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Abstract

The Landscape of Klamagasin Rock Art
by
Robert James David
Doctor of Philosophy in Anthropology
University of California, Berkeley

Professor Margaret Conkey, Chair

For the past three decades, efforts to interpret Klamath Basin rock art symbols using
ethnographic literature and concepts of sacred landscapes have advanced our understanding of
the art. This approach, however, is limited by the assumption that thart@gknbols meant the
same thing in every social and land use context. From my research of the past decade | have
inferredthatrock artdesigns are not distributed randomly across the landscape. Instead, rock art
displays appear to vary predicativelyross three archaeologicaliiefined contexts that | have
identified as settlement sites, frequently used areas and special uselardasresearch

presented here, | use tlaipparent pattern to proposeantextmodel for therock art of the
KlamathBasinand suggest that Klamath Basin shansnsted their varied repertoire of sacred
symbols within these distinctive contextsorder to structure the waeopleencountereénd
experienced them. Understandhnmv rock art is patterned on the lanaisehas led taefined
interpretations in an area where relatively little rock art research has been done.
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Chapter 1. Introduction

In recent years, anthropology has engaged in an increasing attention to the wider landscapes of
cultural practices.This has been especially fruitful in archaeology, where we have expanded our

inferences from traces embedded in the wider and integratedisvad experiencesymbol,
settlement, mythology, and society.€llesearcipresented in this dissertatioontributes to

studies in landscape archaeology by focusing on how indigenous cultural practices were carried

out in paricular places and exploring how ancient artists utilized these practice spaces to
generate and reinforce group ideologies. Because thetyaggles in this study identify three

archaeological contexts in which people practiced daily and seasonal routines, while at the same

time encountering visual representations of group ideologies (e.g. rock art), multiple levels of
culture converged on anglle point in space and time. Thus, following aftgder (2004), my
study makes it possible to examine the rAalyered context of place that is present in the
archaeological materials, visual culture, and the mental landscape that validated the #&zcati
place.

Some of the earliest Klamath Basin rock art researchers stressed a Great Basin influence in the

art (Cressman 1937; Steward 1929; Grant 1967; Heizer and Clewlow 1973). Heizer and
Clewlow (1973:3437) in particular, argued for a Northéa® California Painted Style with

Great Basin affinities characterized by striking circle and dot figures, abstract curvilinear lines,
angular elements, and generally lacking in human and animal figures. Later writers, however,
came to identify Klamath &sin rock art as a distinctive style. Crotty (1979, 1981), Hyder and
Lee (1990), and Lee et al. (1988) argued for a Modoc rock art style that was comprised of
parallel lines, wavy or zigzag lines, dot patterns, and circular designs that range frontsimple
elaborate with internal and external ornamentations. The absence of Bighorn Sheep motifs is
what distinguished it from Great Basin rock art. Fitzgerald (1992) and Hyder and Lee (1990)
acknowledged this style and suggested that it date back at |88syelrs. More recently,

Swartz (1998) proposed a Klamath Basin rock art style based on an abundance of circular
designs, often concentric and nucleated, associated with triangular forms, abstract designs,
zigzags, and dot fields. Hann et &010:2 recognized this style and designated it as the

Klamath Basin Style of the Columbia Plateau rock art tradition. To summarize, consensus holds

that a Klamath Basin rock art style is characterized by a preponderance of circular designs, often

concentric and raleated, associated with zigzag, abstract, and triangular elements with circular
themes dominating its expression.

Recent studies in the Klamath Bgsiregon have shown that the indigenous cultural landscape
plays a significant role in the meaning gndpose otherock artthat is widely distributed

across this area of sorBg93,712 hectaret this dissertation | will drawpon a model of
landscape usia order to better understatiie rock art that we find there today. As | will

discuss, while we do not have fixddtes forh e maki ng and fAvi,eedbngo
have insights from ettohistory and ethnography as well as from our own research and
observations to be able &pproach a richer meaning for the rock art in its landscapes and
therefore its possible cultural significancdshis dissertation project is intended to identify the
archaeological context of rock art sites across the Klamath Basin and compare the rock a
between them. While my interpretations of the art will be based, in part, on the sacred
geography i dentified in the Basinds myths,

1
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cultural landscape intdistinctive settingsand combining this infonation with the mythically
identified sacred landscape, that any patterns | discover will assist researchers in their efforts to
understand the rock art as the indigenous peoples of the Klamath Basin perceived it.

Studies like these in the Klamath Bakmwe been largely sporadic and address a variety of
research concerns. What remains to be considered in this growing body of literature is how the
rock art in this region functioned withparticular social contexts In the landscape model |
propose, ock art sites are distributed across thaeghaeological contextsettlement sites,

frequently used areamnd pecial use areasln this model, | propose that rock art served

different purposes in different social situations, and that these differeelpet explain the

reason for the different ways they are displayidte foundations of this model derive from a

close reading of a number of ethnographic sources as well as from my own observations and
researchn the aregDavid 2005, 2010) including nitiple reports | have prepared for some rock

art sites for various agencies and projects. Taken together, | hypothesize that, at least for many
rock art sites, there is an association of varied rock art images and locations with differing social
contexts. In order to test the model, | recorded a sampleafenrock art sites and their

associated archaeological contexts. | anticipate that this model will help us to better understand
how shamans used na&l space to structure how peoplecountered sacred images whose
meanings and sacred warrant derived from the mythic narratives that shaped their worldview.

Ethnographic implications suggest that rock agedtiement sitewas produced as part of
ceremonies that probably includedl&ted cases of ritual curing (Spier 1930:142; Gatschet
1890b:149). For example, images at &3AS KCM were said to have been made by

G 6 mo k avhoGsahe KlamattModoc culture hero and creator (Spier 193@). G6 mo k a md ¢
was also the founder of shanmm in KlamathModoc cosmologyRay 1963:19and is said to

have availed himself to shamans from time to time by visiting certain nearby rocks (Gatschet
189(:149; Spier 1930143). Conceivably, these images played a role in ritual curing. The fact
that hie images faced to the wesettlement sitelends support to this (see David 200563),
since the fAtwilight Il ando is | ocated in thi
implications for the art. Hypothesizing that rock art imaggsin this settingderived from

isolated rituals, they probably will invariably depidéentifiablemythical characters imbued with

the very powers needed for these ceremonies. In fact, Gatschet (1890a:c) reported that the
shamandés fipower 0 marphicicharbcters arattie sanre tcHanaabeps avhose
exploits are described in myth. Thus we should expect to see these beings, or even their body
parts (see Spier 1930:1-333), represented in the areated by shaman#\nd because each
instance of rituaturing varied according to the needs of the patient, two key assumptions are
tested: first, the symbols Witary widely; second, the site image arvaguld have been builip

over time. Different shamans probably made these images at different timeghthubthe
siteds history, meaning that they were not
associated archaeological components may, of course, include pit house impressions, middens,
cremation mounds, and household artifacts. While racatdhese locations may not have been
intended for public display, it still may not have been hidden from public view.

By contrast, rock art located faéquently used areavay have beeproduced for public display,
concentrating and advertising thenm of the surrounding landscape as well as that of shamans.
This notion has some ethnographic supgre Klamath informant told Klamath Agency

2

S

n



DoctorDennison (189) that the rock art of one site near the Klamath Agency meant nothing

excepttoinspirée ear of the shamands super nadtsur al powe |
informantreferred to (now destroyed) was one composed entirely of concentric circles clustered
together on a single panel . Given t hhatsthisst at em

rock art was meant to advertise the shamanos
rituals through time. This is an entirely different type of rock art than trssttément sites
Accordingly, this kind of rock art should be plisyed at highlyisible places where people
frequentedsuch as along wellsed paths and near springs. The associated archaeological

context will likely vary. For rock art sites located on hunting trails, for instance, one might
expectarchaeologicalifds to includeprojectile points, edgevorked flakes, and debitage

items reflective of resource procurement and processing. Becauad #t such sites/as

produced for public display, images will likely be clustered together and relatively somple t

access, if not impossible to avoid.

Finally, rock art located a&pecial use areaway have been produced and used for situations like
meditation and shamansd pr i v atbhyeWhitldayetalahave . Wo r
identified a few suchlites that appear to have been used exclusively by shamans to interact with

the supernatural world (Hann and Bettles 2006:189; Whitley et al. 2002220, These

images will probably depict the same mythical characters as those at@tbexttypes, lut

with some important differencegnother difference is that these images were generated by

induced trance and, as such, they should be comparable to theitidunesd iconography

identified in LewisWi | | i ams and Dowsonds (19&®lacesmeur opsy:
which they were clustered provided them a retreat for which they could continually review and

renew their understanding of the mythical characters and their specific behaviors, and possibly

even a private place to practice their rituafgenances. Given such a private function, the
archaeological context of this rock art will likely be incidental, and in most cases ewven non

existent.

Identifying rock art display patterns within specific social contexts can lead us to a more

thorough understanding of rock art symbolism and may even enable rock art researchers to
reconcile seemingly insuffi ci eadéebyimdigendusr r el ev a
people in local ethnographies.

In chapterl, | lay out the core research problems to be addressed in the dissertation and how |
am testing the model that | am proposing for the landscapes of rock art in the Klamath Basin. In
brief, | will also consider how this kind of a model fitsthe wider research on rock art in North
America.l outline the basic tenets of my landscape model for Klamath Basin rock art. Utilizing
a base of three or four documented sites, | introduce eactert and describe the expectations |
have for how rock art is displayed within particular archaeological contexts.

! Incidentally, this corresponds with ethnographic and mythical accounts that tell about shamans visiting special
places on a seasonal round in order to renew their potency. Petroglyph Point, one of the most densely concentrated
rock art sites, is amongem. Though not explicitly stated in the literature, rock art sites are probably located at all

or most of these retreats. Locating them has been one of the ongoing goals of this project.

3



In chapter 21 outline the boundaries of the project area in the Klamath Basin, discussing some
of the properties that made it ecologdfigauitable for prehistoric settlement, and how this
ecology influenced the development of the indigenous groups who settled there. | review the
prehistory and history of the Klamath and Modoc peoples, their notions of sacred space,
shamanism, and howehe notions transformed certain locations within the Basin into places. |
will conclude this chapter by discussing how Klamisthdoc spirituality and shamanism

inspired the production of rock art.

In Chapter 3l discuss various aspects of Klamdlodocspirituality. | define what it meant to

be a shaman in this culture and give a detailed description of various rituals and ceremonies.
More importantly, | connect these behaviors to the production and use of roklkeyt.

discussion in this chapter fages on the ethnographic understandings of the role of shamans or
visionaries in the making and placing of rock art. As is shown later in the dissertation, this is one
important aspect of ethnographic information in the Klamath case.

In chapter4, | review a sample of selected studies that deal with how ethnography has been used
to interpret rock art as well as a number of studies in landscape archaeology that likewise focus
on rock art. More specifically, | focus aoameof the keyethnographistudies that have
consideredock art and how an ethnographic conteasinformedon the interpretation of rock

art. This is a topic that is fraught with challenges because there is often not a direct link between
the ethnographic information and the r@ek in space or in timel. then turn to studies that have
specifically focused on rock art in the Klamath Basin and discuss the ways | will integrate them
into my own study. | conclude with a review of each of the key ethnographies | used for this
dissetation.

In chapter 51 define all of my research criteria and discuss how and why each criterion will be
analyzed in terms of the landscape model. | will describe the field methods used to collect the
data and provide a justification for thatd | chose.

In chaptes 6-8, | analyze all aspects of the rock art and archaeological sites in terms of the
model. Aspects of the rock art include the types of imagery, image sizes, density, and
frequency, whether it is clustered onto a single panel or spread out across adgagdtsie
orientation of the pang| how the images were rendere&kspects of the archaeological sites

include their distances from the rock art, debitage analysis includinghggnical analysis and
projectile point analysjsand finally, assessing tlassemblage typed.discuss the findings of

the aforementioned analyses in terms of the landscape model. | compare the rock art site types
with their associated archaeological site types. |incorporate results from the XBfojatile
pointanalysisn order to establish group affiliation and a range of dates for the archaeological
assemblage. These | compare with established rock art dates in the region in order to establish
both cultural and temporal continuity between the archaeological andntatiaterials.

In chapter9, | discuss the viability of the research aethte my proposenhodel for Klamath

Basin rock art. | describe my biases and assumptions and use them to suggest ways to improve
similar future research efforts. Finally, | coanp this landscape model with similar models in

the wider discipline, describing how it may be used to illuminate aspects of rock art in regions
where little or no ethnographic materials exist.
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Chapter Two: Setting

Introduction

The Klamath Basin of soutin Oregon and northern California is bounded on the west by the
southern end of the Cascade Range, and on the east by the northwest rim of the Great Basin. To
the north lie the headwaters, which include the Wood, Williamson, Sycan, and Sprague Rivers,

all of which are significant Upper Klamath Lake tributaries. To the south, the Klamath River
drains Upper Klamath Lake Basin, flowing 423 kilometers from the southern end of Lake

Ewuana into the Pacific Ocean, bisecting the Cascade and Coastal Range=|N&ti;me

Fisheries Service 2007:2). Within the southern portion of the Basin, the Lost River/Tule
Lake/Clear Lake Basin water complex is now cut off from the Klamath River, although it was

once connected through Lower Klamath Lake during periotiggbfwater (Dicken and Dicken
1985:1-4 ) . The Basinbdés el aborate system of | akes
the Klamath and Modoc Indians for the past 6,500 years (Cressman 1956:463; Sampson
1985:507).Figure 1shows the Klamath Basimd respective tribal territories. In this chapter, |
provide a description of the physical and environmental conditions of the Klamath Basin and
describe both its aboriginal inhabitants and the subsistence schedule they followed as a
background to the récart and the various contexts of its production.



Figure 1: Ethnographic map of the Klamath Basin.

Adapted from a map prepared by Samuel A. Gatschet (Batschet 1890).
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Climate

The Basinbés climate is characterized by hot,
temperatures. Annual basin precipitation ranges from 38 centimeters at valley floors to more than
70 inches in the Cascat#ountains. Sixty to seventy percent of the precipitation occurs from
October through March, usually in the form of snow (lllian 1970:1343iting the region in the

1870s, Gatschet described the climate as one of abrupt changes. According to hiyn, the dr
atmosphere made summer days intensively hot, and nights bitterly cold. Severe winter snows
covered the ground, starting around November, and reached depths of up to 1.2 meters as the
winter progressed. He reported that the lakes froze over to gdateabs, but never entirely, for

most of the winter (Gatschet 1890a:xxxvii). Although rain and hailstorms were rare, the
Basinds precipitation, coupled with mountain
the lake consistent throughout tyear. Cressman attributed the letegm human occupation in

the Klamath Basin to these consistent (and hence predictable) water levels (Cressman 1956:379).

Geological History

The geography of the Klamath Basin has been shaped by its long, geolsiasl lBetween

40 and 30 million years ago, in the Late Eocene and early Oligocene, the continental shoreline
ran through what is today Central Oregon. But sometime during the later Eocene, volcanic
eruptions began forming the mountains that would laéepme the Cascade Range. Mountain
building and uplift moved the shoreline further west toward its present location. Later, during
the Miocene, between 24 and 5.3 million years BP, the Klamath Basin experienced complex
sequences of volcanism and seditagposition. The later Miocene and Early Pliocene saw the
formation of a series of freshwater lakes and deltas in the Klamath Basin, along with increased
sediment deposition. Continued volcanic activity resulted in basalt intrusions into earlier
sandstoe and diatomite deposits, while at the same time continuing to build the High Cascades.
It was during this process that the Basin and Range topography we are familiar with today was
formed. Crustal folding along a general northwest or northeast atkis late Pliocene, coupled
with normal faulting along a northwestward trend in the early Pleistocene, created a system of
ridges and valleys that include the Klamath Basin (Clark 1980:4During this same time also,
glacial and interglacial periods I¢al the formation of ancient Lake Modoc. According to

Dicken,

The Klamath Lakes, Upper and Lower, together with Tule Lake are the shrunken
remnants of pluvial Lake Modoc. The old pluvial lake, which existed in Pleistocene
time, consisted of several caguied arms with an overall length of nearly 75 mi [120

km]. The southern end was in California, south of Tule Lake; the northern end was near
Fort Klamath in westentral Klamath County. At maximum extent, the 400 mi [643.7]

of shoreline was at the neatniform elevation of 4240 ft above sea level (Dicken
1980:179).

Volcanism continued to build the Cascade Range, and around 400,000 years BP, in the middle of
the Pleistocene, a series of eruptions began to form Mt. Mazama. These eruptive frequencies

sl owed by around 50,000 years BP. Mt . Ma z a ma
6,900 years ago (Orr et al. 1992:254). The explosion emptied all of the lava from the magma
chamber below, causing the mountain to collapse in on itself andnalie caldera that would

later fill with water and become Crater Lake (Clark 19986 Its violent eruption ejected
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tremendous volumes of pumice, ash, and volcanic dust that reached as far north as Alberta,
Canada and as far south and east as Nevad@/goming, respectively. The distinctive ash

layer from this event became a significant time marker for Pacific Northwest archaeologists
today. Today, volcanic rocks dominate the
tuffs, both of which hve been used as rock art media (Cressman 1956:379; Cole 2006:10).

Habitat

Much of the Klamath Basin lies within the Semiarid and Arid Transition Zones (Bailey 1936:22
24). Habitats within these transition zones depend greatly on elevation. ThelKBasat is

thus characterized by upland forests and the marshes and lakes of the lowlands, each of which
are described below.

Forested Uplands

The Upper Klamath Basin has several distinctive vegetation zones based on elevation and
exposure. Although truglpine habitats are rare in the Basin, subalpine slopes and meadows are
found near the higher peaks. Mountain hemlock, Shasta red fir, whitebark pine, and lodgepole
dominate the subalpine forest, while Manzanita, huckleberry, lupine, andtiiog sedg
comprise the understory. Dwarf hul sea, weste
partridge foot are common talus species. Within the mixed conifer forest at lower elevations,
Ponderosa pine, sugar pine, western white pine, incense cedar, agldsdwwccur along with

Shasta red fir and white fir beneath the canopy. Bitter brush, goldenbush, western needlegrass,
and a variety of windflowers make up the unde
twinflower grow in the understory inigr areas. The lower elevation woodlands and shrublands

are dominated by rabbitbrush, big sagebrush, and bunchgrasses, with various concentrations of
juniper occurring throughout. Klamath plumb and mountain mahogany grows along the rocky

ridges and slope Scattered scablands host low sagebrush, biscuitroot, daggerpod frasera, and
Sandberg bluegrass communities (Juillerat et al. 209)7:4

Marsh and Lowlands

While the Klamath and Modoc exploited resourceallatlevations throughout the Basin, it was
along the lakes, streams and marshes to which they adapted. Vegetation around the Klamath
marsh includes both north native wetlands and forest plant communities. The wetland habitats
are highly diverse and include emergent aquatics, submergent antfleat aquatics, and

sedge meadows. Emergent aquatics include Hezddd cattail, tule, and hardskin bulrush,

while submergent and floating leaf aquatics are dominated by the ylebdwater lily.

Coontail, marestail, and pondweeds are also indu&edge Meadows include Nebraska sedge,
Baltic rush, and beaked sedge. Field mint and naspued reedgrass are also common. The
forest plant communities are dominated by Ponderosa pine, but often have patches of lodgepole
and aspen, depending orestionditions. Primary understory includes antelope bitterbrush,
currant, green Manzanita, green rabbitbrush, wild strawberry, Western rye grasses, Western
needle grass, and squirrel tail (US Fish and Wildlife Service 20-B8h6Larger mammals

include eker, antelope, elk, bobcat, and mountain lion, while smaller mammals include beaver,
otter, muskrats, porcupines, and groundhogs. Fish species include rainbow trout, eastern brook
trout, speckled dace, brown bullhead, tui chub, blue chub, Pacific lanaoietlamath large

scale suckerThe Marsh is also particularly rich in waterfowl, raptors, shore birds, cranes, and
many other types of birds (Sobel 1992:7). In fact, the Upper Klamath Basin is along the Pacific
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Flyway, and it supports the largest comcation of migratory waterfowl in North America, with
up to 2 million migratory birds during fall migration and about half that number in spring (Jarvis
2002:313).

Klamath and Modoc Cultural Subdivisions

The people who were to later be called the Klamath and Modoc entered the Klamath Basin
approximately 10, 000 years ago from the Great Basin., and by the time of the Mt. Mazama
eruption, these hunting and fishing peoples began taking on the life way®eesarihe
ethnographies (Cressman 1956:402; Stern 19665ampson 1985:507). Although once a

unified people, the Klamath and Modoc underwent a series of political separations beginning
around 1780, and considered themselves distinct but related pegpphestime the earliest

whites made contact with them (Gatschet 1890a:13). Stern attributed their separation to cultural
influences from the Columbia Plateau and Californian groups. While both groups originated
fundamentally from the Great Basin, thedtative geological positions and ecological resources
lead the Klamath to diverge toward the Plateau and the Modoc toward California (Stern 1966:4).
Yet in spite of their political separation, the two peoples remained culturally similar in almost all
significant ways (Loubser and Whitley 1999:48), including their use of language and sharing the
same corpus of myths, including their creation narrative (Stern 1966:4).

