0 0 1 < ) 8T-10-C1-€0-9V
AN OLNOL 4 L 0 0 L 0 < €8C-10-C1-€0-9V
IN OLNOL 4 L 4 0 1 4 [ PEE-10-C1-€0-qV
AN OLNOL 4 L 0 0 1 € ) 9EE-10-C1-€0-4V
AN OINOL 4 1 1 0 1 € g IPE-10-CI-€0-9V
AN OINOL o < 0 0 1 € [ 0SE-10-CI-€0-9V
IN OLNOL N 1 [4 € 1 4 [ 19€-10-C1-€0-4V
AN OINOL 0 < 18 1 1 € ) Y9€-10-C1-€0-9V
AN OLNOL 0 < 0 0 L 0 S SET# H1IS DAVS ‘69€-10-CI-€0-AV
NVINOG  TIND  TIND  SJUBWR[Y  S[PUER] 1y adA 1 0D JwepN 3g "'ON J_ByI0 g

ooy ang NSV
‘panunuo) ‘1'g dqeL,



Arizona Rock Art Site Data 183

AN OLNOL 0 9% 0 0 0 [4 9 €02€0-CI-€0-9V
AN OLNOL 0 €€ 0 0 L 0 9 902-€0-C1-€0-dV
AN OLNOL 0 €€ 0 0 L 0 S 9GE€0-CI-€0-9V
AN OINOL 0 €e 0 0 L 0 [ 6C¥£0-CI-€0-9V
AN OLNOL 0 €€ 0 0 1 0 g eV €0-CI-€0AV
AN OLNOL 0 €€ 0 0 i 0 9 t0-TI-€0-9V
AN OLNOL 0 €€ € 0 1 0 g 805-€0-CL-€0-AV
AN OLNOL 0 €€ 0 0 I 0 S 60S€0-CI-€0-9V
AN OINOL 0 €€ < L 1 0 9 61S€0-CI-€0-9V
AN OLNOL 9 1 0 0 8 0 9 SONIIAS DIHAATOOYIIH 9TS-€0-CI-€0-V
AN OLNOL 0 €€ 4 < 1 0 < IF€0-C1-€0-9V
AN OLNOL 0 4 0 0 1 4 6 99-70-C1-€0-9V
AN OLNOL 0 < 0 0 L < 6 £9-20-21-€0-9V
AN OLNOL 0 < 0 0 1 < 6 89-70-CI-€0-4V
AN OLNOL 0 < 0 0 L 0 6 69-20-C1-€0-9vV
AN OLNOIL 0 [4 0 0 1 0 6 0£-T0-T1-€0-9V
AN OINOL 0 4 0 0 L < 6 1£-20-T1-€0-9V
AN OLNOL 0 4 0 0 L < 6 ¢LT0-T1-€0-9V
AN OINOL 0 < 0 0 1 < 6 V.-20-T1-€0-9V
AN OLNOL 0 < 0 0 L 4 6 G-70-T1-€0-av
AN OINOL 0 [4 0 0 I 9 6 94-20-T1-€0-¥V
AN OLNOL 0 €€ 0 0 4 € 9 CLI-20CI-€0-9V
4N OLNOL 0 < 0 0 L € 6 9€¢-20-CI-€0-AV
AN OLNOL 0 €€ 0 0 4 9 6 €S601-20-21-€0-AV
AN OLNOL 0 €€ 0 0 4 14 6 L601-20-C1-€0-9V
AN OLNOL 0 < 0 0 L 0 < 9I-10TI-€0-9V oL
AN OLNOL 0 [4 0 0 1 49 44 (VN)ST:EL:0 ‘9€-10-CL-€0-dV
AN OINOL 0 4 0 0 1 < <l (VN)OZTE€T:0 ‘LE-10-CI-€0-AV
AN OLNOL 0 [4 0 0 8 < <l (VN)S:ET:0 ‘6€-10-C1-€0-dV
AN OLNOL 0 [4 0 0 1 < a1 (VNDS:€T:0 ‘0¥-10-C1-€0-9V
AN OLNOL 9 < € 0 1 9 4 6S-10-CI-£0-9V
AN OLNOL 0 4 0 0 1 4 < €£-10-21-€0-9V
AN OLNOL 9 < 0 0 1 < ) v4-10-C1-€0-9V
AN OLNOL 0 4 0 0 1 < < EVI-10-CI-€0-9V
DINOS  ZIND  [IND  SJUSWR[H  S[BUE] uy adAy, ‘0D duwieN ajIg "'ON 10 dNg
30y EHS nsv

‘panunuo) ‘T'g AqeL



184 Appendix B

AN OLNOL 0 < 0 0 L 0 6 6C¥0-C1-€0-4V
4N OINOL 4 L 0 0 L 0 6 G81-F0-C1-€0-¥V
AN OINOL 0 [ 0 0 i 4 6 YT H0-C1-€0-aV
AN OINOL 0 4 0 0 L 0 6 9ZEPO-TL-E0-9V
AN OLNOL 0 < 0 0 I < 6 E1yH0-CI-€0-AV
AN OLNOL 0 [ 0 0 I 0 6 STYH0-C1-€0-AV
AN OLNOL 0 < 0 0 L 0 6 6V ¥0-C1-€0-dV
AN OILNOL 0 4 0 0 1 < 6 WH$0-Cl-€0- AV
AN OLNOL 0 [1} 0 0 1 0 6 rP0-CI-€0-9V
AN OLNOL 0 4 0 0 1 0 6 869¥0-CI-€0-AV
4N OINOL 0 Z 0 0 L 4 6 0SHH0-C1-€0-AV
AN OLNOL 0 z 0 0 L 0 6 09%-+0-Z1-£0-AV
AN OLNOL 0 2% 0 0 1 0 6 8ESH0-C1-€0-4V
AN OLNOL 0 4 0 0 1 < 6 PeCH0-C1-€0-9V
4N OINOL 0 4 0 0 I Y4 6 ILIH0-CL-€0-AV
AN OLNOL 0 Z 0 0 I 0 6 9L ¥0-C1-€0-9V
AN OLNOL 0 < 0 0 1 4 6 10¥#0-21-€0-9V
AN OLNOL 0 < € 0 L 0 g 88LF0-C1-€0-9V
AN OLNOL 0 (4 0 0 1 9 < 92€0-C1-€0-9V
AN OLNOL 0 [ 1] 0 1 0 9 LEE0-TI-€0- AV
AN OLNOL 0 < 0 0 1 0 < I¥€0-C1-€0-4V
AN OLNOL 0 < 0 0 0 11 < 1S€0-CI-€0-9V
AN OLNOL 0 < 0 0 0 < ) €6€0-C1-€0-9V
IN OLNOL 0 4 0 0 1 0 ) €9-€0-C1-€0-9V
AN OLNOL 0 < 0 0 L 0 < $9-€0-C1-€0-9V
AN OLNOL 0 < 0 0 1 0 g G8-€0-C1-€0 AV
AN OLNOL 0 < 0 0 I 0 < 98-£0-CI-€0-AV
AN OLNOL 0 9 0 0 L 0 ) 68-€0-C1-€0-4V
AN OLNOL 0 ' 0 0 1 € < 001-€0-C1-€0-aV
AN OLNOL 0 < 0 0 I 0 [ 101-€0-C1-€0-4V
AN OLNOL 0 4 0 0 0 9 CEI€0-TL-€0-AV
4N OLNOL 0 €€ 0 0 0 S g LOV-€0-CI-€0-4V
IN OINOL 0 4 0 0 L (] S 9E1-€0-CI-E0-AV
AN OLNOL 0 9 0 0 1 0 < 807€0-CI-€0-4V
VINOG  7ND  [ND SJUSWI[H  S[PuUe] uy adA1 ‘0D QuIeN IS ‘ON _BYIO NS
30y s NSV

‘panunuo) ‘T'd AqeL



5

Arizona Rock Art Site Data 18

adodivs - wid 0 € [ [ 4 14 4 HAVD AYVIOdd EVI¥0 ZV 01:TI:00
AIOLIVS - W1d € 1 68 cl < € 0 8LV V0 ZV
AAOAAVS - W1d Sl € 8¢ v < 4 0 0L%0 ZV
aiodavs - Wid 1 € St 1} 0 4 0 690 ZV
AQAOAIVS - W1d s1 L €EL <1 ~ 4 € 0 HAVD AVMAIN 2000 ZV
AN OLNOL 9 €€ 0 0 L 0 6 C1T-90-T1-€0-AV
AN OINOL 0 4 0 0 1 < 6 062-90-C1-£0-¥V
AN OLNOL 0 < 0 0 I 0 6 09€-90-C1-€0-AV
AN OLNOL 0 4 0 0 1 € 6 84£-90-C1-£0-V
AN OINOL 0 < 0 0 1 < 6 0vS-90-C1-£0-dV
4N OINOL 9% €€ 0 0 |8 6 6 866-90-C1-£0-4V
AN OLNOL 9 [4 0 0 1 [ 6 609-90-C1-€0-AV
AN OLNOL 0 < 0 0 L 0 6 1€9-90-C1-€0-4V
AN OINOL 0 [ 0 0 1 [ 6 614790-C1-€0-4V
AN OINOL 0 < 0 0 1 0 6 798-90-C1-£0-4V
AN OINOL 0 < 0 0 1 [4 6 0911-90-CI-£0-4V
AN OINOL 0 < 0 0 1 0 6 066790-C1-€0-dV se8n
AN OINOL 0 4 0 0 1 0 6 296790-C1-£0-9V peesn
AN OINOL 0 | ¥4 0 0 4 0 6 1911-90-C1-€0-9V
AN OLNOL 0 < 0 0 L § 0 6 186790-C1-€0-4V 078N
AN OLNOL 0 < 0 0 1 0 7l LYIT-90-C1-£0-9V
AN OLNOL 0 < 0 0 1 0 < 0€£-90-C1-€0-4V
AN OINOL 0 < 0 0 L 1] 6 LEST90-TI-€0-4V
AN OINOL 0 < 0 0 1 0 6 LI81-90-C1-€0-dV
AN OINOL 0 [4 0 0 1 9 6 d16€1-90-C1-€0-dV
AN OLNOL 0 < 0 0 1 9 6 HIIS NMH1SIM V16£1-90-CI-€0-4V
AN OINOL 0 € 0 0 1 9 6 879-€0-C1-€0AV
AN OINOL 0 €€ [ 0 4 € 0 91D O194Nd VIO ‘62-50-C1-€0-dV
AN OLNOL 8 € < [} 4 € 6 PP1-G0-C1-€0-dV
AN OINOL 0 9 8 L 1 0 6 £ESG0-T1-€0-9V
4N OINOL < L 0 0 1 € 6 8¥0-C1-€0AV
AN OLNOL 0 < 0 0 1 4 6 0Z¥0-C1-€0-4V
AN OLNOL 0 € 0 0 [4 4 6 yZ¥0-21-€0-dvV
AN OINOL 0 < 0 0 4 4 6 LTP0-CI-€0-9V
VIM0g WMD)  [ND  Sjudwd[  S[aue] uy adA ‘0D dueN a11g ‘ON BYI0 aNg
oY ang NSV

‘panunuo) ‘1'd AqeL



186 Appendix B

YALION ANV 9% 4 1€ o1 1 € z 91IS AV ANNNd B
WIATON ANV e 1 S € I € z 41IS TALVIHLIHINY 981:8:H
AILTONM ANV 0 4 L L I 0 4
SYAE10M ANV 0 €€ < z z € 4
YI1ON ANV 0 €€ S I z v z
AAL4TON ANV 0 €€ o1 1 z € z
LAOJTY S1980d SOd 0 z 0 S 1 o1 L 99L:Z:DD
LAOJTY STYI0d SOa 0 z 0 1 I 0 L 8S1:T:DD
LIOJTY STI40d SOd 0 4 au z 1 0 L LSTTDD
LMOJHA STIA0d SOd 0 z 6 1 1 0 L 9S1:TDD
LIOJTd ST990d SOa 0 z I € 1 0 L LTI
LIOJIH ST¥I0d S0d 0 z I I I 0 L 0SL:TDD
LIOJTH ST9E0d SOd 0 z a I I 0 L 6VL1:T:0D
LIOJTY STHI0J SOd 0 z z z 1 2 L LYLTID
1M0JTY STII0d SOd 0 z o1 I I 0 L 9P L1:T:0D
AYO4IVS - W1d 0 € 0 0 z S 0 FAVD MIT¥D VIINOg a¥041vs Wid
QIOAIVS - W1d 4 L 0 0 1 € 0 L51F0 ZV
@IOAIVS - W1d 0 z € 0 L 0 0 L0140 ZV
QIO4AVS - W1d 0 1 0 0 € [ 0 0990 ZV
QYOIIVS - W1d 0 € 0 0 z z 0 19140 ZV
QAOHIVS - W1d 0 € z 1 1 0 0 €050 ZV
QIOLIVS - W1d 0 z u z L St 0 £8250 ZV
QYOLIVS - W1d 0 z 0 0 I 61 0 Y0ZH0 ZV
@IOLIVS - W1d 0 z 6 z I 0 0 G8TH0 ZV
QIO4IVS - W1d 0 z v r/ 1 9 0 90€50 ZV
QIOIVS - W1d 0 z 0 €L 1 € 0 Y8TH0 ZV
QIOAAVS - Wid I z w 0 e e 0 411S T1H SIVATVIN S0 ZV
AYOAAVS - W1d 0 |t4 9 1 r4 0 0 98¢H0 ZV
AIOLIVS - W1d 0 |4 £ 1 z 9 0 56¥0 ZV
AIOIIVS - W18 0 £ 1 1 z v 0 86670 ZV
QIOIAVS - W1d 0 € S 1 4 T 0 HAVD SYIINIIIVD 1690 ZV
QIOIIVS - W1d 0 € 81 v € € 0 UER ZV
AYOIAVS - W1d 0 € g1 4 z S 0 81670 ZV
AQYOIAVS - W1d 0 € 14 L 4 9 0 L8560 ZV
VINOG  ZIND  [IND  SudwR[g  s[pued 1y adA1 ‘0D QureN g ‘ON B_YI0 g
30 ays NSV

‘panunuo) ‘r'g 2[qeL



Arizona Rock Art Site Data 187

SISTHL SODIAY A INVIA 0 6 0 0 1 0 €1 Faa 8|
SISTH.L SODIAY 1 ANVIA 0 6 0 0 L S £l LTl
SISTHL SODIAY.A ANVId 0 6 0 0 1 0 €1 0€: 1L
SISTHL SOJIAY.A ANVIA 0 6 0 0 L 4 €1 41IS NOdvdd'1 988 VN ‘6C:LLI
SISTHL SOJIAV.A ANVIA 0 6 0 0 I 0 €1 81T
SISTHL SOJIAY . ANVIA 0 6 L 1 L 0 €1 LTILT
SISTHL SOJIAV.A INVIA 0 6 0 0 L 0 €1 911
SISTHL SOJIAY A1 ANVIA 0 6 0 0 L 0 £l STILI
SISTHL SOJIAY.A ANVIA 0 6 8 € L S €1 PTLLT
SISTHL SOJIAV . ANVIA 0 6 0 0 L S €1 €CILI
SISTHL SODIAY.A ANVIA 0 6 4 1 L 0 €1 TCILI
SISTHL SODINV A ANVIA 0 6 0 0 1 0 €1 LTILT
SISTHL SODINV A ANVIA 0 6 0 0 1 0 €1 DINVL SSVID (Iraik|
SISTHL SODIAY A ANVIA 0 6 0 0 L 0 €1 6L
SISTHL SODINV.A ANVIA 0 6 0 0 L 0 €1 SLILI
SISTHL SODJIAY.A ANVIA 0 6 0 0 I 0 €1 LUILT
SISTHL SOJIAY . ANVIA 0 6 0 0 L 4 €1 9LLLT
SISTHL SODIAY.A ANVIA 0 6 0 0 I 9 €1 SLILI
SISAHL SOJINY.d ANVIA 0 6 r4 r4 L 9 €1 PLILI
SISTHL SODINV.A ANVIA 0 6 I L L ¥ €1 ELILT
SISTHL SOJINY A ANVIA 0 6 0 0 L 0 €1 [4R18 |
SISTHL SODJINYV A ANVIA 0 6 0 6 1 r4 41 SINVI ADRNL 911 VN ‘Z6L:SL1
SISTHL SOJIAV.A ANVIA 0 6 0 0 I 4 £l NOANVD T3NLIId 812-SIT VN B
SISTHI SOJIAY.A INVIA 0 6 0 0 1 0 €1 £T61 VN %011 ‘€011
SISTHL SOJIAV.A ANVIA 0 6 0 0 € 0 €1 982 VN ‘T0L1
SISHH.L SOJIAY.A ANVIA 0 6 4 I L 0 €1 G8C VN ‘8¥HL1
HHA1OM ANV( 0 € L I 4 € ra HAVD HHL 40 JAd
AILTON ANV 0 4 0 1 1 0 rd ALID AJHWH-TTIN NOLSOd
410N ANV( 0 T € 0 L 0 [4 TION ANO1
AIATON ANV 0 ¢ S 1 L 0 4 SIId TVIDVAd L81:8HH
AFATON ANVI 0 < 0 L L 0 4 ZIAHJOAN
MAAT1ON ANV( 0 4 L 4 L 0 r4 TIH NJOHL L8
FHLTON ANVI 0 ra 9€1 74 L 0 4 NHATS INADIINDOVIN
FAAT1ON ANV( 0 (4 S 4 L 0 4 4LIS AL19d1d
DINO0G  ND 1HND Ssjudwa[y s[pued ny adA . ‘0D Qurep g 'ON 1910 g
oY T WSV

‘panunuo) ‘1'g dqeL



188 Appendix B

VNN 0 0 0 0 4 < 0 HSNOH NVINOM 1vd 1€6T

VNI 0 0 € 0 < 0 0 0T

VNI 0 0 0 0 4 ) 0 915C

VNI 0 0 0 0 1 < 0 [*74 74

VNN 0 0 0 0 L 4 0 06€£C

VNI 0 0 0 0 L < 14t 9€ET

VNI 0 0 0 0 L 0 0 61T

VNI [1} 0 0 0 L < 0 IAOJNH [4ra A k74

VNI 0 0 0 0 1 4 0 911C

VNI 0 0 0 0 L < 0 €01C

VNI 0 0 0 0 1 0 0 (SH1LIS €) 8181 OL 9181

VNI 0 0 € 0 4 ) 0 HAVD ADNL € P4 770

VNI 0 0 0 0 1 0 0 €661

VNN 0 0 0 0 1 0 0 1dVDI ONOH VAId 6911

VNI 0 0 0 0 1 9C 0 AD0F NOILLITIDSNI 8911

VNI 0 0 0 0 1 9 0 911

VNI 0 0 0 0 1 4 0 €6

VNI 0 0 0 0 L 9 0 676

VNI 0 0 0 0 0 ) 0 JNIS ANT <19

VNI 0 0 0 0 1 0 0 HAOD TANLOI 0ss

VNN 0 0 0 0 1 [4 0 VSN VADL 8€S

VNI 0 0 0 0 L 0 0 oy

(I#0 NSV SV HAVS)

SISHH.L SODINV.Ad ANVIA 0 6 0 0 L < 4 SSVd ZHAVHO = (CFO B L'¥0) 699 VN ‘859 VN
SISTHL SOOINV.A INVIA 0 6 0 0 L < €1 I1JOd NOANVD NOSY¥IANV €3'0 ‘066€ VN
SISHHL SODINV A INVIA 0 6 0 0 € 0 €l CLI:STT
SISHHIL SODINV.A INVIAd 0 6 0 0 € [ €1 YL1ST
SISHH.L SOOINV.A ANVIAd 0 6 <l 9 L 9 €1 E€LISTT
SISTHL SOJOINV A dNVIAd 0 6 0 0 L 0 €l LS
SISHHL SOOINV.A ANVIA [1} 6 € 0 L 9 €l LIS
SISTHL SOJINV.A INVId 0 6 < | 1 0 €l 0LTSTT
SISHHL SODINV.A ANVIA 0 6 0 0 L € €1l *RAE |
SISTHL SOJINV.A ANVIA 0 6 0 0 1 4 €l 48|
SISIHL SOJINV A INVIA 0 6 < 1 < 9 €l €TI1

DINOG  IND  [IND SIUSWII[Y  S[PUB] uy adA1, (Ve duweN ajs "'ON _ByI0 S
300y EHIS sV

‘penunuo) ‘T'd AqeL



Arizona Rock Art Site Data 189

VNI 0 0 0 0 1 0 0 INNTVM H1LLI1 691:G1'T ‘0S€S
VNI 0 0 0 0 1 0 0 NOANVO NOLLATIDSNI z6es
VNI 0 0 0 0 1 0 0 861G
VNI 0 0 0 0 I g 0 1.8V
VNN 0 0 0 0 I 0 0 Ly
VNI 0 0 0 0 1 z 0 8E9Y
VNI 0 0 0 0 I 0 0 829% ‘LT
VNI 0 6 6 1 I 0 €1 €6bY
VNI 0 0 0 0 1 0 0 344
VNI 0 Ll 0 0 1 0 0 JAVD HAVIDOLOId £908 VN 8G¥S
VNI 0 0 0 0 1 v 0 166€
VNIN 0 0 0 0 L 0 0 Fh6E
VNN 0 0 0 0 I 0 0 $06€
VNN i 0 0 0 I 9 2 8LE
VNN 0 0 0 0 i 0 0 L€
VNN 0 0 0 0 1 0 0 WLE
VNN 0 0 0 0 1 9 0 LLLE
VNIN 0 0 0 0 1 ¥ 0 VLLE
VNN 0 0 0 0 I 0 0 TuLE
VNI 0 0 0 0 1 0 0 60LE
VNI 0 ot 0 0 1 0 0 866E
VNI 0 o1 0 0 z i 0 NV XD0A ¥SEE
VNI 0 0 0 0 z [4 0 TIH XOV1d S9€E
VNI 0 0 0 0 4 4 0 LVeE
VNN 0 0 0 0 € 14 0 e - e
VNN 0 0 0 0 1 z 0 81z¢
VNI 0 0 0 0 1 €1 0 1vig
VNI 0 0 0 0 1 g 0 L1IE
VNI 0 0 0 0 1 [/ 0 8h6C
VNI 0 0 0 0 L 0 0 0b6¢
VNI 0 0 0 0 [4 4 0 (1£€6 VN SV HINVS) 6892
VNI 0 0 0 0 I 0 0 €492
VNI 0 0 0 0 L g 0 w9
VNIN 6 4 0 €01 L 0 €1 INIOd NOILLARIDSNI 95C Ll
NDIMOS  THND  [MD  SIUBWA[H  S[EUB] vy ad41 ‘0D dureN Iy ‘ON _YIO g
YO0y S NSV

"panunuo) ‘1'g AqeL



Table B.1. Continued.

190 Appendix B

-5}
o
S <<§
[}
) §§E
I
=
= [ =T =T -}
@)
=
-E o o ©
O
2]
Q:) o o o
=]
&
|59]
i
) o © o
©
o
o
O
o - -
2 <
o
&:E: o o o
&
8 o o o
=)
S
=4
7] o ¥
E| € %
< S =
oo
Z 0w
2| 83
) 1—8
=}
Z
Tt
o
R
O n n I1n
2 o
=1
5

MNA
MNA
MNA

MNA

FORGOTTEN CANYON

5358

5363

5373
5603
5859
5835
6340

6341

MNA
MNA
MNA

MNA

12

BALANCED ROCK CAVE

0

MNA

KEY HOLE CAVE

6342
6343

MNA

0

MNA
MNA
MNA
MNA
MNA
MNA
MNA

MNA

6344

6389

6390

0

6391 - 6393

6410

6415, 6419, 6420, 6423, 6425
6457, 6469

6497

MNA

12
12

6514, 6534 - 6536

6555, 6556

6558
6592
6595
6650
6649
6980
6996

7028

MNA

MNA

MNA

0

MNA
MNA
MNA
MNA
MNA
MNA
MNA

MNA

BEAM HOLE SITE

GOODWATER PETRO SITE

13
13

26
26

OYA KANUTE PAINT CAVE

7306

7307

MNA

7354 - 7359



Arizona Rock Art Site Data 191

VNI 0 €€ 0 0 1 € 0 LZVLL VNIN ‘TILM
VNI 0 S 0 0 L 4 0 PEPIL VNN “SE9LN
VNI 0 €€ 0 0 4 4 0 €LT11 VNN ‘8:T1
VNI 0 (174 0 0 4 0 0 LI0LT VNI ‘TH1:D ODIXAW MAN
VNI 0 9 0 0 I 0 0 (d'N VO¥D) MD0¥ dH1SIOqd 8v601 VNN ‘1LCELA HVIN
606'€06'706' 1688801

VNI Y74 « 0 0 € 0 0 VNI ‘861°261'T61°081°£41:4:A
VNN 0 41 0 0 L 4 0 04801 VNI ‘6S1::d
VNI 0 48 0 0 L 9 0 19801 VNI ‘0SL:4:d
VNI 0 6 0 0 € 0 0 LILOT-STZ01 VNIA ‘8-9:8:0
VNI 0 u 0 0 I 4 0 NINA STIMAL L1901°91901 VNN ‘85°26:4:A
VNI 0 4 0 0 I 4 0 (Vi) 9-6:4D
VNI 0 € 0 0 1 4 0 926 VN ‘PLSOT-1£S0L VNN “LFF1:(
VNI 0 €€ 0 L 1 0 0 92601 VNN ‘SL'41
VNI 0 €€ 0 0 4 4 0 8IG0L VNN ‘I'8:d
VNI 0 €€ 0 0 I 0 0 LISOT VNI ‘€:2I:d
VNI 0 4 0 I I 0 0 26001 VNI ‘8€'S'0
VNI 0 0 0 0 4 (1] €1 €66 ‘T6L6
VNI 0 0 0 0 L 9 €1 986
VNI 4 S 0 0 4 € 0 0846
VNI 0 0 0 0 4 0 0 6046
VNN 0 0 0 0 I 0 €1 8046 ‘L0L6
VNI 4 9% 0 0 1 0 0 0%26 ‘6€26
VNN 0 01 0 0 1 4 0 126
VNN 0 01 0 0 L 4 0 $126
VNI 0 0 0 0 I 4 €L $£06
VNI 0 0 0 0 I 4 14 9898 ‘1898
VNI 0 0 0 0 1 9 ¥L G998 - 7998
VNI 0 0 0 0 1 4 0 9798
VNI 0 0 0 0 L 0 0 6868 ‘PS68- TS68 ‘T6L8 ‘€858 ‘7858
VNN 0 0 0 0 1 [1} 1} 818
VNI 0 0 0 0 L 0 0 6518
VNI 0 0 0 0 L 0 0 SANVH 10 ASNOH 6908 ‘2908
VNN 0 4 0 0 € 0 €1 $508