As was common among tribal groups throughout this region, the Klamath and Mododittibes

not have concrete territorial boundaries. Instead, they occupied a core homeland and utilized the
peripheral territory in common with neighboring groups (Jensen and Farber 1282 2pier
1930:810). While the Klamath occupied settlements alondiaenath Marsh and Upper

Kl amat h Lake n o r-Cdiforrmafborden ttheaModos occpierl greas along the

Lost River and banks of Tule and Clear Lakes south of the border.

Neither the Klamath nor the Modoc peoples were unified political entiRegher, they were

made up of a series of tribal subdivisions, each occupying distinct, autonomous territories, and
unified only through a common language, customs, and military necessity (Spier 192):21
Spier identified five tribal subdivisions amg the Klamath in his monograph. Taed u k ¢ k n i
people occupied the Klamath marsh and middle Williamson River, and possibly some
settlements along the Sprague River as well. KTleew a 6 sattledkaround Agency Lake and
may have been included in thed krk groups in praeservation times. Thet u 6 k vwaokl@ i
were centered on the Williamson River delta and were closely affiliated with the Pelican Bay
people. Theg u 6 mb pebple were centered on the Pelican Bay and on the marsh to the north.
Finally,thei u 6 | apeaple &caupied Link River and all along the eastern shore of the
Klamath Lake (Spier 1930:23).

Ray similarly identified three geographicathgfined subdivisions among the Modoc. The
Paskanwas or fAr i ver peoplstRivarvalley from the Liost Ritetgeptd o we r
Tule Lake. Th&Gumbatwadived west of a line separating Lower Klamath Lake and the Lost
River, through Tule Lake, southeastward to the Modoc territorial boundaryKovingvas or

the Apeople dafrytoheé ifved e@euatstcodnthis | ine, ex

River (Ray 1963:20203).
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These tribal subdivisions were based largely on group consciousness and were taken very
seriously by their members, especially among the Modoc, who wecelfigerritorial (Ray

1963:201), at least when observed and recorded by visitors. According to Spier, villages were as
likely to go to war with one another as they were with outside groups (Spier 1930:24). Yetin
spite of this, the Klamath and Modoc dighintain a more or less friendly relationship based

more on economic convenience than a genuine sense of kinship. Even though they never openly
went to war with one another, the Klamath and Modoc frequently allied themselves to make war
on the Pit River goples further south. The main reason for this was the taking of slaves for sale
or trade with Columbia River tribes in the north. To this end, the Klamath served as middlemen
for the movement of slaves to markets in the north (Ray 1963:33y4

Subsstence

The KlamathiModoc economic strategy was highly formalized, dictated by the availability of
food. Winter lodges were dismantled and abandoned just as soon as the local snow had melted
off, usually in March. For the Klamath, this could occur as dest April or May (Spier

1930:146). Prior to departing winter quarters, however, villagers erected smathveetd

houses for the old and others who would remain behind. Runners, who would return from
seasonal camps with stores and provisions alutiivout the spring and summer months, would

see to their needs When these lodges were completed, the groups relocated to spring fishing
camps to take advantage of the first runs of sucker fish. For the Modoc, this could last up to a
month (Ray 1963:181yyhile for the Klamath, this could go for two months or longer (Spier
1930:146). Sometimes, the Klamath and Modoc met on Lost River to catch and dry fish in
common. Sucker fish served the Klamath and Modoc as a primary food source. These fish
typically live in deep lake waters until they reach sexual maturity, and then migrate upstream in
the early spring, to lay their eggs on the rocky river bottoms. It was during these runs that the
Klamath and Modoc exploited sucker fish in great quantities. Suelegescaught from canoes,
weirs, and along river banks using a variety of nets. While some were taken home and roasted,
most were dried in the sun and stored for winter use (Spier 1930547 By June, the first of

the salmon runs begaiVhile both Gatchet and Spier reported that salmon was an important
staple for the Klamath and Modoc, detailed information from ethnographic sources is scarce,
probably because ethnographers collected information after the advent of the reservation in 1864,
and the salmn harvest areas were located outside of reservation boundaries. Thus, fishing for
salmon in the highlands probably had not occurred for a generation when the ethnographers
collected their information. Nevertheless, Gatschet reported that salmon wagsoatant staple

for the Klamath, and that they ascended twice a year into the lakes and rivers in the Klamath
uplands to harvest them, once in June and again in the autusrthe Aucker runs diminished
toward the end of June, villagers moved toward thestres and prairies for gathering root crops,
and to take advantage of the beginning trout runs. Camps were selected that enabled the people
to optimize these activities. Spring and summer months found women gathering camas and
epos, while men continued fish and hunt waterfowl and small gam\@aterfowl eggs were

also exploited at this timeThey found camas growing mainly in Ponderosa pine forest

meadows, blossoming in great abundance beginning in the spring. The Modoc began digging
them in June oruly and continued for about a month. Bulbs were dug and either stored or
steamed overnight in a stone oven, then dried on tule mats and stored for the winter in pits
(Coville 1897:93; Ray 1963:198). Camas bulbs could be stored for more than a yedimngccor

to Howe (1979:109). Another important staple was the epos root, which was exploited at about
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the same time as camas. Also ca#quh by the Modoc, epos grew on rocky scab flats and were
commonly dug in the spring, when the contents were soft aig (oville 1897:101).

Because they had a short growing season, women worked continuously. But because of the time
involved in cleaning and returning basketfuls back to the village, productive harvesting days

were reduced to only ten or fifteen (Ray 39 7198).

All these activities went on until later in July when antelope and mountain sheep hunting began

in the Lava Beds. Then, by around miidgust, the Klamath moved to the Marsh where the

women harvested and processextusseed and the men hd the lowland hills Wocusgrew

in vast abundance on the marsh and was an important resource for both the Klamath and Modoc.
Although many Modoc congregated along the Tule and Lower Klamath Lakes, many others
joined the Klamath on the Klamath Marshei®t 1966:12). Warm Springs, Snake, and Paiute
groups joined them as well (Gatschet 1890a:xxxv; Spier 1930:41; Ray Royce, pers. Comm., July
22, 2009). Wocusseeds were removed from pods and parched. While some were dried and
eaten as is, most were grountb a meal and stored, later to be made into a porridge or bread
(Coville 1987:96). A second run of suckers and salmon also occurred between August and
September, and men concentrated again on fishing while those women not engaged in harvesting
wocusgahered and dried lowland berry crops. Toward the end of September, fishing yields
again diminished and camps were moved to higher, more remote locations where men intensified
their hunting activities and women gathered huckleberries and other highlas@fa nuts.

This continued until the threat of snow forced the people to return to winter villages to rebuild
earth lodges in preparation for the coming winter (Spier 193at1285Ray 1963:18082).

Gambling and Trade Fair

Another important yet balereported aspect of the Klamathodoc economic cycle were the

annual gambling and trade fairs, which took place at the base of Yainax Butte and Gearhart
Mountain in the Klamath Uplands. Although irtebal gambling occurred at any time

throughout therear (Ray 1963:123), it was in the Klamath uplands, near the end of their food
gathering cycle, where the Klamath, Modoc, Snake, Warm Springs, Paiute, Shasta, and Pit River
groups gathered to trade, gamble, and to compete in a variety of contests (D4i919These

large fairs were important components in the tribal economy, as they provided wealth to some
and served as an economic leveling mechanism for others (Ray 198832;&pier 1930:145

146). The skilled gambler enjoyed high social and economic status. Although success in
gambling was determined largely by chance, a large element of skill was also present.
Accordingly, some men won more consistently than others. Tliestamas basically between

two opponents. While one player arranged marked game pieces and kept them hidden under a
special gambling mat or robe, the opposing player tried to guess their arrangement. However, as
Ray descri bed, i t hudimigdipeeBnsnary guesses, withautrbeingt t e d
committed to such guesses until he accompanied one with a subtle formal signal. Likewise, until

such a signal was given, the opponent was pri
(Ray 1963:123)As t hi s went on, the two opponents stu
expressions, and body movement s. The one who

accurately was usually the winner in the long run (Ray 19631223. Although the contest was
betveen two players, any number of individuals could participate. Less skilled gamblers, or
those less economically fortunate, could increase their wealth, by casting their bets with the more
successful gamblers (Ray 1963:124). As the two primary oppopleytd, the participating
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bystanders cast bets and supported their champion by singing powe(Sengd966:49; Ray
1963:124).Figure 2 shows Klamath and Paiute teams playing the stick gdmemendous
wealth traded hands at these fairs. The KlaraathModoc, in particular, brought slaves to
trade with Columbia River Indians for horses. Later, trappers from Fort Vancouver came to
acquire furs from the KlamatiModoc and bows and arrows from the Pit River in return for
blankets, beads, and other Eaean trade goods (Clarke 1873:580). This tradition

continued well into recent historic times (Allison 1994:144, 229).

i i "5 ws e i 1 »
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Figure 2: Klamath versus Paiute in the traditiorfiatickd game, in which players from one side arrange
two sets ofmarkedbones beneath the bandanas while their side sings a power song. Opposing play
must then guess the arrangement.

From, Stern 1966:49.

Conclusions

Different ecological zones throughout the Klamath Basin, each featuring different peaks of
production, meant that the Klamath and Modoc had to move between ecological niches at
different times on their subsistence round in order to optimize their retbdxpoiting some of

these resources required the groups to camp in one place for up to a month or more, while others
required them to stay for only a few days. Movement between these zones, coupled with
processing activities and the duration of occupan@ssociated camps, determined the
archaeological signature these groups left behind. Rock art is located in each of these resource
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zones. Sometimes it is directly associated with villages and camps, but quite often it is located in
the middle of resowe procurement and processing areas, suggesting that its placement in these
places was intentional. It is worthy to note that the rock art exhibits a stark contrast in size and
complexity between these contexts. It is these differences between cordertsiie the

Klamath Basin a particularly suitable area for rock art research, especially research that is
oriented to trying to understand the relationship between the placement of rock art and the
varying cultural landscapes of the mobile Klamath peoples.

In the next chapter | discuss selected aspects of Klallattoc spirituality, focusing
particularly on those aspects which led to the creation of rock art.
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Chapter Three: Klamath and Modoc Spirituality

Introduction

In this chapter | discuss Klamath and Modoc spirituality, with special attention devoted to
concepts of spirit power and its implications for both shamans and thehaaman public. This

is a key discussion in regard to our attempts to interpret thearbok the KlamatiModoc

peoples and although | have already alluded to how aspects of spirits and associated rituals are
implicated in the study of the rock art in a landscape context, a more complete discussion of
spirituality is warranted in light ohe rock art making practices and resultant imagery. |

describe the general characteristics of spirits in Klarviddoc cosmology and how they
affected the peoplebs daily routines. Gi ven
a selectiorof the more prominent spirits that shamans called into their service, reasoning that
these, of all spirits, were likely represented in the rock art. Next, | describe the nature of the
power quest rituals for shamans and+sbamans alike, focusing on tté&ferences in both the

processes and ultimate outcomes. | foll ow th
ceremony, in which novice shamans announced their readiness to cure to the villagers while
veteran shamans reinforced and expandedthep r e st i ge . I conclude by

curing ceremony and the role played by the ritual paraphernaliad 1) with svhich the
shaman called into service the various relevant aspects of the supernatural world.

Shamanism

The term shaman has been the subject of intense debate in anthropology in recent years and
shows no clear sign of being resolved in the near future. Dowson, in particular argues that the
reason for that is because the concept of shamanism, especiatti mrtr studies, has been
oversimplified (Dowson 2007:49). My purpose in this chapter is not to resolve the debate, but
rather, to define shamans within the limit of Klamdtbdoc society and to describe certain
aspects of their behaviors within the commity

In response to the ongoing debate, LeWidiams has recently offered a more generalized
definition of shamanism that covers its original application in Siberia, as well as those
shamanisms found in other parts of the world.

Limiting his defintion of shamanism to huntgjatherers, LewidVilliams states that

shamanism is fundamentally posited on a range of institutionalized altered states of
consciousness; the visual, aural, and somatic experiences of those states give rise to
perceptions ofvhat is taken to be an alternative reality; this reality is frequently tiered,

having various spiritual realms above, and below, the world of daily life; these realms are
believed to be inhabited by spirits of various sorts; and, the behavior of the human
nervous system in certain altered states a
body,-l és s aWiliarmsmid.s2).

Using both altered states of consciousness, as well as various medicines and rituals, shamans are
commonly believedd ficontact spirits and supernatur al e
and |ives of animals; foresee the fwuture, con
Williams n.d.:3). These six functions are believed to be facilitated by supernatitras ehat
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include variously conceived supernatural potency, or power; and anéipers and other
categories of spirits that assist shamans and are associated with potencyilkaviss n.d.:
3).

KlamathrModoc shamanism fits within this generalaed But in order to elucidate the

shamanés relationship to KlaWathiBasibngreoek aa
definition by focusing more closely on the various roles shamans played within Kistodtt

culture, and by discussing various othspects of their spirituality as it applied to both shamans

and norshamans alike.

Klamath and Modoc Shamanism

Perhaps the most prominent persons in the tribal community were shankinks(Spier
1930:107). For the purposes of this discussion, anehtain consistent with the language
utilized in supporting ethnographic literature (Gatschet 1890; Curtin 1912; Curtis 1924; Spier

1930; Ray 1963; Stern 1966), Il use the term i
Adoctor so who c errcraftwithatimedssiptaneeoftspiritse the Kldmgitdoc
term for theskeksporactitioners i s i

According to Skiukerj sindhe sshamaas(acquired mor
(Spier 1930:107). Similarly, referring to them as Indtanjurers, shamans, or sorcerers,
Gatschet described them thus:

These fA-medidbcdoemenot only treat the sick, bu
Adoeadtacmrc es 0 i n t h-bBouse,;are consulted for dreaams, predict the

weather, during thpondlily harvest give advice on the more important incidents of

tribal pursuits, and are much dreaded on account of their alleged power of sorcery

(Gatschet 1890b:135).

Shamans could be both men and women, although female shamans were less n@mierous (
1930:107; Ray 1963:42). Although shamans enjoyed a good economic position, Ray explains
that they were seldom rich. AUnavail abl e t
pursuits of commerciali sm, g9630¥p Howewgr, Spiarn d i n
pointed out that shamans were clearly the most important and outstanding figures in Klamath
society, even among the chiefs due largely to their popularity (Spier 1930:107).

o
t e

The Klamath and Modoc recognized no specialized typsbarhans. The extent of their power

was determined solely by the number and characteristics of the spirits they served (Spier
1930:108) . Shamansdé6 spirits were available t
proper song to invoke their aid (R4963:45).

Spier reported that a trance state was not pa
Nevertheless, during the Modoc War of 1870, the Modoc shaman-Bedgled Doctor is said to

have inhaled smoke from his pipe and gone into a fit ieffamt to ensure that the Modoc

remained impervious to federal bullets (Murray 1959:118). Loubser and Whitley (1999:62)
argue that Murrayoés description of the shaman
makes it clear that Curly Headed dodtad fallen into a shamanic trance. This discrepancy may
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stem from the fact that such Afrenziedo behav
view and was thus not reported to ethnographers. In this report, | propose that this is the case

and that such trance states led to the production of rock art spt#wal usesettings described in

Chapter8

Shamans sought spirit power from animals, birds, reptiles, fish, natural phenomena, and a
handful of anthropomorphic and purely mythical beifgsier 1930:103). Gatschet noted that
the creatures and beings from which power is sought are the same as those told about in the
myths. Not only did shamans appeal directly to these animals, but also to their limbs, organs,
and other parts that wereligeed to hold supernatural potency (Spier 1930:133). As indicated,
shamans accomplished their many feats through the use of supernatural power, which they
invoked by singing their power songs or incantations (Spier 1930:108).

Overtly, shamans were exjed to lie quietly in their home during the winter, maintaining a

certain amount of reserve. But the reality, as reported by Spier, is that they transcended even the
chiefs in popularity and went to a great deal of trouble to convince people that tleehamess

and control spirit power (Spier 1930:118, 123). A large part of their popularity came from the

annual performance they held in avidhter. Among the Klamath, this was typically a joint

affair in which many shamans participated in a-ilay ceemony where they displayed their

power to the assembled villagers (Spier 1930:112). But as Ray pointed out, this was an entirely
selfish endeavor. AnThe whole affair was esse
shamanés onlyrobWjeedt swpertsoniampfuture, 06 (Ray
securityo depended greatly on the peoplebs be
they were also not above taking credit for things known to be beyond their control. Modoc

informant Pet er Sconchin, recounted his fatheros

A doctor claims he can make it rain. He can make the strongest wind, too. He can make
heavy snow. He can stop wind, rain, or snow. My father once asked a doctor to stop a
bad stom. The doctor agreed. But with all his singing and dancing for two nights the

storm didndét cease. Sometimes a doctor wil
bad weather continues. The people are dis
weather. But they try to believe him, and they try again sometime. Even though they

know the doctor candét make it rain or snow

two or three days, the doctor says the he brought it. If the storm stops tiresdys that
he did it, and everyone believes him. As far as | can remember a doctor never stopped
rain or wind (Ray 1963:688).

Neither was it above a shaman to claim credit for killing someone at great distances, even when

the alleged victim was ifitalive (Ray 1963:6870). By contrast, a Modoc shaman named

Jakalunaswvas renowned for his ability to kill enemies from a distance using his supernatural

powers (Dillon 1973:183; see also Ray 1963763. Whether or not this was true, it was,
perhapssufficient that shamans maintained teputationfor the ability. Even during the early
reservation days, when agency authorities were attempting to eradicate shamanism altogether
among the Klamath, belief in thmesendehtdomans_o pow
Meacham wrote of the futility of these attempts:
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Ano
The
and

To prevent gracticeis one thing, to change the belief in the theory which actuated that
practiceis quite another thing. Thus while it is very true the practice of medicine by

Indian doctaes is abolished yet | am fully warranted in saying that there is not half a

dozen I ndians on the Reservation who are n
medi cine. 0 Even Head Chief All an David gr
things,acknowledged to me the other day that he still believed and was afraid to punish

the doctors (Stern 1966:11112).

ther way that shamans reinforced the peopl
shamandés | odg e intha\sllage, but was thd only dndndecoratadringides t
out . These decorations consi s Ewndtheof 1 tem

way shamans dressed bespoke their supernatural potency. Spier (193@ )L pBovides a

detailed descripton of a shamandés el aborate medicine oL
shown on the left in figure 3 wearing his medicine regalia. The bones, probably human, were

likely meant to impress his clientele (see Howe 1992:30)

Figure 3: Dr. Lee Siipes in full medicine regalia, posing with his wife and daughter.

Adapted from, Howe 1992:30
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So, at every turn, shamans went to great effort to advertise their supernatural power. It should
come as little surprise that they ynaave created some of the rock art also for this very purpose
(Dennison 1879). I discuss this in greater detathapter?.

Spirits, Souls, Ghosts

Spirits are a class of beings that are predominantly manifested as birds and animals, winds,
lighting, and a handful of anthropomorphic beings. These beings are thought to dwell in the
mountains, mountain pools, and river eddies (Spier 1930:93, 95). Certain rocks were also
believed to be petrified remains of mythical beings. Many of these have beeatasiseth the
culture herdG mo k a(8piecl1930:143). The spirits of these stones were believed to return to
inhabit their bodies from time to time for a variety of reasons. One stone in particulkirovasa |
TupakshiStanding Rock), which was destroygrailroad construction in 191JAccording to
GatschetK 6t ai  Tvasgha k s h i

... hameof a rock about ten feet high and fourteen feet in width, situated fifty yards

north of the Sprague River and about one hundred and fifty yards from the junction of

Sprague and Williamson Rivers. Indian pictures are visible on its surface, and the rock i

cal Kédukamt ohédbeclhaisre this deity had, acco
a fishttrap of willow branches there, and was watching on this rock for the preservation

of this structure (Gatschet 1890b:149).

Although initiates sought power fmoa host of spirits, these spirits were not specialized.
According to Spier, Athe Klamath | ack all arc
beings (Spier 1930:100). Seekers could gain power for hunting, gambling, fishing, lovemaking,

and warfae with equal expectations from any of the sgigtpers at their disposal (Spier

1930:93). The exception to this was the few specialized spirits available only to shamans.