DINOG WMD) [N  SJUSWI[  S[PUB] 1y adA, ‘0D ureN aJ1g "ON 12Wy0 g
¥ooy NS NSV

‘panunuo) ‘T'd A[qeL



192 Appendix B

9K'CEIN

VNI 0 €€ 0 0 I 0 0
VNN 0 9 0 0 4 0 0 PR 2t
VNI 0 €€ 0 0 L 0 0 L6N
VNIN 0 €€ 0 0 1 0 0 6£EEL "BEEET VNIN ‘SSL'PS 9N
VNI 0 €€ 0 0 1 4 0 0EEEL'LZEEL VNN ‘P L'EVI:9LN
VNI 0 €€ 0 0 1 9 0 291€1 VNIN ‘88N
VNN 0 61 0 0 1 4 0 09-£6'95°06'8% 9 SHOET VNIN
VNN 0 6L 0 0 1 9 0 CE-0ETTOT6LIT'ST'EL'TIOEL VNN
VNIN 0 €€ 0 0 I 0 0 LS8TL VNI ‘€¥'d
ISH8T1 Th8eL
VNN €e 9 0 0 L 9 0 AJAINS NOANVYD VIIVd VNI ‘ITE-LIE T D'ST-ET1TTD
VNI 0 €1 0 0 L 0 0 $08TL VNN “1€91:d
VNI 0 61 0 0 L 4 0 LILTI'014T1 VNN “0T'EL8'd
VNN 0 €€ 0 0 L 0 0 €8921 VNIN ‘19:8:d
VNN 0 3% 0 0 1 0 0 0E9CT VNI ‘L'GA
VNN 0 0 0 0 0 0 0 €66'1L
VNN 0 S 0 0 1 < 0 00L:9L:N
VNN 0 < 0 0 1 < 0 €AGZ1 VNI ‘86'91:N
VNI 0 %} 0 0 1 < 0 €6GCT VNN “L6'9T:N
VNN | 14 6 0 0 L < 0 YESTT VNIN ‘81:9:)0
VNIN 0 A 0 0 I € 4 18-9ZVT1PLYCL VNN ‘01€'E6'L
VNI yrd 74 0 0 € 4 4! LOVTI'90VC1'86-V6ET1 T6ETL'06ECT VNIN
VNI 9 @ 0 0 L 0 4! 8GETIPSETT VNN
VNI « <l 0 0 € 4 4 99°S9'09'SH'YHTCL VNN ‘€26°2e62'A
VNN 0 4t 0 0 L 4 4 9ETTI'SETTI'SITLT VNIN PISE1S'96F:4:A
VNI 0 4! 0 0 € 9 41 680C1'SIOTT VNN ‘£9¢°€60:4:A
G9£9°GS'I-EV6LL
VNN « <l 0 0 € 14 14! VNI ‘€vC-19T LET'8TC-SCe LA
VNN 0 <l 0 0 € 4 0 PI6LL'TI6I1'0I61L VNN ‘£'S¥'9:d
1Z8LL61811L
VNI 0 €€ 0 0 L 9 0 LISTI-CISLL VNI ‘81'91'V1-6:€'d
VNN 0 €€ 0 0 I 0 0 60811 VNI ‘9:€:d
VNN 0 €€ 0 0 1 14 0 LPI1T VNN ‘6491:N
VNN 0 ] 0 0 L z 0 96SLL VNN ‘69:91:N
VNN 0 €€ 0 0 L € 0 10SIL VNI ‘€9T:M

9IN0g  ZINDH [HND Su_WI[Y  S[pPuURJ uy adA1 ‘0D QuiepN 91§ "ON Y10 911G
A0 I NSV

‘panunuo) ‘T'g AqeL



Arizona Rock Art Site Data 193

‘W'N DILVdOM 0 81 8 4 L € €1 GCI-SM ‘ETILL VNIN
‘W'N DILVdNM 9 8L 0 4 L 0 €1l €S1-SM ‘L1IZL VNN
‘W'N DILVdOM 0 81 [ L L € €l 8TI-SM ‘T60LL VNN
‘W'N DILVdNM 0 81 <l 1 I € €l 6L1-SM P80LL VNN
WN DILVAOM 0 81 L L L € €l €11-SM ‘8201 VNN
‘WN DILVdOM [1} 81 9L L I A €l TLI-SM ‘LL0LT VNN
‘WN DILVd(OM 0 €€ 4 € L 0 €l GOT-SM ‘0£041 VNN
WN DILVdOM 0 81 0 14 L [ €l 18-SM ‘LE8T'9E8T VNIN
‘WN DILVdOM 0 81 0 € L 4 €1 08-SM ‘GE8T VNIN
NVN 0 €€ 0 0 0 0 0 rs aike]
NVN 0 €€ 0 0 L 0 1 VIO
NVN 0 €€ 0 0 L 0 0 (NMVN)8L:E:O
NVN 0 €€ 0 0 0 0 0 (MVN)TETA
NVN 0 @ 0 0 [ 6 0 (NMVNEL:SA
NVN 0 €€ 0 0 1 9 0 OVNILF[
VNN 0 [74 1} 0 < 4 0 8¥S0T'LTS0T VNIN
VNI 0 0 0 0 0 0 0 6'0I'H
VNN 0 6 0 (1,4 1 14 0 60¥P1'T
VNN 0 €€ 0 0 < 0 SCYI'H
VNI € s 0 0s 4 9 0 8C IS TH LTH T
VNN 0 €€ 0 0 1 0 0 08T'91:N
VNI 0 %5 0 0 L 9 0 8TET'H
VNN 0 €€ 0 0 I < 0 VCET'H
VNN 0 €€ 0 0 I 0 0 CLETH
VNN 0 €€ 0 0 L 0 0 II'SL:GN
VNI €T 7l 0 4 [ 9 0 96V 8hieTH
VNI €2 45 0 0 < 0 0 (12 5
VNI 0 €€ 0 1 I 0 0 6N
VNI 0 €€ 0 0 I 0 0 PYLL
VNI 0 €€ 0 0 L 0 0 e d
VNI 0 €€ 0 0 L 0 0 SYIN
VNI 0 < g 0 L 0 0 9011
VNN 0 €€ 0 0 L 0 0 HOINASOA dINVD CT8N
VNN 0 €€ 0 0  § 0 0 HIIS HIATOOWIdd NOLSHI1adNH 6'L:N
NDINOG  TIND  [IND  SJUBWR[Y  S[aUE] 1y adA1 ‘0D duwreN 3G ‘ON BYO s
Yooy g WSV

‘panunuo) T'g qeL



194 Appendix B

N DILVINM 0 81 I 1 1 4 €1 €8E1-SM
WN DLLVAOM 0 81 1 1 L € €1 99E1-SM
WN DILVINM 0 €€ 9 L L € €1 0621-SM
WN DILVAOM 0 81 6 i4 1 € €1 EVCI-SM ‘€20¥C VNN
WN DILVdOM 0 €€ I L 1 € €L PSLI-SM “LS6€C VNIN
WN DILVAOM 0 81 € 4 1 4 €1 LLLT-SM “0S6€C VNIN
WN DILVdOM 0 81 1 I 1 12 €L TILI-SM “SE6EC VNIN
WN DILVdNM 0 81 1 L 1 4 €1 LOLI-SM ‘£9LT VNN
N DILVANM 0 81 €T S L 14 €1 1Z0T-SM “0€8ET VNN
WN DILVANM 0 81 9 [ 4 4 €1 THOL-SM ‘Z08ET VNIN
WN DILVINM 0 81 4 T 1 € €1 . TS6°SM ‘804ET VNIN
WN DILVANM 0 81 0 6 1 € €L 1S6°SM “L0LET VNN
WN DILIVOM 0 81 L 1 4 € €L 0S6-SM ‘906 YNIN
WN DILVdOM 0 81 4 4 L ¥ €L 868-SM FS9EC VNIN
WN DILVANM 0 81 0 L I € €1 688-5M ‘LF9EC VNIN
WN DILVANM 0 81 o1 € 1 4 €1 $88-SM ‘THIECT VNIN
WN DILVIOM 0 81 [or4 i4 1 4 €1 6€8-SM ‘064 VNI
WN DILVAOM €€ 9% LE 6 I 4 €1 8E8-SM ‘€8GEC VNIN
‘WN DILVdOM 0 €€ 9 14 L 0 €1 GES-SM ‘08GEC VNIN
‘WN DILVdNM 0 €€ 2 L L 0 €1 G8Z-SM ‘$8L0C VNN
WN DILVAOM 0 81 S L L 14 €1 €8/-SM ‘28L0T VNN
WN DILVdOM 0 81 0 L L i2 €1 $69-SM ‘€S8L1 VNIN
‘WN DILVAOM 0 €€ 4 L I 0 €L 099-SM ‘65441 VNIN
‘WN DILVANM 0 81 41 S L T €1 919-SM ‘91441 VNIN
WN DILVAOM 0 81 0 € L 4 €1 LESSM “LEILT VNN
WN DILVAOM 0 81 4 4 I e €L €6V-SM ‘L66L1 VNI
WN DILVAOM 0 81 €1 L I i4 €1 08E-SM ‘S6¥L1 VNI
‘WN DILVANM 0 81 i€ 14 4 € €L T0E-SM ‘8191 VNIN
WN DILVAOM 0 81 L I I 4 €1 00€-SM ‘L1¥L1 VNI
WN DILVAOM 0 €€ 0 I I 0 €1 191-5M ‘LLLLL VNI
WN DILVAOM 0 81 o1 [ 1 € €1 091-SM ‘91141 VNN
WN DILVAOM 0 81 0 S I € €1 6G1-SM ‘STIZL VNIN
‘WN DILVAOM 0 81 S 4 1 € €1 8G1-SM ‘966 VNI
IWN DILVAOM 0 81 0 I I £ €1 9G1-SM ‘PLILL VNIN

2IN0S  7IND 1IND SjuBWRH  S[PuURJ uy adA . ‘0D QuIeN] 9§ 'ON 1JI0 Qg

¥o0y MS NSV

"panuiuo)) ‘'g d[qeL



;

Arizona Rock Art Site Data 19

‘WN DILVdNM 0 8L 81 1 1 € €l 8LIT-SM
‘W'N DILVdNM 0 81 € 4 1 ' €l 9LIT-SM
‘WN DILVANOM 0 €€ L1 € L 0 €l IZITSM
‘WN DILVAOM 0 €€ g6 61 € 4 €l 9502-SM
‘WN DILVANM 0 81 4 4 L 0 €l ¥60T-SM
‘WN DILVAOM 0 8L 6C c L 0 €l 6£0CSM
‘WN DILVdANM 1} 81 It L L 14 €l 6261-5M
‘W'N DILVd(M 9 €€ L 1 L € €L GEBI-SM
‘WN DILVd(M 9 €€ L 4 L [ €1 PE81-SM
‘WN DILVdNIM 0 €€ € 1 1 0 €L €081-SM
‘WN DILVANM 0 81 1 1 I € €L PILI-SM
‘W'N DILVd(M 0 €€ L L 1 0 €l €9L1-SM
‘WN DILVd(OM 0 8L [4 L 4 € €L 674 7%
‘W'N DILVd(OM 0 8L L1 € 1 € €1 6€L1-SM
‘WN DILVd(M 0 18 0 4 L 4 €l 9€L1-SM ‘TGE VNIN
‘W'N DILVd(IM 0 8L 0 < L < €l SILI-SM ‘998C VNIN
‘WN DILVA(OM 0 8L [£9) € 1 4 €1 8891-SM ‘VIEE VNIN
‘W'N DILVA(OM 9T €€ 14 L 1 < €1 8£91-SM ‘8811 VNN
‘WN DILVAOM 0 81 £ I I £ €1 $SII-SM
‘WN DILVdOM 0 81 < [4 L € €l 7991-SM
‘WN DILVdOM 0 81 I 4 1 4 €1 GPIT-SM ‘89€ VNIN
‘W'N DILVdOM 0 8L 91 1 1 € €l 6€91-SM ‘0LE VNN
‘WN DILVAOM 0 81 <l ) L 4 €1 9€91-SM ‘ELE VNN
‘WN DILVdAOM 0 8L 4 < L < €l SEIT-SM ‘09€ VNN
‘WN DILVdOM 0 8L 1 L L € €1l ¥291-SM ‘€9€ VNIN
‘W'N DILVdNM 0 81 L 4 L € €L G091-SM
‘WN DILVAOM 0 81 0 L 1 € €l 1LS1-SM
‘W'N DILVdOM 0 €€ L L L € €1l 29S1-SM ‘8967 VNN
‘WN DILVAOM 0 81 <l 4 L < €L 9GGT-SM 969 VNIN
‘WN DILVdNM 0 81 I 1 1 z €1 09F1-SM ‘2622 VNIN
‘WN DILVdNM 0 81 £ 1 1 € €1 ZGH1SM
‘WN DILVAIM 0 81 6 4 L 14 €l GHPI-SM ‘9927 VNIN
‘WN DILVdOM 0 81 8 L 1 Z €l LEVI-SM
‘WN DILVdNM 0 81 L L I [/ €1 GEE1-SM ‘0% VNI
22IN0g  YND  TIND  SWPWR[Y  S[ued] uy adA1, ‘0D duwieN g "'ON P10 g
320 g WSV

‘panunuo) ‘r'd dqeL



196 Appendix B

WN DILVINM 0 81 0 z I 4 £1 DIVINO'T T691-SM ‘6L6 VNN
WN DILVINM 0 €€ 1 I I £ £1 6891-SM
WN DILVINM 0 81 z z I 0 £l L9V1-SM
WN DILVINM 0 €€ 1 1 1 0 €1 9E£8-6M ‘1866 VNI
WN DILVANM 0 9% 01 z L 0 €1 618-5M ‘£95€C VNN
WN DILVANM 0 (74 z 1 L 0 €1 TULLSM ‘1LL0T VNN
‘WN DILVANM 0 9% 1 1 I 0 €1 8V/-SM ‘80T VNIN
WN DILVINM 0 81 S z I 4 €1 THLSM ‘THL0T VNIN
‘WN DILVdNM 0 1€ 11 € 1 0 €1 TELSM ‘TELOT VNN
WN DILVANM 0 (74 I I I 0 €1 0Z4-SM “0220T VNN
WN DILVANM 0 9% 1 S 4 0 €1 £69-SM ‘TSLLL VNIN
WN DILVANM 0 9% 1 1 I € €1 Y6T-SM ‘1IPL1 VNIN
WN DILVANM 0 €€ 0 L 1 £ €1 SP8I-SM
‘WN DILVINM 0 9 0 ¥ L z €1 GISI-SM
WN DILVANM 0 8L €€ 9 I z €1 8081-SM
WN DILVdNM 0 81 6 I 1 £ €1 W081-SM
‘N DILVINM 0 €€ 4 z 1 0 €1 L9L1-SM
‘WN DILVANM 0 8L Iy S 1 z €1 T9L1-SM ‘T€9 VNIN
‘WN DILVANM 9% €€ 61 I 1 v €1 LVLISM
WN DILVdNM 0 €€ 4 I 1 0 €1 LL91-SM
‘WN DILVINM 0 8L 1 L 1 £ €1 0991-5M
‘WN DILVANM 0 8L 0 Yra I z €1 PEIT-SM ‘19 VNI
WN DILVINM 0 81 S S 1 € €1 8LS1-SM
WN DILVINM 9% 81 9€p U 1 r4 €1 VSIN HOHSASIOH PE8-SM ‘PSS-9¥S VNIN
N DILVINM 9 81 681 61 1 [/ €1 VSIW 21AdIN £€8-SM ‘SS-8€S VNIN
‘WN DILVANM 9% 8L gsL 91 1 r/ €1 MDOA-NIOVID 1€8-5M ‘LES VNIN
WN DILVAOM 9 €€ ¥ T I 0 €1 SLLSM $LLOT VNI
WN DILVdNM 74 £€ 61 z 1 0 €1 80E-SM ‘SThLL VNIN
‘WN DILVdNM 0 8L € I 1 € €1 655CSM
‘WN DILVANM 0 8L 61 i4 1 € €1 8LVT-SM *0L9Y VNN
WN DILVdNM 0 €€ 9 1 I 0 €1 VEVTSM
WN DILVIOM 0 81 c/ z L ¥ €1 VIECTSM
‘WN DILVANM 0 8L 0 £ 1 ¥ €1 LETTSM
WN DILVANM 0 €€ 41 9 L 0 €1 6L1T-SM

IN0G  ZYND)  [YND SIUdWIY  S[puR] uy adA1, 0D JuwieN IS ‘ON B_BYO IS

Yooy Mg NSV

‘panupuoD ‘1'd AqeL



Arizona Rock Art Site Data 197

LAOJT SHD0Y ATINIVd [4 1 0 9 1 9 i4 € H LSETL
L130dTd SD0Y AIINIVd 0 4 0 ! 1 0 ¥ 11-H 9GELL
L1YOJTY SO0 A INIVd z I 0 61 ! (] i4 LfH PSELL
LAOdTY SHD0Y AILNIVd 0 [4 0 i4 I 9 i4 9-H €SELL
LA0JTY SHD0Y AFTINIVd 0 z 0 1 I 0 i4 I-H SELL
L1JOdTd SHO0¥ AIINIVd 0 r4 0 0 L 9 ¥ 8-[H 6VELL
L1YOJTY SO0 A INIVd 0 4 0 I ! 0 i4 ¢H PEEL
LIOdTd SO0 ATINIVI 0 4 0 6C 1 z i4 41IS 1¥N0D T1vd MD0¥ €6-H 6€L'L
140439 SMD0Y AIINIVd 9 [4 0 e ! L i4 SI-(H SELL
L140dId SYD0Y AIINIVd 0 4 0 I 1 0 S aH €59'S
LIOJTA SHD0Y AIINIVA 0 [4 0 I L (] S -H 9IS
LIOJHY SN0 ATINIVA L 4 0 ¥ ! 0 g 0= 16:91°S
L1d40OdHd SYD0Y ATINIVd [ I 0 91 1 0 S 6€-[H 0591'S
140dTd SO0 AIINIVd 0 I 0 i4 I 0 S 8e-H 6v91'S
190439 SD0Y QIINIVd 0 [4 0 I ! 0 S L&-H 8¥91'S
L10dTd SO0 AIINIVA 0 4 0 1 1 0 S 1-H LY9T'S
LI0OdTY SHD0Y ALINIVd 4 L 0 81 1 0 S 0c-H WIS
L140dHA SO0 ATINIVA 4 L 0 4 1 ¥ S 61-[H SHILS
L140dTd SO0 AHINIVd z 1 0 1 I 0 S 8I-[H IS
140dad SO0 AHINIVd 0 [4 0 1 4 0 S vI-[H €IS
L14OdHd D0 AHINIVd 0 4 0 L 4 0 g €I-H WIS

‘WN DILVdNM 0 4 8 4 I 0 €1 EVECSM

‘WN DILVdNM 0 €€ 4 4 I 0 €1 WETSM

‘WN DILVAOM 0 9% 4 1 1 € €1 IPECSM

‘WN DILVAOM 0 €€ I I I 0 €1 €EET-SM

‘WN DILVdOM 0 9 €1 € I 0 €1 60€T-5M

‘WN DILVdNIM 0 92 L I 1 € €1 S0ET-SM

‘WN DILVdNOM 0 74 8 ¥ 1 z €1 €0ET-SM

‘WN DILVdNM 0 €€ 4 4 I 0 €1 10€Z-SM

‘WN DILVdNM 0 9C 1 I I 4 €1 8G81-SM

WN DILVdNOM 0 9% 0 I 1 [/ €1 8781-SM

‘WN DILVdNOM 0 9% S I I 4 €1 €P81-SM

‘WN DILVdOM 0 8L 4 ! I [/ €1 0LL1-SM

‘WN DILVdOM 74 8L 91 1 I 4 €l 69L1-SM
PVINOS UMD  [ND  SJUSWI[H  S[PUE] ny adA 1 ‘0D dureN 31§ ‘'ON I_YI0 g
YO0y ansg NSV

‘panunuo) ‘r'g AqeL



198 Appendix B

1MO0dHd 'SNIW OHDVDId 9 < 1 1 1 9 9 ST-dvl
1¥0J3¥ "SNIW OHOVDId i€ z GIiL 0 £ 9 9 INIOd OHDVOId SLEVY
1¥0dAd 'SNIW OHDVOId z I €1 € I z 9 164VV
L¥OdTd 'SNIWN OHOVOIId 0 0 1 I 0 0 9 -dvL
1¥0d9¥ ‘SNIW OHDVIId 0 7 ) € I € 9 LTLVY
140da¥ SYD0E AALNIVd 0 L 0 0 14 0 v 6-[H $9€L'L
LOdTY SYDOF AIINIVd 0 L 0 0 g ¥l 14 61 GOELL
LIOJTY SYDO0F ATINIVd L z 0 0 g z i radi ZUELL
LIOJTY SYDOA ATINIVI z I 0 98 1 £ i 9-[H 0z1Z
130438 SO0 A4LNIVd 9C < Z G 1 48 4 GId LSPTL
L1I0OdTH SADOH AILNIVd 0 < 1 1 1 0 14 ¥1d 9CPIL
LAOJTA SYD0A ALNIVd 0 z 1 1 I 0 2 £1d GCHLL
130d3d SO0 A4 ILNIVd < 1 S 1 1 0 4 <ld VYLD
J10dTd D0 AdINIVd 0 < 0 49 L 0 i 4 ce-1 6V P11
LIOJTY SHID0F A4 INIVd 9 < 0 €< 1 9 14 ¥e-[H SPPLL
TIOJHY D0 AIINIVd 0 C. 0 € 1 9 14 €e-[H LVyLL
L1A0dTd SO0 A4ILNIVd 0 < 0 €4 1 € 14 e BFILL
LHOdTd SYDOU A4INIVd 0 z 0 L 4 £ v 1€-[H SHPLL
LAOdHd SYD0d ATINIVd Y/ z 0 9 1 0 ¥ oe-fH WYLL
1AO0dTE SIO0A A4LNIVd L < 0 9 L 0 4 62-[H EVPLL
LIOJTA SYD0A ATINIVd 0 L 0 £ € 12 v $z-[H WYLL
LAOdTY SYD0A ATINIVA z |4 0 G I 0 14 raditi PLL
130494 mMUOm dILINIVd L < 0 < 1 14 4 9z-[H 07 ¥1:L
LI0dTd SYD0H ATLNIVd 0 z ¥ ¥ 1 9 ¥ 0119 LEFTL
LI0dTd SYD0d ATINIVd z I 0 961 1 4 v EEFLL
LAOJTH $XD0d A4INIVd 0 z v z 1 9 ¥ q1IS 41V EVLL
LI0dAY SIDOF ATINIVI 4 1 0 9e 1 z v 41IS ‘"NILW 319900 8PL:L
LAOdTY SYD0F ATLNIVd 0 z 0 v 1 1 v 04 H 0LELL
LAOdTd SOOI ATLNIVd 0 z 0 € 1 1 14 9I-[H 69€L'L
14OdHY SYDO0I AFINIVd 0 z 0 € 1 £ ¥ S [H L9€LL
LIOdHY SID0F AALINIVA 0 4 0 9 1 ) v €-[H 99:€L:1
L1AOdIE SID0A AIINIVA L z 0 9 4 9 4 9€-[H 09€L:L
LIOdHY SYD0A AILNIVA 0 z 0 21 I 0 v Lorali 6SELL
LIOJTY HID0U ATLNIVd % L 0 91 1 0 i2 ye-H 8G:EL:L
IN0G  ZIND M) SjuduR[y SpueJ 1y adA1, ‘0D suwreN aNg 'ON Y10 EI(S
¥o0y g NSV

‘panunuo) ‘I'd dqeL



Arizona Rock Art Site Data 199

(NSV)ILISZV 0 4 0 0 L 8 1 PELTLVY
(NSV)ILISZV 0 [/ ot £ I 0 1 9ILTLVY
(NSV)A1ISZV [ L S 0 L € 1 OV LLVVY
(NSY)ALISZV 4 L o1 0 L 0 1 66 LLVY
WNASNIN IANVED O'194Nd 0 z 0 0 1 9 S SAVd ‘NLW HINOS (6621-020) 1:6:1 W1d
WNISAN IANVED O193Nd 74 4 |/ L 1 0 S AV ‘NI HINOS (NSV)6STI:L
WNASAW FANVED O1d4Nd 0 4 0 0 L 0 S SV ‘NI HLNOS (NSV)98LL'SSIIV8IT'8H
WNISNN IANVID O'1940d 0 4 0 0 I 0 S MIVd ‘NIW HLNOS (NSV)9Z (OdHS) 8811
WNISNN HANVIEO OT1ddNd 0 4 0 0 1 0 g MAVd ‘NIW HINOS
IWNISAN FANVIEO O1d4Nd 0 4 0 0 1 0 [ AAVd ‘NI HLNOS (OdHS) 4811
WNHSOAWN FANVED O'1d4Nd 0 < 14 v I 6 [ MAVd ‘NIN HLNOS (NSV)LPTL:L
NSO IANVED O'199Nd 0 4 L €1 L 6 S MIVd ‘NLA HINOS (NSV)9TL:L
WNESAW IANVID O1849N0d 0 4 o1 r4 I 9 S MAVd ‘NLA HINOS (OSYV)IPTLL
WNASNN ANVID O'199Nd 0 rd 0 0 I 0 S VA ‘NIN HINOS
WNHSOAW ANV D O'199Nd 0 T 0 0 L 0 g VA ‘NLWN HINOS
NNISNN FANVED O194Nd 0 r4 0 0 I 0 [+ MVd ‘NI HLINOS
140da¥ ‘SNIN OHOVIId 0 s 1 1 0 9 9 VLEVY
14O 'SNLN OHDVIId 0 0 1 L 0 0 9 9/11
L4OdHA ‘SNIWN OHDVOId 0 r4 (174 9 1 9 9 LOLEVY
14Oda¥ ‘SNIW OHOVIId 0 0 0st 0 0 £ 9 TIH A¥VZI1 SATVH WLV
L14OdHd "SNIN OHOVIId 0 0 o1 L 0 0 9 1€-dvL
LAOJH ‘SNIN OHDVIId 0 0 € 4 0 L 9 $T-dV1L
LIOdTH ‘SNIN OHDV DI 0 4 G1 0 0 0 9 9z-dvV1L
LIOdTd ‘SNLN OHDVOId 4 I 0oL 0 0 0 9 "NLW OLSDI
LAOdHY ‘SNIWN OHDVOId 0 0 i4 e 0 0 9 JdH4HS €dvl
L140dHd "SNIN OHOVIId 0 4 9% A I 9 9 dVO YL THHS HEVY
LAOdHA 'SNIN OHOVId 0 4 S 14 1 9 9 dvD YHLTIHS HTHEVY
140dHY ‘SNIN OHDVIId 0 4 S o1 1 9 9 dvO YL THS AweEvy
140d9d "SNIN OHDVOId 0 4 81L 0 4 9 9 dvVO YHLTIHS ATHEVY
LAOJT 'SNIN OHOVIId 0 T 4121 0 I 9 9 dvO YHLTIHS VIrEVY
LIOJTY 'SNIN OHDV DI 0 4 Gh8L 019 1 ¥ 9 SSVd HLYON $EVV
140dH¥ ‘SNIW OHDVOId 0 [ L1L |14 L € 9 IVEVY
140dHd ‘SNIW OHOVDId 0 rd I rd L € 9 ETLEVVY
140d9¥ ‘SN OHDOVDId 0 ra i4 e L 9 9 6C-dVL
INOG  ZIND IND SjudwWal] Spued uy adf], (9] aureN ajg 'ON B_BYIO 9JIg
Yooy aNs nsvY