According to Gatschet,

Another class of spirits embodies the spirits of thaseals, which have to be consulted

by thekiuks’ or conjurer when he is called to treat a case of disease. Such persons only
who have been trained during five years for the profession of conjurers can see these
spirits, but by them they are seen as cleasl we see the objects around us. To see them
they have to go to the home of a deceased conjurer, and at night only. He is then led by a
spirit calledYayayaashappearing in the form of a oibegged man towards the spot

where the animaspirits live; his specter presides over them; there the conjurer notices

that each appears different from the other, and is at liberty to consult them about the
pati envYaayaashmes &ns At he fr i gh ttedlarsdsrregardedhasd by
the Thunder or itspirit [Gatschet 1890a:xcuviii].

Gatschet provides a list of the more common spirits used by shamans (Gatschet 1890a:Ixxix
xciv) and, contrary to Spier, he states that
and beast tales are pretty mucé fame as those mentioned in the magic songs of the medical
practitioners, of which | have brought together a considerable collection in Texts, gp.8.330

ZKiuks also spelledjyoqs is the Klamath term for shaman, orcttur.
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(Gatschet 1890a:ci). For a more comprehensive list of specialized spirits used by shamans, the
reader is referred to Gatschet (1890a: xIxxixv), Spier (1930:119) and Ray (1963:46).

Belief in spirits influenced peoplebs everyda
were cast toward the earth, mountains, old house pits, and @emkices so as to feed the

spirits first (Spier 1930:141). Another example concerns an old woman spirit who lived on the

slopes of Mt. Pitt (McGloughlin) nameadfile-ekak This spirit controls the west wind. People

shouted at her to make the wind stdpew it blew too hard, or to give them a harder wind to

drive away the mosquitoes and such (Spier 193010%). Finally,G o g a aendearf men who

lived in the Cascades but were seen all over Klamath country. Possessing enormous strength,
theysatready o capitalize on peopleds breeches of ¢
always fatal (Spier 1930:10806).

Souls differed from spirits in that spirits were a class of beings while souls were the life essence
of the deceased. To the Klamath &taldoc, all creatures had souls. Seated in the heart, the

soul was conceptualized as the quickening of life as made evident by breath(Sgier

1930:101). At death, the soul left the body through the top of the dead and journeyed to the land
of thedead while the ashes and smoke from the cremated body rose into the air and returned on
the wind to rest at the birthplace of the deceased (Spier 1930:101).

Ghosts ¢kok$ are souls that have returned from the land of the dead. Considered dangerous and
deadly, they constantly go about seeking to ca
(Spier 1930:101). Ghosts that return from the land of the dead resemble neither humans exactly

nor skeletons, but are perceived as a vague combination ofachefwSpi er 1930: 101) .
description of ghosts places them more into the category of spirits rather than departed souls,

since they are transformed beings. Upon returning from the land of the dead, they ceased to be
manifestations of a former persdityg instead, they were dangerous beings that were believed to
possess lethal supernatural power. According to Ray, ghosts traveled only at night. Seeing a
ghost, or hearing its rattling bones, iayosed t
among children, but including many adults, that to leave the house after dark was a traumatic
experi ence, H50).(ARhaugh nbtRld8/s séeh, everyone who encountered it heard

the sound of rattl i ngsqdqs edyRB35A). t he di stincti

Spirits, souls, and ghosts all play different roles in KlasMtiloc cosmology, but they seldom
overlap. The exception to this, of course, is the use of glekstky(by some shamans as
medicines. Although considered dangerous and patriatal, skokswvas also capable of

curing an apparently fatally ill patient (Ray 1963:47). These instances are, however, typically
extreme cases, when no other sghatper will suffice or when the spirit assembly at a curing
ceremony failed to reaatonsensus. In such instances, the ghost spirit is called upon to trump
the stalemate (Ray 1963:57).

In some of the myths, Curtin descrilst®ksto be more like medicines rather than merely

dangerous apparitions. In one particular tale, an old wa®iats heskoksinto a nearby man to

make him scream in order to save the life of B&&man, whose soul had left her body. The

skoksvas t he ol d womands medicine (Curtin 1912:2
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Souls and ghosts are sharply distinct from spirits. According to Spieits are beings that live

in the mountains, in river eddies, and in lakes where they are sought out by those in search of
power (Spier 1930:10@01). A list of Klamath spirit places where people traditionally went in
search of power may be found ini&p(1930:98100).

Acquisition of Supernatural Power

Klamath and Modoc religion revolved around the acquisition of supernatural power. While

Spier reported that the quest was open to everyone (1930:94), Ray stated that this practice was
restrictedtoBamans (1963: 31) . The discrepancy may
description of the Modoc crisis quest for ordinary individuals is nearly identical to the power

guest ritual described by Spier (Ray 196384J. Thus, | find it likely that the Klamathower

guest and Modoc crisis quest were one and the
from the differences in the kinds of power sought by shamans versishaomans.

Power Quest

Among both the Klamath and Modoc, there was consideesbfghasis on "making artificial

rock piles for religious or commemorative purposes and for attributing mythological significance
to rock piles of unknown origin” (Ray 1963:xiiif-or the Klamath and Modoc, spirit power was
necessary for all aspects of |iEnd was sought by nearly every member of the community

(Spier 1930:93). The quest is caled u 6 The power is made manifest in a song heard in a
dream (Spier 1930:94). Spier describes the initial ritual thus:

A boy is sent into the mountains owigil of several days, perhaps five, at puberty, that

is, when his voice changes. He seeks power that he may acquire property, be a good
hunter, become rich, a chief, and be able to do all the things that are difficult. (One does
not need power to becana fisherman, for instance). He must fast and must not touch

his hands to his face, but must use a scratcher instead. He must sleep without covering
and warm himself only occasionally by a little fire. He runs constantly throughout the
night, piling rods into high piles (called e w)ar@dIswimming in the mountain pools.

He prays, calling loudly to the spirits, and finally gets an answer. At night he may see a
spirit with blood flowing from his mouth; then he faints and when he wakes he too will
havea hemorrhaged(j ak gl)e.k getbek ainear |l y diesodo before |
1930:95).

The same method for gaining spirit power is observed by a mourner, gambler, or shaman,
although swimming in deep river eddies was more frequently mentioneid totinection.
Nevertheless, these seekers will still go to the mountains to fast and pile rocks (Spier 1930:97).
No mention is made of rock art being a part of the power quest ritual.

Shamanés Power Quest

The shamandés gquest nfuchdiffesent phenrthataoftother mdividyals,we r 1 s
that, the power he seeks comes from a spiritual beckoning, prompting him to learn the ways of
Adoctoring. o Spirit power for the ordinary i

them in suceeding in their various pursuits. The spirits gained by the shaman became the
primary source of his professional livelihood. It should be noted, however, that shamans
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considered themselves to be the servants of their-Bpipers. That is, they wereet vehicles
for all spirit activity. | discuss this further below.

According to Gatschet (1890a:xcviii), the training period for shamans lasted up to five years.
Ray, in contrast, described a detailed process that could have been completed imjust a fe

weeks. Each phase of the shamanés spirit que
included the spiritual <call, the acquaintance
acquisition of particular spiritelpers, or familiars (Ra}963:35). The spiritual call came in the

form of a dream at anytime during a manos | i f

the dream, spirits appear, but they are vague and the dreamer does not remember them upon
waking. These dreams camtied for about five days. At their conclusion, the dreamer would
decide whether or not to pursue training as a shaman. In order to become a true shaman, further
steps were necessary on the part of the dreamer (Ray 19833:31

Following the spiritual alling, the supplicant devoted five days to a quest in which he sought
personal contact with the spirit¥he supplicant visited places where spirits were known to

dwell, usually in the early morning and late evening. The most common of these plagaésdncl
the deserted house pits of deceased shamans, as well as the places where they had performed

their rituals. The seeker visited these plac
sites were the former gathering places of mythologicalgseiand certain pits and depressions
other than those of deserted houses. 0 Somet

former dwellings were also used (Ray 1963:33). At each of these locations, seekers would

simply lie down and sleep. Duringebe dreams, all the spirits of the universe appeared, but did

not speak. Most were animals, according to Ray, but some were humans in miniature form, each
having a distinctive sex. ADi fferent songs w
Once again, the dreamer did not remember the appearance of these spirits with sufficient

accuracy. By the end of the fifth day, all spirits had passed in review. At this point came the

most dramatic event of the cokueestf:elflAso dheea ds, tbe pt
unconsciouse3d)( Ray 1963: 33

At this point, the seeker caught a glimpse that vaguely resembled a partial human skeleton
figure. When it disappeared, the voice of the Ghost Spirit announced to the seeker that he or she
would nowbe a doctor (shaman) and proceeded to give further instructions for the third and final
phase of the spirit quest. During this period the seeker stayed at home, observed various taboos,
and awaited the appearance of specific spirits (Ray 1963:34)ts$pice again visited the

seekers in their dreams as they slept in their beds. The spirits that came were much fewer in
number than before. They appeared individually and spoke directly to the dreamer, each giving
the supplicant specific instructions amgdong, which the seeker sang immediately upon waking.
Family members observing the ritual joined in the singing. This went on for five days. These
spirits became the new shamanés familiars, wh
carees (Ray 1963:35). Although shamans never sought additional spirits, they might
nevertheless return to the house pits or any other spirit haunt to renew their power (Ray
1963:36).

Given the private and secluded nature of their settings, special usevaregsobably places
where shamans underwent various ritualdefsrivations in order to induce dreams, or trance.
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Rayods description of t hes &, thoughdetailedslaysautai ch | d
process that could have been completedsha matter of weeks (Ray 1963:38). While this

seems feasible, Gatschet reported that the sh
years to complete (Gatschet 1890a:xcviii). This discrepancy is likely due to the varying degrees

ofknowledg hel d by Rayodés informants. By definiti
especially for shamans. Accordingly, there i

know the whole procedure. One source that could account for the discrepancy maydoe f

the mythic talel.atkakawqCurtin 1912:710). In this storyKumush(G mo k &) se@ds his son

Isisto a number of sacred places throughout the Klamath Basin to swim, fast, pile rocks, and

pray to the mountains for wisdom and strength. In atakyKumushspecified that only

certain men would undertake such quests: #fATho
wise, or bravegr a doctor[emphasis mine]. They must swim in ti@uwamgsprings or ponds]

and dream, 0 (Cumd@d ndeDcdr2i:pithi)an dcfurtthe quest i c
Ray 6s; {isibwentfot spirt posver are located as far as 196 kilometers from the heart of
Modoc territory. This is, perhaps, the reaso
period proposed by Gatschet.

Shamands I nitiation

Following the final presentation of spirits, in which they taught their songs to the shaman, the
only element of protocol remaining before practice could be assumed was the initiation
ceremony. This came in late fall. The ceremony was essentially amagtbannouncement

that novice shamans were ready to offer their services (Ray 1963:37).

Prior to the ceremony, invitations were sent throughout the territory, and people often traveled
great distances to attend (Ray 1963:38). Ideally, the ceremsied far five nights, but this
depended upon whether novices were able to amass sufficient quantities of food for the guests
and, of course, the extent of their power songs. Five days and nights were ideal, but shorter
ceremonies were common (see Spied213; Ray 1963:38).

The ceremony took place in the shamands own |
to accommodate large public gatherings, but it differed significantly from other lodges in that it
was decorated inside and odtccording b Spier,

The posts are painted with horizontal stripes, alternately red and white. They are not

carved. According to one informant, menos
not spirits, are painted on the posts; but | doubt this. The-graffsdskins of various
ani mals and birds, probably all of them re

the slanting roof beams; mink, skunk, crane; a u w (a Huckiike bird), butterball

duck, white shitepoke, rattlesnake, a big speckled sna#t¢hardried skin of the lizard
were mentioned. The birds have outstretched wings. Standing on the roof of the lodge
on the northern side of the hatchway, is a wooden imagecof k theditfiekbpy spirit,

made by the shamans. Head, trunk, and aresuaely carved and painted. R&uhfted
flicker (yellowhammer) feathers are fastened around its neck (only shamans wear
feathers of this bird) (Spier 1930:109).
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On the first day of the ceremony, a ritual pole was also erected near the entranaz ltleainha
cleared of branches and painted red. Attached to it were various pendants that symbolized the
shamanés spirits (Ray 1963:37).

Although Ray (1963) and Spier (1930) each differ slightly in the details, each of the days and
nights followed a similapattern: on the first day, the shaman and accompanying helpers began
with an early morning fire dance. This lasted all day and was not repeated for the remainder of
the ceremony. Its purpose was to call upon the spirits to give the shaman streedibrio {he

feats that follow. The morning following this dance, everyone except for the shaman went to
bathe, in spite of the freezing water temperature (Spier 1930183 The nights were given

over to sleight of hand tricks. This is the only parthef ceremony where children were invited

to attend. Most important are the fse/allowing and arrowhead swallowing tricks. The latter,

in particular, required little light and thus the firelight was allowed to die down considerably.
After swallowing & many as twenty arrowheads, the shaman and interpreters sing to the bear
spirit and soon the arrowheads reappeared (Spier 1930:114). Other tricks included making the
stuffed birds and animals hanging about the lodge appear to come to life, flying aimgdjdan

about as the shaman sang their power songs. The stuffed animals were believed to be spirits
(Spier 1930:117).

Following the first night, the ensuing four days and nights were filled with singing and dancing.
During this time the novice shaman re@ebsongs that had been sung by previous shamans in
order to demonstrate that he or she was now the new medium for their power, and they also
introduce their own songs, which the observers would repeat in chorus (Ray 1963:40). At the
end of the ceremontyhe ritual pole and pendants were taken down and hidden away to protect
laymen from touching them and becoming ill (Ray 1963:41).

Ideally, a shaman would repeat this performance for five consecutive years. However, at the
conclusion of the first ceremg, the novice was officially ready to curd=or a more complete
description of the shamands initiati-a8 cer emo
and Ray (1963:341).

Sickness and Curing

Sickness, among the Klamath and Modoc, was bealiavée caused by spirit activity, from

which an intrusive object was introduced into
patient was to remove and destroy the object (Spier 1930:122). Shamans were tasked to affect
such cures.

Tounderstand#h | ogi ¢ behind the shamansd choice of
understand the procedure they used to cure a
Apreparatory acts, the diagnostic prokedur e,
have summari zed RayoO0s description bel ow.

Preparatory acts involved contemplation and smoking. This went on for a time until the shaman

felt ready to assist the spirits in attacking the disease. Then, during the diagnostic procedure,
shamans called op the spirits by singing their songs in turn. Among the first summoned was
Lightning, because this spiritds | i gdatisnggave t
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spirits that were invisible to everyone else. When all spirits had been swadmbey proceeded

to debate among themselves through the voice of the shaman, trying to identify the disease

causing culprit. This could go on for some time, and if a stalemate resulted, the ghost spirit was
called upon to break it (Ray 1963:5%). Nomatter what the cause of the disease, the cure was

al ways the same: removing it by sucking i1t ou
theory was that of an intruded object or matter. All intrusions were caused directly or indirectly

by s p(Rayla359)0

As | indicated in chaptes, selection of particular spirits was not a haphazard affair. Some
property or characteristic of the spirit figured into their role in the curing ritual (see Spier
1930:133; Ray 1963:467). Describing a heal ritual, Ray (1963:56) states that at one point
during the performance, a spirit will enter the shaman and the shaman becomes the voice of the
newly arrived spirit. Spier furthermore reports,

The shaman ipossessefiny italics] during his performanse He is the vehicle of the
spirit; the spirit sings with his voice, sucks with his lips, and sees with his eyes. It is not
in him at other times, but in its home in the mountains or under the water and must be
called on to enter his body (Spier 1930:109

Mudl was
The importance of songs or incantations in shamanic rituals cannot be overstated. Singing was
critical to the ritual p r oveiadesns song And spoitrbeingn g t o

... [W]hen it is said that a man has a Coyoter i foriexample, it means that he has the
appropriate song or songs and that this animal is his supernatural helper. The spirit never
manifests itself but in a song; the singer is the vehicle, the vbtbe spirit. Song and

spirit are one and theme thingSpier 1930:95).

Gatschetdos data supports Spierds observation:

Kiuksami shoot®smerely a conjurerds song, bu:
a spell of preternatural power. This $pelnot exclusively attached to a drug, or by that

kind of witchcraft which is called elsewhere the evil eifei u k s a mis thdrefore@ s h
beneficial or destructive tamanuash [spirit power] agency, which when applied to a

patient can cure him or make him worse; when appearing under the shape of a dream, it is

a dream of good or one of bad augury (Gatschet 1890a:159).

Aside fom mythical animals and beings, shamans had access to an immeasurable toolkit; pretty
much anything they found to be useful could be called into ritual service (Spier 1930:132). The

Kl amath and Modamao 06 ¢, &k lswhsiucchh airtee niigl pdragharsaia. t ool s
Gatschet identifiedhu 60 | asa s

curing implement [or] magic help of the conjurer in his treatment of the diseased.

Articles serving for this purpose are bird feathers, scoops;sititeiscalps, rattles, rabbit
or fox-skins, éc (Gatschet 1890b:221).
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Al | items decorating shamansodé | odges and maki
bemu 6 | beasse of their symbolic association with spirit power (Spier 1930:110). The

subjects of incantations are, by nature, chésgith supernatural potency and, accordingly, serve

as s h aumrgy mplémentsMu 6 |, hanssymbolized spiritual medicine which shamans

invoked through singing.

The fact that rock art images were also catfed 0 | imdecages that they, too, reggented
spiritual medicine. Because shamans were said to sing to them, it follows that they must have
been considered curing implements. According to Spier,

The Klamath do not make pictographs. There are however a few in their country, said to
haveben made by Kemudkumpey tdeadfeercutl 6é urremea
mu 0 |, pagaphernalia or, better, objects pertaining to a sharfemphasis mine].

They are repainted from time to time by ol
my informantmajn ave meant shamanés interpreters (¢

Given the i mportance of myths and shamanso in
stated thashamans also sang to painted ro¢ése Gatschet 1890a:179; Gatschet 1890b:149).

Lest we forgg singing was a wholly spiritual activity among Klamath and Modoc shamans. The

very act of singing to them indicates that painted rocks are associated with spiritual power,

implying by extension that the images must derive from myth, just as do thetsudfje

incantations recorded by Gatschet. In short, myth, incantations, and rock art are all one and the
same.

Conclusion

In this chapterl discussed aspects of Klama#todoc spirituality that | though relevant to my
study. Each aspect contributes edidneaning to the rock art. In the section on shamanism, |
reviewed the basic tenets of the role and described some of thgiraalbting behaviors that
ultimately led them to create a certain category of rocksad chapter).

| furthermore distiguished between spirits, souls, and ghosts and provided a rudimentary
description of the spirits that shamans used in various rituals. These spirits, in particular, are
what we see represented in the rock art.

In a similar fashion, | distinguished begen ordinary power/crisis quests conducted by most

members of Klamativlodoc society from those carried out by aspiring shamans. The stacked

rock features left over from the ordinary power quest provide context for some rock art sites,

whil e Ray®an dds crmhieptshamanés spirits in the sh
the interpretations | offer for rock art #pecial useontexts.

I n my description of the Shamansd I nitiation
program symbolized and reinforced the spiritual matrix within which shamans exercised their
curative powers. Their behavior, songs, and dances invited spoliteeounted their special

powers. Even their lodge décor (including paintings) was so completely representative of spirits
that it defies logic to expect that they woulok also paint these spirits on rock canvases,

particularly those they believed hddep spiritual meaning.
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Il n the Sickness and Curing discussion | showe
ritual and the spirits involved in the procedure. Finally, inMhe 6 | sectien | pointed out that
many of these spirits are representadvhole or in part, in the rock art.

Detailed application of these concepts is discussed in the following chapters, where | discuss
rock art in various contexts. A more complete discussion on the topic may be found in Gatschet
(1890a:Ixxixcvi), Spig (1930:93143), and Ray (1963:181). In the next chapter | review the
literature | consulted in preparation for this study.
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Chapter Four: Literature Review and Previous Research

Introduction

In this chapter | review the research literature and approaches | consulted for this project. |
divide the chapter into three main sections. In the first section | discuss various landscape
archaeological approaches to rock art studies that have be@wyedwithin approximately the

last twenty years, while in the second section, | review general ethnographic approaches to rock
art studies. In the last section | review previous research in Klamath Basin rock art that include
the ethnographic studies theve been done specifically with the Klam#&thdoc, and also a

sample of the academic research that has been done.