"panunuo) ‘1'g AqeL



200 Appendix B

NSV)ALISZV 0 4 0 4 I 4 L 6:€LVY
(NSV)LISZV 0 €€ 0 0 L 14 L P8CLvVY
NSV)HLISZV 0 €€ 0 0 L 0 L 18:CL:VY
UNSV)H1ISZV 0 €€ 0 0 L 0 L 08:CLVV
(NSV)H1ISZV 0 < 0 0 L 4 I HLIS NOLONILNNH €LTLVY
NSV LISZV 0 < 0 0 L 0 I 99CLVY
UNSV)H1ISZV 0 4 0 0 1 0 L Q9-TLVV
(NSV)LISZV 0 4 0 0 L € 1 2218 A4
(NSV)ALISZV 14 4 0 0 L 0 L €9:CLVY
NSV LISZV 0 4 0 0 L i2 I SID0Y TYNLIId 9TLVY
ONSV)H1ISZV 0 < 0 0 [4 ) L 09:CLVY
NSV)LLISZV 0 < 0 0 L 4 L SOWHILAON SO'1 LGTLVV
UNSV)HLISZV 0 4 0 4 1 0 L G0STLVV
NSY)ALISZVY 0 4 0 4 I € 1 00STLVY
NSY)ALISZV 4 I 6 I I € I 86V:ILVY
NSV LISZV 0 T 0 0 1 9 I S6VTLIVY
NSV LISZV 0 0 0 0 0 0 L LEVILVV
NSV LISZV 0 0 0 0 0 0 L IEVILVY
NSV 1ISZV 0 0 0 0 0 0 1 8 TLVY
NSY)ALISZY 0 0 0 0 0 0 I 9TV TILVVY
NSV LISZV 0 0 0 0 0 0 L IrILvy
(NSV)H1ISZV 0 0 0 0 0 0 L 6IV-CL'VY
NSV LISZV 0 0 0 0 0 0 1 IV ILVV
ONSV)HLISZV 0 0 0 0 0 0 1 EIPTLVY
(NSV)H1ISZV 0 0 0 0 0 0 1 SOFTLVV
UNSV)H1ISZV 0 4 0 0 I 0 L 9BECLVY
NSV LISZV 0 €€ 48 9 I 0 I 60£-CLVY
(NSVY)HLISZV 0 €€ [ 0 L € L YLoTIvVY
(NSY)H1ISZV 0 €€ L 0 I 9 I €LTTL'VV
(NSV)HLISZV 9 4 0 1 1 9 I 6ETTLVY
NSV LISZV 0 4 < 0 L € L LTV
NSV LISZV 0 < 0 0 I < 1 0L1TLVY
(NSV)HLISZV € 4 € 0 1 € 1 4% A B A
NSV LISZV 0 4 1 0 r/ € 1 %ELTLVY
NINOG  ZIND  [ND SHBWI[Y  S[PUE] uy ad{. 0D weN 931 "'ON By g
N0y aNg NSV

‘panunuo) ‘T'g AqeL



Arizona Rock Art Site Data 201

WSVMLISZV 0 T 9 1 1 0 9 GLVV
NSV LISZV 0 4 0 0 4 € 9 SHLVY
(NSV)HLISZV 0 4 0 0 1 0 9 WLVY
(NSV)A1ISZV 0 [4 0 0 L € 9 OlLiRd O¥ddD EVLVY
NSV LISZV 0 [4 0 I L 0 9 ILLVV
NSV 1ISZV 0 [4 0 0 L 0 9 ELLVY
NSV LISZV 0 €€ 0 0 0 0 9 LLLVY
NSV)ELISZV 0 z 0 0 1 v, 9 POVY
NSV LISZV €€ [4 0 0 L 0 9 NVINOM LNVNOHII EL9VV
(NSV)F1ISZV 0 4 0 0 L 0 9 02-49L SV
NSV 1ISZV 0 €€ 0 0 I 0 9 SEVY
NSV LISZV 0 0 0 0 0 0 9 09:EVV
NSV)ELISZV 0 z 0 0 1 0 9 HEVY
(NSV)I1ISZV 0 [4 0 0 1 9 9 Wevy
NSV)LISZV 0 z 0 0 1 0 9 SLEVY
NSV LISZV 0 4 {4 4 I 0 9 62-dVL PLEVV
NSV LISZV 0 4 I 4 1 0 9 ELEVV
(NSV)ILISZV 0 4 (1] 8 4 1 0 9 TLEVY
(NSV)HLISZV < 1 (41 0 L 9 9 HIIS OLsI ICLEVY
UNSY)HLISZV 0 [4 @ g I 0 9 L0LEVY
NSV)LISZV 0 4 0 0 1 0 1 €6:9L:VV
NSV 1ISZV 0 ré 0 0 I 0 1 69LVV
(NSV)H1ISZV 4 ! 0 0 0 0 L TIIH DONWVINL 99L'VV
NSV LISZV < I 0 0 1 0 I B9LVY
NSV LISZV 0 4 0 0 0 0 1 8E9LVVY
(NSV)ILISZV 0 0 0 0 0 0 I SIEILVY
GNSV)ILISZV [4 1 ] 4 4 0 I 9BLILVY
(NSV)I1ISZY 0 < 0 0 L 9 I LLI9LVY
(NSY)HLISZV 0 €€ L 4 I 0 L 89LILVV
NSV)HLISZV 0 €€ 0 0 4 [ 1 ILILVY
UNSV)HLISZV 0 €€ 0 0 I 9 1 LELILVY
(NSV)HLISZV [°r4 1 0 0 4 L 1 dOL 'NIW JDOVv1d CL9LVY
(NSV)HLISZV 4 1 0 0 I 4 1 ESLVY
ONSV)ALISZV 0 €€ 0 0 1 z 1 NINY ANOISYOVId LELVV
22IN0g amD 13IND SjuswWa[y S[PueJ uy U&F ‘0D suwieN a)ig 'ON 1PYI0 aNg
N0y g WSV

‘panunuo) ‘r'g AqeL



202 Appendix B

(NSV)LISZV 8¢ L3 0 0 < < 9 HONVY HAVD A4 1INIVd cead
NSV LISZV 0 1 0t 0 4 14 9 T1H SIVdTVIA ILcdd
(NSV)ALISZV 0 0 0 0 0 0 [ IAV)TzILad
(NSV)ALISZV 0 0 0 0 0 0 4 INV)0z:9L-dd
NSV LISZV 0 0 0 0 0 0 Z wid)zordd
(NSV)ALISZV 0 €€ 0 0 < € 4 yrordad
NSV)ILISZY 0 €€ 14 0 1 0 [ SOTNIAVIN ordad
AAVD NODNIY
NSV)ALISZV 0 €€ 14 1 < 14 1 O YHLTHHSIDOY SOIVNOVS ¥ WT-vE8 NOVS 6vrdad
NSV)ALISZVY 0 €€ 14 1 < € 1 NOANVD XOd 612-V#8 NOVS orvidd
NSV LISZY 0 < < 0 1 < 1 osevrdd
NSV LISZV 0 < 14 L 1 0 1 8Tvldd
(NSV)ALISZV 0 < 0 0 1 0 1 Lovrdd
NSVHLISZV 0 < 00S ocL 1 € 1 cyvidd
NSV)HLISZV 0 < €9 *ra 1 9 1 H1IS ZHNOD (SAN) €¥T-V¥8 NOVS 0cvidd
(NSV)ALISZV 0 [ 0 0 1 L 1 TIH ZANILIVIN cerdd
NSVHLISZV 0 < < 0 1 0 1 yererdd
(NSV)H1ISZV 0 < 0 0 1 0 [ § cererdd
(NSV)ILISZV 0 < 0 0 1 0 1 TTIH DONWVINL/MVAd THNIINAS ererdd
NSV)ILISZV 0 €€ 0 0 < < L HIIS ¥OTAVL yrrdad
NSV)ALISZV Q < 0 0 1 0 1 vordd
NSV)ALISZV 0 < LL 81 T (1]8 1 dVIL NVITVII 61-60# S4 'I'N OAVNOIOD oc-0r:dd
(NSV)A1ISZV 0 < 6C v L € 1 ST1vV4d VSOIDVTIIN V1 [Z-S0# S I'N OAVNOJIO0D yeordd
NSV LISZV 0 < ! L I 0 1 sLordd
NOANVD
(NSV)ALISZV 0 4 L < 1 € 1 YHIATOS YO SHAATO F1IS NOSRId €01-60 Sd# "4'N OAVNOIO0D yrordd
NSV)AILISZV 0 < 0 0 1 0 1 crordd
NSV)HLISZV 0 < 8 I 1 0 9 V8vy
NSV)ELISZY 6 z 0 0 1 0 9 NIN¥ ILOWVLVE PTEVY
NSVELISZV 0 z ¥ 0 1 0 9 Z# SSVd SVTINAVd 0LgVY
NSV LISZV 9 < I I 1 9 9 L8LVV
NSV)A1ISZV 0 < ] C I 9 9 VISHND V1 98:LVV
(NSV)A1ISZV 0 < 1 I 1 9 9 S8LVV
(NSVY)A1ISZV 0 0 0 0 0 0 9 18:4'VV
NSV LISZV 0 €€ 0 0 < 0 9 8:LVV
INOG  gIND  [IND  SIUSWI[  S[ued uy adA1, ‘0D dwepN 911§ KUNRELS) g
oy aNg Wsv

‘panunuo) ‘T'd d[qeL



Arizona Rock Art Site Data 203

NSV LISZV 0 €€ 0 €L L 9 L €9:7:0D
(NSV)HLISZV 0 [4 0 0 L 4 L H1IS SILIND NIDETID
(NSV)H1ISZV 0 €€ I L I 0 L SHJA'TO HSVM HNVN ON TAA0N]
(NSY)HLISZV 0 0 0 0 0 0 L NS 1:DD
(NSV)LISZV 0 €€ 0 0 L 0 L SHAA'TO DNIYdS H1LII'T €100
(NSV)4LISZV 0 €€ 0 0 L 0 L 0T::20
NSV LISZV 0 L 0 0 4 14 4 8:<L:0D
NSV LISZV 0 €€ 0 0 0 1} 4 NIDSTZIDD
NSV)ELISZV 0 €€ 0 0 L 4 4 WNV)9:C1:0D €L:TI:DD
NSV LISZV 0 €€ 0 0 4 9 4 LD
NSV LISZV 0 0 0 0 0 0 4 SANI TISSO4 (NIDT:TIDD
(NSV)ILISZV 0 0 0 0 0 0 4 (NT1:01:0D
(NSVHLISZV < 1 61C iU L € L HLIS HSYM ANV TY¥HHINS S1-60# S I'N OAVNOI0D 99:6:dd
8# HSYM ANV TEHHINS
(NSV)A1ISZV 4 I 9¢L 861 L € L ¥O H1IS ANNOA ¥ 1501 65644
(NSV)HLISZV 0 0 0 0 0 0 L TIVHSIVIN &6
(NSV)HLISZV 0 €€ 0 0 0 v I ye6:ad
NSY)HLISZV 0 4 0 0 0 0 L HONVY AHNOOA W1 6:ad
(NSV)H1ISZV 0 4 < L L 0 L SIIVNS A1LSONW sccead
NSV 1ISZV 0 < 4 0 1 € L H1IS NOSMva 1cc6:dd
NSV LISZV 9 4 0 0 1 0 L OSOILSIA OHDONVY 681:6:dd
NSV)H1ISZV 0 < 0 0 1 0 I OSOISIA OHONVY 61644
UNSV)E1ISZV 0 4 0 0 1 9 L NOANVD FHIAINOH svi-6'dd
(WSV)F1ISZV 0 1 SL 0 < 9 L SHAA'TD NVIANI HSON 1dvM 8244
NSV 1ISZV 0 4 0 € L 9 L NW2® W 8ec-gdd
NSV 1ISZV 0 (4 0 0 1 € 1 10dS PARCR: 1|
(WSV)H1ISZV S 4 0 0 L Z I AVA 1SO1 9e-add
(NSV)HLISZV 0 4 I 0 1 0 1 LINIOd AID0d ceedd
(NSV)A1ISZV 0 €€ 0 0 € {4 L 9gcdd
(NSV)ILISZV 0 €€ 0 0 0 9 9 N19)81:c:dd
NSV)H1ISZV 0 €€ 0 0 0 0 L NI)ELEad
ONSV)AIISZV 0 39 0 0 0 0 9 W19 1:c:dd
NSV LISZV 0 g 0 0 0 4 9 WIg)zzad
UNSV)I1ISZV | 4 S 0 0 < 4 9 crodd
0I0S D [ND  SIUSWI[  S[ue( Huy adA1 0D aweN ayg "ON YO g
ooy g WSV

"panunuo) 'g dqeL



204 Appendix B

NSV)ILISZV 0 92 4 I I 0 4 9£:g:9d
UNSV)FLISZV 0 4 0 0 L 9 4 TION HNOT Odddd NVS S8 qd
(NSV)HLISZV 0 4 0 0 ! € < TIH FINNV FHOVdV pe:8:dd
(NSV)HLISZV 0 4 16 144 1 0 € SONIIAS 1LVO JO SHAATO HANMNA 12-€0# S "I'N OAVNOIOD 0€:9:99
UNSV)ALISZV 0 Ic 1} 0 C 4 € pL9Ha
NSV LISZV |14 4 9 14 € [ € NIFAVD VSOLNOW Cl-20# S4 "4'N OAVNOI0D FAR R k|
6CCPITEITTITELL-10#
(NSV)HLISZV € I 78 4t < € 4 SO0 TIDNNOD Sd I'N OAVNOI0D [48 2
UNSV)HLISZV 0 C 1 L L 8 1 YIONVH INOT FHL 8CL:THA
(NSV)HLISZV 0 4 LE 4 € € L HHOVD H11N4 ONV-RIINH GC-70# Sd I'N OAVNOIOD P8 1-Hd
(NSV)HLISZV 9 1 € € 4 S 4 NOANVD dNI'1d 78-€0# S "I'N OAVNOIO0D 11
NSV LISZV € 4 prd 01 4 9 4 SAAT1D THddVd ogIraq
NSV LISZV 0 4 9 14 L € 4 HAISANNNS 92-€0# S I'N OAVNOIOD 6L 11:9d
NSV)ILISZV |4 4 8t 4 [4 i4 4 SHAVIDOLIId NOANVD NIAAVO SUIrAd
ONSYELISZV 0 4 0 0 1 0 L yr9aa
NSV LISZV 0 9% 0 0 1 0 L 8,v'ad
NSV LISZV 0 4 4 0 L 0 L £%aa
UNSV)HLISZV 0 €€ 0 0 4 0 L yeaa
NSV 1ISZV 0 €€ 0 0 4 0 L yeaa
NSV 1ISZV fora 4 0 0 L 0 1 6£:0:ad
NSV 1ISZV 0 4 0 0 L 0 1 9:Tad
(NSV)ALISZV 0 0 0 0 0 0 1 1ecaa
HAVO
NSV 1ISZV 0 €€ 0 0 < € L AFINIVd NOANVD VZOANIW €Taa
NSV LISZV 0 4 0 0 € < 8 HONVY XOOHAVH L1Tad
(NSV)H1ISZV 9 4 0 (174 4 4 € 90-20# Sd "I'N OAVNOIOD yecraa
UNSV)H1ISZV 0 €€ 0 0 < 4 € JAVO 'NIW 3H@J04 ¢lraa
(NSV)A1ISZV 0 0 0 0 0 0 L ON18)S:4:2D
NSV LISZV 0 0 0 0 0 0 A (W19)£1:9:2D
NSV LISZV 0 € 0 0 0 0 L (NT19)Z1:9:DD
NSV LISZV 0 €€ 0 0 0 4 L 1:9:2D
(NSV)HLISZV 0 0 0 0 [} 0 8 N19)8:%:0D0
ONSY)LISZV 0 0 0 0 0 0 L WNI8)TEDD
NSVEIISZV 0 0 0 0 0 0 L WIPL:EDD
NSV)ALISZV 0 0 0 0 0 0 L NTD1:€:DD
IN0G  THND [nD Sjudwa[g  S[EueJ uy adA 1. ‘0D duIeN I1g "ON IPYy10 Mg
Yooy g 1AC4

‘panunuo)) ‘I'g dqeL



B

Arizona Rock Art Site Data 20

NSV LISZV 0 139 0 0 0 0 (1] (NT1DOL:T:S
(NSV)HLLISZV 0 €€ 0 0 0 0 < 991:S
(NSV)ILISZV €€ L 0 0 I 9 < 9E-9L:S
(NSV)H1ISZV yre < 0 0 1 [ [ D0 A41INIVd 191
NSV 1ISZV 0 €€ 0 0 0 0 14 N19)6T¥1:S
NSV LISZV 0 €€ 0 0 0 [1] 4 N19)8T¥1:S
(NSV)I1ISZV 0 €€ 0 0 0 0 4 (W19)9TP1:S
(NSV)H1ISZV 0 €€ 0 0 0 0 4 NIDVLFLS
(NSV)ALISZV 0 €€ 0 L 4 9 4 ¢eLs
ONSV)I1ISZV < 1 € <L L 0 S LTS
NSV 1ISZV 0 €€ 0 0 0 0 14 WIDTILS
(NSV)H1ISZV 0 4 0 0 1 0 14 LIS
(NSV)A1ISZV 0 €€ 0 0 0 0 14 N19)T:8°d
NSV 1ISZV 0 €€ 0 0 0 0 4 9I:g:yq
NSV LISZV 0 €€ 0 0 0 0 (1]8 SHAA'TO HSVM NOSAL WIDL8Y
NSV)A1ISZV 0 6C L 0 14 9 14 [*20) 4 [0V |
NSV)1ISZV 0 €€ 0 0 0 0 1] N1D¥VELd
NSV 1ISZV 0 €€ 0 0 0 0 4 A |
(NSV)A1ISZV 0 €€ 0 0 0 0 01 W1D1:Ld
(NSV)H1ISZV 0 €€ 0 0 0 0 118 W18+ d
NSV)HLISZV 0 €€ 0 0 1 0 118 W1DTF1d ja4 0}
ONSY)ALISZV 0 €€ 0c 9 L 0 0t AD0Y HSNOHIHOI'T (N1DETHT A
(NSV)ALISZV 0 €€ 0 0 0 0 0L N1D0T:v1°d
NSV 1ISZV 0 6C 0 0 1 € 4 (CAVIN DAV DIHTA S48
(NSV)LISZV 0 €€ 0 0 1 0 01 N1 11d
(NSV)FLISZV 0 €€ 0 0 14 T 4 SOI'IOV.LNI S.AT1d1d [R]85
(NSV)HLISZV 0 €€ 0 0 L 9 < LIS H14L ANO1 9:8:44
(NSV)HLISZV 0 €€ 0 0 ! < 4 940
NSV)HLISZV 0 < 81¢ 8¢ 4 [ < HJAVD WNHDITI WOL C¢I-10# S4 "I'N OAVNOI0D €4
(NSV)ILISZV k4 € 1218 6C € 14 < MVEd SONRIdS AN 1944
(NSV)HLISZV € 1 9%€ 9 4 14 4 1SV ATOHONOYILS FSIHDOD 8YC-10# S4 d'N OAVNOI0D Py
(NSV)HLISZV 0 €€ T 0 < 4 [4 NOANVD D0OH LG T3
(NSV)H1ISZV 0 4 6 L < 4 € S6:6:4d
NSV)ILISZV 9 4 [ 1 1 € 1 8T6:dd
DVINOG  ND  [HND) SUdWR[  Spue] MV adAy, o) wep ayg "ON Py oG
320y N NSV

"panunuo) ‘r'g qeL



206 Appendix B

NSV)H1ISZV 0 €€ 0 0 I 0 9 SL9LL
(ANSV)I1ISZV 0 €€ 0 0 I 0 9 (NSY)ITILL 19T L
(ASV)I1ISZV 0 I < 0 ! 0 < CCLL
(NSV)A1ISZV 0 < 0 0 L € < R4S
NSV LISZV 0 €€ [ 1 1 0 9 HNITIdId NVOIIHIWY 11V 0EPL:L
NSV LISZY 0 €€ 0 0 0 0 [ €CPLL
NSV 1ISZV 0 4 0 0 L 4 [ H1IS HSTAJIH LNT LIYTL
NSV LISZV 0 €€ 0 0 < 9 < HI1S TIH 911304 LRSS
(NSY)LLISZV 0 €€ 0 0 0 0 ] (N1DSELL
(NSV)A1ISZV 9 < 0 0 1 0 g CEETL
(NSV)ALISZV 0 Z 0 0 1 9 < 0E€T L
NSV LISZV 0 4 0 0 L 9 S ETETL
(ANSV)ALISZV 0 €€ 0 0 1 0 g LLELL
(NSY)A1ISZV 0 < 9 0 1 0 g Vd NIVINNOW HI1NOS 8TI'L
NSV 1ISZV 9 < S 0 1 0 < AVd NIVINNOW HINOS LTLL
NSV 1ISZV 0 < 0 0 L 0 g LON 4O (A4
NSV LISZV 0 < 0 0 I 0 S SON ¥D 1Cl-L
NSV LISZV 0 < 0 0 I 9 S e 1L
UNSV)I1ISZV 0 < 0 0 1 9 g 6C 1L L
(NSV)ALISZV 0 < S 0 1 9 [ rass
NSV)ALISZV 0 C < 0 1 9 S EUILL
(NSV)H1ISZV 0 < 0 0 1 9 < HLLNA SNI990d (dOW-T0L:V 90I:L
UNSV)ALISZV 0 < € 0 1 48 S (VN)¥OL'L ‘T09€T VNN LSO L
(NSY)ALISZV 0 z 1 1 ¢ It S (VNPL:0L:L “98%C1 VNIN €501 L
(NSV)HLISZY 0 < 0 0 1 41 ) (ASVIEOLL SHOTL
(NSV)HLISZV 0 (4 0 0 1 9 [ (NSV)SEOL-L LEOTL
ONSV)LISZV 0 z 0 0 1 9 G (NSV)9%EOLL SEOLL
NSVILISZY 0 z 0 0 1 £ S (OSV)SEOTL PEOLL
ONSV)ALISZV 0 z 0 0 1 9 S TOLL
ONSVMALISZV 0 €€ 0 0 0 0 v (N19)E9'S
ONSVMILISZY 0 €€ 0 0 0 0 ot (N19)T9'S
NSV)ALISZV 0 €€ 0 0 0 0 ¥ (N19)TES
NSV)ALISZV 0 €€ 0 0 0 0 i 4 N1D9:T'S
NSV)ILISZY 0 €€ 0 0 0 0 (1] 8 (W1DET:S
2IMog  ZIND IND  SjuBWR[Y  S[RUEJ uy adA1 ‘0D duIeN 93§ "ON I_Py10 /NG
PO EH WSV

‘panunuo) r'g AqeL



Arizona Rock Art Site Data 207

(NSV)ILISZV 74 z 0 0 1 0 9 &b
(NSV)ILISZV 0 [ € 0 1 1 9 shrn
(NSV)ALISZV 74 z 0 0 I L1 9 €8C1'I8CL'CLTI'EITTH WD rLn
(NSV)ILISZV 0 €€ 0 0 ¥ [ 9 MV-VAIV-VH 4250
(NSV)ALISZV 0 z 0 0 I 9 9 SBTIFETLH AD 8EVIN
NSV LISZV 0 4 0 0 I 0 9 OELL'6CII# ¥D yEPLN
(NSV)ALISZV 0 4 0 0 1 0 9 SELL# ¥D £EP1N
(NSY)ALISZV 0 z 0 0 1 0 9 OELL# ¥D 4% 2891
(NSY)ELISZV 0 z 0 0 1 Al 9 SSIT'9ELI'TELLH WD 12 28
(NSY)ELISZV 0 T 0 0 1 2 9 £911# ¥O 0EPLN
(NSY)ALISZV 0 z 0 0 1 0 9 6611# 4O 6ChLN
NSV)ALISZV 0 z 0 0 1 0 9 09114 ¥D 8THLN
(NSV)ALISZV 0 [/ 0 0 1 0 9 YILLH AD LT¥rn
(NSY)ALISZV 0 T 0 0 1 21 9 L9T1-G91L# ¥D 9ThLN
(NSV)ALISZV 0 z 0 0 1 L 9 08LL# ¥D vorLn
(NSY)ALISZV 0 4 0 0 I 9 9 ULLH WD ra 2801
(NSV)ILISZY 0 z 0 0 1 0 9 S0TLH ¥D wrrn
(NSV)ALISZV 0 z 0 0 1 0 9 L0714 4O Zrin
(NSVILISZV 0 4 0 0 1 VAR 9 eeL# 4D FAE 280
(NSV)LISZV 0 z 0 0 1 0 9 61T L611# 4D 9LPLN
ONSV)LISZV 0 74 0 0 1 0 9 1601-0601# 4D 26283
(NSY)ALISZV 0 4 0 0 4 9 9 £601-C601# UD €PN
(NSV)ILISZV 0 [/ 0 0 1 ¥1 9 680L'6£01-LLOT'SLOT-EL0T# AD 46280}
(NSV)LISZV 0 4 0 0 L i 9 TLOT'S90LH 4D 151N
(NSY)ALISZV 0 z 0 0 I € 9 TIH DIVNSTTLIVY 0zTELN
NSV)LISZY 0 z 1 I 1 0 9 SEVTH AD SITELN

(NSY)ALISZV 0 €€ 0 0 1 a S ODFEFL
(NSV)ALISZV 0 €€ I 1 1 0 g €EPL
NSV LISZV 0 4 (74 0 I 4 S €L
(NSV)LISZV z 1 0 4 1 T S ILHL
(NSV)ILISZV 0 [4 1 1 I 4 g 4LIS WVA 'HINV ¥IAR MAN [AE A1

(NSV)HLISZV 0 €€ 0 0 0 0 S WIDPLTL
UNSV)ALISZV 0 C L 1 L I [ P9I
(NSY)ALISZV 0 4 0€ 0 1 0 9 62614 ¥O 0F9L:L
DIMOS UMD IHND  SBWR[  S]puURj Y ad£ 1, ) dweN ag "ON YO ang
N0y g WSV

‘penunuo) ‘T'g AqeL



208 Appendix B

(NSV)ILISZV 0 4 0 0 I 0 [ 0€1:9:N
(NSVY)I1ISZV 0 4 0 0 I 0 < 42191
NSV)ALISZV 0 Z 0 0 L € g 9N
(NSV)F1ISZV 0 Z 0 0 1 9 [ 129N
NSV 1ISZV 0 < 0 0 I 9 ) 811:9:1
(NSVILISZV 0 Z 0 0 I 9 [} L1191
NSV)H1ISZV 0 < L L I 0 S cIr9n
(ASY)H11SZV 9C < 0 0 L 0 < 9N
(NSV)HLISZV 0 < 0 0 1 9 g 19N
(NSV)H11SZV 9% Z 0 0 L 1 ) 601:9:N
(NSV)ALISZV 9% Z 0 0 I 0 [ 801:9:N
NSV)1ISZV 9 Z 0 0 I 0 [ 201:9:1
(NSY)H1ISZV 0 C 0 0 1 € ] HILIS SSVIAD VINIAIVID 01:9:n
(NSV)ILISZV 0 [4 < 0 1 0 [ 86N
NSV LISZV 0 < 0 0 I 0 g W1d)9:€n
NSY)ALISZV 0 < 0 0 1 0 S W1DzsN
NSV 1ISZV 0 < 0 0 1 0 [ en
NSY)T1ISZV 0 Z 0 0 I 0 [ WiDren
NSV)H1ISZV 0 < 0 0 1 0 g (Asv)eeTnN
NSV)HLISZV 0 (4 0 0 |8 0 [ (Asv)szzn
NSV)ALISZV 0 €€ 0 0 < 1) [ YIOAYISTY HOHSISUAOH 8TTN
NSV)ALISZV 0 Z 0 0 L 0 ) (nsvieen
NSV LISZV 0 < 0 0 1 0 ] svevzzn
NSV)1ISZV 0 (4 0 0 1 0 g 0zen
(NSVY)1ISZV 0 < 0 0 L 0 S SV)8sL:zN
NSV LISZV 0 4 0 0 1 0 [ Qsvirzn
NSV LISZV 0 < 0 0 L 0 < qasvieerzn
NSV LISZV 0 < 0 0 L 0 [ nswicren
NSV LISZV 0 4 0 0 1 0 () aswvcrzn
NSV)11ISZV 0 4 0 0 1 0 ) 0N
(NSV)ALISZV 0 Z 0 0 1 < 9 46N
(NSV)H1ISZV 0 < 0 0 C < 9 01:61:N
ONSV)TLISZV 0 < < < L 0 9 1orsrn
(NSV)A1ISZV 0 [ 0 0 8 9 9 €SvIN
VINOG 7N M) SjLRWI[Y  S[puUEJ 1y adA1. ‘0D auwIeN 9j1§ ‘ON 1y10 9)Ig
3oy aNg NSV

"panunuo) ‘T'g qeL



Arizona Rock Art Site Data 209

NSV LISZV 0 €€ [ € L 0 6 9G:GA
ONSVLISZY 4 L 0 0 I 0 6 8FA
(NSV)ILISZV 0 €€ 0 0 T 4 6 CHA
NSV 1ISZV 0 € 0 0 C 4 6 UTA
ONSV)HLISZV 0 € 0 0 4 4 6 69°TA
NSV LISZV 0 € 0 0 0 4 6 €9:TA
NSV LISZV S € 0 0 4 4 6 CELTA
(NSV)LISZVY S € 0 0 [4 4 6 IELTA
(NSV)HLISZVY 0 < 0 0 L 0 < SHAATO TIIH HSRVd €9:6:1
(NSV)H11SZV 0 [4 4 0 L 9 [ 61:6:N
NSV IISZV 0 0 0 0 0 0 [ WIDL6:N
(NSV)I1ISZV 0 0 0 0 0 0 6 Sv)zzesn
(NSV)H1ISZV 0 0 0 0 1} 0 6 (QASV)P0T:$:N
NSV LISZV 0 0 0 0 0 0 6 (OSV)T91:8:N
NSV)HLISZV 0 0 0 0 0 0 6 (SV)09L'8:N
NSV)ALISZV 0 z z 0 1 0 < 1990
NSV)HLISZV 0 4 € 1] 0 € [ 99:9:N
NSV LISZY 0 % L 1 I 0 [ 590
(NSV)H1ISZV 0 4 L L L 0 [ 05:9:N
NSV)LISZV 0 z I L 1 0 S ehon
NSV LISZV 0 T 0 0 I 0 [ (NSV)9E9:N
NSV)HLISZV 0 4 0 1 L 9 [ 129:n
(NSV)HLISZV 0 4 1 L L 0 < YIOAYFSTY HNIO 029N
(NSV)HLISZV 0 €€ L L I 0 g 291:9:N
(NSV)H1ISZV 0 C 0 0 I 0 S 8G1:9:N
NSV)H1ISZV 0 < 0 0 I 0 < 9G1:9:N)
NSV LISZV 0 €€ 0 0 0 0 S €61:9:N0
NSV LISZV 0 €€ 0 0 L 0 S 619N
(NSV)ILISZV 0 €€ 0 0 0 0 9 0S1:9:1
(NSV)ALISZV 0 9 0 0 I 0 S 8P1:9:N
(NSV)ILISZV 0 €€ 0 0 I 0 [ 9%1:9:N
NSV LISZV 0 4 0 0 L 0 g P90
(NSV)LISZV 0 4 0 0 I 0 [ £P1:9:N
(NSV)ILISZV 0 [4 0 0 I 0 g PEL9:N
92IN0g amp 13IND Sjuswedl  S[aue uy Q&H. 0D ouIeN 9jig ‘ON Y10 9JIg
300y NS NSY

"panunuo) ‘T'g dqeL



210 Appendix B

(ASY)11ISZV 0 0 0 0 0 0 i4 (N19)¥:8X
(NSV)A1ISZV 0 6T L 0 L 21 i4 SONRIIS IOH WNIAvy ¥eX
(NSVY)ALISZV 0 0 0 0 0 0 i2 (NT9)E8X
(ASV)ALISZV 0 6C € 0 I 9 i4 £:8X
(ASV)ILISZV 0 62 [+ 0 1 0 i4 T8X
ASY)ALISZV 0 6T 0 0 I 41 14 AR5’
NSY)ILISZV 0 0 0 0 0 0 14 HLIS SNIDDNW N1D1'8X
ASY)ALISZY 0 0 0 0 0 0 i4 41IS AVID Nvd SLiLX
(NSV)ALISZV 0 0 0 0 0 0 4 N19)6€X
(NSY)ALISZV 0 0 0 0 0 0 i4 MUV dIvayv NTELEX sreX
(NSY)A1ISZV 0 0 0 0 0 0 14 VT AMELLIN (N19)66:€X
(NSY)ALISZY 0 0 0 0 0 0 ¥ OI'IOVINI ‘NIW VIID ‘N NTDLSEX &eX
(NSV)ALISZY 0 0 0 0 0 0 i2 NTI9S€X
NSV)ALISZY 0 0 0 0 0 0 ¥ HSVM FINOA F1ISVD W18¥€X
(NSV)A1ISZV 0 6C I L L 1T ¥ 6L:€X
(ASV)A1ISZV 0 6C 0 0 L L 12 W1 T:EX SL:EX
(NSV)A1ISZV 0 6C 0 0 4 I 2 LUEX
ASY)ALISZV 0 6C 0 0 L € i2 SLEX
(NSV)I1ISZV 0 6T 0 0 L 9 ¥ pLrex
ASV)A1ISZV 0 €€ 0 0 r4 € ¥ MNVL 41104 NIAVH LTlX
(NSV)ALISZV 0 €€ 0 0 4 4 L 0L:6:M
(ASV)A1ISZV 0 €€ 0 0 L S L HAVD DINASYV £9:6:M
NSV)ALISZV 0 €€ 0 0 4 S L 96 M
ASV)ALISZY 0 1 0 0 r4 4 8 LM
NSV LISZV 0 |4 0 0 I 0 2! GTM
UASY)ALISZY 0 0 0 0 0 0 L W1D9IFLM
(NSV)A1ISZV 0 0 0 0 0 0 L THEM
UASV)ALISZY 0 0 0 0 0 0 Z NIDLPEM
(NSV)ALISZV 0 0 0 0 0 0 L (NIDTEEM
(NSV)ALISZV 0 0 0 0 0 0 0 WIDPLELM
NSV)ALISZY 0 €€ 4 S 1 o1 L # ON W1d qQd0d4vs
ONSV)ALISZV 0 0 0 0 0 0 L WIDLEEM
(NSV)ILISZV 0 € 4 0 L 0 8 6LLEM
(ASV)ALISZY Z 6 0 0 1 0 6 41IS Z4dO'1 ULEA
VINOg  ZIN) M)  SRUIR[{  S[EPuUeJ uy ad£ 1. ‘0D uieN 31§ ‘ON Y10 91§
ooy CHS WSV

"panunuo) 'g AqeL



Arizona Rock Art Site Data 211

NSV 1ISZV 0 €€ 0 0 4 0 I (W1)EET'V

NSV LISZV 0 <l 0 0 € 4 11 (WIZEY'Y

NSV LISZV 0 €€ 0 0 Z 0 11 N1DIEY'V

NSV 1ISZV 0 €€ 0 0 4 0 48 WIDLTPV

NSV)ELISZY 0 €€ 0 0 I 0 i1 (NID9THY

NSY)I1ISZV 0 48 0 1] 1 14 11 (W1d)SHvV

NSV LISZV 0 €€ [} € 1 0 1 <-dSO (NIDWEV

(NSV)I1ISZV 0 €€ 44 < I 9 21 I-dSO (W1DEVEV

NSV 1ISZV 0 44 L < | & 9 I SHAA'TO JH9HS NJOHOId NI1DYLEV

NSV LISZV 49 £ 299 44 L 0 I NIVINOOW XOV1d d1LII'1 WISV

NSV LISZV I €€ 0 0 1 9 48 TIONM ANOILSINOL (WIDSTV
(NSV)HLISZV 0 cl 0 0 1 0 11 eV
ISI'T NVEIN NOAVHS < [ 0 0 < < 9 NIHOV 91911
ISI'T NVEdIN NOIVHS 0 0 0 0 0 0 0 LSPLL
ISI'T NVEdN NOIVHS 0 0 0 0 0 0 0 9SPIL
ISI'T NVEdN NOIVHS 0 0 0 0 0 0 0 YL
ISI'T NVEIN NOIVHS 0 0 0 0 0 0 0 YSPTL
ISI'T NVEIN NOIVHS L < 0 0 L 9 [ LEVLL
ISI'T NVEIN NOIVHS 1} €€ 0 0 I 9 1 1EyLL
ISI'T NVEdN NOIVHS 0 4 0 0 L 0 S 0CyL:L
ISI'T NVEdN NOIVHS 0 0 0 0 0 0 0 WeErL
ISI'T NVEdN NOIVHS 0 [ 01 0 1 €1 ) g6l
(NSV)ALISZV 0 €€ 0 0 1 € 14 SINVL V14Ddd VZIdvD L6A
NSV LISZV 0 €€ 0 0  § 0 g VA
NSV)A1ISZV 0 €€ 0 0 1 0 4 INIOd S¥viaS L'€H dO ERON

(NSY)1ISZV 0 0 0 0 0 0 < W1DEEX
NSV)ALISZV 0 €€ 9 0 L 4t 9 TR
NSV)ALISZV 0 €€ 0 0 L < 14 TTA
NSV LISZV 6C < 0 0 € 14 4 454N
NSV LISZV 0 < 0s 0 L 9 1 HIIS QAINHANNHL 8TLA
(NSV)ILISZV 0 ' 0 0 1 9 I 24 DN
NSV LISZV 0 €€ 0 0 4 € 1 TIIM T144 FITIVHD (XA
WSVLISZV 62 91 0 0 I £ v 98X

(NSV)HIISZV 0 0 0 0 0 0 14 STIH HdOTHINV (W1DT:8X
VINOG  ZYND  [IND  SJUDWII[  S[PUB] uy adA 1, 0D dweN g "ON IyI0 9Jig
Yooy CHIS sV

"panunuo) ‘r'g qeL



212 Appendix B

(WSV)ILISZV €€ @ 0 0 1 0 €1 894
(NSV)ILISZV 0 €€ 0 0 4 i4 €1 9:9:4
(ASV)ILISZV 0 €€ 0 0 [4 4 It W1g)1664
NSV LISZV 0 €€ 8 I L 0 €1 (VN)ESLYd
(NSY)LLISZV 0 €€ € L 4 0 €1 (VN)ZSLEd
(NSV)HLISZV 0 cl 0 0 L i4 48 JILTIHS HSNAT1N4d N1DETT T
(NSV)H1ISZV 0 €€ 0 L I 0 I Wialrd
NSV LISZV 0 €€ 0 4 I 0 1I wWiaerd
NSV LISZV 0 clL 0 0 € 4 11 IOOHS HO (W19 1'd
(WSY)LISZV 0 €€ 0 1 4 0 It W18 1:d
NSV 1ISZV [1} €€ 0 0 1 0 It (N19)2: 14
(WSY)11SZV 0 €€ 0 0 1 0 L w199 1:d
NSV)ALISZV €€ 4! 0 0 4 61 11 YooV
NSV LISZV 0 u 0 0 [4 14 18 ILILY
(NSY)ALISZV 0 €€ 0 0 0 0 11 LTSIV
NSY)ILISZV 0 u (] 0 4 4 41 9TSIV
(NSV)ALISZV @ 9% ] 0 L 0 1 WY
(NSY)I1ISZV 0 €€ 0 0 1 0 1L JAVO 1vd STELY
NSV LISZV 0 €€ 0 0 0 0 It ETELY
(WSV)LISZV 0 €€ 0 0 [/ € It YLELY
(NSV)ALISZV 0 €€ 0 0 1 € It ILELV
ONSV)H1ISZV 0 €€ 0 0 1 9 11 EELV
(NSV)IIISZV 0 9% I L I 0 11 SSO¥D SAINVIVISH NTDOSTLY
(NSV)I1ISZV 0 €€ € L I 0 11 N19)01:V
NSV LISZV 0 €€ It L L 0 41 (W19)9:01:V
NSV LISZV 0 €€ 0 0 L 9 4 ONRIJS ANIATIVID N19)E6'V
(NSVHLISZV 0 €€ SL 9 1 4 11 ONIAdS NIOHMONA (W18)T6'V
(NSV)HLISZV €€ Ll 8 1 L 9 11 (WIDYESV
(NSV)HLISZV 0 €€ 0 L 4 < 1L (W19)6C:8'V
NSV LISZV 0 €€ 0 4 1 0 11 (N19)88¥%'V
NSY)ELISZV 0 €€ 4 I L 0 1 NIDLLYY
GNSV)ELISZV 0 u 4 1 1 9 11 (NI1DEFY
(NSV)HLISZV 0 €€ 0 0 L 0 11 (W19)SED'V
NSV LISZV 0 €€ 0 0 I 0 1T (WIDYEPV
DINOS M)  [IND SIUSWII[Y  S[PuURJ uy adA1 ‘0D JweN 9§ "ON Y10 AIg
N0y NS NSV

‘panunuo) ‘1'g dqeL



Arizona Rock Art Site Data 213

(NSV)ILISZV [74 cl 0 0 4 c 144 NINA HSNOH NOILITIDSNI oreda
NSV LISZV 0 cL 0 0 4 < vl MDIId THSYOVN ged
(ASV)I1ISZV 29 74 0 1} 1 9 €1 TIVIL NOOWAINOH 9:9:D
NSV LISZV 0 L 0 0 4 < €l (VN)IL:E:D
NSV 1ISZV 0 <l 0 0 L 14 €1l (W19)9:€D
NSV LISZV 0 €€ 0 0 L 9 £l €€D
(NSV)ALISZV 0 €€ 0 0 L 9 €L (VN)ST'TD
NSV)A1ISZV 0 (4% 0 4} L 0 €L (VNWTTD
(NSV)H1ISZV LT 48 0 0 L 9 €1 (VN)ETTD
(NSV)H1ISZV LT 44 8 1 L 0 €l (VNIZ:TD
(NSV)HLISZV 0 L2 0 0 1 0 €1l (VN)OT'ZTD
NSV LISZV 0 L 0 0 L 61 €1 WIDLLTD
NSV)HIISZV 0 €€ 0 0 L 0 €l W19)91:2D
NSV)HLISZV 0 €€ < 1 1 0 €1 N19)ST:T:D
NSV)ALISZV 0 €€ 0 0 1 0 €L (VN)ETD
NSV)HLISZV 0 €€ 0 0 & 0 €1 (YN)ZTTD
(NSVHLISZV 0 €€ 0 € i 0 €1l (VN)IZEL:D
(NSV)ALISZV 0 €€ 78 € L 0 €1 (VN)OZEL:D
UNSY)ILISZV 0 €€ 1 1 L 0 €1 (VND6IET:D
NSY)HLISZV 0 €€ 001 1 L 0 €l (VNDSIET:D
(NSV)4LISZV 0 €€ 0 1 1 0 €1 (VNLIETD
(NSV)I1ISZV €€ <l 0 1 I v €1 (VN)ZT:D
(NSV)HLISZV 0 4} 0 L L 9 €L (VN)9:T:D
I LTHHSIDOA
NSV LISZV 148 1L 0 0 4 14 €1l dOITIIH V40D0dOL yid
(NSV)HLOSZV 0 €€ 0 0 < 0 I TANVd TDIVZ Wi1ariord
NSV LISZV 0 4! 0 0 L [4 €l pord
(NSV)LISZV €€ 9% 0 0 1 (1] €1 crd
NSY)HLISZV 0 €€ 0 0 I 0 €l v
HO¥V
NSV LISZV 0 €€ 0 0 4 14 1L VIAVYID 4O NVIN dd¥ F'1LII'T W1D¥9:9:4
NSV LISZV 0 [48 0 0 € 4 I (W19)E9:9:d
NSV LISZV 0 4 0 0 ) 4 144 (W19)19:9:9
(NSV)HLISZV 0 €€ 0 4 4 4 €1 (N19)55:9:d
(NSV)HLISZV 0 €€ 0 0 [ 4 3 6094
NDIMOS  TIND  [MND  SJUSUR[H  S[PUB] 24 adA 1 ‘0D JureN ajIg "ON ByIO ang
Yooy /g NSV

"panunuo) ‘r'd AqeL



214 Appendix B

(NSV)ALISZV 0 €€ 0 0 1 0 1 B gt}
(NSV)T LISZV L 9% 0 0 ! 0 I MD0d NOILAIADSNI 0LLF I
NSV LISZV 0 133 0 0 I 9 4 8LYLd
NSV 1ISZV 0 €€ 0 0 I 9 48 LSV
NSV LISZV 0 €€ 0 0 L 9 I [ 3R 4 K01
NSV LISZV 0 €€ 0 0 L 9 I WiasvLAd
(ANSV)H1ISZV 0 €€ 0 0 1 9 48 a5 4 21
NSV)A1ISZV 0 €€ L L L [1} I HILJON SHIA'IO avOd sa'1vid WID1SFId
NSV)ELISZV L{ 9 0 0 L 6L 1L 5 4R
(NSV)ALISZV 0 €€ 0 0 I 9 8 8Pvid
NSV LISZV €€ 9% 0 0 I 9 I SHJIA'1D AVOY S31vad WIDLPP 1
NSV LISZV 0 L 0 0 L 9 1L (W19 ¥1d
NSV IISZV 0 €€ 0 0 L € 11 AD0¥ NOLLATIDSNI v
UNSY)ELISZV 0 €€ 0 0 L 2 1 €91
NSV)ILISZV L 41 0 0 1 € 1t W1L1erd
(NSV)ALISZV Jrd 2 4 I I 9 1 dWVD ‘NINW 11nd W1¥LTrd
(NSV)ELISZV 0 €€ 0 4 I o1 11 W19)6°T1:d
NSV LISZV 0 €€ 0ot 0 I 0 i SHAA'1D AITIVA IVAVIVNH W1zTrd
(NSV)ALISZV 0 €€ 0 0 L 0 I voord
NSV LISZV 0 €€ 0 0 I 0 1L 19418
NSV LISZV 0 €€ 0 0 L € It N19)91:84
(NSV)HLISZV €€ &K 0 0 L 9 < (VN)E L
NSV LISZV 0 €€ 0 0 1 118 1L 669
(NSV)LISZV 0 21 0 0 L 9 1 $59d
NSV LISZV 0 €€ 0 4 L 9 I |48 21
NSV)ILISZV 0 L 0 0 L 9 48 WIDzT:€d
UNSV)HLISZV 0 <l 0 0 L 4 St 4 &) :
(NSV)ALISZV « 49 0 0 4 4 <1 HAVD NIOH SIWVY €8
GNSV)ALISZV 0 <l 0 0 0 4 49 6891:d
NSV)F1ISZV « cl 0 0 L 4 41 £€891:a
NSV)ALISZV cl « 0 0 L 9 48 w9ra
NSV LISZV 0 « 0 0 0 4 141 8T91:a
NSY)ALISZV 0 [#4 0 0 0 01 14! or9ra
UNSV)ALISZV 0 a 0 0 [/ z 21 NINY NDIV1vidd €9:a
NVINOG  ZIND  [IND SHLBWI[Y  S[PuUeq 1y adA1. e} QureN 9)1g 'ON WO oS
A0 2SS NSV

‘panunuo) ‘r'd AqeL



Arizona Rock Art Site Data 215

(NSY)H.LISZV 0 u 0 0 i 9 48 el
(WSY) LISZV 0 u 0 0 1 9 2 {241
(NSV)A1ISZV 0 4! 0 g 1 9 12 oevL(
(WSV)A1ISZV 0 €2 0 0 L z 21 11 IAOTOWOH Syl
(NSY)LISZY 0 41 0 0 1 4 bL VAIMNIIAOMNHAI IAOTOWOH eLpL(
(ASY)A1ISZV 0 4! 0 0 1 9 VLo (YNDILHL]
(NSV)A1ISZV 0 4! 0 0 ! 9 ¥l (VNDZF L
(NSVY)ALISZV 0 a 0 0 1 9 21 (VN)9IF L[
(NSV)ALISZV 0 a 0 0 4 9 yL g
NSV LISZY a4 4! 0 0 1 z 21 - or:g:f
NSV)H1ISZY 0 43 0 0 4 9 ¥l 9LH L[
NSV LISZY 0 74 0 0 4 0 21 MD0U NOLLATIDSNI Ak
(NSV)HLISZV 0 1 0 0 1 € £1 SILGLT
(NSV)A1ISZV 0 €€ 0 £ 1 0 €1 EETHLI
NSV LISZV 0 1 0 £ L 0 €1 LITPLI
(NSY)ALISZV 0 1 0 0 4 4 €1 20€ VN 88LFLI
(NSV)ALISZV 0 1 0 0 4 12 €1 (OSV)EOFLT 0STH LI
NSV LISZV 0 €€ 0 0 1 0 €1 SNOLLATIDSNI MD0¥ OIS HOVIS LTl
(NSY)ALISZV 0 0 0 0 0 0 8 (VN)SHL:H
(NSY)ILISZV 0 €€ 0 0 I 9 8 H1IS NOANVD TIALNIDW L¥LH
(WSY)ELISZV 0 9% L L L 0 €1 WWOLH
(NSY)A1ISZV 0 €€ 0 ¥ I 0 €1 6€0L1'H
(ASY)ALISZV 0 €€ 0 € L 0 L WIDEELD
(WSY)ALISZV 0 €€ 0 8 I 0 It WIDTELD
(NSY)ALISZV 0 1 0 0 1 9 L JAVD 441D AANA NIDLTOLD
(NSY)ALISZV 0 2 0 0 1 9 1t (N19)9:9'D
(NSY)ALISZV 0 €€ 0 0 1 0 L W19 L9Td
(NSY)HLISZY 0 €€ 0 0 4 £ 41 (NTID9ESTA
HI¥ON
NSV LISZY 0 €€ 0 0 4 ¥ I HAVD INITIHMOd SSVd NOINN NIDPLSTA
HAVD
(NSV)ILISZV 0 €€ 0 0 [ ¥ i OLDId ANITIIMOd SSVd NOINN (NTDELSTA
(NSY)ELISZY 0 €€ 0 0 4 0 L SHAX'TD ANITTIAMOJ SSVd NOINN NTIDTLSTA
NSY)ALISZY 0 €€ 0 0 < 4 L (VN)SST
(ASY)ALISZY 0 €€ 0 0 ré ¥ A1 W1DTSTd
22IN0G  7IND MDD SjudWR[H  S[EuUeJ 1y adA1 ‘0D dureN ag 'ON BYlI0 9JIg
¥o0y g NSV

"panunuo) ‘r'd dqeL



NSV)ILISZV [1} €€ 0 0 L 0 I NOANVD Oxdnd N19)T81
(NSY)HLISZV €€ 1€ 0 g L 0 11 NOANVD VILSVIV (N1D 181
(NSV)ELISZV 0 €€ 00¢ i4 1 0 11 AD0Y TANLOId (A28
NSV)HILISZV 0 €€ 0 0 1 0 4 A00d TINLIId (W19)6°41
NSY)4LISZV 0 €€ 0 0 1 14! I III SONIYS WIVM (N1DE€T
NSV LISZV 0 48 0 0 I 9 I I SONIMS WIVM NIDTET
(NSV)FLISZV 0 €€ 0 0 1 9 1L LET]
(NSV)H1ISZV 0 €€ L 0 1 9 <l AV NVIIHNND (I'N LIODSH¥d) 8€¢-90-60-€0 Sd
(NSV)H1ISZV 0 €€ [1]8 0 1 4 cl NHAMOD Cd'N LIODSTdd) T€T-90-60-€0 SA
(NSY)I1ISZV 0 21 0 0 ! z 4 (N LIODSHAd) 6S-10-60-€0 Sd
(NSY)41ISZV 0 €€ 0 0 L 0 1 HIIS HAATO NVIN-IH (W1DEPTA
(NSV)1ISZV €€ u € 0 L 9 21 681
(NSY)ILISZV 0 4 0 1 L ¥l 1 TFELN
(NSV)HLISZV 0 (4% 0 L 4 01 48 SLETA
(NSY)H1ISZV 0 4 0 0 1 4 21 PLETY
NSV LISZV 0 A1 0 0 L 9 [ °GELA
(NSV)4LISZV 0 A1 0 0 1 9 1 8E-EL
SNINA
(WSV)ALISZY 0 a 0 0 [4 4 i ANV SHAA'1D 1¥4S3d AI1INIVd GELN
(NSY)ALISZV @ 4} 0 0 4 4 a1 6TTI
(NSY)HLISZY 0 4! 0 0 4 z a1 8TTIN
NSV)ILISZV 0 <L 0 0 4 < <1 LTTLA
(WSV)41ISZV [74 <L 0 0 < [ 8 [ |
(NSV)F1ISZV 0 €€ 0 0 4 4 <1 88T:8
(NSV)H1ISZV 0 €€ 0 0 4 14 ]9 0881
NSV 1ISZV 0 €€ 0 0 4 4 ] 6481
NSV LISZV 0 cl 0 0 4 4 1 6981
NSV LISZV 0 9 0 0 L 0 SL NOANVD LVOdVHILS [4°D |
NSV LISZV 0 €€ 0 0 0 4 8 KD |
NSV 1ISZV 0 <l 0 0 4 4 S 6£° €1
(NSV)LISZV 0 <l 0 0 4 4 [ €EE
@ NSV)ALISZV 0 <l 0 0 4 4 [ 0€:€
”m (NSV)HLISZV 0 <l 0 0 1 € 41 (VN[
W. (NSV)ALISZV 0 [4 4 0 0 1 0 4! (VN IFH L[
<
© NIMOg WMD) NMD SJLWR[  S[Pue] uy adfy, ‘0D aureN 931§ ‘ON 1By0 ang
o Yoy  oug NSV