Landscape Approaches to Rock Art Research

In this section | discuss examples of both formal and informed landscape methodologies that

hawe been applied to the study of rock art. The interpretive framework that differentiates

bet ween Aformal 6 and Ainformedo (for exampl e,
developed explicitly for rock art research by Chppindale and Tacon (2004). dkarto them,

informed methods are those that depend on some source of insight passed on directly or

indirectly from those who made and used the rock art. By contrast, formal methods are those

that depend on no inside knowledge, but instead provide iaf@mbased on structured studies

and scientific methodologid€hppindale and Tacon 2004:14). Arsenault (2004) further notes

that formal approaches tend to view landscape as a neutral backdrop against which social actions
occurred, while informed apprdaes view it as a social phenomenon that is the object of

symbolic practices and representations. Nevertheless, even though these approaches are
philosophically different, they are not mutually exclusive. If used in tandem, researchers may
definethearcrmo |l ogy of | andscape as the fAtotality of
formed within a specific region seemingly ass
my study, | made it a point to use a combination of formal and informed apprdecties

establishing a formal pattern based on three contexts, and then by offering informed

interpretations for the art within the respective contexts.

Formal Methods

In the following section, | describe three aspects of formal approaches to landscape. These
include the creation of analytical units on the landscape for comparative study; the application of
formal theory to explain rock art and its patterning on thddeape; and those that approach the
rock art panels themselves as landscapes at a microscale.

Researchers have found a number of ways to organize the landscape into plausible units of
analysis. Bradley et al. (1994) accomplished this simply by congpeotk art complexes

within two naturallyoccurring settings. Focusing on the rock art of Galicia, in Northwestern

Spain, Bradley et al.(1994) divided their study area into two groups of sites, one that focused on
the river valleys drowned by rising sea¢ls, and the other group were those sites along the

edges of the uplands. Studying rock art sites in their precise topographical settings enabled the
authors to offer interpretations at different geographic scales. In a similar fashion for a study of
rock art in Galloway, Scotland, Bradley et al. (1993) overlaid their sample area with an

imaginary grid based on 100 meter intervals and then examined the closest rock exposure to each
grid intersection for surfaces suitable for rock art. They mappedshé&able surfaces and
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compared them with the locations of actual carved rock sites, hoping to draw comparisons that
hinted at preference. Viewshed analysis based on compass bearings at various distances
demonstrated there was a relationship betweenswdices containing art and those with the
greatest viewshed. Working in Norway, Fry et al. (2003) modeled the spatial distribution of
archaeological sites based on simple landscape indicators from Reformation period (AD 1537)
land use and settlement patts, using combined perspectives from landscape archaeology and
ecology. Hypothesizing that prehistoric agricultural settlements and their associated graves were
situated on lighter, wellirained soils that were easy to work, they consulted the national

database of cultural sites, focusing particularly on information from land use and elevation and
management map layers. With the assistance of local land use potential maps, they created a
digital elevation model (DEM) to identify optimal convex locatievigere archaeological sites

should occur. Then they overlaid this map with known monument locations and found that it
corresponded precisely with known sites. Oubina et al. (1998) made a similar dissection of the
landscape in an area of Galicia in Nor#stvSpain, where they selected five relief units that each
exhibited its own ideal environmental characteristic, then drew an imaginarysooitth transect

in this area. Each relief unit corresponded with specific landscape characteristics such as slopes
flatlands, and valleys. By dividing the landscape into specific environmental zones in this
fashion, and incorporating local historical and archaeological analyses, the authors were able to
correlate individual relief units with documented pre/histtamd use practices, each of which
corresponds to changing rock art styles and distribution patterns overRinadly, Hyder

(2004) calls for a formal methodology that links locational variables with expected human
behaviors, but caoldgysbauld acknbwdetige fivesinterphetatimes t h

l i mitations set by any given scaledo (Hyder 20
archaeologists usually recognize include the mjerese, and macrg each corresponding to

the local site, topgraphic, and regional environments, respectively. Each scale presents its own
inherent limitations. Researchers must be aware of the scale of the system under study and
ensure that there is an appropriate fit between the questions asked and thbelatdi¢ated.

An important aspect of my dissertation focuses on where shamans placed their symbols on the
landscape in relation to where others were going or what activities they were engaged in. The
structuring of encounters with their art gave shasma powerful mechanism for displaying and
reinforcing the ideology that contributed to their prestige. Each of the following readings that |
discuss here addresses how prehistoric peoples created or utilized natural patterning in the
landscape in ordeo effectively display their art. Thomas (1993), for example, brings together
time-geography and structuration theory in order to formulate interpretations for created space in
Neolithic Britain. He explorekistorical phenomenologihe study of the sticture of thought,

to offer an interpretation of megalithic complexes of the British Isles (Thomas 1993:75).
Drawing on Hager st-geagnagh§, §homas shoves ihqwlthe manfiments ande
barrows of Neolithic Britain were be usedpi@sencdintroduce) absent persons into social

discourse by means of metaphors and mnemonics and thereby influence the nature of interaction.
Integrating such spaces into everyday life was important to both the creation of routine and

social reproduction (Thomas@®:77). In North America, Swartz and Hurlbutt (1994) employ
concepts drawn from art, architecture, social philosophy and animal behavioral studies in order

to propose interpretations of both the rock art and the space in which it is exhibited. They note
that these disciplinrbound theoretical formulas overlap in many areas. But properly integrated,
they form a Aunified space model 06 that can se
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understand archaeological phenomena in settlement patterns andypétioggrpretation.
DiazAndreu (2002) applies her concRapeolithef Ari tua
paintings of Villar del Humo, Spain, which previous researchers had established was made

manifest on both sacred and secular landscapesolfSkeves that some rock art concentrations

were situated in places of higher visibility than others, and that the rock art style differs

drastically between them, suggesting that the ritual topography was structurally restricted.
Furthermore, she suggesisit the absence of children and females in the subject matter indicates
that the motifs represented exclusively menos

Asacredo of these sites was topograpwynhawal 'y r
been privy to the art. Many of the sites | investigated, particularly thdssguently used areas
show evidence for the kind of intentional st

Finally, some authors have recognized the importance of the roekidalf in formal analysis

and have approached the rock face as though i
and Poetschat 2004:118). | have noted instances in Klamath Basin rock art where prehistoric
artists incorporated natural cracksstises, and even natural mineral stains from weathering into

their designs, thereby creating a metaphor that includes both the painting and the rock surface

itself. While | did not employ a structured approach to these instances during this projetct, | kep
watch for instances of panel face interaction nonetheless. The authors | review in this section

each discuss some of the reasoning behind this approach as well as propose a logical,
methodology for employing it. Nash and Chippindale (2002), for instgraint out that

prehistoric artists intended for their creations to be permanent parts of their locale, and they
stressed that recording practices that abstract images from rock surfaces have omitted key
information. The intentional placement of imagesa rock face may denote a selected order,

such as a visual narrative or sequences of a ritual performance. This kind of ideology is what
Denton (1993:vivi i i) cal l ed the Ainvisible | andscapeb
of rock art interpetation. It also is a good example of the microscale level of understanding rock

art in its landscape context discussed above (Hyder 2004:87).

Keyser and Poetschat (2004) take a more direct approach and identify five forms of interplay
between rock @ images and the rock canvas from two sites in the John Day River drainage, in
Eastern Oregon. Guided by insights gained from local ethnographies, they propose an
interpretive model to help explain the interaction. More specifically, ethnographic atform
suggests that the reasons for this relationship between rock art placements and the particulars of
the rock stems from the indigenous belief that the rock face itself was an interface that separated
the physical and supernatural worlds and that migest experiences recorded on rock denote

this relationship by incorporating natural rock face features into the imagery. The rock art is
thus not placed Aonodo the rock surfaces, but a
and Poetschat suggehat where this kind of panel face interplay is evident, this insight can

serve as a model to enhance interpretations of rock art in regions where no ethnography exists.

What is readily apparent in the formal approaches | reviewed above is thaefpuraly formal.
Whenever possible, researchers should strive to use both approaches in tandem, in order to
propose more comprehensive explanations for the rock art. In the next section | review a
selection of informed approaches to rock art that | fquarticularly relevant to my own study in
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the Klamath Basin. A more thorough examination both formal and informal studies may be
found in Blundell et al. (2010).

Informed Approaches

Researchers often derive and define more formalized structures Ipaiséarmation drawn

from ethnographic texts, myth, and oral narrativiesr example, Hann and Bettles (2006)

derived their concepts of the Klamdtho d oc fisacred geographyo from
study is based on a formal structuring within the caltlandscape overlaid with interpretations

informed by ethnography, myth, and oral narratives. The readings | reviewed below derive from
similar studies and, in conjunction with the formal methods listed above, formed the foundation

for the model which later proposed for this dissertation.

Drawing upon modern ethnography and concepts of liminality to propose interpretations,

Helskog (1999) investigates the topographical implications of prehistoric rock engravings in the
shore zones of northern Scandii@aand in Karelia in Russia. Ethnographically, the shore zone

is where land, sky, and water meet, and was thus a place where shamans could gain access to all
three of these realms. Accordingly, Helskog argues that its liminal setting made the shore zone
an appropriate place for rituals of passage that led to the production of the rock engravings. In a
similar manner, Loendorf (2004) examines a number of Dinwoody style rock art sites in central
Wyoming, pointing out that the unique images are relategton questing by Shoshone

peoples. Ethnographic informants reported seeing a variety of animal and human and human

like forms in their visions (Hultkrantz n.d. 11:51). These are the same images depicted in the

rock art. Loendorf also notes that thewtiaese spirit beings are organized on the landscape

offer a true reflection of Shoshone cosmological beliefs, with birds anddigite

anthropomorphs (sky people) located in the mountains, quadrupeds (ground people) in middle
elevation sites, and wateglated figures (water people) are most common at lowest elevation

sites. Working in the county of Devon in England, Riley and Harvey (2005) are concerned with
peoplebs |ived experiences on the | andscape,
usage throughout the centuries. Arguing that the academic voice is privileged in representation
and interpretation of cultural phenomena, the authors explore the ways in which an oral history
approach to archaeological interpretation can augment, destadnd even challenge existing
scientific knowledge, as well as offering alternative narratives.

Whitley (1998) draws upon multiple lines of inquiry related to landscape, cosmology, and
iconography to derive interpretations for the rock art in far western North America. Interpreting
rock art images in this region, he explains, is a matter of unddistpthe indigenous landscape

as derived from ethnographic and etimstoric sources. In addition to the images, the physical
location, geomorphic attributes, and the rock panel faces themselves were also symbols in their
own right and must be interpeet on their own and in conjunction with all other components of
the site. Accordingly, it was the contextual association between the images and their
surrounding multilayered context that gave them potency. Finally, Whitley, Loubser, and Hann
(2004) drawupon ethnographic and mythological resources to propose interpretations for rock
art on the Modoc Plateau of Northern California. Structuring their inquiry are notions of
landscape symbolism, in which certain indigenous concepts of sacred space dretthoug
determine and justify where rock art appears on the landscape. These notions derive most
directly from localized myth and are enhanced by other ethnographic clues. Guided by this, they
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explore these rock art sites that, given their mythical warvasre believed to be heavily
imbued with supernatural potency.

Ethnographic Approaches to Rock Art Research

While the use of ethnographic materials for interpreting North American rock art has enjoyed a
relatively recent resurgence (see Layton 200:331), not all those who attempt to do this have
resulted in a uniform level of success. Part of the reason for this stems from the fact that not alll
ethnographers of the late™1@nd early 20th centuries were able to uniformly access clear and
detailedinformation from Native American tribes concerning their rock art. For example,
ethnographic explanations for the rock art of the Columbia Plateau groups are very descriptive
and highly detailed (Keyser and Whitley 2000). On the other hand, ethnogrdphication

concerning rock art in the Klamath Basin is cryptic at best, often shrouded in metaphor. This has
made its use in rock art interpretation a dubious affair, and not all researchers are convinced of
its utility or validity. In the section thdbllows, | focus on the variety of ways researchers have
used ethnographic explanations to assist them in their rock art studies. Specifically, | review
authors who have used ethnography to make analogies, those who have focused heavily on myth
for insight, and those who offer critical perspectives toward its use in rock art research.

Ethnographic analogy has long been a topic for debate and discussion in archaeological
reasoning (see Wylie 1985) and | will not here rehearse those discussions. Instanmes,
ethnographic texts from two groups such as the Klamath and Modoc can be used to complement
one another, thereby providing a more complete context for the art, such as in the Klamath
Basin, where | use ethnography from both Klamath and Modoc gtougerive interpretations

for the art. In other cases, ethnographic analogies from one area can potentially provide insight
or context for rock art in areas where no ethnography is available. For instance, although no
ethnography exists that descrilies life ways and customs of the prehistoric Cummuni people

of Valcamonica of Northern Italy, Fossati (2006) points out that previous researchers did record
the original traditional names of rock art sites in that region. The folklore associated wath thes
ancient names today enables researchers to gain important insights into the meaning of the rock
art. Keyser et al. (2006) use analogies from ethnographic information collected from mobiliary
or portable art for which this kind of information is avaigkb gain insights into Northwest

Coast rock art in North America for which this kind of information is not available. Specifically,
they focus on a stone sculpture from the Portland Basin locally known as the Beaver Bowl.

Effigy bowls like this are ammy the most common on the Northwest Coast and on the lower
Columbia River. Ethnographic information reveals that these zoomorphic bowls represent
animals considered by western North American Indian tribes to be special spirit helpers because
of their abilty to transcend the boundaries between land and water, land and air, and day and
night. Metaphorically, shamans were believed to transcend the same boundaries, including the
boundary between life and death. Accordingly, these bowls functioned in &y wdnigually-

rel ated rol es. Thus, Keyser et al. (2006) ©pr
be extended to conceptualize rock art in similar terms. Elsewhere, David\\aNigsns (2006)

uses ethnographic information from San groliypsg in one region to gain insights about the

rock art made by another group living elsewhere. This can be accomplished between groups that
share® or at least participateddn a common belief system, even when only one of those

groups produced rock artn another study, Lewd®Villiams (1980) used ethnographic analogy

to reconcile overtly contradictory explanations about rock paintings given by thoehury
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San informants. One informant was native to the area where the paintings were locatdtewhile
other lived 600 km to the west. Deeper analysis of general San ritual and belief led Lewis
Williams to conclude that statements made by each informant show an overall uniformity in their
explanations of the paintings. Finally, Loubser (2006) distsiggs shamanic from shamanistic

rock art (see also Lewid/illiams n.d.) and proposes that this difference conditioned the way in
which its creators placed it on the landscape. Focusing on the art-&fgBatorial Africa, he
identified the characteristider each type of art based on wdthcumented ethnography and
ethnehistory. Shamanic art was highly ritualized at every stage of production, including the
manner in which the pigment was procured. Its production and imagery derived from trance and
ritual dreaming, and the art was situated in conspicuous places, intended for public viewing.
Moreover, the creation of the art took great skill and care and often incorporated features of the
rock face to express interaction with the supernatural worldcoBtrast, shamanistic art was

made by norshamans who experienced a private trance or dream. No ritual was involved in the
procurement or treatment of the pigments, and the art was situated in places not easily accessed
or seen by the general public. Mover, the art itself was done quickly and exhibited little skill

or care. Although the distinction between shamanic and shamanistic art is not a rigid one,
Loubser says that it might nevertheless give some clues on how to interpret rock art traditions
that lack the benefit of ethnographic texts (Loubser 2006:248).

Although myth is a part of ethnography, | distinguish its use by the following researchers based

on its heavy emphasis in their studies. Those who utilize myth in rock art researchgieee ap

it in a variety of ways that range from exploring the ways aboriginal peoples socialized their
landscape, especially where rock art is located, to examining details of the stories to gain insights
into the meaning of the designs themselves. OthlkeesSolomon (2002) have used it to provoke

others to rethink established ideas about rock art symbolism. Referring particularly to studies

that link San rock art to trance ritual (Levigilliams 1980), Solomon (2002) argues that direct

linkages betweend ritual and rock art do not exist. Rather, the ethnographic references that

have been used to make a case for shamanic ritual as key to the rock art recount a number of
myths that describe the predecessors of the San on earth. Instead of the traplcermet

proposed by LewiVilliams (1980), she suggests that these paintings must be seen in relation to
the version of the Sanbés mythic past. Preocc
myths are parallel to the central concerns of shammarg its imagery, but according to her, do

not necessarily represent ritual trance metaphors. Hann and Bettles (2006) focus on a small cave

in Northern California that was believed to be the home of the KlaMattoc creator

Gmo k a amnd lois daughted. dent i fi ed et hnographically as a
2006:1861 87 ), the sitebs |l ocation corresponds wel
(Hann and Bettles 2006:183). Accordingly, layers of mythic reference gave this site its sacred
warrant. A careful application of mythic and ethnographic references helped Hann and Bettles to
arrive at informed, insightful i nterpretation
ritual remains therein.

Il n a similar way, Gunn (1997) <cites Vinnicomb
archaeological sites may be either physical or symbolic sites, or both. He explains that while
physical sites involve features that were modified by people whbdbfhd traces of past

activities, symbolic sites are cultural places related to a physical component that cannot be

identified archaeologically. The symbolic landscape refers to the assignment of meaning to
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natural features (see also Bradley 2000) Eflendgh this kind of site will contain a record of

ritual or art sites, their symbolic aspects (e.g. their association with a particular deity) will remain
archaeologically invisible. Only people familiar with myth or local oral traditions can identify
thesymbolic aspects of a site. In a more recent study, | explored the relationship between
KlamathrModoc myths and selected items that shamans used in the performance of curing
rituals, including rock art (David 2010). While local myths provided clues aheuteaning of

rock art symbols themselves, on a deeper level, they also helped to explain the where rock art
and ritual objects were placed on the landscape.

As | previously indicated, the use of ethnography had met with resistance by some researchers
and complete dismissal by others (Grant et al. 1968; Heizer and BaumhofM&64af and

White 1953;0ver 1943:3; Steward 1937). In view of the resurgence of ethnographic inquiry
related to rock art, a number of researchers have cautioned us abartdbe pitfalls we face

when applying these sources toward rock art interpretation. Layton (2006), for example,

cautions that there are internal dynamics that occur between the producers of rock art and the
nontartist viewers, and as a result their commagperiences later influence their interpretations.
Layton states that this enculturation in knowledge influences not only how knowledge is recalled
by those who participated in specific cultural systems, but also how archaeologists interested in
rockattconduct their studies. Rat her than constr
he calls on researchers to be as sensitive to variability as to common themes if we are to
appreciate the ethnographic data on rock art provided by native instrucdamdstrom (2006)

similarly identifies pitfalls in using information recorded or reinterpreted by those outside the
culture. Not all ethnographies, she says, were created equally. While some ethnographic
statements related to rock art are straightfod and easy to understand, others are shrouded in
metaphor and require a more complete knowledge of the culture under study. Good
ethnographic statements, she says, are attributed to a specific person or persons, contain
information about the speakeriom f or mant s, and are cl ear where
comments | eave off and the ethnographero6s int
centralized role of native and marginalized voices in rock art interpretation, but without
abandoningdentific credibility. Working in Arnhem Land, Australia, Tacon (1992) explained

that if one is to incorporate knowledge of Aboriginal elders to arrive at valid interpretations for
rock art, then one must have access to the customs and beliefs of tbhgz®eced it. Much

of the art in this region was produced in th& 28ntury by relatives of modern Aborigines.

Thus Tagon proposes the direct historical approach to interpretation is possible through living
descendants. But when this approach iosesible, the rules for using ethnographic analogies

may still be established within a weléfined territory. In particular, analogies from other close

or nonrelated cultures in similar environmental situations can still be used to make more
generalizd interpretations. But he cautions that ethnographic analogies should never be used by
themselves. The most fruitful use, he says, is for the suggestion of hypotheses that can be tested
by other means.

Summary

In this section | reviewed how other easchers have used ethnographic analogies and the
application of myth in their rock art inquires, in addition to those researchers who describe the
various pitfalls involved in using ethnography in rock art research. In my own study, | utilize the
ethnogaphic materials from both the Klamath and Modoc in tandem to provide a more detailed
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social context for shamanic ritual and rock art. | also utilized local myth to help me understand
the conditions in which powerful mythical beings cured sickness analsgisd-ocusing on these
beings, and the actions they took to enact their cures, gave me insight into how shamans
structured their own rituals, which | have come to accept are imitations of those actions. In
short, these myths did not only inspire rockaartl ritual objects, but they also served to format
the rituals in which they were produced.

Previous Research in the Klamath Basin

In this section | review research that has been done in the Klamath Basin throughout the past
century, beginning with the amumental ethnographic work carried out by Gatschet (1890), and
concluding with my most recent paper (David 2010) on the application of Klaviedbc myth

in rock art interpretation. | divided the section into two parts. Part one lists the ethnographic
studies that span a little more than a century, and part two lists the academic research specifically
focused on rock art.

Ethnographic Studies

The Klamath Indians of Southwestern OrednnAlbert S. Gatschet 1890.