‘Ponunuo) ‘1'd dqelL



Arizona Rock Art Site Data 217

NSV)ALISZV 0 €€ 0 0 I 4 <l 19N
(NSV)A1ISZV 0 148 0 0 L 4 cl (W1D0T9L:N
(NSV)41ISZV 0 €€ 0 0 L 9 [ (N19)9:91:N
(NSV)H1LISZV 0 9 0 0 I 6 S (WIDSILN
(NSV)ILISZV 0 €€ 0 0 1 0 a GOLN
NSV LISZV 0 S 0 0 L < <l O149Nd IAVNSTTLIVY WIDTLILN
(NSV)TLISZV 0 | 14 0 0 < 14 I PLSEN
(NSV)HLISZV 0 €€ 0 L 1 9 cl MWI0dd (VN)SPIN
NSV)HLISZV 0 €e 0 0 1 0 <l £# J4dO0D W1DSFLN
(NSV)4LISZV 0 €€ 0 0 L 9 48 LYUEN
(NSV)ILISZV 0 4! 0 0 L T 4! €TLN
UNSV)HLISZV 0 €e 0 0 I 0 4! W19 LZEN
NSV LISZV 0 €€ 0 0 1 0 44 9ILN
NSV LISZV 0 €€ 0 0 I 0 48 (VN)TL:6:N
(NSV)ALISZV 0 139 0 0 I € 41 ODF6:N
(NSV)HLISZV 0 €€ 0 0 L 0 41 €6:N
(NSV)ALISZV 0 €€ 0s 0 1 0 48 (VNFT8:N
(NSV)HLISZV 0 €€ 0 0 I 0 <l (VN)6'Z:N
NSV 1ISZV 0 4! 0 0 1 0 Zl (VN)9E9N
(ASV)HLISZV 0 4! 0 0 L 0 <l (VNDSE9N
(NSV)ILISZV 0 €€ 0 0 1 0 A (VN)S9:E:N
(NSV)HLISZV 0 4 0 0 1 4 41 OLEN
NSV)ALISZY 0 ¥l 0 0 1 0 a (VNTTTN
NSV LISZV 0 €€ 0 0 4 0 4 (N19)0L:ST:N
NSV LISZV 0 €€ 0 0 4 4 I WIDILTEN
NSV LISZV 0 €€ 0 0 < 0 1L WI1REOTLIN
ONSV)ALSZY 0 €€ 0 0 1 0 a LS
(NSV)HLISZV 0 €€ 0 0 L 0 48 SHAATO MNVL T1VMS WIDSENW
(NSV)A1ISZV 0 €€ 0 0 I € (1]8 SHAATO X4Vd VTIIA HV (N19)6€91+1
NSV LISZV €€ & 0 0 i4 118 ot OI'TOVINI IIVNSH1LLVYE dvd N1DT1:91+1
(NSVHLISZV €€ )74 0 0 L 0 11 JINVLI AVMAIN (WIDETTIT
(NSV)FLISZV 0 €€ L L L 0 1] 8 HSVM SdHID WIDILTLT
NSV LISZV 0 29 I L I 0 (1] ‘d¥ HONVY 1INV (W19)TC11
NSV)I1ISZV 0 €€ 0 0 L 0 (1] SHAATD SONIIJS 1VOD (W1D1-TI1
dInog  7inD NN  SJUSUR[{  S[oue] nv ad4 0D aweN 9y ‘'ON B_BYI0 g
A0 oNIg WSV

‘panunuo) ‘r'd qeL



218 Appendix B

(NSV)ILISZV 0 €€ 0 0 L 0 48 1'8d
NSV LISZV 0 Zl 0 0 4 i4 14t (VN)L:9:d
(NSV)41ISZV 0 44 0 0 1 14 48 (VN)¥:9:d
NSV LISZV 0 <l 0 0 L 0 4t JAR 21t
NSV LISZV 0 €€ 0 0 I 9 4t CL¥d
(NSV)HLISZV 9% <l 0 0 1 9 148 (VN)E9:€:d
(NSY)ILISZV 0 <l I 1 1 9 48 (VN)SP€d
NSV LISZVY 0 €€ 0 0 1 0 48 (VN)6g€d
NSV LISZV 0 L T 1 1 0 48 (VN)SE€d
(NSV)ALISZV 574 L 0 0 1 9 148 (VNPL:Ed
NSV LISZV 0 49 0 0 1 9 41 (VN)ELEd
(NSV)ALISZV 0 4 0 0 L 9 48 (YN)ZL:€:d
(NSV)I1ISZV 0 44 0 0 1 9 41 (VNDIL:Ed
(NSYLISZY 0 €€ L 1 1 0 48 (VN)OL:€d
(NSY)ALISZV 0 <l 0 1 1 0 148 N19)9:€d
(NSV)ALISZV 0 48 0 0 I ¥ 4t vad
(NSV)ALISZV & 44 0 0 8 9 148 €Td
(NSVAELISZV 0 g 0 0 1 9 6 HLIS SISINID 99:61:0
NSV LISZVY 0 €€ 0 0 L 9 I (OSY)ELPLO
(NSV)AI1ISZV 0 41 0 0 1 4 <l %10
(NSV)T1ISZV 0 48 0 0 1 € 6 6 11:0
(NSV)ALISZV 0 1Z 0 0 4 4 6 j a6}
(NSV)ALISZV 0 €€ 0 0 1 0 6 €110
(NSV)A1ISZV 0 €€ 0 0 < 14 6 IO
(NSV)A1ISZV 0 48 0 0 1 < 44 y1:01:0
AEmsm,r:mN,c. 0 €€ 0 0 1 0 L 010
Sﬁvwbg 0 €€ 0 0 1 0 €1l II'T'O
(NSV)1ISZV 0 ¥ 0 0 1 < L O1daNd 41104 AO01 810
NSV 1ISZV 0 1 0 0 1 < 49 6S9L:N
NSV LISZV 0 €€ 0 0 L 0 <l CS9TN
(NSY)HLISZV 0 €€ 0 0 1 (1] <l EVILN
(NSV)4LISZV 0 <l 0 0 1 9 L PILN
NSY)ALISZV 0 €€ 0 0 L € <l 69N
(ASV)H1ISZV 0 €€ 0 0 L 4 < E€L9LN
IN0g M) BMn)  SjuLwR[g  S[RuUeJ uy adA1 ‘0D duIeN a)g ‘ON 1_BYl0 3G
Yooy ays NSV

‘panunuo) r'd AqeL



Arizona Rock Art Site Data 219

[£1 8 Ke)

(ASY)ALISZV 0 4! (14 I L 9 1
(NSY)ALISZV 74 u 0 0 1 9 1 ISLTO
(NSV)A1ISZY 0 4! 0 0 L 9 vl 6610
(WSY)ALISZV 0 4! 0 0 4 14 61 810
(ASY)A1ISZV 0 A 0 0 I 9 SL LLTD
(ASVY)ALISZV 0 €€ 0 0 I 0 <1 yL1:0
NSV LISZY 0 €€ 0 0 I 0 1 €410
(NSV)ALISZY 0 €€ 0 0 L 0 1 A ko)
NSV LISZV 0 4! Z 6 L z SL 110
NSY)A1ISZV 0 €€ 0 0 € i4 S1 SANVH 40 FAVD 01:0
(NSY)ALISZV 0 €€ 0 0 I 9 St 69:1:0
(NSV)ALISZY 0 A 0 0 I 9 4 89:1:0
(ASY)ILISZY 0 Ll 0 0 1 0 a1 L9TD
(NSV)ALISZV 0 4! 0 0 I 9 [ NINA ODdENd wid
(NSV)ALISZV 0 au 0 0 I 0 41 MD0Y YHIVISMAN 1710
(NSV)I1ISZV 0 € 0 0 1 0 21 94:91:d
(ASY)A1ISZV 0 € 0 I L r4 (21 [rATAR
NSV LISZV 0 TL 0 I L 9 1 0r1:01:d
(NSV)A1ISZV 0 A 0 1 L 0 21 (VN)I9:8:d
GNSY)ILISZV 0 €€ I 1 L 0 21 (VN)6G'8:d
ASV)ALISZV 0 €€ z 1 L 0 21 (VN)8S'8'd
(NSY)ILISZV 0 €€ 8 I L 0 1 (VN)LG8:d
(ASY)ALISZV 0 €€ L 0 4 0 21 (VN)9S:8:d
(ASY)ALISZV 0 €€ ¥ 0 1 0 21 (VN)PS8:d
(ASV)ALISZV 0 €€ z 0 1 0 1 (VN)OS8:d
GNSV)A1ISZV 0 €€ 0 0 1 9 21 (VN)8¥:8:d
(NSV)ALISZV 0 €€ 0 0 L 0 21 (VN)9B:8:d
(NSV)ALISZY 0 €€ 0 0 L 9 ¥l (YN)SP8:d
NSV LISZY 0 €€ 0 0 L 9 {2 (VN)¥¥'8:d
(ASV)ALISZV 0 €€ 0 0 L 0 21 Ir8d
(NSY)ILISZV 0 €€ 0 A1 L 0 {21 Srgd
(NSV)ALISZV 4 € 0 0 I 4 ¥l (VN)EL:S:d
(ASY)ILISZV 0 41 0 0 L 9 21 £r8d
(ASV)ALISZV 0 u 0 0 L 4 21 (VN)I'8'd
VINOG M) BM) SsjudwR[y spPued uy adA1, ‘0D SureN ajig "'ON IPyI0 B (Y
30y g WSV

"panupuo) ‘T'g AqeL



220 Appendix B

(NSY)ILISZV 0 €€ 0 € L 0 S1 (VNDIE9-D
NSV LISZV 0 €€ 0 € L 0 [ (VN)OE:9:D
NSY)ALISZY 0 €€ 0 4 L 0 1 (VN6Z:9:D
NSV LISZV 0 €€ 0 4 L 0 g1 (VYN)9Z:9:D
(NSV)H1ISZV 0 €€ 4 1 1 0 (41 (VN)ST:9:D
NSY)LISZY 0 €€ 0 1 1 0 1 (VN)ET9D
NSV LISZY 0 €€ 0 L L 0 <1 (VN)ZT:9:0
ONSY)LISZY 0 6L 0 0 1 4 1 (VN)9:9D
(NSV)A1ISZV 0 €€ 0 0 L 0 <1 SYLH0
NSV LISZV 0 €€ 0 0 I 0 SL FLTO
NSV LISZV 0 41 0 0 L ¥ (1} Ak el
(ASV)I1ISZY 0 €€ 0 0 L 0 1 IZLyd
NSV LISZY €€ Tl 0 0 € ¥ 1 ELLH0
(NSV)ILISZY 0 u 0 0 L 4 <1 rARE o)
(ASV)ALISZY 9% 4! 0 0 1 12 a1 SOLH:0
(NSY)ALISZV L ua 0 0 I 6 ) ! YLF0
(NSV)ELISZV 0 41 0 0 I 0 SL 650
OANSV)ALISZV 0 €€ 0 0 L 9 61 98%:0
NSV)ALISZV 0 €€ 0 0 L 0 SL 830
(ASY)A1ISZV 0 <L 0 0 4 14 SL 0,370
NSV LISZY 0 u 0 0 ré i2 cr 69%:0
UANSV)ILISZV 0 €€ 0 0 L 9 a1 L9%D
(ASY)I1ISZV 0z 44 0 0 4 9 <1 VDINIATLLNVH 96:€:0
NSV LISZY 0 €€ 0 0 4 1L 1 VDINIAITINVIA 96:€:D
UNSV)ALISZY 0 41 0 i4 I 9 <L 1€:70
(NSY)A1ISZV 0 u 0 oL I o1 SL 86110
(ASV)A1ISZY 0 <L 0 0 L 4 a1 6LT0
ONSY)A1ISZV 0 4! 0 o1 4 9 Sl €81 10
NSV LISZY 0 ! 0 0¢ I 0 SL U1
(ASV)ILISZY 0 u 0 0 I v 1 9L
(NSV)ALISZY 0 44 0 4 I 0 <1 WILD
NSV LISZV 0 A 0 € L 4 SL [4] QK]
OGNSV LISZY 0 ua 0 0 I 4 [ 91D
(NSY)A1ISZV 0 41 0 0 I 9 1 €TI0
VINOG  7IND NM) Sjuswa[  spued uy adAy, ‘0D QuIeN 931G 'ON Y10 Qg
b RlOY; NG NSV

‘penunuo) ‘r'g qey,



Arizona Rock Art Site Data 221

(WSV)LISZV 0 {21 0 0 L T 4! (N LLODSTAd) 8€0-60-€0 S
€LGEL
(NSY)ELISZV 2 & 0 0 1 € u I VNIAUCA'N LIODSTYD) TL€0-60-€0 S
69GEL
(NSY)ILISZV ¥l L 0 0 L 4 41 DIIVA JAVD VNI {(d'N LIODSTAd) 85-€0-60-€0 Sd
(NSV)ILISZV 0 €€ 0 0 1 9 L (I'N LLODSTId) ST-€0-60-€0 S
(NSY)ALISZV €€ 21 0 0 1 01 u HL1NE STWI1OH (I'N LLODSTHd) €STI-€0-60-€0 Sd
NSY)ILISZV 0 €€ 0 0 4 r4 44 ('N LIODSTID €0-€0-60-€0 Sd
UNSY)ILISZY 0 €€ ¥ L 1 € L HLIS MVIDLVD (N 11ODSTID) £L1-T0-60-€0 S
(NSV)A1ISZV 0 €€ 0 0 L 0 4! NOANVD dvagd C4'N LLODSHYd) 91-20-60-€0 SI
LIVTILHT
(NSY)ILISZV 0 €€ oL 0 1 4 a SHTID ADRNL VNN LLODSTId) S1-20-60-€0 S
(NSY)ILISZV 0 €€ 0 0 L T 4! (N 11ODSTd) T1-20-60-€0 Sd
(NSV)ILISZY 0 €€ 0 0 1 4 4! ANIT LV dEvVd (I'N 1L1IODSHID) 01-20-60-€0 Sd
(NSV)ILISZV 0 €€ 0T 0 I € 48 ENIT TIIH INFWNINOW (d'N LLODSHYd) 80-20-60-€0 SI
(NSY)ILISZV 0 €€ € 0 1 £ 44 SONTIS LV TTHIIANVD (I'N LIODSHd) £0-20-60-€0 S
NSV IISZV 0 €€ ST 0 L 0 44 SHTAD 1NN (4N LIODSHHd) S0-20-60-€0 Sd
8EGHL
(NSY)ILISZV 0 €€ g 0 I 0 4} 4 41IS AANV1 VNI (TN LIODSTID 66-10-60-€0 S
NSV LISZV 0 Ve 0 0 1 4 44 Cd'N LLODSHEd) SS-10-60-€0 SH
(NSY)ILISZV €€ 8 S 0 1 9 44 (4'N LIODSTId) €€-10-60-€0 Sd
(NSV)ALISZY 0 (21 € 1 I 0 a3 LNV®IOL (d'N LIODSTId) £ST-10-60-€0 S
(NSY)I1ISZV {2 L € 0 I z a (4N LIODSHEd) $ST-10-60-€0 Sd
(NSY)ILISZV 0 4 0 0 1 4 41 (d'N LLODSHYd) £0-10-60-€0 Sd
(NSV)ALISZV 0 €€ 0 0 L T a (4'N LLODSTID) #0-90-60-€0 S
(NSY)A1ISZV 0 ré 0 0 L 8 S (WIDOT6'L
(NSV)A1ISZV 0 43 0 0 1 r4 g1 SL9L:D
(NSY)LISZV 0 €€ 0 0 I 0 St 0:91:0
(NSY)A1ISZV 0 € 9 0 I r4 61 74K
(NSY)ILISZV u € 0 0 4 01 SL Vi ZAKe)
GANSVELISZY 0 €€ 0 0 L € SL (WIDSTILEO
(NSY)F1ISZV 0 61 1 1 I 4 a1 (VN)STLO
UNSV)ALISZV 0 €€ 0s T 1 0 <L 1#'9:0
(NSY)A1ISZV 0 61 0 4 4 9 SL (VN)OF:9:D
ONSV)ILISZY 0 €€ 0 I 1 0 1 (VN)ZE9D
IN0g  7IND [nD Sjudwd[y  S[EURJ uy adA1, ‘0D QuIeN a)ig ‘ON 1DYI0 EIN(Y
YO0y Jg NSV

‘ponunuo) ‘T'd AqeL



222 Appendix B

OASY)ALISZY 0 1 L 1 L 9 9 W0ESVV
(NSV)ALISZV 4 I 0 4 1 4 9 0TVV
(NSY)ELISZV 0 4 0 14 1 9 9 I8T:4VV
NSV LISZV 0 4 (4 0 L 9 9 LLVY
(NSV)ALISZV 0 4 4 L L 0 9 6ET:LVY
NSV)ALISZY 0 4 08 0 L € 9 8014 VY

(NSY)8L6:0

(NSY)ILISZV 14! L 0 0 L 0 a ‘(AN LIODSTAD) $01-60-60-€0 S

NSV)ALISZY 0 4 4 4 I 0 4! 4 Z1'1NHDS CI'N LIOJSTAd) 862-90-60-€0 S

(WSY)HLISZV 2! L 9 0 L 4 4 Cd'N 11I0DSTAD) 142-90-60-€0 S

NSV LISZY 0 €€ 9 0 L 0 zL ATADID Cd'N LIOJSTYd) £T2-90-60-€0 SA

(WSY)ELISZV 0 €€ 0 0 L 0 44 NOITIL (4N 110083 S¢T-90-60-€0 Sd

(QSV)9L:6:0

(NSV)A10ISZV 0 €€ L L L 9 4! ‘(d'N LLODSHTA) ¢L-60-60-€0 S

(QSY)ST:6:0

(NSY)ELISZV 0 €€ o1 o1 L [4 a ‘Cd'N 1100534 09-€0-60-€0 S4

QSvY)IL6:0

(NSV)ALISZY 0 €€ 9 0 L 0 4 ‘(I'N 110DSTID) €5-60-60-€0 S4

OSWILL60

(WSY)ELISZV 0 €€ 0 0 I € zL ‘Cd'N LLODSA¥d) 8T-60-60-€0 SA

28001 VN “(NSV)LS0

(NSY)LISZVY 0 €€ 0c 0 I 4 4 ‘(d'N LLODSTY) SI-60-60-€0 ST

QSY)ZZ6:0

NSV LISZV 0 €€ ot 0 1 0 4 ‘(d'N LLODSHED) 9Z1-60-60-€0 S

ASV)ALISZV 0 €€ 0 0 L 4 L NINA Xvad Y1153 (I'N LIOJSTID) SCI-S0-60-€0 Sd

(ASV)STTEN

(NSY)ALISZV 0 €€ a8 0 1 0 u ‘(d'N L1IODSHA) $Z1-60-60-€0 S

QSY)LT60

(NSV)A1ISZV 0 €€ 2 L L 0 4! ‘CI'N LI0DSHID) TTI-60-60-€0 Sd

QSY)1T6:0

NSV LISZV 0 €€ St 0 L (] a ‘C4'N L10DS3¥d) 0Z1-60-60-€0 SA

QSV¥Z:60

(NSV)LISZV 0 €€ 0z 0 I 0 i ‘(d'N LIODSHE) 9LI-60-60-€0 SI

(ASV)ET60

(NSV)ALISZV €€ 9 0C 0 I 4 e {(4'N LIODSHAd) L11-60-60-€0 Sd

QSY)61:6:0

(NSV)ALISZV €€ e 0S 0 L € a ‘(d'N LLODSTID) S01-G0-60-€0 S

(WSV)ALISZV 0 21 o1 I I 0 4! INVIDIOL (d'N LIODSTAD) 96-€0-60-€0 Sd
NVINOS WMD)  [ND SjULUIR[T  s[pue] v ad£1 ‘0D duIeN ayg ‘ON 1_PYI0 g
N0y NG NWsv

"panunuo) ‘I'd dAqeL



Arizona Rock Art Site Data 223

NSV LISZV 0 €€ 14 0 < 0 (4 SIO0d ONINLHOI'1 |5 260
(NSV)ILISZV 0 < < L 1 < € q1IS VISIA VNAN4 [ RRCE
(NSV)LISZV 0 €€ 0 0 L 0 z AHHTIVO SALNOW 6lzead
(ASV)ELISZV 0 €€ 0 ot I 9 z NHAVH VNI'TVAVI 179 HH
(NSV)ALISZV 0 €€ Vi 9 1 9 z TIONM MV'ID LVD SR8
(NSY)ALISZV €€ 9 0 0 1 9 < HIAHJOIN Odddd NVS €818
(NSY)ILISZV €€ 9 06 4 T or < HOT1NO LANTVM 08
(NSY)ALISZV 0 €€ 0 0 € g < 1VD HHI 40 A3 Qdddd NVS y1:8HA
(NSV)ILISZV 1€ < 0 0 1 8 1 60L:¥:ad
(NSY)ALISZV 0 < € T 1 0 T 009ada
NSV)ALISZV [£5 < 0 0 1 € 1 90LFdd
(NSV)ALISZV Ie < 0 0 1 9 1 oryad
(NSV)ALISZV 0 < 0 0 ! < 1 86:€:dd
(NSV)ALISZV 0 Z 0 0 1 Z I L6'€dd
(NSV)FLISZV 0 < 1 1 1 0 8 ¥6'€:add
(NSY)HLISZV 0 < 0 0 T Z I 6v:cad
c\amdvmmea\ 0 < 0 0 1 4 L NINY NODNIF HIIHM eada
NSV LISZV 0 €€ 0 0 < 4 [ LIV IDVId SVZa4vD sOd 8¥'S1:0D
(NSY)ILISZV 0 €€ 0 0 < i4 < HSIAVAVd S.VNVIA Sr:e1:00
NSVALISZV 0 €€ 0 0 € 9 < VINVIA Ol 1TPL:D0
(NSVELISZV 0 €€ 0 0 € € < SIHOIFH HAddIINAID STH1:0D
NSV LISZV 0 < 0 i 4 I 0 L 91:9:0D
(NSV)ALISZV 0 S 6l 0 L 0 L PLEID
(WSV)ALISZV 0 €€ 0 4 1 0 L 62:1:0D
(NSV)ALISZV € < 4 0 1 [ A HIIS SNHMO 61:1:00
(NSY)T1ISZV 0 €€ 6L 1 < 0 < LIRS SSH1LSHI NOOODVIA 61:91:dd
(NSV)T1ISZV 0 < 6 € 1 9 I 9991:d4
(NSV)F1ISZV 0 €€ 01 1 < € < I LTHHS MOANIVE secrdd
(NSV)ALISZV 0 €€ 0z 9 L 0 9 co'cad
(NSY)HLISZV 0 9 ¥ £ 1 0 9 po'cad
(NSY)ALISZV 0 €€ 0 8 1 0 I STELVY
(NSV)FLISZV 0 rA 0 < < 0 1 WIILVY
NSV LISZV 0 < 0s 0 1 0 1 I8 IL'VY
(NSV)ILISZV 0 < 001 0 1 0 1 LUILVV
NINOG  ZIND  [IND  S{LBUR[{  S[pueJ 1y ad£y, ‘0D QwieN a)g "'ON _YIO g
oy ang NSV

‘panunuo) ‘T'g AqeL



NSV LISZV 0 u 0 ¥ L 0 i g6
(NSV)ALISZV 0 ! 0 ¥ 1 0 14! yecvL(
(NSV)ILISZV 0 u 0 8L 1 0 ¥L €6
(NSY)ILISZV 0 u 0 € I 0 41 3448
(NSV)ILISZV 0 u 0 L I 0 141 16cHL(
(NSV)ILISZV 0 L 0 L 1 € 41 LiTyul
(NSV)ALISZY 0 u 0 0 I 9 ¥l 69 L
NSV LISZY 0 4! 0 oL I 9 ¥l 89CH L[
(NSY)ILISZV 0 Tl 0 0 I 9 121 L9TvL(
(NSVY)ALISZV 0 ! 0 €1 L 4 2! ST L[
(NSY)LISZY 0 u L 4 L 9 i €0 L[
(NSY)ILISZY 9z 44 4 L L oL i 00ZHL:(
(NSY)ILISZV 9 u 0 0 1 9 i1 L8UF L
(NSY)ALISZV 9 4! 0 0 1 € 2 98L L[
(NSVHLISZY 0 41 I I I 9 4! 2544
(NSY)LISZV 0 44 0 (%) 1 0 4! €8LFL:[
NSY)ALISZV 0 48 0 4 I 0 4! SLLPL
(NSY)LISZV 0 41 0 0 I 9 2! €8FL[
(ASY)A1ISZV 0 4! S I 4 0 21 LS¥T(
(NSY)HLISZV 0 6 0 0 1 4 €L LIEFLT
NSV)ALISZV 0 €€ 0 8L 1 9 €L LEOLH
OGNSV LISZV 0 u 0 0 1 4 41 IDIDOd JANNIA LUED
(NSY)LISZV 0 €€ 98 0 1 0 rd T1Nd AddVH MV¥A JOV1d 6TTLAd
NSV LISZV 0 €€ €1 0 1 0 4 INADSTID MVAA MOV'1d 8TTId
(NSV)ALISZV 0 € 0 0 4 € 4 I# TIVOOVMS $9- 10
(NSV)ALISZV 0 €€ 0 0z 4 £ 4 JINVI JHIVM SAITIVHD 6:6:dd
(ASV)ELISZV 0 €€ 0 I 4 0 4 HAA'TO TANNS P18
NSV LISZV 0 €€ 0 0 1 0 4 TIH DIVNST1LIVY 01:8::d
NSV LISZV 0 € 095 0 I € 4 AJIAODSIA MVIA MOV1d 8844
UASV)HLISZV 0 €€ 0 0 L 0 4 484
NSV LISZV 0 €€ 0 0 rd € 4 L# SONIIAS ANW FARVAR L |
& UASV)ALISZV 0 €€ 0 0 4 € ré SI9A1N0d IHL 81:9:1
m (ASV)ALISZV 0 €€ o1 0 4 € r4 OL NVHT1 SNNA1 ELpd
mr NSV LISZV 0 €€ (174 0 4 v r4 ST1Vd ONINIHOIT (AR 25|
<
= 2IN0g  gIND BnD  Ssjuswd[y  S[PueJ uy adA {9 duIeN a)g ‘ON IBY10 Mg
ol 320y Mg NSV

"panunuo) ‘1'g qeL



275

Arizona Rock Art Site Data

NSV)ELISZV 0 €€ @ z I 1 g1 929D
ONSVMILISZV 92 € 0 0 1 9 s1 26D
(ASV)HLISZV 0 9 0 0 1 0 (11 ULFO
UASV)ILISZV 9 4} 0 0 I C 9] AL 20}
NSV)ILISZV 0 <l 0 4 L 0 S1 891 H:0
NSV LISZV 0 41 0 0 L 0 [ 1 291970
NSV LISZV 0 4} 0 9 I 0 SL 9190
NSVMLISZV 0 a 0 € 1 z B 124 8 LD
(NSV)HLISZV 0 6 4 L L 9 zL LL0T:O
NSV LISZV 9 6 € L L 9 41 9L:0L:0
(NSV)HLISZV [4t 8 0 0 L 4 44 299N
GNSV)ELISZV 0 8 0 0 1 9 Fal 9ELN
NSV LISZV 0 139 0 0 I 0 41 92:6:N
NSV)ELISZV 0 3 0z L 1 0 a LN
NSV LISZV 0 139 0 L1 L 0 4 VLN
NSV LISZV 0 €€ 0 0 L 0 4! 94N
WNSV)ILISZV 0 €€ 0 0 1 0 a LN
NSVELISZVY 0 ¥L 0 0 L 9 41 P HN
NSVELISZV 0 €€ S 0 1 0 1 I
NSV LISZV 0 LE 0 [ L 0 I 9N
GNSV)ELISZY 0 € 0 9 1 9 I 8141
NSV)ELISZV 0 €€ 4 L 1 9 41 €Tl
NSV LISZV 0 4} 0 L L 0 ¥L soevL
ONSV)LISZV 0 a 0 L L 9 4! % et
(NSY)L1ISZV 0 4! 0 < I 0 48 131 %548 |
NSV)ILISZV 0 a 0 0 1 0 €1 sl
NSV LISZV 0 A 0 0 I 9 4! 68TV
NSV LISZY 0 4} 0z L L 0 4 6LTv1
NSV)ALISZV 0 a 0 0 L 0 4t SECHIL:[
NSVHELISZV 0 a 0 0 1 0 ¥l secvil
WSVMLISZV 0 a 0 0 1 0 ¥l 9EE BT
NSVLISZV 0 a 0 0 L 0 b1 ceepL
(NSV)HLISZV 0 4l 0 0 1 0 41 eew il
(NSV)ALISZV 0 A 0 0 L < 141 99z 1:[
2IMOS  ZIND  [ND  SJUSWIS[{  S[auR] ny adA1, ‘0D dureN 3G ‘ON BYO g
300 aNg NSV

"panunuo) ‘1'g d[qeL



226 Appendix B

(ASV)TLISZV 0 €€ 0 L L 0 4 SAD0Y AILNIVd OLTELL
NSV LISZV 0 €€ 0 0 S 0 4 SAD0Y A4 LNIVd 60L:€T:L
NSV LISZV 0 €€ 0 0 S 0 4 SID0Y A4LNIVd LOL:ELL
(ANSV)A1ISZV 0 €€ 0 0 [ 0 i4 SAD0Y ATINIVd 90L-EL'L
(NSV)I1ISZV 0 €€ 0 0 S 0 4 S00Y AFINIVd COLET-L
(NSV)I1ISZV 0 €€ 0 0 S <1 4 SAD0Y A4INIVd POLEL:L
NSV LISZV 0 €€ 0 0 < <1 4 SAI00Y A4INIVd 10LEL:L
NSV LISZV 0 €€ L L L 0 4 SAO0Y ATLNIVd 16€1-L
NSV 1ISZV 0 €€ 0 0 S 0 4 SOID0Y AFINIVd 68:€1-L
NSV LISZV 0 €€ 0 0 S 0 i4 SAD0Y A4LNIVd 86:€1-L
(NSV)ALISZV 0 €€ 0 0 S 0 i4 SAD0d A4LNIVd L6ET-L
NSV LISZV 0 €€ 0 0 S 0 i4 SOD0Y A4INIVd 96-€T'L
(NSVY)HLISZV 0 €€ L 1 1 0 14 SO0 AILINIVdI 66'€T-L
UNSY)HLISZV 0 €€ 0 0 S 2 i4 SID0Y ATINIVd 00L:€EL:L
(NSV)ILISZY 0 €€ L L 1 0 4 SO0 AILNIVd 88:€L'L
NSV 1ISZV 0 €€ 4 € 1 0 i4 S00d A4LNIVd L8ELL
NSVHILISZV 0 €€ 0 < L 0 14 SID0F AIINIVd 98 €L
(NSY)ALISZV 0 €€ 14 4 1 0 i4 SID0Y AIINIVd S8ELL
(NSV)ILISZV 0 €€ 1} 1 L 0 i4 SID0Y AAINIVd €8€l:L
NSY)ALISZV (] €€ € I 1 0 i4 SID0F AIINIVd ISETL
NSV LISZV 0 €€ 14 < L 0 4 SO0 AILINIVd 08:€l-L
NSV)HLISZV 0 €€ [4 4 L 0 i4 SID0Y ALLNIVd 6L€T'L
NSV 1ISZV 0 €€ 0 0 .,m 0 4 SID0Y A41LNIVd 8LELL
(NSY)ELISZV 0 €€ I L L 0 i4 SID0¥ AIINIVd LLTL
(NSY)HLISZV €€ 9 0 0 1 0 4 SO0 AILNIVd 9LET'L
NSV LISZV 0 4 S1 ) 1 8 14 SOD0Y AILNIVd 1LLELL
(NSV)E1ISZV 0 €€ I I I 8 4 SAD0Y AIINIVd IErL
(NSV)ALISZV 0 4 0 0 L 4 14 q1IS NVTIAVD L6V-L
NSV)HLISZV 0 €€ (1] 0 L 9 14 SOD0Y AILNIVd LG9S
(NSV)ALISZV 4 1 0 1) 4 L 8 14 LNIOd A100d GG91:S
UNSV)ILISZV 0 €€ 0 0 L € 4 yeyLs
(NSV)I1ISZV 0 €€ 0 0 I € 4 9IEFL'S
(NSV)F1ISZV 0 €€ 0 0 < 9 (1]¢ LTI
GNSV)T1ISZV 0 €€ 0 < L 8 0t l6:4Yd
NDINOG M)  [IND  SIUDWIAY  S[puUeR] uy adA1 ‘0D JureN ag ‘ON BYI0 ag
Yooy AaNg NSV

‘panunuo) ‘1'g J[qeL



Arizona Rock Art Site Data 227

(NSV)LISZV 9 4 0 0 L 0 L SHIAWOH SHIL 0zaa
(NSVY)11ISZV 0 4 0 0 1 9 I 01y:aa
(NSV)H1ISZV 1} 4 0 0 1 [4 L w'caa
(NSV)HLISZV 0 0 0 0 0 0 0 281:91:0D
NSV 1ISZV 0 €€ 0 0 L 9 < HAV)ITFL:DD L34800]
(NSV)41ISZV 0 4 0 0 4 4 I SEFIad
NSV 1ISZV 0 € 0 0 4 < ' 9:c:dd
(NSV)ILISZY 0 4 0 0 4 € 1 UTLYY
(ASY)ALISZY 0 z 0 0 L € I 0LTLVY
NSY)ALISZV 0 4 0 0 4 € I H0V1d 41141Vd INIVd ILVY
NSV LISZV 0 0 0 0 0 0 0 Wy LVV
NSV 1ISZV 0 0 0 0 0 0 0 €8 LVV
NSV)ILISZV 0 €€ 0 0 1 0 1 [ 5474
NSY)HLISZV 0 € 0 0 4 14 1 JANVI HS40H A'IM 8V1Z
NSV LISZV 139 4 0 0 1 9 i4 8PLZ
NSV I1ISZV 14 < 0 0 i 9 I 901:Z
NSV LISZV 0 €€ 0 A S 1 9 14 0567
(NSV)HLISZV 0 4 0 0 1 € 14 6:GZ
(NSV)A1ISZV 0 €€ 0 0 1 0 9 6£C91:N
NSV 1ISZV 0 4 € L |18 0 9 €6
NSV)HLISZV 0 1 0 1 L 0 9 16vin
NSV)HLISZV < 4 0 0 0 9 9 9 1IN
NSV LISZV €€ 4 0 4 1 0 14 ¥on
NSV)HLISZV 0 < 0 0 0 0 v [7A ]
(NSV)H1ISZV 0 < 0 0 0 0 14 €410
UASV)IIISZV 0 4 I I I 0 14 89:1:N
NSV LISZV 0 < 0 0 I 0 4 L9101
(NSV)HLISZV 0 < 0 0 1 0 4 FA 480
(NSY)HLISZV 0 < € € I 9 4 6EFI:L
(WSV)HLISZV 0 4 0 L 1 0 14 €TPLL
(NSY)ALISZV 0 €€ 0 118 1 0 4 ICLETL
(NSV)H1ISZV 0 €€ 001 0T 1 0 14 0TIl
(NSV)HILISZVY 0 < 0 0 L 1§ 4 SID0Y A41INIVd SIIETL
NSV IISZV 0 €€ 0 L 1 0 14 SAD0d A41NIVd CITETL
NDIMO5 M) [HND  SJULWI[Y  S[oue] uy ad4, 0D JuwreN a)g ‘ON 1aqiQ NS
Yooy g NWsv

‘panunuo) ‘g qeL



228 Appendix B

(NSV)ILISZV 0 €€ 0 0 z i4 L ViLZ
(NSV)ILISZV 0 139 0 0 L 0 1 €Lz
NSV LISZV < I 0 Ei4 L € ) HIOAYI ST SSID0Y A4INIVd 0C1'Z
(ASY)A11SZV 0 4 8 0 L 4 9 vz
(NSY)HLISZV 0 < 0 0 L € 9 6¥'Z
(NSY)HI1ISZV 0 €€ 0 0 ] 0 1 €CELZ
DOVM ANV NSV LISZV 0 4 0 0 L 0 L SHAA'TO NOANVD ¥H1MOUD 6V:ElZ
JOVM ANV (WSV)HLISZV 0 €€ 0 0 € € I NOANVD HAVIOOLIId SELZ
(NSVHLISZV 0 ré 0 0 L 9 1 VSOd VINVS d'10 vz
UASY)ALISZY 0 4 L I 1 9 L LvzZ
(NSY)LISZY 0 4 0 0 1 € 9 6274
(ASV)ILISZV 0 0 0 0 0 0 0 TLTEA
(NSY)TLISZY 0 ST 0 0 1 6 L TVIOINAL INNHS LTEA
NSV LISZV 0 €€ 0 0 14 14 4 V4 Ivav NTDELEX LeX
NSV 1ISZV 0 0 0 1} 0 0 4 HNOJQ 31ISVD N1DEEX GeX
(NSV)HLISZVY 0 €€ €1l < 1 9 '] €82F0-c0 W1d QJO4dVS 0LETM
(ASY)A1ISZV 0 €€ 001 oy L 9 1 (48 Y\
NSV LISZV 0 < 0 0 L 48 9 I811-0811 ¥O YN
NSY)ALISZV 0 0 0 0 0 0 0 9€:G:N
(NSV)LISZV 0 4 L L L 9 12 (1] 8 He!
(NSV)HLISZV 0 0 0 0 0 0 < 6:6:41
NSY)ELISZV 0 0 0 0 0 0 4 8:8-41
(NSY)A1ISZV 0 0 0 0 0 0 < PA L
(NSV)HLISZV €€ € 0 0 L € < LIS HTYL INO1 9:8:41
(NSV)A1ISZV 0 €€ 0 0 4 ) < 944
(NSV)H1ISZV 0 € 0 0 < [4 4 AL
(NSV)H1ISZV 0 €€ 0 0 4 € < HIIS TN e dd
(NSY)HLISZV 0 0 0 0 0 0 < [AE 2
NSV)HLISZY 0 39 0 0 P4 14 < Syl
(NSV)HLISZV 0 < 001 0 4 14 € OYDIN OTHID v6'6:d9
(NSV)H1ISZV 0 [ r4 0 0 4 4 4 6¥:6:49
(NSY)HLISZV 0 0 0 0 0 0 0 L81:8:HH
(NSV)HLISZV 0 0 0 0 0 0 0 981:8:Hd
(NSY)ILISZV 0 €€ 0 0 L 8 < a2kt
NVINOG  ZIND  [ND  SJUSWI[  S[pue] 1y ad4 1 Vs sweN aHs ‘ON 1BYy0 g
Yooy g WSV

‘panunuo) ‘I'g dqeL



Arizona Rock Art Site Data 229

NSV-HOLIND 0 €€ L 4 L 0 a1 OIINOg Of0 1EV0 Z'1
NSV-HOILLNDI X 0 €€ 4 4 1 0 a1 OIINOd Of0 6270 Z'1
NSV-HOLINDI 0 €€ I 1 I i4 <1 OIINO4 Ofo 8150 Z'1
NSV-HOILINDI 0 €€ 4 I L v SL OI1INOd Of0 91%0 Z'1
NSV-HOLINDL X 0 €€ 1 I I 0 SI OIINOg Of0 <0 711
NSV-HOIINDI 0 €€ I 1 I 0 <1 OIINOd Ol0 6070 Z'1
NSV-HOIINDI 0 €€ z 0 1 i4 SL OLINOd Olo L0%0 Z1
ASV-HOLINDI 0 €€ 1§ 1 1 0 <1 OI1INOd Olo 9050 Z1
NSV-HOILLNDI 0 €€ £ 1 Fa i SL OI1INOd Ol0 S0¥0 Z'1
NSV-HOLINDI 0 €€ I L 1 2 SI OIINOg Of0 $0¥0 Z'1
NSV-HOILINDI 0 €€ L L 1 9 SL OIINOd Of0 £8€0 711
NSV-HOILINDI 0 €€ 00t 0 € 0 <1 O1INOd Of0 95€0 Z'1
ASV-HOLINDI ) 0 €€ L I 1 4 SL OLINOd Ol0 €¥£0 Z11
NSV-HOLLNDI 0 €€ {74 0 L 8 st OLINOg Ofo 0¥€0 Z'1
NSV-HOLLNDI ) 0 €€ 1 1 1 € SL OI1INOd Of0 62€0 Z'1
NSV-HOILINDI 0 €€ L L L 0 ST OILINO4 Olo LZE0 Z11
ASV-HOLLNDI 0 €€ L L 1 0 St OLINO4 Of0 6620 Z'1
NSV-HOILINDL X 0 €€ L L 1 0 SL OIINOd Ol0 4820 71
NSV-HOLINDI X 0 €€ I L I i2 <1 OI1INOd Of0 ¥220 711
NSV-HOILINDI 0 9% 4 0 L 0 S1 OLINOg Of0 0 711
NSV-HOLLNDI 0 €€ L 4 4 0 1 OIINOd Ol0 ¥610 Z1
ASV-HOLLNDI ) 0 €€ I L 1 9 St OIINOd Of0 €610 Z1
NSV-HOIINDL X 0 €€ 1 L I 0 SI OLINOd Ol0 $010 Z'1 PLLFO
ASV-HOLINDI 0 €€ L I L 0 St OILINOg Of0 €600 Z'1 9150
NSV)AIISZV 0 1 0€L G9 L 0 9 ogTsrn
NSV)A1ISZV 4 I 0 001 1 9 9 ceesrn
UNSV)LLISZY 0 4 8 L I 0 9 wirn
UNSV)ALISZV 0 4 S 4 T 0 S NAQAVO TVIINVIOE L¥Isad ceren
(NSV)ALISZV 0 4 86 0 I 0 S HIIS HIA'1D GdAHL (QSY)0E6:N vilen
(NSY)ALISZV 0 4 L L I 0 S HLIS DIVNS THAL (sv)izen uen
(NSY)HLISZV 0 4 0 1 1 0 S 80T:T:0
(NSY)ELISZV 0 €€ 0 0 I 0 L ¥-V6L I0I0 wEYrz
(NSV)A1ISZV 0 €€ 0 0 € S L HAVD VNVINIA (SHAYA
(NSV)L1ISZV 0 4 1 9 4 £ 9 €487
IN0g  ZHND)  [IND SIBWI[Y  S[Pue] uy adA1 ‘0D QwepN ay1g "'ON IO ang
320y Ell(y NSV

"panunuo) ‘r'g qeL



230 Appendix B

NSY-HOILLNDI M 0 €€ 00T 0 I (] G1 DIV NVINAT €90C 211 L6110

NSV-HOILND 0 €€ v 0 L 4 S1 DIV NVINAT 8€0T Z1 ICEIED

NSV-HOIINDL X 0 €€ 66 0 L 9 1 DIV NVINAT G102 Z'1 66:11:0

NSV-HOILINDI 0 €€ 24 0 I 0 G1 DIVT NVINAT ¥102 Z'1 86:11:D
NSV-HOILNDI X 0 €€ Ge 0 € 0 Gl OIINOd Ol0 2960 Z'1
NSY-HOILLNDI 0 €€ 66 0 € 0 a1 OIINOd OO0 £660 21
NSV-HOLLNDI ") 0 €€ €1 0 1 0 SL OI1INOd Of0 €660 Z'1
NSV-HOLLNDL ) 0 €€ L 0 € 0 Gl OI1INOd Ol0 1260 Z'1
NSV-HOIINDI 0 €€ 001 0 € 0 SL OILINO4 Ol0 6160 Z1
ASV-HOILIND ) 0 €€ I I L 9 <1 OILINOg O[O 8160 Z'1
NSV-HOLLNDI 0 €€ 66 0 £ 0 <1 OLINO4 OO L160 Z'1
NSV-HOILINDI 0 €€ 66 0 1 0 Gl IOINO4 Ofo S160 71
NSY-HOLLNDI X 0 €€ 66 0 ) 0 1 OLINOg Ol0 ¥160 21
NSV-HOLLNDI M 0 €€ o1 0 € i4 61 OLINOg OO 1160 Z1
NSV-HOLINDI 0 €€ 66 0 € 9 SI OI1INO4 Of0 0160 Z'1
NSV-HOLINDI 0 €€ 66 0 1 0 SL O1INOH Ol0 9060 Z'1
NSV-HOLLNDI 0 €€ 6 0 1 9 S1 OILINO4 Of0 $060 Z'1
NSY-HOLINDI X 0 €€ 4 0 4 0 Gl OIINO4 Ol0 €060 Z'1
NSV-HOLLND X 0 €€ 66 0 4 0 <1 OI1INO4 Ol0 2060 Z'1
ASV-HOLLNDI X 0 €€ L 1 I Z <1 OI1INO4 Of0 1060 Z'1
NSV-HOILNDI 0 €€ ¥ 0 € 0 St OLINO4 Ol0 0850 21
NSV-HOLLNDI ) 0 €€ 4 0 4 0 g1 OLINO4 Of0 6490 Z1
NSY-HOIINDI X 0 €€ oL 0 1 0 61 OLINOd Ol0 050 21
NSV-HOILLNDI X 0 €€ 66 0 L 0 Gl OLINOd Ol0 L9%0 Z71
NSV-HOLLNDI X 0 €€ T 0 L 0 G1 OLINOd Ol0 950 Z1
NSV-HOILNDI 0 €€ L L I 0 a1 OILINO4 Ol0 €950 Z'1
NSV-HOLINDI M 0 €€ z 0 4 0 SL OILINO4 Ol0 €550 Z'1
NSY-HOIINDI X 0 €€ L 0 1 0 61 OILINOg Of0 0 711
NSV-HOLLNDI X 0 €€ 4 0 1 0 a1 OI1INO4 Of0 8¥90 Z'1
NSV-HOILINDI 0 €€ 9 0 4 12 SL OIINOg Ol0 SHP0 Z'1
NSV-HOLLNDI 0 €€ 4 0 I 4 SL OLINO4 Of0 €0 Z1
NSV-HOLINDI X 0 €€ I L 1 4 St OLINO4 Ol0 a0 711
NSY-HOILLNDI 0 €€ 4 0 L 0 61 OLINO4 Ol0 0790 Z'1
ASV-HOLINDI X 0 €€ L L I 0 SL OLINOg Of0 EH0 711

NVINOG  ZWND  [MD  SJUBUR[Y  SpPue] WV ad41 0D dureN 9yI5 ‘ON BUI0 s

3oy aNg WSV

"panunuo) ‘T'g AqeL



Arizona Rock Art Site Data 231

nsv 0 z 9 0 1 ra g (SV¥O1:N
nsv 0 €€ 0 0 0 0 G TILVAHLIHIAY ¥0 NOANVD XOd (NSV)66TLL
nsv 0 €€ 0 0 0 0 g (NSYVEOLL
nsv 0 4 0 0 1 0 g (NSV)WLEL
nsv 0 z 0 0 L 0 g (NSV)I0L'S'L
nsv 0 1€ 0 0 0 4 g (NSV)LLYL
nsv 0 1€ 4 0 0 0 8 1SV
nsv 0 €€ I 0 0 z ¥i (NSV)TTLTrd
nsv 0 €€ 0 0 0 z ¥l NINY T1VAINId (SV)LTd
nsv 0 €€ 0S 0 0 0 €1 (SVHTHO
nsv 0 €€ T 0 0 z €1 (NSV)8ITHO
asv 0 €€ <1 0 0 0 €1 90THO0
nsv 0 €€ <1 0 0 z €1 (ASV)T8IH0
asv 0 €€ st 0 0 0 €1 (SV)6EF0
nsv 0 €€ 0 0 0 0 u 69N
asv 0 €€ 0 0 0 0 Al (QISV)$9LN
nsv 0 €€ 0 0 0 z [ ONIIAS IV (NSY)¥ILN
nsv 0 6 1 0 0 0 au (NSV)L9LN
nsv 0 €€ 0 0 0 z u ONI¥AS LV TIHIINYD (QSY)LFIN
nsv 0 €€ 0 0 0 4 4 LN
nsv 0 €€ 0 0 0 z u TIH INTNANOW (QSY)¥ILN
nsv 0 €€ 0 0 0 0 u (QASV)TILN
nsv 0 €€ 0 0 0 0 148 4115 TM1d (NSV)6E:9'N
nsv 0 €€ 0 0 0 T A q4TVA JAVD (OSV)9T9N
asv 0 €€ t 0 0 0 4 (QSY)9LEN
nsv 0 €€ 0 0 0 0 z SVIL6ET
nsv 81 i I 0 0 z <1 foral:
nsv 0 81 0 0 0 z 41 INIOd X204 QSWILLTH
asv 81 PAS 0 0 0 z <1 MO0 YIdVISMAN T1LIIT Qsv)9zd
asv 0 81 0 0 0 z gL D08 ONDI1VL Ol (sv)szd
nsv 0 €€ 1 0 0 0 9 (ASVIOLGVY
nsv 0 €€ o€ 0 0 0 9 (OSV)$SVV
asv 0 & 0 0 0 0 9 (ISV)9EVY
nsv 0 4 0 0 0 0 9 QSY)9LVV
DIN0G WMD)  IHND SIBWR[Y  S[BUe] uy ad£j, ‘0D dwieN 9)1S ‘ON BYO g
30 g NSV

"ponunuo) T’ [qeL



dN VOID 0 cl 8 S 4 4 €1 (VOO L9V

dN VIO L1 14 0 0 4 14 €1l (VOID)ST:SLY

dN VOO 0 1) 0 0 4 4 48 (VOADILELY

dN VOID 9 clL 0 0 € 4 It (VOUD)6:S1:V

dN VOID 0 €€ 0Z 14 4 0 €1 (VOUO)SSL:V

dN VOUOD Pt <l 8 4 r 4 €l (VOID)SSL:V

dN VIO ¥t <l [ 0 L < €l (VOIOWELV

dN VOuID 0 €€ 0 0 < 4 €l (VOUD)EEL:Y

13043y STIH HIAIOAIH 0 0 0 0 0 0 g STIIH H1dI9AadH L16'ST VNI

1d0dd¥ STIIH HI4dOAdH 0 0 0 0 0 0 < STIIH H1JID5d3H 016'ST VNN

LAOdTY STIH HIZIOATH 0 0 0 0 0 0 ] STIIH HIJIDAIH Z16'ST VNIN

14043y STIIH HIdJOATH 0 0 0 0 0 0 [ STIIH HILJADAdH 8£91 VNIN

LIOJTd STIIH HIIdOAIH 0 0 0 0 0 0 < STIIH H1JADAIH 606'ST VNN

WId-dTd1S ZV 0 L 0 0 < 4 I NIDTELY

WId-dII1S ZV €€ i€ 0 0 < 0 It T4ddV W1)91:6'V

WId-dT11S ZV €€ 1€ ] 0 € 4 It YHILTIHS V11N00d WSSV

W1g-dRI1S ZV 1€ 1 0 0 € 14 11 YALTIHS AT1SONITIE (W1DPLSV

WId-d1S ZV 0 €€ 9 4 L < 11 HAVD SNVINAvid (W19)98:TV

W14-d1S ZV 3 L 98 43 L < It II SONIIAS NOOAVd (W1D0L:6'V

WIg-dIILS ZV 0 €€ 1 1 L 9 Il I SONRIJS NOOXVd N19)6'6'V

W14-dTdl1S ZV €€ £ %4 < 1 0 A 906 VNN
WId-dId1S Zv 0 €€ 4 8 1 4 11 ATHHEATLIIT 8606 VNN (1884

nsv 0 €e 0 0 0 [4 [ # V1THILSH VIIHIS (ASV)ET66'Z

nsv 0 €€ 0 0 0 < 6 SY)L:0LA

nsv 0 €€ 0 0 0 0 < ADINHOII SO'1 (NSV)E6:6:

nsy o €€ 0 0 0 4 S (sV)e61:N

nsv 0 4 0 0 L 1} < (ASV)Es TN

nsy 0 z 0 0 I 4 S (NSV)e8 TN

nsv 0 4 v 0 1 0 S (swisrn

nsy 0 z 1 0 1 4 S (s8N

nsv 0 4 L 0 L 4 ) (ASV)8L 1N

- nsv 0 4 1 0 L [1} ) (QSV)94:1:N

Ral nsv 0 < < 0 L 0 g (NSVY)SL:1:N

.dm nsv 0 4 0 0 1 < ) (nsv)zsirn

N

M DINOG  ZIND BND  SjudwWI[  S[EuUeJ nuy adA 0D QuwreN aNg 'ON Y10 Mg
& 30y g WSV