SwissAmerican ethnologist Albert Samuel Gatschet was born on October 3, 1832 in

Beatenberg, Canton of Bern, and died March 16, 1907 in his Washington DC home. Trained as
a linguist in the universities of Bern and Berlin, Gatschet moved to the United Btairder to

study Native American languages, in which field he was a pioneer. In 1877 Gatschet became an
ethnologist of the US Geological Survey, and in 1879 he became a member of the Bureau of
American Ethnology, which was part of the Smithsoniantursdn (McGuire 1907:56562).

Gatschet completed his great monograpflo@ Klamath Indians of Southwestern Oregon

1890, published in two parts as Volume Il of Contributions to North American Ethnology
(Gatschet 1890a:vii). He worked among the Kldmatthe late 1870s through the 1880s,

obtaining the majority of his texts in the autumn of 1877 at the Klamath Reservation (Gatschet
1890a:5; Carlson 1959:88). He was very aware of the inherent limitations of collecting texts

from Indians whose command Bnglish was limited. He believed that only texts written in

their own language could yield clear insight into their traditions, myths, and mode of thinking
Thus, he reported the texts in the Klamath language and inserted interlinear translations,
suppemented with commenting notes of linguistic ethnographic, and historic importance
(Gatschet 1890a: 8). Al t hough Gatschetds work
and their government and social life, he focused more extensively on thadanglo

accommodate this, he introduced numerous ethnographic texts with which he used to produce an
extensive KlamatfEnglish Dictionary (Gatschet 1890b). More relevant to my current study is

his discussion on mythical animals that make up the dhiters of shamans (Gatschet
1890a:lxxvirc v i ) , along with his | arge -197)st of Shama

An emerging field of inquiry into Klamath Basin rock art focuses specifically on the role of

songs and signing (see David and Keyser 2008).f ound Gat schetds | i st of
especially useful in helping me to identify specific mythical characters that were also the subjects

of curing songs. Another wutility of Gatschet
written ata time when most of his informants had lived the aboriginal lifestyle prior to the

advent of the reservation periods and still retained customs and mannerisms couched-n the pre
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reservation aboriginal worldview. This helped me to better understandciaeécmditions
under which the rock art had been produced.

Myths of the Modocgeremiah Curtin 1912

Born in Detroit, Michigan Curtin spent his early life iMilwaukee Countyand later attended

Harvard Collegevhere he graduated in 1863. Following Harvard, Curtin spent a year in New

York studying law and languages, then, under President Lincoln, spent the next eight years in St.
Petersburgsthe Secretary of the United States legation to Russia. When war broke out between
Russia and Turkey in 1877, he and his wife Alma moved to the American Midwest where they

lived for the next four years. In 1882, Curtin joined the Smithsonian Instifuson Bur eau of
Ethnology, specializing in collecting Native American vocabularies and myths (BETA

AnchsAdmin 2011). Jeremiah and Alma Curtin visited the Quapaw Agency in Indian Territory

that is today, Oklahoma, in 1884 and collected a large number of fnyth&oalakaka an old

Modoc woman whom Curtin noted possessed an amazing memory. She had been among the
Modoc who were exiled to Oklahoma at the conclusion of the Modoc Indian war. Later in the

same year, the Curtins visited the Modoc who remaineti@Klamath Indian Reservation and

coll ected more myths from Sconchin, who, ftho
activeo (Curtin 1912:ix). The Curtins collec
there were many more yet untold. In29Jeremiah Curtin published a small and edited sample

of these stories iMyths of the ModocsHis unpublished manuscripts are housed at the

Smithsonian Institution, but in 1990, under a National Science Foundation grant, archaeologist

Don Hann and Trial Member Mary Gentry worked in a joint effort involving the USDA Forest
Service, Bureau of Land Management, and the K
digital media. | received a copy of the resulting compact disk in 2002.

Alongwiththed i gi t al manuscript, Curtinbs edited boo
Modoc and Klamath shamanism and ritual. A growing body of research is showing strong
relationships between myths and rock art in this region (Lee et al. 1988; Whitle@d4|

Hann and Bettles 2006; David 2010) and it is
study. These stories identify particular mythical characters that often acted to keep cosmic order

in the myths. Ethnographic work by Gatschet (1890gr34930), and Ray (1963) helped me to

confirm that shamans relied on these same characters in the performance of their own curing

rituals. It was based largely on these associations with mythic curing and shamanic ritual that |
identified some of the rdcart characters in my study, and by extension, related them to ritual

curing.

Klamath EthnographylLeslie Spier 1930

Born in New York City on December 13, 1893, Leslie Spier received his Bachelor of Science in
Engineering from the College of the Citiyidew York in 1915. He completed his doctorate in
anthropology at Columbia University in 1920 under the mentorship of Franz Boaz (Basehart and

Hill 1965:1258). In ethnology, his favorite courses included those on California, the Great
Basin, the Columbi® | at eau, the Plains, Southwest, Ol d V
teaching career began in 1920 and continued until his retirement in 1935 (Basehart and Hill
1965:1259). The major portion of the data upon which Leslie Spier based his etralologic

contributions derived from field investigation. From 1916 through 1935, Spier spent at least a

part of nearly every year engaged in field research, working with as many as thirteen American

35


http://en.wikipedia.org/wiki/Detroit
http://en.wikipedia.org/wiki/Michigan
http://en.wikipedia.org/wiki/Milwaukee_County
http://en.wikipedia.org/wiki/Milwaukee_County
http://en.wikipedia.org/wiki/Harvard_College

Indian tribes, including the Klamath and Modoc (Basehart aild $8$5:1260). Spier collected

his information on the Klamath during two mo#timg visits to the Klamath Indian Reservation

in 1925 and 1926. He noted that Gatschetos a
shamans6® songs admbtpevide ang systamatio motioa of thdirumeanidgi

(Spier 1930). His work contains many of the formal aspects of prehistoric Klamath life, but with
considerable space devoted entirely to shamanism. It is his specific attention to shamanism,

along withhis general description of prehistoric Klamath life that I find most useful to my study.

Primitive Pragmatists: The Modoc Indians of Northern CaliforMarne Ray 1963

Dr. Verne F. Ray was born in lllinois in 1905 and raised in Washington Statearhied his
Bachelor of Arts at the University of Washington and his PhD from Yale in 1957. His
anthropological interests included the Middle East, the Valley of Mexico, and Indian Tribes of
the Pacific Northwest. One of the first anthropologists at thedusity of Washington, Ray
helped dozens of Northwest Indian tribes win their land claim settlements for the wrongful

taking of their | ands. With Rayds help, the
the tribe voted him an honorarymeenb ( Lydi a 2004) . Raybs ethnog
stemmed from a field session undertaken by Leslie Spier (Stern 1964:676). Five field workers
under Spierds direction collected data on the

selected the fiormants for the study from Modoc Indians living on the Klamath Indian

Reservation. His notes were subsequently turned over to Verne Ray, who had been a member of
the original field crew (see Stern 1964:676). Noting that the Modoc were situated at the
crossroads of four culture areas, Ray made it a point to report his data in a way that clearly set
Modoc culture apart from other groups, including their immediate Californian neighbors. The
manuscript was nearly completed by 1946, but Ray intended ta tetthre field to collect more

data before publication. Administrative work and other commitments prevented this and he
finally published the nearfgompleted manuscript in 1963 (Ray 1968i\k

Raybs work offers an ex cehtlstthetModopvatiothet uni ty t o
Klamath, especially in terms of worldview, myth, shamanism, and ritual. His description of the
shamanistic complex (e.g. the calling, the acquisition of spirits, the initiation, and finally, the

practice itself) provided enowas detail that led me to make distinctions. It is in these fields

that | find his work most useful to my project.

In addition to information from these abeeied sources, | obtained further information from

John Al | i s omhé €ulturad l8ndscapd ofitdeyKlamath, Modoc, and Yahooskin

Peoples: Spirit, Nature, Historlf,h e o d or e St etarminatson ethBogréphypoa the

Klamath,The Klamath Tribe: A People and their Reservatom d EI | a Cl ar kdés (19
publication,Indian Legends of theacific Northwest.Though hardly exhaustive, the

combination of these excellent references helped to paint a picture of Kiktodtt

spirituality and life ways all throughout the proto/historic period while offering priceless

glimpses into prehistoride ways as well.

What stands out most obviously among all of these works is the consistency and uniformity of
critical cultural information over the past century of Klamath Basin research. Spier (1930), for
example, publishellamath Ethnographyorty years after Gatschet (1890) publisfidu

Klamath Indians of Southwestern OregdRay (1963) published his work on the Modoc some
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thirty-t hr ee years after Spierodés publication on th
only a few years after Spidad completed his. Moreover, a later work by Allison (1994), which

also described aspects of Klamd#lodoc spirituality, especially in relation to the landscape,

strongly indicates that much of that spiritual memory had been retained in spite ofkita fed
government 0s efforts to eradicate shamanism o
then, provided valuable insight into Klamd#todoc spirituality that can be considered valid, in

spite of the times in which they were written.

Rock ArtStudies

In this section, | review the rock art research that has been done in the Klamath Basin over the
past century. Although some information about Klamath Basin rock art appears elsewhere as an
isolated component within wider study areas (for exars@éeGrant 1967), | only consulted

studies that treated Klamath Basin rock art exclusively. The main reason for this stemmed from
the main research paradigms that persisted prior to, and even during, the time of Swartz (1978).
Earlier studies concentrated styles and cultural boundaries using rock art symbols, where they
made comparisons and defined culture areas and studied intercultural interactions. And even
though these studies are useful, particularly in lasgate comparative studies, | founttld
information from them that | could use in my current study. Thus, following Hyder (2004:99), |
remained mindful of the limitations inherent in the scale of my study and structured my review
accordingly.

Before the mietwentieth century, rock artsearch in the Klamath Basin was relatively scarce

(Abbot 1857; Mallery 1893; Sterns 1928; Cressman 1937). While these and a few others offered
sporadic treatment of Klamath Basin rock art in journals, books, and newspaper clippings, a
comprehensive analigshad yet to be completed. This began to change, however, when B. K.

Swartz Jr. (1978) recorded some 119 sites for the Klamath County Museum, conducting the most
comprehensive analysis to date and bringing this large corpus of rock art into academic

disoourse. In this worlKlamath Basin Petroglyph§wartz established a plausible relationship

between design style and rendering techniques of Klamath Basin rock art. Then, from these data,
he commented on both the interpretation and chronology of th€ammenting on work by

Heizer and Baumhoff (1962), Swartz observed that the styles they had isolated for the Great

Basin coincide closely with his own complexes and thus demonstrates the validity of his

approach as lbona fidearchaeological approach (Swafi978:23). Moreover, as Lee et al.
(1988:134) observe, Swartz sees Heizer and Ba
Cressmandés contention that Klamath Basin petr
styles.

Working over a decade lateand focusing on a particular group of sites, Lee, Hyder, and Benson
(1988) conducted an extensive rock art survey, mapping, and photograph documentation of sites
within Lava Beds National Monument in the hopes of guiding planned development at

Petroglyi Point. They pointedly reject previous claims ( e.g., such as by Swartz) that had
affiliated Klamath Basin rock art with that of the Great Basin and instead proposed that it
represented its own distinctive style. Then, eschewing pastlsa fancifulmeanings

attributed to the art, including the notion that the carvings on Petroglyph Point in particular are
proto-writings extending from Native American sign language, they argue instead that it was a
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manifestation of religious belief that resulted fratmal activities, prayers to the gods or spirits,
or attempts to acquire supernatural power (Lee et al. 19883@5

Though limited in focus, the study carried out by Armitage et al. (1997) has monumental
significance, in that, they provide the orlyronometric rock art dates in the Klamath Basin.
Responding to the suggestion that certain rock art motifs in Fern Cave, Lava Beds National
Monument depict the AD 1054 supernova, Armitage et al. (1997:718) provided three
chronometric dates using Carbdmd Accelerated Mass Spectrometry (AMS). These dates are
840 + 70 (CAMS27229), 230 + 70 (CAM&7860), and 330 = 50 (CAM37861). Most

significant was the fact that the images believed to represent the AD 1054 supernova had been
painted at significantlyifferent times.

Loubser and Whitley (1999) studied rock art from eight sites in the Lava Beds National
Monument and proposed that they derived from the spiritual power quest rituals of both shamans
and norshamans. They reached their conclusions bsfabapplication of the ethnographic

record and recently obtained data from studies in neuropsychology (Loubser and Whitley 1999:
see also LewiVilliams and Dowson 1988). Two of the most vital insights | gained from this

work are that, for the first tim@ the Klamath Basin, purposes other than commemorating
shamansd vision quests were offered to explai
the frenzied trance state by Modoc shaman, Gddgsded Doctor, they proposed that the rock

art thatthey related to this trance was intended to harm their enemies during the Modoc War of
1870 (Loubser and Whitley 1999:®3}). This subtle paradigm shift away from vision questing

as the primary or single function led me to realize that the function afafaBasin rock art

took on many roles, and that these roles were likely related to the type of activities (e.g. frenzied
trance during the Modoc war) that took place where rock art was located.

Whitley, Loubser, and Hann (2004) focused on three rockitartomplexes on the Modoc

Pl ateau, studying the art and its |l ocation in
1994). Drawing interpretive insight largely from local mythic narratives, they noted the sites

under study were located away frgtaces where ordinary activities took place and that the art

there is related to shamanic vision questing. This study was particularly useful toward my
dissertation in that it suggested that a structured approach could be undertaken to study a greater
sample of rock art sites, and that ethnographic information could possibly yield clues about the

art in particular contexts.

Guided by what they termed the fAmyth cycle, 0
Plateau site that ethnographic accoune nt i fi ed as a shamands cave
2006:186187). Like Whitley et al. (2004), they noted that the location of the cave corresponded

well with the sacred geography described in KlarMtdoc myth, and that the application of

myth was key to eriving interpretations for the art (Hann and Bettles 2006:183).

Gui ded | argely by Hann and Bettlesdé {{2006) gr
Modoc myth and used that information in conjunction with my understanding of the shamanistic
complex & described by Gatschet (1890), Spier (1930), and Ray (1963) to find corroborating
evidence between mythical characters and the medicine spirits utilized by shamans. The final

work cited below emerged largely from this understanding.
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More recently, | (vid 2010) explored the use of myth as interpretive criteria for rock art and
certain sacred objects used ceremonially by Klanvidkdoc shamans. Specifically, | examined

in detail selected myths, focusing specifically on the behaviors exhibited by kegtena. This
approach not only provided me with insight into rock art symbols and ritual paraphernalia, and
but also into the processes that drove their production.

Conclusions

In this chapterl have reviewed the research approaches and literataresuited for this

project, discussing various landscape and ethnographic approaches to rock art studies that |
found especially relevant toward my own study. | followed this up by surveying selections of
both the previous research and the ethnographiliestthat have been done specifically on
Klamath Basin rock art and the Klamd#odoc Indians. Taken together, these studies form
important, interrelated components of a larger body of informing criteria that neither can nor
should be expected to staridree. Following after Wylie (1989:1%6), Bernstein (1983:69),

and Peirce (1958:481), it is only when these strands are woven together that they form a strong
cable of mutually reinforcing evidence.

Throughout this dissertation | attempt to constarctnterpretation for the rock art images by

empl oying this very method. Et hnographic sta
descriptions of shamanic ritual, semiotics, archaeological context, and rock art panel face

orientation have all contributed these interpretations and help constitute a landscape model for
where differing rock art manifestations occur. Together, these sources form the strands of

evidence that support my shamanic explanation for the rock art.

In the following chapters, | hope to demonstrate that weaving a support structure based on

scattered and fragmented ethnographic clues can be accomplished by incorporating information
from myth, shamans®é incantati onextsandmotartst r uct u
design styles. Following after Wiley,

It is the independence of sources, and therefore of the constituent arguments about

evidential significance, which ensure that the strands of the resulting cables are not just
mutually reinforcimg, but are also, and crucially, mutually constraining (Wylie 1989:16).
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Chapter Five: Methods

Introduction

As detailed in previous chapters, | am concerned with understanding Klamath Basin rock art
within specific social contexts. For moteah a decade my rock art research in the Klamath

Basin has made me acutely aware of the way rock art sites in this region vary, often drastically,
from one setting to the next. This suggests that the rock art may have served different purposes
and been directed to different audiences and in differemlsand site use situations. In order to
explore this, | set out to investigate the archaeological materials associated with a sample of rock
art sites, ranging from temporary resougaghering camps in the hills to permanent village
complexes along thekes and marshes. Although research has been conducted on a few of these
rock art and archaeological sites, most had never before been documented. Among those that had
no previous site documentation, enough ethnographic documentation exists that nmadesinte
archaeological investigation unnecessary, while others had no ethnographic support at all,
making fullscale archaeological documentation and analysis necessary.

Many of the rock art sites in my sample are vkelbwn Klamath or Modoc sites situatetthin

or near welldocumented archaeological contexts. Most of these are village sites, although two
are caves. Others are located in places far from the core residential areas, near the territorial
boundaries they shared with adjacent groups. Tleeyiéntly procured resources from these

Ahinterl andso in common with neighboring grou
Molalla, and Shasta (Spier 193a8; Jensen and Farber 198222). For these peripheral sites,

| was concerned withthreemdinas ks: establishing the rock art
Kl amath or Modoc,; establishing the or-igin of

Modoc sources; and arriving at an interpretation of the function(s) of the archaeological site in
order todetermine the social context for the rock art, assuming, of course, that the rock art and
the archaeological site can be shown to have some relationship or association.

Site complexity among these differential settings ranged from an isolatedrtite with two

or three small paintings to those with sixty or seventy images situated next to large, prehistoric
village complexes. The wide variation in site locale and complexity made it clear from the outset
that a flexible methodology would be nssary. Accordingly, the range of site documentation

varied widely from one site to the next, with some investigation requiring me to simply consult
previous archaeological reports and others requiring that | undertake to conduct intensive surface
investigdions and laboratory analysis.

Prior to launching such an investigation, | conductedherground reconnaissance of each site

in order to identify their components, determine their boundaries, and to ascertain both the scale
of documentation they required and the logistics necessapniplete the assessment. Given the
range and complexity of documentation and dgtdnering activities involved in this project, the
most effective way to reduce variation in field data and interpretation would have been to
conduct the fieldwork by myselAs Payen noted, the more people included in the recording
process, the greater the potential for error (Payen 1962:12). However, considering the scope of
the work involved, this was not a practical solution. Instead, | recruited the small crew of select
volunteers who have regularly assisted me in documenting Klamath Basin rock art for the past
decade, thus insuring about as much consistency as possible. Prior to documenting the first site
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of this project in April 2009, | held a number of training sessiin rock art and archaeological

site recording techniques, and in pedestrian survey and site mapping with a specific focus on my
goals for this project. From that point on | maintained close supervision over the field and
laboratory work until its comption in October 2011. | closed the field and laboratory portions

of this research project satisfied that my approach helped me to reduce undue variation in the
fieldwork methods and interpretations.

In this chapter | describe both the field and labayateethods | employed in order to document
rock art sites, to conduct initial documentation of archaeological sites, and to collect and process
obsidian samples for chemical sourcing.

Field Methods

Photography

Photography is the most efficient availaldek art recording technique (Wainright 1990:56).

Not only is it relatively inexpensivéut it enables us to document without coming into direct

contact with rock surfaces (Swartz 2006:1). Given the magnitude of the documentation effort |

faced on this mject, the often great distances my crew and | had to hike to reach sites, and the

fact that | was collecting data for both conservation and research purposes alike, | elected to use
photography as my primary means of documentation. | accomplished tigsausikon D40

digital camera, blue painterd6s tape, a set of
aluminum extension ladder.

Although my equipment and methods might seem overly simple, | maintained strict protocols
throughout the whole damentation process to ensure consistency and efficiency. | established a
datum point at each site from which | took perspective photographs facing the rock art site, and
then took photographs of each site datum from roughly the center of each sitegtgiiutol

each rock art panel from an establisheddatum point and likewise photographed an away
perspective from each panel. Finally, | photographed each image, both with an identification
label and metric scale in frame and without.

The most common ellenge we faced in photographing individual rock art images was

controlling the light. There seemed hardly a time of day when the sun did not cast shadows that
obscured rock art images. To remedy such situations, Wainright recommended photographing
rock at paintings under a light to medium overcast sky, or at night, when the photographer had
total control of the light source (Wainright 1990:58;6&. But since it was not practical for us

to wait for optimal light conditions, | sought instead to cortinel light by assembling sun
reflectors in the field using regular al uminu
mottled light created by the imperfections on the aluminum foil surfaces, it was necessary to use
two reflectors in tandem. Two refitors effectively cancelled out this mottling. Another less
common obstacle we encountered was attempting to photograph rock art images that were out of
reach. We compensated for this by using a standard aluminum extension ladder with the ends
thickly padied so as not to damage the rock face, taking extreme care to avoid contact with rock
art images when placing the ladder against the rock face.
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Rock Art Site Documentation

We proceeded to document the rock art by identifying individual panels onieaahdthen

| abeling each i mage using blue paintero6s tape
containing images that faced in the same general direction (see Loendorf 200)1 802

assigned each image an alphaneric designation and then phatmghed them, both with a

label and metric scale in frame and without. We were extremely careful not to allow the tape to
touch any of the images, including those that may have been faded or obscured by lichens. We
chose the bl ue p @ctbetaese ibis widelg pecomniended ambng ck arr o
researchers, as it does not leave residue on rock faces (ARARA 2007:4). We next determined the
direction for each rock art panel using an ordinary Brunton compass declinated at 19° east of true
north. Tren, using a standard folding metric ruler and rolling tape, we measured each image both
length and width, its height off the ground, and its position on a metric baseline. Finally, we

made a basic sketch map of each showing an outline of the outcroppihtie aelative location

of each panel. We accomplished this by walking along the border of the rock outcropping and
charting its angles using the Brunton compass and Bushnell Sport 450 laser range finder, and
then mapping in individual panels and the diaum.

Archaeological Site Documentation

During the reconnaissance phase of the documentation procedure, we identified archaeological
site boundaries as beagé could based on such features as the density of archaeological remains,
natural features (waterock, etc) that could have limited occupation, and established a datum
more or less central to the site. Once this was completed, we recorded both the datum and
boundaries using a Garmin 76S receicalibrated to within one meter. On our follay vists,

we inventoried the archaeological components of each site. Armed with pin flags and standard
field note books, the cresompleted this using a variety of pedestrian survey techniques
appropriate to each situation. Most typically, we walked transkmtg ¢he longaxis of the site

with no more than 10 meters separating each crew member. Sometimes, however, when the
archaeological concentrations were less dense, we reverted to more meandering pedestrian
surveys and pHfilagged every artifact or featuemcountered. In both cases, significant artifacts
and debitage concentrations were measured and mapped in relation to the site datum using a
compass and laser range finder. For tempordiignostic projectile points we recorded the

length, width, neck witth, and thickness in centimeters using standard plastic calipers, and then
photographed them on both fagessitu, usually on a background of field paper with a scale in
frame. Other artifacts such as monos and metates were likewise measured, photognaphed

also leftin-situuThi s met hod is basically a variation of
(Schneider 2005) in which the artifacts we recover are returned to their original provenience after
they have been analyzed (see also Modzelewskzamzalez 2007:24). | used this method
specifically in fulfilment of my agreement with the Klamath Tribes and USDA Forest Service to
maintain site integrity and to curtail my need to curate recovered artifacts.

Crew members carefully recorded all of this information in field notebooks and on specialized
forms and later, during winter laboratory sessions, completed site reports, artifact inventories,
and produced site sketch maps. All of this information wasd¢bemmitted to digital formats

and, along with all project photographs and photograph journals, was subsequently backed up on
two external hard drives.
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Debitage Collection

One of my goals for this project was to us&&y Fluorescence (hereafter, XRF) tdpheffiliate

rock art and archaeological materials with the Klamath and Modoc tribal groups. | attempt to
accomplish this in two ways. First, | identify the closest obsidian sources to Klamath and Modoc
territories and demonstrate their use of thesecesuhrough comparative obsidian studies or
reports in which XRF analysis have been done. Second, | conduct XRF analysis from one
known Klamath Village site in order to establish a baseline for comparison with other sites. If |
could demonstrate thatalobsidian found at the site derived primarily from these known

Klamath and Modoc sources, then the likelihood that the people at the sites were Klamath
Modoc was supported.

XRF is a method that allows an assessment of the chemical compositiorobsiiian that can

be compared with the known @si g8hadkleyr2@0SS ¥ of ob
11). While my collection technique varied from site to site depending on local conditions, | kept
the system as consistent as possible. In masiscd established transects across the long axis of
each site and placed sample plots at consistent intervals along each transect. Sample plot sizes
varied between sites from two to ten meter squares depending on the density of debitage. As
stated aboveny arrangement with the Klamath Tribes and USDA Forest Service was to return
any debitage | collected to the field following laboratory analysis. To facilitate returning them to
their original provenience, | recorded each sample plot with a GPS desigeatibrunique,

thus making it easier and more precise to return the debitage to its original sample plot after the
XRF analysis had been completed. Establishing-koxig transects and sample plots worked best
when debitage was scattered more or less rahydabout the site. But at other sites, where

debitage was concentrated in just a few places, | designated each concentration as a sample plot
in and of itself and obtained a ten percent obsidian sample from each.

At the conclusion of th2011 field seamn, | took thet48obsidiansamples to the Berkeley
Archaeological XRay Fluorescence Laboratory at the University of California campus for
chemical analysis. Once | obtained the chemical signatures for my samples, | forwarded them to
Craig Skinner, ownedirector of the Northwest Research Obsidian Laboratory in Corvallis,
Oregon, who attributed them to specific obsidian sources, providing me with that information.

Laboratory Methods

Given the difficulties involved in affiliating rock art with a partiautaultural group, especially

when there is a lack of supporting ethnographic or ethstoric information, |1 conducted

chemical analysis on 448 obsidian samples drawn from the four most problematic Klamath Basin
sites in order to strengthen their archagalal association with the KlamaiModoc. |

considered these to be the most problematic because they are located near the periphery of their
territories in places where neighboring groups may also have gone to exploit resources. The
implication, of coursgis that the rock art could have been made by either the Klaviadbc or

by the other groups who used this region. This kind of analysis identifies the chemical signature
of obsidian specimens by linking the samples to their parent sources. By iderttiiyse

sources, it is possible to track the routes prehistoric people travelled and to make inferences
about the identity of the groups who introduced obsidian into the site. In this project, | used this
information in conjunction with rock art stylistamalysis in order to establish Klama#todoc

affinity for both the rock art and for the site occupants. It was anticipated that these two
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independent lines of evidence might together help substantiate the cultural affiliation of the site
occupantsandpresmed maker s and Auserso of the rock ar

Flake Attribute Analysis

Because debitage is a byproduct of stone tool production, debitage analysis can provide insight
into the function of a site. Specifically, the analysis of debitage from a site can asgist m
determining what kinds of lithic reduction that occurred thé&tleke attribute analysis

(Connolly 1995:139142) is an analytical technique that examines flake morphology throughout

a fourstage reduction sequence in which raw materials are continually reduced and shaped into
bifacially-worked stone tools. According to this analytical methilades will exhibit more

cortex on their dorsal surfaces at earlier reduction stages and less at the later stages. At the same
time, flake sizes will generally decrease in direct proportion to the increased number of dorsal
flake scars. The number of glarm facets will tend to increase at later stages of reduction and,

in general, platforms will also become thinner. For a fuller discussion onstagd sequence,
seeConnolly (1995:131133).

| conducted an analysis of the debitage from four of thesalsites in my study, drawing upon
principl es flakeattribufecanatysisConnolfy $995:121) These sites,

35LK1516, QzM1, 35KL716, and 3A0-23-8P had no previous record of documentation or
evaluation. Accordingly, | analyzed 386 flalgmecimens drawn from sample plots | established
using selected intervals along transect lines at all four sites. First, | swtednto categories
according to the amount of cortex present on their dorsal surfaces and listed gwietiogt
seconday, or tertiary. Primary flakes are those that are completely covered with dorsal cortex
while secondarnyflakes exhibit less than 100% cortex coverage. Tertiary, ostatge flakes are
noncortical. Next, we categorized flakes according to their compesenFlakes with platforms,
intact lateral edges and termini were considered twb®letewhile those that lacked the
terminus were considered to beoken Flakes that lacked platforms but that exhibited other
identifiable flake characteristics werensidered to be flakitEagments Finally, chunks of

material that exhibited no identifiable flake characteristics were considerediébibs.

Once the flakes were separated by category, we took a variety of measurements from individual
specimens. Thedke plarsize was measured in centimeters using a template of concentric rings.
Platform thicknessvas measured in millimeters using standard calipers, and platform facets

were categorized asngle, multiplepr cortex Finally, the number of dorsal scavas counted

for every scar over 2mm with the expectation that a higher number of scars on the dorsal surface
would indicate latestage reduction. The data were later input into Microsoft Excel spreadsheets,
where attribute counts and percentages coulthlmellated and graphed. | discuss the results in
Chapter7.

Interpretive Methods

Ethnography

Two unavoidable pitfalls researchers encounter when they attempt to use ethnography to

interpret rock art include the often incomplete nature of the ethnographic record itself and its
tempor al ' i mitations. Et hnogmpapglihiot soepdr as par
culture at a particular time in its history. Even when one is certain that the ethnographic

informants are directly descended from the archaeological population, problems still arise when
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one tries to reconcile statements made tihmak art created hundreds or even thousands of
years prior.

One way to effectively address the problem with incomplete or cryptic accounts of rock art in
ethnographic texts is to make analogies with other culturatigt linguisticallyrelated groups.

By examining the seemingly incongruous statements made by informants from two separate San
groups, LewisWilliams showed that, with a greater understanding of San ritual, their statements
were very much in agreement, and that the perceived incongruiseddrom the failure of the
ethnographers to evaluate the religious or ritual underpinnings of the rock art-{/éliasns
1980:468). In a similar fashion, Loubser and Whitley observe that the Klamath and Modoc are
related groups that are culturally skamiin almost all significant respects, and thus it is possible

to make strong ethnographic analogies between them (Loubser and Whitley 1999:48). Two
important factors make Klamatlodoc analogies tenable. The first involves their common

origins. Althoughthese groups were distinct political entities in ethnographic times, they were
once a unified group. Information from Gatschet (1890a:13) suggests that their cultural
divergence took place around AD 1780. Yet in spite of this recent divergence, thegtretain
substantial common base, sharing the same language, myths, and customs (Stern 1966:4) and
thus share ample commonalities for ethnographic analogy between them to be useful. The second
factor involves a large body of myths they shared in common. |dtaserved before that these
myths are key to the Klamatflodoc worldview and form the fundamental structure of at least
some shamanic ritual behaviors, including the creation of ro¢avid 2010:374375). Like

the ethnographic work going on at the tjrttee myths that Gatschet (1890b:149) and others

(Hann and Bettles 2006; David 2010) have related to the rock art were being documented at
around the same time. In short, the worldview from which the myths and ethnographic
information emerge are contempoeaus with KlamattModoc rock art production. These
similarities are adequate for making strong ethnographic analogies that are culturally and
temporally relevant. To a lesser degree, it is also feasible to make analogies with other groups in
the broaderagion who share similar traits, linguistic origins, and spiritual practices and beliefs.
As one might expect, information derived from this level of analogy would be less specific, but
will nonetheless enable me to establish a general ethnographic dmgeston consistent and

often redundant patterns and themes reported in ethnographies that relate to rock art.

As David and Keyser have noted previously, the Columbia Plateau has the richest rock art
ethnography in North America (David and Keyser 2008:B@&fore the turn of the 30Century,
governmentsponsored expeditions to find wagon roads and railroad routes noted the presence of
rock art along the Columbia River. Anthropological interest in those sites soon followed

(Mallery 1893; Teit 1930), anabck art research began in earnest in the years that followed
(Boreson 1976; Cain 1950; Corner 1968; Cressman 1937; Keyser 1992; Keyser and Knight
1976; Loring and Loring 1983; McClure 1978, 1984; Ray 1939).

Hann et al. (2010) have produced the most ceimgmsive ethnographic analysis of Columbia
Plateau rock art and what Loubser and Whitley consider the most useful synthesis for developing
an ethnographic context for the interpretation of Klamath basin rock art (Loubser and Whitley
1999:49). In their studthey identified five main contexts in which Columbia Plateau rock art

was produced. These include shamanic vision questingsimmanic vision questing, hunting

magic, mortuary practices, and mythological relationships (Hann et al. 2010).

45



The Klamath Bsin rock art style is considered to be a southern extension of the Columbia
Plateau rock art tradition (Keyser and Klassen 200132t Hann et al. 2010:2). As noted by
Loubser and Whitley (1999:52), even though a number of ethnographic studies éave be
completed in the Klamath Basin region, they commonly tithiled information about rock art
as is faind in ethnographic texts from the greater Plateapecially from groups along the
Columbia River. Nevertheless, the references that do exist iadisathamanic origins and
confirm many of the patterns identified in other parts of the Plateau (Loubser and Whitley
1999:52), even though some of these contexts do not apply to Klamath Basin rock art.
Nevertheless, it is within this broad framework Ipoee to interpret the cryptic and incomplete
statements made about rock art in Klamelildoc ethnographic texts.

Overcoming the temporal limitations involved in the application of ethnographic texts to rock art
poses other difficulties. Lacking good, sbthronometric dates for Klamath Basin rock art has
made it difficult to provide interpretive models that have some degree of temporal validity. There
is, however, some indication that an interpretive framework can be constructed based on
historically-produced rock art. As noted by Loubser and Whitley, rock art production in the
Klamath Basin is both a prehistoric and historic phenomenon (Loubser and Whitley 1999:47).
This is significant because it suggests that the Klamath and Modoc produced rock grtraurin
same time period when ethnographers were working in their country, meaning that ethnographic
statements collected about the rock art at that time emerged from the same world view in which
it was being produced. To some extent, then, ethnographysesfal information source for
developing rock art interpretations. | consider rock art sites that have good ethnographically
based interpretations that are stylistically similar to sites whose production dates are uncertain to
originate from a common wordiew. How far back in time this approach is valid is a matter for
future debate. But the perceptions about rock art contained in the ethnography provide a valid
starting point for interpretation.

Neuropsychological Model

LewisWi | | i ams a nedropByohelsgal racslel derives from middle range research,

which strives to understand the archaeological record by comparing it with materials produced

by present behaviors (see Binford 1977). Before L&Wiilsams and Dowson constructed the
neuropsyhological model (LewiVilliams and Dowson 1988), researchers from different

disciplines had already identified a constant corpus of images that humans witness during altered
states of consciousness (ASC). Kltver (1926, 1942:177) had abstracted reélemdants

from laboratory subjects and concluded that visual precepts witnessed during ASC had constant
forms. Some years later, Horowitz (1975:1lirgependently arrived at the same conclusions.

Other researchers confirmed their findings and identifegdnore redundant forms (see Figure

5), including grids, zigzags, dots, spirals, and nested curves (Knoll H85&yitz 1964;

Richards 1971; Eichmeier and Hofer 19%4gel 1977) as cited in Lewiilliams and Dowson
1988:202) . Al t hough by no means the first t
phenomenao and cer t aWilams ang Rowsom(1988) arguéthaarock |, Lew
art images derived from shamic ritual have their roots in the images generated by the human
nervous system during altered states of consciousness (ASC) {\MNiggns and Dowson

1988:204). Thus, entoptic phenomena produced by ASC in mbldeno sapiensinder

controlled laboratorgonditions (Kluver 1926; 1942:17#)ay be successfully compared to

ASC-derived rock art images created by humans in the past.
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Entoptic phenomena, as described by Tyler (1978:1633), are visual sensations that originate
within the optic nerve. Essentialtjyese are basic geometric shapes generated within the eye
during the initial stages of ASC. Two classes of entoptic phenomena phosphenesyhich

can be generated by applying pressure to the eydpancconstantsyhich derive from the

optic systen itself. Phospheneand entoptic phenomena form thailding blocksor the

hallucinations that occur in the later stages of ASC. Thus, hallucinations consist of both entoptic
phenomena and iconic visions of images recognized by the subject-{AéNvisms and Dowson
1988:202).

The way in which people experience entoptic phenomena during altered states is governed by
seven principles of perceptioreplication, fragmentation, integration, superpositioning,
juxtapositioning, reduplicatiorandrotation. Underreplication,the entoptics initially

experienced by the subject repeat themselves in identical or similar fBragmentation

occurs when entoptics are broken down into minimal components. Instead of witnessing a grid,
for example, a subject manly witness a ladder form or a single squdrgegrationoccurs

when these images (fragmented or complete) combine with other entoptics to form complex
patterns, such as a series of parallel lines whose ends transform into a series of zigzags.
Superpsitioningandjuxtapositioningoccurs when one image appears on top of another or
beside it. Reduplicatioroccurs when an image becomes a series of similar or identical images.
A single line, for instance, might become a series of parallel lines,ingla sircle may become

a series of circles spanning the surtigteenct 6s f i
t he subject 6s HMilliarhsand®bdwsonildB8:203). ( Lewi s

Mental imagery during altered states of consciousness dadim®e broadly defined stagesee

Figure 3). In stagel, subjects experience entoptic phenomena alone. These images cannot be
controlled by the subje¢tewis-Williams and Dowson 1988:203; Siegel and Jarvik 1975:ll;

Siegel 1977:132)As Figure 3 shars, the seven most common entoptic images subjects see

during ASC are grids, parallel lines, dots and flecks, zigzags, nested curves, filigrees and

meanders, and cortices. These images are hardwired in the nervous systétorabadbpiens.

In stage2, subjects try to make sense of the entoptic images by transforming them into iconic
forms, or i mages that they recognize. Al n a
constant stream of sense impressions it receives by matching it aganstdsr e of knowl ec
(Lewis-Williams and Dowson 1988:203Puring ASC, however, theervous systemoverns

this function (Heinze 1986)During Stage3, subjects reported being surrounded by a vortex, a

grid-like pattern marking its sideSi mul t aneously, they experience
percept ual (Horowftzal®7mmHA78).Aczarding to Siegel and Jarvik, it is on those
Ascreenso that i coni(Segehaad Jarvkcl®76:827,148; ®isgelf i r st ap
1977:136).As t he shift to i1 conic iIimagery occurs, t|
ASubjects under | ab-@|rstappenl usng sinales tbidéscrilbertheir [ i N st a
experiences and asserted that thedstm@oges ar e
between iconic hallucinations and reality disappeé®gegel and Jarvik 1975:128Mt peak

hallucinatory periods, accordingtoLevsé¢i | | i ams and Dowson (1988),
dissociated from their bodies and frequently becomepao f t hei r own | magery.
this condition a-illiansandDdowson po8&2i11p.n 0 ( Le wi s
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The three stages in the neuropsychological model, illustratigglire 4, should not be thought

of as discrete Although it does appear thexclusively entoptic imagery occurs in the first stage,
these three stages anemulativerather tharsequential Entoptic phenomena may persist during

all stages of ASC. l conic forms seen in the
background of o®egehET77rl34FIn thisdranme ©fdmind, the range of

perceptions subjects may experience is limited only by the cultural experience informing them,

and by the range of visual perceptions generated by the nervous fystasm\Williams and

Dowson 1988:204)

Stage 1 Entoptic phenomena

Stage 2 Construal of entoptic phenomena
Vortex

Stage 3 Iconic images

Transformations

Peripheral and integrated entoptic
phenomena

Table 1: The three stages of the neuropsychological model.

From, LewisWilliams, David 2001: Figure 12.1.

The neuropsychological model identifies seven consistent images that\l@asns and

Dowson (1988) argue are human universals. The three stages of the neuropsychological model
are presented ifigure 4. Figure 5 shows how a westerner might experigrectihree stages of
altered states of consciousness.
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Figure 4: The seven recurring entoptic forms, the first component of L-gwiilsams and
Dowsonédés (1988) neuropsychological mo d e
patterns; the middle and right columns are examples using Numic petroglyphs from the (
Range, California. The seven entoptic forms agrids; II- parallel lines; 11l dots and flecks;
IV- zigzags; V nested curves; Vfiligrees and meanders; and VHortices. Various scales.

Adapted from Whitley, David S. 1994: Figure 1
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Transition

Stage 3

Figure 5: The three stages of the neuropsychological model, as it mi
be perceived by a Westerner.

Adapted from, LewidVilliams, David 2001: Figure 12.2.

Because trance states, and by extension, hallucinations, are important components of shamanic
ritual, the neuropsychological model may be used to link images in the model to the rock art
produced by shamans in the distant past. L&MilBams and Dowson sed the

neuropsychological model to test its crasstural applications, focusing on South African and
Great Basin rock art (Lewdd/illiams and Dowson 1988:20510). Thus, by virtue of middle

range studies, it provides researchers with an effectivédolhking some of the forms and

images of Klamath Indian rock art to shamanic rituals that involve-altedng trance.

Of course there have been critiques of the model: Paul Bahn (1997), in particular, has voiced
numerous reservations. Foremost agbis observations is that shamanism, as an explanation

for rock art, will always be no more than speculation, and neuropsychological explanations for
certain rock art motifs are overly compl ex.
ascirt es can be inspired by ripples in water.o
and require no ritual or trance to produce (Bahn 1997:62). Meanwhile, Solomon (2002) observes
that San ethnography is concerned more with mythology and thelraities of life, death, and
regeneration than with shamani s m. AExami nat.i
separation of myth and ritual has contributed to the prioritization of ritual in understanding San

art (Solomon 1998:273).
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Because, awe will see, the ethnography and ethnohistory of the Klamath region suggests that
some individuals held and practiced roles that would come under the rubric of shamans, and who
were reported to have undergone trance states as part of their visioragdéstdealing

ceremonies, it seems potentially productive that | assess the images of Klamath rock art,
especially those that | can support as being the product of such shamanistic practices, in terms of
the neuropsychological model put forth by Lewwslliams and DowsoK1988)

Site Descriptions

In order to understand the methods that | have selected to use for the rock art, it is relevant to
note here some of the features of the sites that have been selected for the analysis. Given that
there are maninown archaeological sites in the study region, and many that may be associated
with rock art, | have selected only a sample for detailed analysis.