"panunuo) ‘I'd 3[qeL



Arizona Rock Art Site Data 233

dN VIO €€ )8 0 0 € 0 €l (VOUD)6v¥1:d
dN VOiIO 9 01 0 0 4 i 4 €l (VOuD)8v#1:d
dN VOID 0 9C 0 0 [4 v €l (VOUD)S¥1:d
dN VOID 0 €€ L 1 C 0 €l (VOUD)TF#1d
dN V24D 0 €€ 0 0 1 € €1 (VOuD)LEF1d
dN VOID €l [1)8 0 0 4 4 €l (VOuD)EED T
dN VOIO 0 123 0 0 < 9 48 (VOIO)98z:11:d
dN VIO 0 €€ 0 0 4 0 €l (U2 R A R E: |
dN V3D 0 4! 0 0 z 4 €1 sreird
dN VD3O 0 €€ 0 0 < 0 €l (VOAOWPT11d
dN VOID ¥t <l 0 0 4 € €1l (VOuD)EbZ11:d
dN VDI 0 48 0 0 4 14 €l (VOuO)Z9'11:d
dN VOID 0 €€ 0 € 4 0 I (VOuD)6eC01d
dN VOID 0 €€ 0 € 4 0 48 (VOuD)eeeord
dN VIO 0 1 0 0 [4 14 48 HAVD 10DIDV( cecord
dN VIO L1 |8 0 0 4 v 11 YHITIHS NOILLVd cecord
dN VDID 13 119 0 0 4 € 1 (VOIO)IIT01:d
dN VOID 13 01 0 0 4 € 48 (VOuD)88:01:d
dN VIO 0 €€ 0 0 L < 11 (VOUD)ES0L1:d
dN VOID 0 [1)8 0 1} < € 1L (VDuD)eg:0rd
dN VIO 0 44 0 0 € 4 1L (VOAD)0IE 6
dN VIO 14 L 0 0 4 4 1 AYITIVO SNVIAVHS 10T6'd
dN VOID 0 9 0 0 L [ 1L ) (VOUD)LZl6'd
dN VOID 9 ¥t 0 0 < 14 1L (VOUD)60L:6:d
dN VDI 0 9€ 0 0 I 4 I (VOID)801:6'd
dN VOO 0 9€ 1< 1 [4 4 1L (VOuO)06'6:d
AN VIO 0 €€ 0 0 [4 14 4 (VOuD)98:6:d
dN VOO 0 9 0 0 [4 < I (VOUO)Ss 6
dN VOID 0 €€ 14 0 4 4 48 , (VOuUD)ES 6
dN VIO 0 €€ 0 0 € 14 I (VOu9D)ss6'd
dN VOIO 0 €€ 0 0 € 4 I (VOAONS6'd
dN VOID 0 €€ 0 1 L 0 A (VOuD)ES6d
dN VOUD 0 g€ 0 0 4 4 I . (VOIO)ET6d
dN VOUD SE 01 € 0 4 € 11 (VOUO)L1:6:d
DIN0G  ZIND  [ND  SIUSWI[  S[EURJ uy adA1 ‘0D dwieN 911§ ‘ON BYO g
Y0y ag WSV

‘panunuo) ‘T'g AqeL



234 Appendix B

WIS-VINOA 0 €€ 0 0 0 0 ¥ N19)6:8X
WIE-VNOA 0 €€ 0 0 0 0 v N19)8:8X
WIS-VWOA 0 €€ 0 0 0 0 v anod (NTDILEX
WIS-VIWOA 0 €€ 0 0 0 0 v HSVM SNOA NIDLTLX
WIE-VNIA 0 €€ 0 0 0 0 ¥ FNONVL NVIN 4’10 (NTIDTTLLE
WIEVINOA 0 €€ 0 0 0 0 1 SONIIAS IAVHOW N19)8T171
ANVOED &€ a 0 0 € € €1 (VOAOOLTD
ANVOE 0 9% 0 0 1 0 €1 (VDUDN6SHELD
ANVOEO 0 a 0 0 I 0 €1 (VOUDITZEELD
ANVOED 0 9% 0 0 1 0 €1 (VDUDMEZELELD
ANVIOED 0 9 0 0 1 5 €1 SENOA FHL 40 FAVD (VDAD)THELD
ANVOEO 0 €€ 0 0 1 0 €1 (VOADEST6:D
ANVOEO 0 9% 05 0 1 0 € (VDADISL6D
ANVOEO 0 At 0 0 1 0 €1 (VOAD)S9D
ANVOED 0 9z 0 0 1 0 €1 HAATO ¥WAVH S.1SID0108D (VIAOW9:D
ANVOYD 0 a 0 0 1 z €1 (VOADTED
AINVIED 0 €€ 0 0 1 z €1 (VDUD)806:91:d
AINVOID 0 9 0 0 z v €1 WELTIHS SINIL D18 (VDUDNETITA
ANVOED 0 €1 0 0 z v €1 (VDUD)SIT9T:A
ANVOED 0 rat 0 0 € g €1 (VDUOW691E
ANVOEO 0 €1 0 0 z 0 €1 (VOUD)Z691:d
ANVOED 0 a z I z v €1 (VDUD)68:91:4
ANV €l ot 0 0 3 z €1 (VDADLLSEA
ANVOYD 0 €1 0 0 z z €1 (VOUO)LLHLE
ANVOED 0 o1 0 0 z 0 €1 (VOUOWLPTE
ANVOEO 0 €1 0 0 1 0 €1 (VOUO)LLPTE
ANVOED 0 o1 z 0 z 0 €1 (VOUD)0LP T
ANVOYD 0 o1 0 0 z 0 €1 (VDUD)6971:d
ANVIED 0 €1 0 0 1 z €1 (VOUD)9%1:d
ANVOE 0 €1 0 0 z 0 €1 (VOuD)S9¥1d
ANVIED 0 9 0 0 I ¥ €1 (VOUD)96F1d
ANVIED € €1 0 0 z € €1 (VOUOWSHLA
ANVIEO 0 €1 0 0 z g €1 (VOEAO)ESHIE
ANVOED 0 €1 0 0 I € €1 (VOUO)ISHId
DINOG WMD)  [IND) SHPWI[  S[puUe] My adAp, 0D aweN 9IS ‘ON B2y0 g
PO aNg WSV

‘panunuo)) ‘I'd d[qex



235

Arizona Rock Art Site Data

WI1d-VINNA 0 €€ 0 0 1 0 14 (N19)87 719
WI1d-VINOA 0 €€ 0 0 1 0 i2 (N'18) SP91-0S0
WId-YINNA 0 €€ 0 0 14 0 12 (N1DT0¥:8-d
WI4-YINNA 0 L 0 0 4 0 ¥ N19)627:8°d
WId-VINOA 0 €€ 0 0 4 0 i4 HIAON SHAATO TIIH dvavyi N1DPL:8X
W1d-VYINNA 0 €€ 0 0 1 0 12 SHJAATO T1H SYXd1 W19 LTA
W1d-VINNA 0 €€ 0 0 i 4 0 o1 N1908:8:9
WId-VINNA 0 €€ 0 0 1 9 4 LIS XDOTIVH NI1DL8X
WI4-VINNA €€ 9% € 0 1 9 ¥ (N19)601:€-X
WId-VINOA 0 €€ 0 0 14 21 oL N1D¥6:Ld
W14-VINOA 0 €€ 0 0 14 4 o1 N19)26:2:d
W1d-VINNA 0 €€ 0 0 0 0 i4 (N'1d VINNA)  20%C-
W1d-VINNA 0 €€ 0 0 0 0 12 (W18 VINNA) L1002
WI1d-VINNA 0 €€ 0 0 0 0 0 ANIW ALNVEd MOV'1d (N'1d VINNA) 661~
W1d-VINNA 0 €€ 0 0 0 0 0 TIHM SYHEINVHD (N'1d VINNA) LLL-
W1d-VINNA 0 €€ 0 ] (] 0 (1] VST MDV'1d (W18 YINNREOFZ-
WI4-YINOA 0 €€ 0 0 0 0 0 STIIM NVIANI (N'1d VINNX) ShPl-
W1d-VINNA 0 €€ 0 0 0 0 0 STIH ¥viad (N1d VN #302-
WId-VINNA 0 €€ 0 0 0 0 0 ANIN XDOINVHS (N'18 VINNA) €50C-
WI1d-VINNA 0 €€ 0 0 0 0 0 # ANASNMOL (N8 VINNK) L€0T-
WI1d-VINNA 0 €€ 0 0 0 0 4 (N'1d VINOQR) 0202-
WI14-VINNA 0 €€ 0 (] 0 0 0 VAOX HIYON (N'1d VINNA) SPIT-
WId-VINNA 0 €€ 0 0 0 0 4 (N'1d VINNA) 28TC-
WI1d-VINNA 0 €€ 0 0 0 0 {2 (N'19 VINOA) 2061~
WI1d-VINNA 0 €€ 0 0 0 0 1L (N'1d VINNA) 6861~
W1d-VINNA 0 €€ 0 0 0 0 0 JINVL SYAAIIS (N'1d VINNX) 182
W1d-VINNA 0 €€ 0 0 0 0 0 SOIDId ¥AITAHSIDOA (N'1d VINOA) 7991-
WI4-VINNX 0 €€ 0 0 0 0 0 SV.LTV SVIVNIL (W18 VINNK) IZET-
WId-VINNA 0 €€ 0 0 1 0 4 SSVd HIA1D0dLdd (N'1d VINNA) 18%0-
WId-VINNA 0 €€ 0 0 0 0 0 SSVd 4dOH (N1 VINNLK) 9b¥C-
WId-VINNA 0 €€ 0 0 0 0 0 L# HONA'T/ XA 193X (N'1d VINNR) 90€T-
W1d-VINNA 0 €€ 0 0 0 0 0 HIMON ININ 40714 3NAL (N'1d VINNX) S0%T-0S0
WId-VINNA 0 €€ 0 0 (] 0 0 495drdd S/ INVHIOW (N'1d VINOK) €10-
WId-VINNA 0 €€ 0 0 0 0 0 SHAT SDOTVIL (N'1d VINNA) £821-
DINOG WMD)  [ND SJUSUR[Y  S[pue] uy adA |, 0D dweN ajg EUNEEL ) s
oy CHS 24

‘panunuo) ‘T'g AqeL



236 Appendix B

WId-VINNA 0 €€ 0 0 i4 0 i2 HAA'TD0TD VIO) (A19)9€60-0<0
WId-VINNA 0 €€ 0 0 i4 9 i4 HIA1D0ED YadAH N1D)Z6:01°d
WI14-VINNA 9 1 0 0 i4 € i4 NT1TTLX
WId-VINOA €€ 9% 0 0 L 0 4 HdATO NOINVIO (W1DLTEX
WId-VINNA 0 €€ 0 0 1 0 14 W1DTEA
WI1d-VINNA 0 €€ 0 0 1 0 01 (W1D01:0T:S
WId-VINOQA 0 €€ 0 0 L 0 14 SONIIIS ONIdITIA N19)8ELX
WId-VINOA 0 %3 0 0 € 14 0 SINV1 NIAVYI NTIDFLTLX
W1d-VINNA 0 €€ 0 0 4 0 01 HSVM IddISSISSIN (WIDTOLN
WI1d-VINNA 0 L 0 0 4 0 [1]8 9# ANISNMOL AVH erasi4 B!
WI4-VINNA 0 0 0 0 ¥ 0 o1 W1 101
WIg-VINNA 0 0 0 0 i4 0 i4 ON18)L€:LX
WId-VINOA 139 1 0 0 14 < [1]8 Z# dOHSIA VI % NO'1 [(Rg A K] B
WIE-VINNA 0 €€ 0 0 1 0 ¥ D0Y HIAT1D0ILAd NIDSTHTA
WI4-VINOA 0 €€ 0 0 L 0 ¥ SHAA'1D avO¥ v1041D (WD, Y
WId-VIN(IA 0 €€ 0 0 L 9 4 (N19)0ET:8° 8
WIg-VINOA 0 €€ 0 0 L SI 01 1# ANISNMOL AV W1DesHda
WId-VINNA 0 €€ 0 0 L € 1]8 T# HONNA VANA¥E S.ASINOI (W1D01:6'S
WI14-VINOA 0 £€ 0 0 1 14 o1 I# HONNE VANA¥d S.ASINOL (W19)ILS'S
WId-VINOA 0 €€ 0 0 4 9 14 (WS4
WId-VINOA 0 9 0 0 14 0 14 (W1)sT18d
WI4-VINNA 0 €€ 0 0 ¥ 9 4 (N1D1S01Y
W14-VINOA 0 €€ 0 0 4 9 01 HSVM NIDIHNI'T (WIDETLYT
W14-VINNX 0 €€ 0 0 ¥ 61 ¥ (NT9)99:€X
WId-VINNA 0 €€ 0 0 14 0 (1] (W19)01:2d
WId-VINOA 0 €€ 0 0 14 0 0 OI'TOVINI NIAVHIHLNIM N1 1:TX
WId-VINNA 0 €€ 0 0 4 9 (1] NVINOM AZVID (N1)ET:01:d
WId-VINOA 0 €€ 0 0 4 0 (1]8 OI'IOVINI 41IZ1IVNO (W1DSH'8°d
WId-VINOA 0 €€ 0 8 1 0 14 HSVM dVOTIVONS (N19)8:€:X 8€°X
WId-VINNA 0 €€ 0 0 4 0 4 (W1DESA
WId-VINNA 0 €€ 0 0 14 0 14 (N19)85°TX
WId-VINOA 0 €€ 0 0 4 0 4 (N1)ZT1eX
WId-VINOA 0 €€ 0 0 4 € 14 SOIDId HONVYI AdINNND (W16 LX
WI4-VINNA 0 €€ 0 0 14 0 1) (W19)816:8°d
NINOS  THIND  [IND SIULWI[Y  S[pUeJ uy adA L. (v9) JuIeN ajg ‘ON B3YI0 9IS
Yooy ays WSV

“panunuo)) ‘1'g [qeL



Arizona Rock Art Site Data 237

J0VM 74 u L 0 I 4 €1 ‘W'N NOANVD LONTVM 012-VS8 VOVM ‘666 VNIN UTFLT
J0VM 9 4! € 0 1 4 €1 ‘W'N NOANVD INNTVM G61-VE8 VOVM ‘86€ VNIN L6LFLT
DOVM 92 4! [/ 0 I 4 €L WN NOANVD INNTVM $61-VS8 VOVM ‘00¥ VNIN 96 L1l
J0VM 9 4! 1 0 1 4 €1 ‘W'N NOANVD INNTVM £61-VS8 VOVM ‘V00F VNI S6LPLT
JDVM 9% u L 0 I 4 €1 ‘WN NOANVD LNNTVM 181-VS6 VOVM ‘L0E'90E YNIN €81FL1
J0VM 9 u € 0 I 4 €1 ‘W'N NOANVD LANTVM 9L1-VS8 VOVM ‘€1€ VNIN SLLYLL
DOVM 1€ a 1 0 4 4 €1 ‘W'N NOANVD LANTVM GL1-VS8 VOVM “TLE YNIN LLLPT
DOVM 9 4! I 0 1 4 €1 ‘W'N NOANVD IANTVM 891-VG8 VOVM ‘686 VNIN FARE B
D0VM 9 41 L 0 1 4 €1 ‘W'N NOANVD LONTVM $91-VE8 VOVM ‘IhZ VNI 0LLF LI
J0VM 92 a € 0 I T €1 ‘W'N NOANVD LANTVM LST-VS8 VOVM € VNN €9
J0VM 92 u L 0 4 4 €1 ‘WN NOANVD INNTVM SGI-VS8 VOVM ‘Z2€ YNIN I9LHLT
J0VM 92 4! 4 0 L 4 €1 ‘W'N NOANVD INONTVM $SI-VS8 VOVM ‘IZ€ VNI 09T
J0VM 9 44 4 0 4 4 €1 ‘W'N NOANVD LANTVM TSI-VS8 VOVM ‘61€ VNIN SSTHLI
J0VM 9% 4 1 0 I 4 €1 ‘WN NOANVD INNTVM ISI-VS8 VOVM ‘Z1€ VNN LSTHTT
J0VM 0 9 € 0 L 4 €1 ‘WN NOANVD INNTVM 9P1-VS8 VOVM ‘926 VNIN SLPLT
WId-VINNA 0 €€ 0 0 4 0 oL SHAATD HSVM ONV'1V W1D1:6S
WI4-VINOA (] 0 0 0 L 0 0 WIDTHX
WId-VINNA 0 €€ 0 0 L 0 i4 (N19)L1:9'S
W1d-VINOA 0 €€ 0 0 € € 12 N18)91:2LX
W1d-VINNX €€ 9% 0 0 € ¥ ¥ N1D¥1T'S
WI4-VINNA 0 L 0 0 14 21 S HYNOI TYINOWAAHD TANIINAS WIDIEEA
HAVD AMTIVA
WId-VINNA i 4 L 0 0 € 0 o1 NIVODI ¥0 SINVL 3S40H W1DLILA
WIE-VINOA 6C ré 0 0 I i4 14 SONIIAS ONIIIIIA 61¥1-0S0
WId-VINNK 0 12! I 1 I 21 o1 TVIL ANV 3NONVI NVIN 10 (N19)901:2d
WI4-VINNA 0 €€ 0 0 14 9 o1 HIA'1O0ED F1a9aN Old WIDSLL0LY
WIE-VINOA 0 €€ 0 0 4 € i4 HLIS SAIAD W19)ST1Y
W1d-VINOA 0 €€ 0 0 1 0 ¥ TIH TVISAYD (N1DE0Y'8 Y
WIE-VINOA 0 €€ 0 0 L 12 14 NOANVD NVIAISHO (N18)6STI-0S0
WI4-VINNA 92 4 0 0 € 9 i4 SINVI AITHM (W19)0911-050
WIE-VINOA 0 €€ 0 0 L 9 i4 NISVE NVIAISdO (N1 1911-050
WIE-VINOA 0 €€ 0 0 L € 14 ANV J0NA AHS (NT19)£2T1-0S0
WIE-VINOA 0 €€ 0 0 i4 61 i4 WIDVLTA
WI4-VINNA 6C ¥ 0 0 i4 0 o1 NVIWITHSH 3SN0d W1 HY
NVINOG  ZIND [ND SjUWA[H  S[auUR] uy adA ‘0D ourepN 931§ ‘ON BYI0 =i (Y
N0y 9IS WSV

‘panunuod ‘T'd AqeL



238 Appendix B

JOVM €€ 92 6 L € 12 Gl WETD
JDVM 0 8L L 4 I 0 SI 997 1:0
DOVM 74 8L SL 0 1 0 SL 9210
JOVM 9 81 £ 0 L 6 SL €910
J0VM 74 81 S 0 L 0 S1 910
J0VM 9 81 911 0 I 6 a1 09¢: 10
JOVM 0 81 9 S I 0 SL ¢eT10
DDVM 0 8L 99 a1 I 0 1 82T1:0
J0VM 9 81 S I 1 A SL SITLO
JOVM 0 8L 0 0 I 0 St [AtAKe]
JOVM 0 81 0 0 L 0 a1 UTLO
J0VM 0 8L 98 8 I 0 St [AFAKe)
DOVM 0 81 r4 L 1 0 1 PELELN
JOVM 0 8L 88 9 1 0 <1 EETELN
JOVM 0 8L i2 L 1 0 SL TELELN
JOVM 0 8L 6 € 1 0 SL LELELN
JOVM 0 81 91 4 I 0 SL 0EL:ELX
JOVM 0 81 i2 I L 0 SL 6CLEL
DOVM 0 8L € L 1 0 g1 SCLELN
DOVM 0 8L 154 ¥ I 0 c1 LTLET
JOVM 0 81 4 r4 L 0 <1 9CLELN
J0VM 0 74 L L I 0 S1 GTUELN
J0VM 92 81 <1 4 1 0 <1 74810
J0VM 0 81 4 1 1 0 G1 TCLEL
J0VM 0 81 S 1 L 0 SL YCLEL
J0VM 0 81 21 € I 0 SL 0TL:EL
J0VM 0 81 154 8 L 4 SL 60L:E€L
DOVM 0 8L 0 0 4 4 SL SOLELN
JOVM 0 8L 6L €C 1 4 SL INIOd AdDV1 LOL:ELN
J20VM 0 81 SL I L 4 SL SOL:ELN
DOVM 0 8L 8 € I 9 SL YOLELN
DDVM 0 81 o¢ L 4 0 SL WOLEL
J0VM 0 4! 9 € L 0 SL 96:€1)
J0VM 9 i 961 9 L 4 1 EELA
22IN0G  ZIND  [HND)  SIUSWId[  Ss[aueJ uy adA 1 0D ouweN oI ‘ON 19y O NS
Poy ang WSV

‘panunuo) ‘r'g d[qeL



Arizona Rock Art Site Data 239

A'N OAVNOI0D 0 0 0 0 0 (] € (4'N OAVYNOIOD) 01$-20-50-€0
A'N OQVNOIOD 0 0 0 0 0 0 € (:I'N OQVNOIOD) 80%-20-50-€0
TN OdYNOJ0D 0 0 0 0 0 0 € (4'N OQVNOI0D) €0%-20-50-€0
‘4'N ONINODOD oL 6 0 0 0 0 0 “I'N ONINODOD (20) IDRMISIA NOA'TH
I'N ONINODOD
"A'N ONINODOD 0 6 0 0 0 0 0 SALIS SSVd ZHAVHD (£0) LOLSIA 354N 4N14

DOVM 0 I 0 0 L 9 I €7 1:D NOS

J0VM 4 L (174 0 L 0 I yererz

JOVM 4 L 0 0 1 9 1 ECLELZ

JOVM 0 0 L 0 L 0 I 84:Td

DOVM 0 0 I I 1 0 It v

DOVM 0 0 1 L 1 8 A 1LTd
J0VM 0 C C 1 1 0 L (SAN) 0SZT-V#8 NOVS
J0VM €€ 9% 4 I 4 6 €1 NIEVD SMANVHL (VOUOWELD

DOVM 0 a4 0 9 1 0 SL 001D

J0VM 0 rA F4*i4 811 1 9 S1 L0100

JDVM 0 48 74 oL I 0 SL Clira e

DOVM 0 4} 8zl 44 14 9 ST ST L0

J0VM 0 F4 ! 16 (114 L 9 St Y10

J0VM 0 41 6€ 6 4 9 St €010

20VM 0 T 161 €€ L 9 ST [\rAEe}

J0VM 0 FA |4 S 4 9 SI ¥ 10

JOVM 0 4l 6 21 L 4 SL 92LY VNN 18T 10

DOVM 0 7L [ € 1 0 SI €€c 10

JDVM 9 81 s [43 1 9 S1 0£T1:0

2DVM 9 8L 8 (174 I 6 <1 UT10

J20VM 9 8L 9L <L L 0 GL €010

JOVM 0 8L 6€ S I 4 SL 218y VNN L6TTO

DDVM 81 L1 91 12 1 4 SL 608F VNI 0610

JOVM 0 8L 0¢ 8 L 4 SL £08% VNIN 8810

20VM 0 8L 6 € I 9 1 08¢0

J0VM 0 8L €8 (74 1 € SL 8LTT0

J0VM 0 8L ge A 1 9 SL LUTTO

20VM 0 8L 98 81 1 4 41 S08% VNN 0310

PINOG  7IND D SjuduwR[y  S[pRuUed uy adA ()9 durepN aIg 'ON BYI0 QIg

N0y g NSV

"panunuo) “I'd dqeL



VNI 0 0 0 0 0 0 0 89S VNIN
VNI 0 0 0 0 0 0 0 avod OOVHI10L €PES VNIN
VNI 0 0 0 0 0 0 0 9% VNN
“I'N OLNOL 0 0 0 0 z 0 0 9V 11-90-C1-€0-AV
“I'N OLNOL 0 0 0 0 L 0 0 8G-65'9¢'$E'TE0E 6 1-90-C1-€0-AV
AN LLODSHUd 0 0 0 0 0 0 0 902-90-60-€0-dV
I'N LLODSTId 0 0 0 1} 0 0 0 69-60-60-€0-dV
AN LLODSHId 0 0 0 0 0 0 0 06-50-60-€0-4V
AN LLODSTId 0 0 0 0 0 0 0 YI1-60-60-€0-AV
A'N L1ODSTdd 0 0 0 0 0 0 0 €11-60-60-€0-AV
"A'N LLODSTH 0 0 0 0 0 0 0 TL1-60-60-€0-AV
AN 1100533dd 0 0 0 0 0 0 0 0L1-60-60-€0-9V
TN LLODSHId 0 0 0 0 0 0 0 601-50-60-€0-aV
"IN LLODSTId 0 0 0 0 0 0 0 801-60-60-€0-AV
AN LIODSTdd 0 0 0 0 0 0 0 901-60-60-€0-9V
A'N LIODSHId 0 0 0 0 0 0 0 L¥T-€0-60-€0-9V
A'N L10DS33dd 0 0 0 0 0 0 0 C8I-£0-60€AV
I'N dVeIvi 0 0 0 0 0 0 €1 SSHNMHATIM MHTAD GVNVA-€0-40-€0
A'N avVaIv 0 0 0 0 0 0 €1 (N EVEIV>) T6L1-0-L0-€0
AN avVaIv 0 0 0 0 0 0 €1 HAVD NOSIGIVH 8266 VNI ‘(N avaIv) €1¥50-£0-€0
AN dvVdIvi 0 0 0 0 0 0 €L (4N aveaIv>) €911-€0-£0-€0
(N aVaIV NI SA1IS €)
AN avVaIv 0 0 0 0 0 0 €1 8611 OL 9STI-£0-20-€0
(N aVEIVI NI SA1IS ©)
AN avdIvI 0 0 0 0 0 0 €l 8801 OL S801-€0-20-€0
(N avaIVI NI S41IS ©)
AN avdIvI 0 0 0 0 0 0 €1 8S01-GS0T'ES0T-£0-£0-€0
(d'N dVAIV NI S41I1S 9)
AN avVdIvVi 0 0 0 0 0 0 €1 (8¥01 LON) 6¥01 OL ¥¥01-€0-£0-€0
(I'N aVAIV NI SIS 6)
AN avedIvi 0 0 0 0 0 0 €l 26 LON) 926 OL L16-€0-£0-€0
AN avdIvI 0 0 0 1} 0 0 €l (AN aVEIVD) $16-€0-£0-€0
(S4.LIS 8)
@ AN avVdIv 0 0 0 0 0 0 €l (8£8'£48 TON) 788-7/L8-€0-£0-€0
R I'N OAVNOIOD 0 0 0 0 0 0 0 (4'N OQVNOI0D) 981-20-S0-€0
.m. A'N OAVNOIOD 0 0 0 0 0 0 0 (4'N OAVNOIO0D) 691-20-50-€0
<
9 NDIMOg  MD  [IND SULW[Y  S[PuUeJ 1y adA1, ‘0D wrepN a11g INEE]Te) ang
& Yooy ang WSV