To restate the landscape model, | am interested in probing if there are specific genres of rock art
makingkiewing associated with different types of site uses and site activities. Thus, | have
selected the following "types" of sites based on specific kinds of archaeological materials and
specific features of site location and probable site use as inferrednfecainchaeology and

locational setting. To reiterate, the different site types in this model consgttleinent sites,
frequently used areaandspecial use areas

Settlement Sites ot her wi se defined by Thomas -78)s AResi d
refer to sites at which there is a variety of evidence attesting to the fact that human groups settled
here and used the location for a period of time, perhaps even months. This can be identified by

the following evidence: house pits and their assged features, areas covered by occupational

and activity remains; ceremonial paraphernalia, luxury items, and cemeteries. For this study, |
focused on twéettlement Sites (35KL1062 and B30-5P) as described below.

Frequently Used Area®fer to place where people frequent outside of the village context. They
can include field camps (Thomas 1983:79), resource procurement areas, pathways-asedwell

springs. Given the wide range of possibilities, the archaeological evidence for such places will
likewise vary. For this study, | analyzed three siteSreguently Used Areaf)zM-1, 35KL58,

and 35KL1516.

Special Use, or Ceremonial Areasr e t hose set aside for other wi
use. Typically, these are places that are sepfateordinary activity areas, or are at least

secluded enough to be hidden from general influences or view. Accordingly, the archaeological
evidence for such places are entirely ceremonial, and any archaeological associations-with non
ceremonial materialare incidental and unrelated. For this study, | analyzedSpacial Use

sites Mod-17, 3610-23-8P, 3913-20-P2, and FHE3.

Settlement Sites

35KL1062 According to Sobel (1992:992), 59 house pit features are scattered lengthwise

between the edge of the marsh and the hills that form the western boundary of the site. Debitage,
projectile points, ground stoneThesllage a frain
stretches from approximately 3.2 kilometers along the shore of the marsh. The rock art
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associated with this site consists of four rock art panels containing over 70 painted images
concentrated on the western end of a basalt outcroppingokir the remnants of the

prehistoric villageg u p g uan th& Kslamath Marsh. The rock art is painted mostly red but with
some instances of blue. A cyclone fence constructed and maintained by the Department of Fish
and Wildlife protects the rock art siteday.

35-7-10-5P- Situated on a wesgacing basalt cliff overlooking the grassy floodplain of the

nearby Williamson River, the old Klamath Village,a k a | mwas locatdhon the flood plain

on both sides of the river (see Spier 1930:14). PhilipdkRay documented the site in June

1979 and observed six house pit features, obsidian debitage, and middens that contained among
other things, shell and more debitage. The rock art at this site stretches approximately 400 meters
north-south and consists afne rock art panels containing thityie mostly painted images.

Frequently Used Areas

Site QzM1 is located about 9.6 kilometers southeast of Bly, Oregon in a low creek valley where
the KlamathModoc visited seasonally in order to procure resourcescaseek supernatural

power. The site consists of the main petroglyph panel and two debitage concentrations in the
immediate vicinity. The first of two debitage concentrations is located approximately 10 meters
down slope of the rock art and included thpegjectile point fragments. The second is located
approximately 165 meters downstream on the opposite side bank. Other archaeological debris
including debitage, biface tools and points, metates and a small stone bowl, along with other rock
art locations ocur for about 2.4 miles up and down the valley. The rock art site itself is located

on a basalt rim with flat vertical walls overlooking Paradise Creek from the east. The art consists
of approximately 55 images, 47 of which are engraved concentric dielesften include a

central nucleus or dot. Traces of red paint are evident in some of the figures, especially those
near the upper part of the panel. More than thirty stacked rock features are concentrated on top of
the rock art site itself.

35KL58is situated on basalt rim rock overlooking a small meadow and spring that are 200
meters downhill. Three stacked rock features are associated with the site. A general survey
around the rock art and of the meadow turned up no other artifacts or featuregektheesite

is located along a travel route between 35KL87, a major occupation site (season unknown), and a
series of powegquesting sites at the confluence of Barnes Valley and Long Branch Creeks
(Silvermoon 1994:147). Although Barnes Valley Creekd@sne 500 meters below, access to

the creek is difficult, and the creek all along this route is strewn with a jumble of boulders, many
of which are the size of busses and cars. The only place along this route where travelers could
obtain water was the spgs emanating from the base of this site. For these reasons | consider
this to be drequently used ared he site has five main petroglyph concentrations consisting of
thirty-one nucleated concentric circles clustered together, and one panel contagrieg af

incised vertical and crogsatched lines. The two springs emerging from the base of the rim rock
are each associated with the two main rock art concentrations.

35KL1516 The site is located in a-haped depression just below the scab rockalatvhere

Mill Spring Creek drops over the rim into a break between the 1soth running rimrock. It is
only at the base of the depression that water from the spring pools sufficiently to give people
access. Although obsidian, basalt, and some ciggyialline silicate (CCS) debitage is
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scattered lightly across the prairie above the site, none was specifically associated spatially with
the rock art or spring. However, a largmncentration of debitage is located less than a mile

north of the site. It &s from thisconcentration that obsidian samples were obtained for chemical
sourcing analysis. Given the accessibility to fresh water and the presence of artifacts associated
with hunting and resource procurement, | categorized this site as a frequedtbrea.

Specifically, the availability of water here all but guaranteed that people would frequent the pool
in this depression. The edges of the rimrock and the boulders around the meadow provide the
panels for the five petroglyptoncentrations containgntwentythree images that make up the

site. All these images faceward, toward the pool. The images are typical of the Klamath Basin
rock art style (Hann et al. 2010:2), predominated by circle, concentric circle, and zigzag motifs.

Special Use Sites

Mod-17is a cave located today within Lava Beds National Monument that contains both rock art
and archaeological materials. The cave is approximately 400 meters long and ranges from one to
twenty meters wide. The only entrance is through a large hole geilngy. Over the millennia,

a midden heap has formed beneath the entrance consisting of cultural materialowmgilt,

and naturally deposited animal remains. This heap is the only place in the cave that is habitable
and supports a lush cover ofrisrand moss. In 1990, Eidsness and Smith evaluated the cave as
part of the nomination process for the National Register for Historic Places and determined that
the site had overlapping functions that included subsistence, domestic, and cer@ansnalkss

and Smith1990)The rock art is comprised of fifteen pictograph panels containing hundreds of
black and white images painted on the dark surface of lava tube walls. All images are painted
and include the same circles, zigzags, dots, crescents, anthrgp@naoomorphic, and
stylized figures that serve to define the KI a
ceremonial center in the vicinity of this cave (Ray 1963:207, cited in Lee et al. 1988:137).

30-10-23-8P- The site is a very small cal@cated approximately 140 meters up the slope of an
eastfacing ridge overlooking an open valley in the Upper Williamson River watershed. Rock art
images are painted on the ceiling. A few isolated obsidian flakes are scattered along the top of
the ridge but none appear to attest any concentrated activity associated with the rock art site. By
contrast, debitage, projectile points, and ground stone artifacts are scattered all along the base of
the hill for well over a mile in each direction. Ethnographid athnehistoric sources indicate

that this area was a major seasonal camp (Allison 1994:158; Spier 1930:41; Gatschet
1890a:xxxv; Stern 1966:12pur 2009 survey project confirmed this. Some stacked rock features
are scattered along the ridge, but noneeveirectly associated with the rock art site. Despite the
sitebéds vicinity to a prehistoric summer campg
it is quite obvious that this rock art site was not meant to be viewed or experienced by the
generdapublic. For that reason I classified this aspecial use siteDiscovered and brought to

my attention by docal ranchowner in 2009, the rock art had not been previously documented.

The images include a single red anthropomorphic pictograph, superimposed upon two white
stick figures chalked onto the shelter ceiling.

39-13-20-P2is located on the south sidé Goodlow Mountain, and overlooks the Lost River

and Langell Valley 1500 meters below. A dozen scattered stacked rock features are located in the
vicinity of the site, but none were directly associated with the petroglyphs. This Modoc rock art
site is a ;igle panel containing fiftsgeven pecked human figures joined at the hands on a
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fractured rock face. The panel is small, measuring 160 centimeters long and 85 centimeters high,
and all images are approximately 10 centimeters long with an approximatpaarraf®ight
centimeters wide. Additionally, the panel is located in a small, natural alcove protected by
boulders and vegetation, making it difficult to see. A survey of the area at and around the site
turned up no other artifacts or features. The neaiémge or significant camp is over 19

kilometers distant. Since there is little to support an interpretation of this site as either a
settlement site or a frequently used site, this site is analyzed as a special use site.

FHC-3 is a petroglyph site located inside of a small hollow through which an active spillway and

an intermittent waterfall each feed the canyo
several stacked rock features, with a few located within 50 meters pétiioglyph site. Some

flakes were also noted on the scab rock plateau above the site, but not close enough to be
considered as associated with the site. The nearest known concentrated archaeological site is
located approximately 0.8 kilometers upstream emnsists of debitage, bifacialyorked points

and tools, and ground stone artifacts. The site consists of two petroglyph concentrations. The
first is | ocated on a boulder that sits cl ose
an owl.The engravings appear to have been added to enhance this resemblance. Eyes consisting

of concentric rings, a chevron emulating a beak, and a series of diagonally situated

parallelograms symbolizing wing feathers give the boulder the appearance of ankong kat

the viewer over its shoulder. An upside down sfigkred zoomorphic image enclosed in a

pecked circle may represent the owlds stomach
petroglyphs consists of two sets of concentric rings arratgechulde eyes, perhaps the eyes of

an owl. Other badly weathered images are located ndaubthese were not documented. These

glyphs are located close to the ground and appear to have been situated in a way that gives them
the appearance of overlooking a risapond.

Conclusions

In this chapter, | have outlined the core methods that | have used to pursue the landscape model
for understanding the relationships between rock art manifestations and varied uses of the
landscape by Klamath and Modoc peoples. Keyhmds have been the photographing and
documentation of the rock art sites themselves; the archaeological survey and structured

collecting that has allowed interpretation of possible site types and uses of locations; the targeted
collection of obsidian sapfes for analysis using the XRF {Ray Fluorescence) method that can
contribute to understanding the sources of obsidian used and thus the possible cultural affiliation

of the makers. Additionally, | have described the specific sites that | have claasifiethg

settlement sites, frequently used areas or special use areas. It should be apparent from this last set
of descriptions that there is, however, consi
Nonetheless, by taking into account the arclagoal materials recovered at the sites as well as

within the wider landscape, and by considering some of the specifics of the natural settings for

the rock a in a hollow, near a spring, in a cave, overlooking a valley or in a obscure loication

| can popose a more specified model of the landscapes of rock art for the Klamath Basin as

based on a sample of the 10 sites described here. In the following chapter, | will provide an
analysis of rock art associated with two Klamath villages.
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Chapter Six: Settlement Sites
Introduction
In this chapter, | am going to discuss the first category of sites that appear, in various ways, to be
associated with rock art manifestations or, more precisely, | am going to discuss in detail the
rock art sites that are assated with a particular genre of occupation and activity referred to as
settlement sitesAs noted previously, the definition of categories of sites is not without some
ambiguities or qualifications. There are two rock art sites featured in this chgptak art sites
in association with settlement or residential locations. See theFmapd6) for the general
locations of these sites in the Klamdflodoc area under discussion. As a reminder, my
locational model for the rock art sites in the Klamitbdoc Basin would suggest that at or near
settlement siteshe rock art would tend to have tledldwing characteristics: the symbols would
depict recognizable mythical characters that can be ethnographically identified as shamans
Amedi cines; 06 these characters may be represen
art symbols will exhibitlifferential weathering, which resulted from different painting episodes
on the site over time; the rock art would not necessarily be publicly noticeable; rock art panels in
this context will face west, toward the land of the spirits.
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Figure 6: Settlement site in relation to obsidian source locations.

Adapted from Gatschet, 1890.
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Il n this chaptsetttementlsitus e { hdiceatm,iin part, wha
Aithe residenti al base: o

The typical base camp may contain evidence of domestic dwellings and site furniture,
specialized utilitarian structures aadtdoor work areas, service centers, diversified tool
fabrication and repair, child rearing, diversified food consumption (and, perhaps,
storage), temporary storage of raw materials and tools, a relatively high degree of internal
site structuring, luxurytéms, and debris from recreational and ceremonial activities
(Thomas 1983:73).

Some residential bases were situated where primary resources were seasonally.abunidgnt

harvest periods, other tribal groups converged on these locations, causitagipapto swell

considerably. Accordingly, the archaeological record for such sites is comprised of materials
from both permanent and tr anSettlemmentSi@uil m utr ail s ac
study to include both.

By and large, KlamatiModoc rock art sites are associated with most, if nosettlement sites

where suitable rock faces were available. Any interpretations offered for the rock art must take

into consideration its surrounding social context (Whitley 1998:16). | propateock art in the
settlementontext represents the medicine spirits that shamans used for ritual curing. | derive
this hypothesis | argely from information gath
incantations, and various properties of thekrart itself that include differential weathering

between images, identifiable mythical characters or referents, greater variety of images relative

to rock art in different social contexts, its visibility to ordinary villagers, and its general

westward oentation. | base these assumptions on the propositions listed below:

1 As | have previously proposed and supported with analyses, rock art images depict
characters featured in Klamalhodoc songs and myths (David 2010:387). Gatschet
(1890a:c) reportechtat t he shamandés Apower o ani mal s a
are the same characters whose exploits are described in myth. We should therefore expect
to see these characters, or even their body parts (see Spier 19888} 3@epicted in the
art.

1 Wheeas shamans employed any number of medicine spirits to both diagnose and cure
diseases (Ray 1963:55; Spier 1930:108), rock art associategetldment siteshould
contain a wide variety of images with identifiable mythical referents.

1 Over time, asls'amans encountered new challenges requiring new supernatural
treatments, they created newer fAmedicineso
to the sites. The gradual addition of these new symbols resulted in differential
weathering between newerdaalder images.

In the following chapter | evaluate two rock art sites associated with Klamath villages in terms of
the properties identified above.
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The Rock Art Sites

357-10-5P

Site 357-10-5P is a rock art site overlooking the Williamson Rifleodplain near Chiloquin,

Oregon, where the remnants of prehistoric villages are present on both sides of the river and on
top of the cliff itself. The cliff face is 930 meters long and runs reotith along the base of

Modoc Rim. Rock artoccursintei t t ent |l 'y for about 500 meters
northeramost point. Nine rock art panels with close to thirty distinct images comprise the rock

art site The images include concentric circles, zigzags, abstract geometric forms, t&isy mar
anthropomorphic figures, and an insect. A list of all the images is available in table 2.

Circular
Anthropomorphic
Zigzags or Wavy Lines
Dots®

Ribbed Figures
Triangular

Straight Lines

Insect

HI\)I\)I\)'EU‘ICD@

Table 2: Image counts from site 3610-5P.

Spier (1930) indicated that the rock art on these cliffs overlooks the prehistoric village,

t ak al mand that seaeral pit houses on either side of the river in this area below the cliffs
could still be seen when he visited the area (Spier 193@3%14A 1979 archaeological report

by Phillipek and Ray confirmed the existence of six house pit depressiatine east side of the
river near the rock art site. Middens, debitage concentrations, and storage pits were also
observed (Phillipek and Ray 1979).

Ethnographic/Ethnénistoric Review

One of the earliest mentions of this rock art site came froldlLt. L. Abbottdéds journ
railroad survey:

August 208 Mr. Daniels was much better this morning and able to ride his mule.

As had been usual of late, a dense fog obscured the view for two or three hours after
starting. Our course lay up thesezrn side of the beautiful valley of Klamath Ri{&the
bottom was at first open, covered with green grass, and bordered by low timbered hills.

% These are arranged in three separate rows.
* Lt. Abbot mistook the Williamson River Valley for that of the Klamath River.
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We passed several cliffs of basaltic breccias, from twenty to fifty feet in height, and
occasionally ornamendewith rude, Indian paintings (Abbott 1857:68).

The cliff Abbott referred to i&K 6 t awhiéhtSwartadesignated Ch@31 25 AS KCM(Swartz

1978J. Gatschet also mentioned the site in both his list of camping places along the Williamson
River, wherehe ef er s t o the site as fAat the rocks, 0o (
accompanying dictionarkyt,atbwhtéine ahspeel &1 edbblué
area. According to Gatschet,

Ktadéiti, nom. Pr. gi v e tneWibamson Rivercaboutsthrean di n g
guarters of a mile below the Sprague River junction. According to a Kkyihmu k a mt ¢ h
was changed into this rock, after he had s

Rocko (Gatschet 1890b:149).

Sometime later, Spier reported that the village k a | nrandfde @.8lkdometers along both
sides of the Williamson River, and he discussed the lodges located directly below the lava cliff

t hat bears the art. A The riveowith guée aaumberantthet he b
opposit &Ké tamvaldafthe distinct pits ata k a | méodr kre abaut twentfive
feet i n diameter, one fiftRenuKsasegwadt &g dledi an

located along the riverorth oft a k a | mand kothdvare heavily populated. North from
t a k al m3perikalsodreported numerous storage pits and a fish dam (Spier 1930:14).

Curiously, Spier made no mention of the rock paintings, even though his description of the house
pit features indicates that he visited the site personally. Even though he briefly discussed other
rock art sites in his report, he appears to have been unaware of the paintings at this site:

The Klamath do not make pictographs. There are however i fineir country, said to

have been made by Kemu kumps, the culture
muél was, paraphernalia or, better, objects
from time to time by ol d memyinfégrmamtonayvor k f o
have meant shamands interpreters. They ar

only two pictographss( u 6 m g in thé whale Klamath countryThose on a rock slide

on the eastern shore of Klamath Lake south of Modoc femmthasis mine]. This is

near the former fishing vilageu l1éa 6 uTher e are a dozen circl e:
largest four or five inches in diameter. Another set of graphs is on theatoitles

southern end of Buck Islafiedmphasis mine]. A tale correeng one of these figures tells

of a man shot in the eye with a straw so that the blood streamed down his face. This

suggests the form of the figure, which | did not see. One informant said that the figure of

a lizard was also sometimes drawn (Spier01932).

® Swartz (1978) also credits one, Charles Rau (18886§5with a reference to this site. But upon closer
examination it i<lear that Rau was talking about Standing Rock, a different site located further upstream that was
destroyed in 1909 by railroad construction. Rau made no mention of sité B5P.
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Based on the fact that neither Spier nor his informants mentioned the rock art paintings located

so close to Chiloquin, it is clear that his informants were either unaware of their existence, or for
some reason chose not to report them. Even Abbos ear | i est encounter wi
an offhand observation he had made himself: there is no indication that native informants or

guides brought it to his attention.

Analysis

The most obvious feature on this site is the preponderance ef airdlconcentric circle motifs,
which are quite common throughout the Klamath Basin (fig@ye This symbol appears
individually seven times on the site, and at least thirteen more times embedded within other
images. Clearly, this was an important syinbdhe Klamath Basin.

In spite of this, the images on this site vary greatly in size and appear either individually or

within small clusters. While a few of these clusters can be seen easily enough by people passing
by who are looking for them, otrseeare much more difficult to spot without knowing exactly

where to find them. None of the images or concentrations, save for possibly one, appear to have
been created to capture the attention of the nearby villagers. Thus, it seems unlikely that the rock
art here was made for public display.

Differential weathering on this site has caused some images to be very bright, as though they had
been only recently made, and others are to appear so faded as to be barely discernible at all.
Some of this is theesult of differential exposure to the elements. In other instances, where rock
art on the same surface exhibit different degrees of fading, | assume that this is because of
differences in the ages of the paintings. Other explanations, of course, magcaigot for

them, such as different pigments, or different mixtures of the same pigments, etc. Asrfigures
and8indicate, images were added to the site at different times throughout its history.

Figures 7 and 8: Differential weathering between these exposed images inditaiethey were
added to the site at different times.

Finally, all but one of the rock art images on this site faces west, or in a westerly direction in

spite of the availability of suitde rock panels facing other directions (Fig8ye Although this

means that most images faced toward the village, they were not readily visible to the villagers, as
previously stated. Some images may have been very obvious to those who knew where to fin
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them, but others were clearly not intended for casual viewing. Either they were much too small
to be seen, or they were painted on rock faces hidden from general view. Apparently, the
direction they faced was mo rthem.i Takerotogetleem these h a n

features play an important role in how we interpret the rock art at this site.