“panunuo) ‘I'd qeL



Arizona Rock Art Site Data 241

"I'N NOANVD ANVIO 0 aal 0 0 1 4 €1 (VOIOXTTD
‘TN NOANVD ANVYD € I 0 0 4 € €1 (VOUOWED
"I'N NOANVD ANVID 0 174 0 0 1 0 €1 (VOED95TD
"IN NOANVD ANVED 0 I 0 0 z 0 €1 (VOUONLLED
"IN NOANVD ANVID 0 €€ 0 0 z 0 €1 (VOUD)6LLILY
"IN NOANVD ANVID 0 1 0 0 z 0 €1 (VOUOIWED
‘I'N NOANVD ANVID 0 1 0 0 L 0 €L (VOUD)9:€:D
"I'N NOANVD ANVID 9 <l 0 0 1 0 €1 (VOAD)ELTD
‘dI'N NOANVD ANVID 0 €€ 0 0 1 0 €1 (VOED)8ETD
‘d’'N NOANVD ANVID €€ 9 0 0 1 0 €1 (VOED)LETD
‘d’'N NOANVD ANVID 0 €t 0 0 L 0 48 (VOUDYULILY
‘I'N NOANVD ANVID 0 <1 0 0 1 0 €l (VOUD)V CETELD
DOVMSIN 0 €€ z L z ¥ L L1Z-V¥8 NOVS
(NSV)TLISZYV 0 €€ (114 0 1 0 <l (NSVPL:TIN ‘611-60-60-€0-AV

(NSVYHILISZY 0 < 0 0 1 g 9 0CP1-81¥14# UD CSITELN

(NSV)ALISZV 9 g 0 0 1 < 9 LETIN

(WNSVHILISZY 0 < 0 0 1 9 S Sy8L

NSV LISZV 0 [4 0 0 1 0 < €81

(NSY)ALISZV 0 < 0 0 1 4 S 61:8'L
NSV LISZV 0 €€ 0 0 0 0 S (NSV)LELL
(NSY)A1ISZV 0 €€ 0 0 0 0 g (NSV)EEL L

NSV LISZV 0 < 0 0 1 < < €9 L

NSV LISZV 0 Z 0 0 1 < [ 191
(NSV)ALISZV 0 €€ 0 0 0 0 S OdILV-L

NSV 1ISZV 0 4 0 0 1 < S Od)TY-L LyL
NSV LISZV 0 €€ 0 0 0 0 cl (NSV)8SHL
(NSV)ALISZV 0 €€ 0 0 0 0 48 (NSV)9E¥-L
(NSY)ILISZV 0 €€ 0 0 0 0 <l (NSVY)ESH-L
(NSV)AIISZV 0 €€ 0 0 0 0 <l (NSVIWSH-L
(NSV)HLISZV 0 €€ 0 0 0 0 S ODSHL

NSV LISZV 0 4 1Z < 1 0 |8 66V:CI'VY
VNN 0 0 0 0 0 0 0 6£9 VNIN
VNN 0 0 0 0 0 0 0 MIVIO-VSHN ANODES Q0SS VNN
VNI 0 0 0 0 0 0 0 0098 VNIN

DINOG WMD)  TND  Sjudw[g  s[aued uy ad41, 0D duweN 3G INEELTe] EI (Y

Yoo NG NSY

‘panunuo)) ‘1'd 3[qeL



242 Appendix B

OdlIS 0 < 0 0 4 14 9 wc91N Zv
OdlIs 0 €t 0 I L L 141 YUAN ¥'8:d ZV 84:8:d ZV
QdlIS 0 € 0 8 ! 1 141 YAN 9:8:d ZV 09:8:d ZV
QOd1IS 0 €€ 0 14 L L 141 YANWI 01:8:d ZV Y9:8:d ZV
OdHS 0 6 0 0 € < <l O1d4Nd 4.1LNd AO1
OdHS 0 €€ 0 0 I 1 4! HLIS HATOOYLLAd SdA1S
OdHS 0 < 91 L L I 9 aOr¥1N ZV
Qdl1IS 0 £e €L L 1 1 <l ¥9¢40-60-€0-4V
OdIIS 0 < 0 0 I L < Qsvecrn zv
VOuH 0 9% 0 0 I 0 €L VOuOd 111
VOuH 0 9 0 0 £ 0 €L VOud ¢v'H
vVOud 0 (1]} 0 0 ! 0 €1 VOuD TTH
VOuD 0 1] 0 0 I 0 €l VOuD I'tH
vOud 0 €€ 0 0 < 0 1L VOuo gD
VOuUd 0 €€ 0 0 0 0 1L VOuD €57D
vVOouoH 0 £t 0 0 0 0 11 VoI ¢cgTD
VOouo 0 €€ 0 0 0 0 11 VOuD 9%:¢:D
vOoud 0 €e 0 0 < 0 It VOuD LETHD
VOud 0 €e 0 0 < 0 I VOuD 9¢TH
vouo 0 €L 0 0 < 0 48 VOuDd 1€:7D
vVOoud 0 €€ 0 0 < 0 Il VOuD LTTD
VIO 0 €e 0 0 < 0 41 VOuD 9cTdD
vVOouo 0 €€ 0 0 < 0 I VOuD €L1eH
vOouoHn 0 €€ 0 0 < 0 11 VOuD 0¢cD
VOuH 0 e 0 0 < 0 1 voud LLredD
VOudn St cl 0 0 € 0 1L VOiud 0L'ed
‘I'N NOANVD ANV¥) 0 €t 0 0 1 0 €L (VOADWOL:TD
‘I'N NOANVD) ANVYEH 0 £€C 0 [1} < 0 €1 (VOAD)EELD
I'N NOANVD ANVYD 0 1L 0 0 r 9 £l (VOUD)6SL9LY
d'N NOANVD ANV Ll 9C 0 0 L 0 €l (VOIOWCLSLd
‘dI'N NOANVD ANVEY 0 9 0 0 1 0 €l (VOUD)L9:D
‘dI'N NOANVD ANVEH 0 <l 0 0 1 < €l (VOUD)06:T:D
‘I'N NOANVD ANV LT 9 0 0 ¢ 0 €1 (VOIADW6:TD
d'N NOANVD ANVID £C cl 0 0 14 < €L (VOADIH:TD
AINOG  ZND 1IN)  Sjudwd[  spaue | uy adAy, 00 dureN aNg "'ON 1dYI0 g
Poy ang Nsv

‘panunuo)) ‘'g dqeL




Arizona Rock Art Site Data 243

OdHS 0 € 0 L 1 L 1L 14¢d ZV
OdHS 0 39 0 I 1 1 A LLTA SV
Qdlls 0 €€ 0 cl I 1 11 84T SV
Odlis 0 €€ 1 L 1 9 11 L9 ZV
NIMOg  QND  1HND  SudUIR[Y  s[puR] uy adA], o) auiepN 915 ON PO Rl
N0y Mg WSV

‘panunuo)) ‘1'g AqeL



REFERENCES CITED

Adams, E. Charles
1991  The Origin and Development of the Pueblo Katsina Cult. University of Arizona Press, Tucson.

Alexander, M.
1977  Soil Microbiology. John Wiley and Sons, New York.

Allen, Mary K.
1994  Grand Canyon Pictographs: Comments on the Grand Canyon Polychrome Style.  Rock Art
Papers 11:95-106.

Altschul, Jeffrey H., Marie G. Cottrell, Clement W. Meighan, and Ronald H. Towner
1993  The Garden Canyon Project: Studies at Two Rockshelters, Fort Huachuca, Southeastern Arizona.
Technical Series No. 39. Statistical Research, Inc., Tucson.

An Ancient Map Pecked into Stone?
1986  Archaeology in Tucson 1(2):2. Institute for American Research, Tucson.

Antieau, John
1981  The Palo Verde Archaeological Investigations. MNA Research Paper 20. Museum of Northern
Arizona, Flagstaff.

Bass, Patricia M.
1994 A Gendered Search through Some West Texas Rock Art. In New Light on Old Art: Recent
Advances in Hunter-gatherer Rock Art Research, edited by D. S. Whitley and L. L. Loendorf, pp.
67-74. Institute of Archaeology, University of California, Los Angeles.

Blake, William P.
1857  Explorations and Surveys for a Railroad Route from the Mississippi River to the Pacific Ocean.
Geological Report, Senate Document No. 78, Vol. 5. 33rd Congress, Washington D.C.

Bock, Frank, and A. J. Bock
1990 A Review of an Attempt to Restore Petroglyphs Using Artifical Desert Varnish at Petrified
Forest, Arizona. American Indian Rock Art 16:3648.

Bostwick, Todd W.
1989  The Greenway Road and 17th Avenue Petroglyph Site (AZ T:8:102 [ASU]). Report No. PGM-88-19.
Pueblo Grande Museum and Cultural Park, Phoenix.

Brown, David E.
1993  Etched in Stone. Phoenix 28(11):96-101.

Bruder, J. Simon
1983  Archaeological Investigations at the Hedgpeth Hills Petroglyph Site. Research Report No. 28.
Museum of Northern Arizona, Flagstaff.



246 References Cited

Burton, Jeffrey F.

1988  Prehistoric Rock Art of the Southeast Arizona Uplands: A Formal Record of 53 Rock Art Sites on the
Coronado National Forest. Trans-Sierran Archaeological Research, Tucson. Originally published
February 1988, reprinted with revisions July 1988. Submitted to USDA Forest Service, Contract
Nos. 40-8197-6-321 and 40-8197-7-268. Copies available from Coronado National Forest office,
Tucson.

1993 Days in the Painted Desert and the Petrified Forests of Northern Arizona: Contributions to the
Archeology of Petrified Forest National Park, 1988-1992. Publications in Anthropology No. 62.
Western Archeological and Conservation Center, National Park Service, Tucson.

Busby, C., R. Fleming, R. Hayes, and K. Nissen
1978  The Manufacture of Petroglyphs: Additional Replicative Experimental Studies from the Western
Great Basin. In Four Rock Art Studies, edited by C. W. Clewlow, Jr., pp. 89-108. Balena Press,

Socorro, New Mexico.

Carlson, John B., and W. James Judge (editors)
1987  Astronomy and Ceremony in the Prehistoric Southwest. Anthropological Papers No. 2. Maxwell

Museum of Anthropology, Albuquerque.

Carrico, Richard L.
1983 A Preliminary Report on the Petroglyphs of Cerro Calera, Caborca, Sonora.  Rock Art Papers

1:81-92.

Chaffee, Scott, Marian Hyman, and Marvin Rowe
1993  Direct Dating of Pictographs. American Indian Rock Art 19:23-30.

1994  Radiocarbon Dating of Rock Painting. In New Light on Old Art: Recent Advances in Hunter-
gatherer Rock Art Research, edited by D. S. Whitley and L. L. Loendorf, pp. 9-12. Institute of
Archaeology, University of California, Los Angeles.

Christensen, Don D.
1992a Scratched Glyphs in Arizona: A Reevaluation. Rock Art Papers 9:101-110.

1992b Pre-Pueblo Rock Art in the Little Colorado River Drainage. American Indian Rock Art 17:36-43.

1994  Rock Art, Ceramics, and Textiles: The Validity of Unifying Motifs. Rock Art Papers 11:107-116.

Cole, Sally ]J.
1992  Katsina Iconography in Homol'ovi Rock Art, Central Little Colorado River Valley, Arizona. Arizona

Archaeologist No. 25. Arizona Archaeological Society, Phoenix.

Colton, Harold S.
1946 Fools Names like Fools Faces. Plateau 19:1-8.

Colton, Mary Russell F., and Harold S. Colton
1931  Petroglyphs: The Record of a Great Adventure. American Anthropologist 33(1):32-37.

Cordell, Linda S.
1984  Prehistory of the Southwest. Academic Press, New York.



References Cited 247

Crotty, Helen K.
1990  Formal Qualities of the Jornada Style and Pueblo IV Anasazi Rock Art: A Comparison with
Implications for the Origins of Pueblo Ceremonialism. American Indian Rock Art 16:147-166.

Cummings, Byron
1953  First Inhabitants of Arizona and the Southwest. Cummings Publication Council, Tucson.

Davenport, Marietta, John Hanson, and Lawrence Lesko
1992  The Rocks Remember . . . The Art of Snake Gulch. American Indian Rock Art 18:65-70.

Dorn, Ronald 1.
1983  Cation-Ratio Dating: A New Rock Varnish Age Determination Technique. Quarternary Research

20:49-73.
1991  Rock Varnish. American Scientist 79:542-553.
1992  Paleoenvironmental Signals in Rock Varnish on Petroglyphs. American Indian Rock Art 18:1-17.

1994  Dating Petroglyphs with a Three-tier Rock Varnish Approach. In New Light on Old Art: Recent
Advances in Hunter-gatherer Rock Art Research, edited by D. S. Whitley and L. L. Loendorf, pp.
13-36. Institute of Archaeology, University of California, Los Angeles.

Dorn, Ronald I, D. B. Bamforth, T. A. Cahill, ]. C. Dohrenwend, B. D. Turrin, D. J. Donahue, A. J. T. Jull,
A. Long, M. E. Macko, E. B. Weil, D. S. Whitley, and T. H. Zabel
1986  Cation-Ratio and Accelerator Radiocarbon Dating of Rock Varnish on Mojave Artifacts and
Landforms. Science 231:830-833.

Dorn, Ronald I, and T. M. Oberlander
1981  Microbial Origin of Desert Varnish. Science 213:1245-1247.

Dragovich, D.
1988 A Preliminary Electron Probe Study of Microchemical Variations in Desert Varnish in Western
New South Wales, Australia. Earth Surface Processes and Landforms 13:259-270.

Elvidge, Christopher D., and Carleton B. Moore
1979 A Model for Desert Varnish Formation. In Abstracts with Programs, Vol. 11. Geological Society
of America.

1980  Restoration of Petroglyphs with Artifical Desert Varnish. Studies in Conservation 25:108-117.

Ferg, Alan
1974  Petroglyphs of the Silver Creek-Five Mile Draw Confluence, Snowflake, Arizona. Ms. on file,
Arizona State Museum, University of Arizona, Tucson.

1979  The Petroglyphs of Tumamoc Hill. The Kiva 45(1-2):95-118.

Gifford, E. W.
1932 The Southwestern Yavapai. Publications in American Archaeology and Ethnology, Vol. 29, No.
3. University of California Press, Berkeley.

Gladwin, Harold S., Emil Haury, E. B. Sayles, and N. Gladwin
1938  Excavations at Snaketown I: Material Culture. Medallion Papers 25.



248 References Cited

Golio, J. J., Susie Bradshaw, Ernest Snyder, and Mike Golio
1994 An Analysis of the Pipette Element in Hohokam Rock Art. Paper presented at the 67th Annual Pecos
Conference, Mesa Verde.

Golio, ]. J., and Ernest Snyder
1993 Petroglyph Surveys of South Mountain: 1991/1964. Rock Art Papers 10:1-6.

Grant, Campbell
1978  Canyon de Chelly, Its People and Rock Art. University of Arizona Press, Tucson.

Hartmann, Gayle Harrison
1985  The Black Sheep Pictograph Site: Interpretation and Relationships. The Kiva 50(2-3):95-109.

Haury, Emil
1950  The Stratigraphy and Archaeology of Ventana Cave, Arizona. University of New Mexico Press,
Albuquerque.

Hayden, Julian D.
1972 Hohokam Petroglyphs of the Sierra Pinacate, Sonora, and the Hohokam Shell Expeditions. The
Kiva 37(2):74-83.

1982  Ground Figures of the Sierra Pinacate, Sonora, Mexico: Appendix 1. In Hohokam and Patayan:
Prehistory of Southwestern Arizona, edited by R. H. McGuire and M. R. Schiffer, pp. 581-588.
Academic Press, New York.

Hedges, Ken
1982  Great Basin Rock Art Styles: A Revisionist View. American Indian Rock Art 7:205-211.

1994  The Case of the Missing Petroglyphs: Large Scale Vandalism at Sierra Estrella. Rock Art Papers
11:65-71, 93-94.

Hedges, Ken, and Diane Hamann
1992  Look to the Mountaintop: Rock Art at Texas Hill, Arizona. American Indian Rock Art 17:45-55.

1993 The Rock Art of White Tanks, Arizona. American Indian Rock Art 19:57-70.
1994 Qatman Point: New Discoveries on the Lower Gila. American Indian Rock Art 20:7-12.

Heizer, Robert F., and Martin A. Baumhoff
1962  Prehistoric Rock Art of Nevada and Eastern California. University of California Press, Berkeley.

Holmlund, James P.
1986  Earthquake Activity. In Petroglyphs of the Picacho Mountains, Southcentral Arizona, by Henry D.

Wallace and James P. Holmlund, pp. 163-177. Anthropological Papers No. 6. Institute for
American Research, Tucson.

1994  The Ripley Geoglyph Complex: Results on an Intrusive Survey. In Glyphs and Quarries of the
Lower Colorado River Valley, compiled by ]J. A. Ezzo and J. H. Altschul, pp. 1-149. Technical
Series No. 44(2). Statistical Research, Inc., Tucson.



References Cited 249

Hoskinson, Tom
1990 Lightning Strikes Incorporated into Southwestern Gila River Rock designs. Rock Art Papers

7:103-109.

1992  Saguaro Wine, Ground Figures, and Power Mountains: Investigations at Sears Point, Arizona.
In Earth and Sky: Visions of the Cosmos in Native American Folklore, edited by R. A. Williamson
and C. R. Farrer, pp. 131-161. University of New Mexico Press, Albuquerque.

Innes, John L.
1985  Lichenometry. Progress in Physical Geography 9:187-254.

James, Charles D., III, and Howard N. Davidson
1975  Style Changes of the Horse Motif in Navajo Rock Art: A Preliminary Analysis. American Indian
Rock Art 2:6-46.

Jett, Stephen C.
1984  Making the "Stars" of Navajo "Planetaria.”" The Kiva 50(1)25-40.

Jernigan, E. Wesley
1992 Hour-Glass Rock Art Figures of Southeastern Arizona. Museum of Anthropology Publication No.
4. Eastern Arizona College, Thatcher, Arizona.

Johnson, Boma
1986  Earth Figures of the Lower Colorado and Gila River Deserts: A Functional Analysis. Arizona
Archaeologist No. 20. Arizona Archaeological Society, Phoenix.

Kidder, Alfred V., and Samuel J. Guernsey
1919 Archaeological Explorations in Northeastern Arizona. Bureau of American Ethnology Bulletin No.
65. U.S. Government Printing Office, Washington, D.C.

Kolber, Jane, and Donna Yoder
1975  Survey of Rock Art of Apache County, Navajo Reservation. American Indian Rock Art 1:53-59.

Lewis-Williams, J. D., and T. A. Dowson
1988  The Signs of All Times: Entopic Phenomena in Upper Paleolithic Art. Current Anthropology
19:201-245.

Lindauer, Owen, and Bert Zaslow
1994  Homologous Style Structures in Hohokam and Trincheras Art. Kiva 59(3):319-344.

Loendorf, Lawrence L.
1994  Traditional Archaeological Methods and Their Applications at Rock Art Sites. In New Light on
Old Art: Recent Advances in Hunter-gatherer Rock Art Research, edited by D. S. Whitley and L. L.
Loendorf, pp. 95-104. Institute of Archaeology, University of California, Los Angeles.

McCreery, Pat
1992 Two Ritual Objects in Rock Art of the Lower Puerco, Little Colorado Region, Arizona. American
Indian Rock Art 17:68-3.

McGuire, Randall H, and Michael R. Schiffer
1982  Hohokam and Patayan: Prehistory of Southwestern Arizona. Academic Press, New York.



250 References Cited

Mallery, G.
1886  Pictographs of the North American Indians. In Fourth Annual Report of the Bureau of American
Ethnology, 1882-1883, pp. 3-256. Washington, D.C.

1893  Picture-writing of the American Indians. In Tenth Annual Report of the Bureau of American
Ethnology, 1888-1889. Washington, D.C.

Malville, J. Mckim, and Claudia Putman
1989 Prehistoric Astronomy in the Southwest. Johnson Books, Boulder.

Martin, Paul S.
1979  Prehistory: Mogollon. In Southwest, edited by Alfonso Ortiz, pp. 61-74. Handbook of the North
American Indians, vol. 9, W. C. Sturtevant, general editor. Smithsonian Institution, Washington,
D.C.

Martynec, Richard J.
1985 A Synthesis of Petrified Forest National Park Rock Art and Ceramics. In The Petrified Forest
Through the Ages, edited by Edwin H. Colbert and R. Roy Johnson, pp. 69-74. Bulletin No. 54.
Museum of Northern Arizona, Flagstaff.

1986 A Comparative Analysis of Rock Art at Trincheras Sites in the Tucson Basin. Rock Art Papers
3:103-116.

1987  Black Mountain Trincheras Site and Petroglyphs. In The San Xavier Archaeological Project: Vol.
5. Southwest Cultural Series No. 1. Cultural and Environmental Systems, Inc., Tucson.

Miller, George E., and Gary S. Hurd
1992  Neutron Activation Analysis of an Unusual Green Pigment. Rock Art Papers 9:147-150.

Moore, Elaine
1991 Reading Rock Art Illustrations. Rock Art Papers 8:37-51.

1992  Documenting the Art of Recording. Rock Art Papers 9:27-37.
1994  Enhancing the Spatial Aspects of Rock Art Recordings and Drawings. Rock Art Papers 11: 65-71.

National Park Service
1993 Guidelines for Evaluating and Documenting Traditional Cultural Properties. National Register Bulletin
No. 38. U.S. Department of the Interior, Washington, D.C.

1991  Guidelines for Completing National Register of Historic Places Forms, Part A: How to Complete the
National Register Registration Form. National Register Bulletin No. 16. U. S. Department of the
Interior, Washington, D.C.

1990  How to Apply the National Register Criteria for Evaluation. National Register Bulletin No. 15. U.S.
Department of the Interior, Washington, D.C.

Noble, David Grant
1987  Waputki and Walnut Canyon: New Perspectives on History, Prehistory, and Rock Art. School of
American Research, Santa Fe.



References Cited 251

Office of Technology Assessment
1986  Technologies for Prehistoric & Historic Preservation. Congress of the United States, Office of

Technology Assessment, Washington D.C.

Padgett, Antoinette
1993  Appendix B: Graffiti Removal at Rappell Cliffs, Fort Huachuca, Arizona, Site AZ EE:11:30. In
The Garden Canyon Project: Studies at Two Rockshelters, Fort Huachuca, Southeastern Arizona, edited
by J. H. Altschul, M. G. Cottrell, C. W. Meighan, and R. H. Towner, pp. I-37 to I-39. Technical
Series No. 39. Statistical Research, Inc., Tucson.

Pilles, Peter J., Jr.
1975  Petroglyphs of the Little Colorado River Valley, Arizona. In American Indian Rock Art: Papers
Presented at the 1975 Rock Art Symposium, edited by S. T. Grove, pp. 1-26. San Juan County
Museum Association, Bloomfield, New Mexico.

1987  Public Education and the Management of Rock Art Sites on the Coconino National Forest. In
Preserving our Rock Art Heritage, edited by H. K. Crotty, pp. 23-34. American Rock Art Research
Association, San Miguel, California.

1994  Rock Art of the Sedona Area. Paper presented at the 1994 International Rock Art Congress,
Flagstaff, Arizona.

Plog, Fred
1979  Prehistory: Western Anasazi. In Southwest, edited by Alfonso Ortiz, pp. 108-130. Handbook
of the North American Indians, Vol. 9, W. C. Sturtevant, general editor.  Smithsonian
Institution, Washington, D. C.

Prescott, Miles
1994 A Unique Map in Stone. Rock Art Papers 11:137-144.

Preston, Robert A., and Ann L. Preston
1987  Evidence for Calendric Function at 19 Prehistoric Petroglyph Sites in Arizona. In Astronomy and
Ceremony in the Prehistoric Southwest, edited by John Carlson and W. James Judge, pp. 191-204.
Anthropological Papers No. 2. Maxwell Museum of Anthropology, Albuquerque.

Price, Nicholas S.
1989  What Makes a Conservation Treatment Acceptable or Not? In Preserving our Rock Art Heritage,
edited by H. K. Crotty, pp. 17-22. Occasional Paper No. 1. American Rock Art Research
Association, San Miguel, California.

Reneau, S. L., and R. J. Raymond
1991  Cation-Ratio Dating of Rock Varnish: Why Does it Work? Geology 19:937-940.

Rucks, Meredith M.
1983  Safford District Rock Art, Cultural Resource Management Plan. Ms. on file, Bureau of Land
Management, Safford District Office, Safford, Arizona.

Russ, John, Marian Hyman, and Marvin Rowe
1992 Dating and Chemical Analysis of Pecos River Style Pictographs. American Indian Rock Art 18:35-
42.

Schaafsma, Polly .
1975 Rock Art in New Mexico. University of New Mexico Press, Albuquerque.



252 References Cited

Schaafsma, Polly
1980  Indian Rock Art of the Southwest. University of New Mexico Press, Albuquerque.

1981  Kachinas in Rock Art. Journal of New World Archaeology 4(2):24-32.

1987  Rock Art at Wupatki. In Wupatki and Walnut Canyon--New Perspectives on History, Prehistory, and
Rockart, edited by D. G. Noble, pp. 21-27. School of American Research, Santa Fe.

1990  Shamans’ Gallery: A Grand Canyon Rock Art Site. Kiva 55(3):213-234.

Silver, Constance
1989  Rock Art Conservation: Wish or Reality. In Preserving our Rock Art Heritage, edited by Helen
K. Crotty, pp. 3-15. Occasional Paper No. 1. American Rock Art Research Association, San
Miguel, California.

Slaughter, Mark C., Lee Fratt, Kirk Anderson, and Richard V. N. Ahlstrom
1992 Making and Using Stone Artifacts: A Context for Evaluating Lithic Sites in Arizona. SWCA
Archaeological Report No. 92-5. SWCA, Inc., Tucson.

Slifer, Dennis, and James Duffield
1994  Kokopelli: Flute Player Images in Rock Art. Ancient City Press, Santa Fe.

Snyder, Ernest
1966  Petroglyphs of the South Mountains of Arizona. American Antiguity 31:705-709.

Solari, Elaine Maryse, and Boma Johnson
1982 Intaglios: A Synthesis of Known Information and Recommendations for Management:
Appendix A. In Hohokam and Patayan: Prehistory of Southwestern Arizona, edited by R. H.
McGuire and M. B. Schiffer, pp. 417-432. Academic Press, New York.

Stewart, Joe D., Paul Matousek, and Jane H. Kelley
1990  Rock Art and Ceramic Art in the Jornada Mogollon Region. Kiva 55(4):301-319.

Stewart, Julian Haynes
1929  Petroglyphs of California and Adjoining States. In Publications in American Archaeology and
Ethnology, 24(2). University of California, Berkeley.

Turner, Christy G., 1.
1963  Petroglyphs of the Glen Canyon Region. Bulletin No. 38. Museum of Northern Arizona, Flagstaff.

Walker, Henry P., and Don Bufkin
1986  Historical Atlas of Arizona. 2nd ed. University of Oklahoma Press, Norman, Oklahoma.

Wallace, Henry
1983  The Mortars, Petroglyphs, and Trincheras on Rillito Peak. The Kiva 48(3).

1989  Archaeological Investigations at Petroglyph Sites in the Painted Rock Reservoir Area, Southwestern
Arizona. Technical Report No. 89-5. Institute for American Research, Tucson.

1991  Pictures in the Desert: Hohokam Rock Art. In The Hohokam: Ancient People of the Desert, edited
by D. G. Noble, pp. 61-67. School of American Research Press, Santa Fe.