Panel Orientation Chart

360°

90°

180°

Figure 9: The Panel Orientation Chart indicates that most of the rock art panels fe
westward. North is at the top of the chart.

Interpretation
Although the rock art site at 3510-5P is directly associated with a series of major Klamath

villages, the images do not appear to have been meant for public display. Differential
weathering between images indicates that the site was made over tienavallable
ethnographic information affiliates the rock art with shamanism and mytrfQengp k & (s€ec
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Dennison 1879; Gatschet 1890a:179; Spier 1930:142). The condition in which they were created
is unclear, but their connection with shamanism suggeastshey probably provided symbolic
value for ceremonies involving ritual curing (see David 200&88David 2010:394).

The westfacing tendency of the rock art suggests that its creation was related to the land of the
dead, since it was located irettvest(Spier 1930:102). Created B/mo k a tmi$ is where
souls are believed to travel upon death:

The |l and of the dead, Nob6liskan, I ies in t
created by the culture heddemu kumpswvho made the huma that figure in the tales
[calledpsaudiwa$and ordained that they should go to this land when they died. Nothing

is said of the road thither but the characteristics of the land and its people are tolerably

well conceptualized [Spier 1930:102].

Thecommon belief of the Oregonians [Klamath] is that after death the soul travels the
path traveled by the sun, which is the westward path; there it joins in thdaspiriE-ni)
the innumerable souls which have gone the same way before [Gatschet 1890Qa:xcvl

The west was both a dangerous and respected direction for the Klamath and Modoc, and fear of
it factored into much of their daily lives. It was possible to become ill or worse if one failed to
observe proper protocols. Sick persons, for examplersept with their head on the west side

of the lodge, since this was the direction of the land of the dead (Ray 1963:55). During sleep, the
soul might leave the body to wander. But its safe return was assured if the head faced any other
direction tharwest (Ray 1963:24). Another custom was that sick persons lay with their heads to
the east (Spier 1930:124). The logic behind this custom derives from the belief that sickness was
caused by spiritual activity (e.§kok3. Since the land of the dead whg,definition, filled with

spirits, it seems reasonable to expect that the Klaiattoc believed that sick persons might

be more susceptible in their weakened condition to having their souls taksdokySpier

1930:101). By contrast, since upon thethiey believed that the soul exited the body through the

top of the head and traveled to the land of the dead, the deceased were placed on cremation pyres
with their heads facing west, in order to facilitate this journey (Gatschet 1890a:xcvii; Spier
1930101; Ray 1963:116).

Given their beliefs about this direction, and its relationship with the land of the dead, it should

come as little surprise that the west factored into shamanic rituals as well. For shamans, these
dangerous influences provided siganedicine. Ray described one curing ritual in which a
shaman sent the Dog 8pidt jas &rmeans dfltwwingSickwfamts. g ht |
He stated very clearly that shamans hafhte wesafter nightfall in order to perform this ritual

(Ray 1963:6465). Thusdirectionwas something that factored into at least some curing rituals.

Westfacing rituals that include the regeneration of life have their precedent in the myths. In the
story,Lok SnewedjaiBear Wife),

L o k S n ehwsbaldjtoakstiteir child down the mountain to his village to visit family
while Lok Snewedjastayed behind. As their son played with other children, they
mistook him for a bear and killed him. Sensing his dangsd,Snewedjasaveled to the
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village in theform of a powerful whirlwind to save him. But when she arrived, the
villagers killed her as well. Griedtricken, her husband returned their child to life by
stepping over his body five times holdiGga kndedicine basket, but was unable revive
Lok Snewdjasin the same way. In desperation, the villagers called for an old woman
who possessefikoksas a medicine. When she arrived, she saw that the spiokof
Snewedjasvas on its way west, toward the land of the dead, and she s&kdianto a
nearby man to make him scream. Upon hearing the scteank S n espigtd ] as 0
returned to her body in the villageok Snewedjawas thus returned to life (see Curtin
1912:219227).

Commenting on this story in his footnotes, Curtin said thaa indicative of the powers that

the Al ndianso thought their shamans possessed
the spirit reached the place where the sun go
1912:338).

It was based othis same belief th& mo k a iméanother tale, had to travel west&@d m i

hope of bringing his daughter back to life (Curtin 1912489, ForG mo k a itmust pe

remembered, was author of all shamanic ritual (Hann and Bettles 2006:190). It is thus
reasonabl e to conclude that the shamansd conn
direction of their rock paintings, as well as the nature of the imagery they portrayed on rocks.

It seems hardly coincidental that circular designs occur sadrgly on a site in which nearly

every panel bearing art faces to the west, and that these circular images figure so prominently in
myth. Hann and Bettles (2006:190) have suggested that the circular motifs dominating the
Klamath Basin rock art style rementG mo k a who ¢s both the KlamatModoc creator and

the spirit of the sunin myth,G mo k a rmpéweréswnbol is theun disk(see Curtin 1912:T).

If, in fact, these circular motifs represent the sun disk afo k a amd that their westward
orientdion is related in some way to the land of the dead, then this makes it all the more likely
that shamans made the rock art in order to tapGimioo k a msdperi@atiral power. In short,
shamans may have specifically souGhmn o k a mgirtuéal power at ths site.

In fact, Spier reported that peopliel seek spirit power by sleeping on these very cliffs (Spier
1930:100) . But instead of referring to ordin
informants were referring tsthamansywho wereattenpting to acquirés mo k a rpérsoidas

This seems reasonable considering that, when ordinary lay people sought spirit power, they did

soin the mountainsfar away from camps and villages, and left rock stacks as a byproduct of

their quest (Spier 1930: 99). But this site is much too close to the villagedi@linary

people to have sought supernatural power, and no rock stacks are associated at all with the lava
cliffs. The people described by Spieruws i nfo
spiritual aid fromG mo k a whdse sun symbol is well represented on this site.
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Gmo k a mo-KumusWard Pshagekenik

The most widely depicted motif in Klamath Basin rock art is the circular motif, and is thus is of
particular interest in this study, especially given the preponderance of concentric circle designs

on this site. However, even though previous researcheessuggested that the concentric

circles that characterize Klamath Basin rock art may repré&emd k a tineociginal Klamath

Modoc shamans and spirit of the sun (Hann and Bettles 2006:190), | suspected that other

mythical characters might be involvedhat is, rather than representi@gn o k aatobegthese

wi despread Atargeto designs might represent a

Gmokamodc
G mo k aisritibedKlamathiModoc culture hero, having created both the world of the living and
of the cead (Gatschet 1890a:Ixxkixx; Spier 1930:102). In myth, he is described as the spirit of
the sun. Because of his association with §&umo k aisnByairtue, immortal. For although he
is killed time and again by his enemies, his medicine, Morning &taays brought him back to
life (Gatschet 1890a:Ixxxii, ci, cii). Thus, in mytG,mo k aisredsociated with the sun disk
and the regeneration of life. It was based on this very premise that Hann and Bettles reasonably
attributed these circular motifs to Gmokamdcé

This, however, offers only a partial explanation forgkmbols we see at this site. Symbolizing

G mo k a mndiékscould have been accomplished with a simple circle. The added outer ring
and nucleus seems like too much elaboration unless one considers the relat®msbigs a mo ¢
shared with other mythologit beings. Thus, | propose that this emblem is, in actuality, a
compound image that symbolizes as many as three characters simultaneously, all of whom are
strongly connected in the myths.

Wus or WuskKumush
WusKumush(hereinafterWug, is a mythical pairie wolf (coyote) in his physical form, and
possibly the Dog Spirit described by Ray (Gatschet 1890a:cii; Ray 1963)64n all the tales,
Wousis a presager of war, death, and misfortune and is considere@tmlzek a midycousn g e r
brother and constasto mpani ono ( Gatschet 1890 a26kiLikei ; Spi e
G mo k a nedsanfimately associated with the land of the dead, which lies in the west (Spier
1930:138). According to Gatschet, Wanaka

... figures as the constant companion 6ftdu k a mt ¢ h , because-he rep
white sunhalo, with its changing color& 6 mu k &beirig thé personified sun: one of

the frequent mythologic examples of hunting scenes transferred to the skies. The Fire of
Young Fox burns with a yellow flaen(Gatschet 1890b:373).

Thus,WusandG mo k a(thé&Modoc call hinKumusl are conceived as having consanguinal
ties and are inseparable. His celestial manifestation is the sun halo (Gatschet 1890a:Ixxxii;
1890b:474).

As a presager of all things regye, Wushas the powers of clairvoyance and to see what

ordinary people could not, such as spirits and ghosts. This was the particular power he offered to
shamans. Whereas shamans routinely used this power to identify bad spirits that caused sickness
and disease, it should come as little surprise to learn that shamans would choose to depict
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G mo k a mndiskswith itsconstant companiqrthesun haloand is why we see two circles,
arranged concentrically like the sun and sun halo, so widely displayddmath Basin rock art,
rather than just one.

Pshagekenik
Gmo k a mbst @owerful medicine was Morning Star RghagekenikGatschet
1890a:Ixxxiii). PhysicallyPshagekenikersonified a gopher, probably because, like the
morning star, gophers papeir heads up over the landscape much like the Morning Star emerges
quickly and then disappears over the horizon at dawn and dusk. In th@silagekeniks
credited with restoringVusandG mo k almadk to life after their numerous deaths (see Curtin
1912:4849, 193). Thus, Morning Star is the medicine for 6tm o k a(thésun) andVus
Kumush(the sun halo) and is closely associated with both in the myths.

While no gopher motifs have yet been noted in Klamath Basin rock art, dots and orbs are
prevdent, especially in close association with the concentric circle design. It is likely that the
nucleus at the center of the concentric circle désignsolid dod represents Venus, or the
mythical character, Morning Star. Shamans depicted these thraetens in this fashion to
represent their combined power.

Taken together, these three foremost mythical compahidasno k améc, Wus, and
Pshageken&k r e pr esent ed the shamands most power f ul
display that power all over the Klamath Basin should come as little surprise.

The notion that some of these designs depiocto k aamdomne or more mediciseelpers
combined into &ingle compound image makes a certain kind of sense. The Klamath and
Modoc believed fervently that it w& mo k ahim&ealf who made the rock art (Rau 1881:66;
Spier 1930:142). But mo k awa$ aspirit, and as such he, like any other spirit, needed a
physical medium through which he could act. Certainly this indicates that shamans made the
rock art while under thepiritual influenceof (e.g. possessed b§mo k a(seé Spier

1930:109).

The special objects shamans used in their rituals and cererdenie=d their power from their
symbolic associations. This also included rock art. How the objects are perceived in the natural
world figures into the supernatural abilities they were believed to possess. This, in turn,
influenced how the shaman woulde them. According to Ray,

A rough correlation was drawn between the characteristics of the animal or object whose
name the spirit bore and the objective symptoms of the disease. Thus Buzzard, since the
bird circles over its prey, might be responsiladlean illness characterized by dizziness.

A correlation was likewise drawn between the characteristics of the spirit and the nature
of the curing technique. Thus, if an intrusive object were to be removed, a grasping and
tenacious spirit such as Hawtkiough analogy with the bird) was used (Ray 1963:46

47).
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Similarly, Spier added,

The references to the spirits mentioned in
center on some particular characteristic, habit, or association of the animal. Thus, the
swimming of the mink, the underground habits of the weasel, woodchuck, & trea

soaring of certain birds, the standing of shitepoke, and position or movement of the

reptiles, are signaled for song. The ducks figure as disease bringers. (These may be

curing songs in which the birds are taxed with causing the sickness.). enafrbirds

control the storm and wind. (These may be songs used in changing the weather) (Spier
1930:133).

In myth, this kind of symbolic relationship between natural objects and the spiritual properties

with which they were bestowed played out thene way. In th@hysicalworld, the morning

star is associated with the rising and setting sun. But in mytbh#racterMorning Star was

the medicine spirit dedicated almost solelyatsno k &6 d onge v i tspiritual Thus, i
sense, Morning Stas iassociated with curing and the rejuvenation of life. In every story in

which the charactelG mo k aamdMorning Star appear together, Morning Star comes to his

aid, usually to restore him to life:

And nothing remained except the disk. And MorningStas ai d t o t he di sk
sleep so |l ong? G&mo k g godbup ds bei@ey dnd he wiklasdt h e |
as long as the [actual] disk and the morning star (Curtin 1884:book3/myth2).

The symbolic value of the morning star, then, is its imtahip with the actual rising and setting
sun. Because the morning star precedes the rising sun, it appears to bring the sun continually
back to life. By analogy, theharacterMorning Star behaves the same way vdtmo k aimé c
the tales. Figur&0shaws all three of these characters symbolized in their most basic, celestial
manifestations.
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Figure 10: Nucleated concentric circles like the one from735-5P
are the most widely depicted rock art images in the Klamath Basin

Skoks

Skoksare the souls of deceased people who have either returned from the land of the dead or

have not yet departed thewe Dangerous by nature, they constantly seek about to snatch
someoneds soul to take to the | and of the dea
1930:101) . According to Gatschet, AWhen seen
intensedread; after leaving the body of the deceased, they are supposed to travel through the air

on sticks and rattl e t hTehierr edriys bsoonnees iangdaiicnastti o
spirit, o to whi ch Skoksgince he tlasibed than muchshe samewaya | | y a
Ray reported that, during the ritual curing ceremonies, the ghost spirit served shamans as an
important medicine spirit (Ray 1963-48®). Because he was able to override all other spirits,

the ghost spiritvas called upom curing rituals only when all other spirits failed to reach a

consensus (Ray 1963:57). Neverthel&®ksan be either beneficial or pernicious toward

human beings (Gatschet 1890b:319). In various t8lkesksappear as both the cause of disease

andas the most potent of medicines.

Recalling the stor{.ok Snewedjgsn which BeatWife and her child were slain, an old medicine

woman used heBkokgo recall the soul of ok Snewedjasyhich had been on its way west,

toward the land of the dead (Curfif@12:226). In another storgkoksilled a little boy who had
passed too close to hi mKoe( Brudag t$mei rbioty)6,s tmod hhkec
helper, and after painting him with ashksg called upon her own medicine spisikokswho

suwcceeded in restoring the boy to life (Curtin 1912:374).
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While in the storiet ok SnewedjafCurtin 1912:219) ané Medicine Story Il, Skoks
presented as a p o wS8kokdalikewiseltansideradisbe theadeantoi n e
sicknessandofdssase i n a Klamath shamands incantati on

In the spiritland | blew out from me the heart®fk o 0(&atsbhet 1890a:174).
Concerning this incantation, Gatschet explained,

The weasel, returning from its errand, reports to the conjuror that having found the cause
of the patient 6 ss kdubbskbsaaet f ot besawwsckedugh
spirit-land and breathed out, to be left there (Gatschet 1890a:176).

Although they were considered powerful medicine for shangkwksvere a cause of terror for
others. For people to see a ghost or hear the rustling of bones was the most threatening and
dangerous of all experiences. Because ghosts traveled only atesging the house at night

was a traumatic experience for both children and adults alike. Those who had the unfortunate
experience of encountering it unanimously described the rustle of bones and the distinctive cry,
fisgadgqs 0 t he s oundyiaspiredits namen(Ray 19635@)b |

Skokshave been described physically in a variety of ways, but seldom in detail. Spier reported
that they resembled neither humans nor skeletons (Spier 1930:101), and Ray described them as
bones, skeletons, or dkonlike shades with a hump on their backs and a bundle at their sides
(Ray 1963:50). In mytiskoksare female, and like the Frog spirit, they occasionally appeared as
an old woman bearing a bundle (Curtin 1912:370). In many &Gke&ss a personified wood

tick whom Gatschet reported to be one&aih o k a trmardy svives (Gatschet 1890a:civ). Other
references describe&tkokswith red eyes and nails longer than her fingers. One side of her face

is painted and the other side is paintedtav(Curtin 1912:374). Finally, Gatschet reported that
Skoks nhabited the bodies of | i vifnigshfoi s h. I f a
(Sh k o 6 k s)hhe & sha @was likely to die. This could be averted, however, by singing the
proper medicine san(Gatschet 1890a:1280).

Their descriptions as skeletal, as wood ticks, and dghtare particularly important interpretive
clues. The images in figusdlcome from 357-10-5P and represerfikoks An interesting

feature of these pictographgishat t he fiheadd of the inverted f
concentric circles. While the rounded heads most likely symbolize the human spirits believed to
inhabit them, the skeletdli sh aspect is | ikel yf asGadchdér ence t

1890b:319).Compound images are not at all unusual in that most curing rituals involved the use
of multiple medicine spirits simultaneously (Ray 1963:56). This image dé&jkotss,

Gmo k a mé c ,-KumustsimWansously, each of which are sgbnassociated with the
regeneration of life and the land of the dead. The inclusi@kaksn this painting indicates

that it represents the most dreaded and powerful medicine available.

® Curtin reported that the wood tick was the wifeTakel,or Old Marten, whom Gatschet described as giysical
manifestation oG mo k a (aée Curtin 1912:288 and Gatschet 1890a:cii).
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In a similar fashion, FigureZldepicts what at first appeaxsbe a haloed sunburst. But upon

closer examination, one can see that all of the rays do not emanate from the central disk. Rather,
four of them originate from its upper edge, giving it the general appearance of a bug, or, more
specifically, avood tick The overall affect is a halo&koks The initial confusion between a
sunburst and wood tick may, in fact, have been a purposeful tactic use by the artist in order to
imply the simultaneous presence of b@&imo k a(me@resented by the implicated surdijand

his wife, Skoks.The halo, as previously indicated, repres&itsKumush

Figure 12: The circle insect in this
figure can easily be mistaken for a
sunburst.

Figure 11 The skeletal structure of these
fish-like designs probably represents skoks

To summarize, many of the symbols on this site can be identified as mythical characters which
shamans utilized for a variety of reasons that included ritual curing. Mtist afck art panels

face west, in spite of the availability of rock surfaces suitable for rock art that face other
directions. This implies a structured connection with the spirit land, which lies in the west.
Differential weathering between images sestg that symbols were added to the site over time.
Taken together, these occurrences suggest that this rock art site was related to shamanic curing.

35KL1062

Site 35LK1062 is located within the Klamath Marsh National Wildlife Refuge. The site consists
of the remnants of the prehistoric villageu p g uand &pgtograph site, which is located
approximately 200 meters east of the village just up a small on a wooded ridge. The rock art
contains over 70 painted images concentrated on the western@amelohgated basalt

outcropping protruding from the hillside.

| visited the site on four separate occasions during the 2010 and 2011 field seasons with
Archaeological Assistant, Melissa Morgan. Our goal was to both document the rock art site and
to colect obsidian samples for chemical proveniencing in tHeay Fluorescence (hereinafter,

XRF) Laboratory at the University of California, Berkeley campus. | was interested in
conducting XRF analysis on obsidian from this particular site because it medptdidentify
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obsidian sources from a wddhown Klamath village where the identity of the prehistoric
occupants was not in doubt.

EthnoHistoric/Ethnographic Review

There exists no direct ethwlastoric or ethnographic reference to the rock arttef35LK1062,

even in the most recent ethnographic study on the Klamath Tribes (see Allison 1994). There are,
however, numerous references to the villages along the shore of the Klamath Marsh and the
cremation sites interspersed among them. A brief regfetvem will help to establish how rock

art functioned in villagerso6 |ives.

EthnoHistoric

The earliest historical description of the Klamath Marsh comes from Peter S. Ogden, a trapper
from the Hudsonds Bay Company who reached the
30, Ogden made the following entry:

Course south to ClammitRiver 25 mies from River of the Falls. Mr. McKay

proceeded ahead to an Indian village distant 3 miles. It was composed of 20 tents built

on the water surrounded by water approachable only by canoes, the tents built of large

logs shaped like block houses the fouraastone or gravel made solid by piles sunk 6

ft. deep. Their tents are constantly guarded. They regretted we had opened a
communication from the mountains. They sai
attempts to reach our village but could not sedceEven last summer we discovered a

war party of Cayuse and Nez Perces in search of us; but they did not find us. Now they

wi || have yr. road to foll ow. We have no
well provided with bows and arrows. Thiegtve only one horse. Snow is so deep, horses
perish for want of food. In winter, they live on roots. In summer on antelope and fish

(see Elliot 1909).

Later, when Fremont reached the Marsh in 1843, he thought he had reached an arm of Upper
Klamath Lake On December 1) he described the scene in his journal as a lake of grass
surrounded by timbered mountains. nlt was a
attractive to us be the abundant and excellent grass which our animals, after travelling through
pineforests, so much needed; but the broad sheet of water which constitutes a lake was not to be
seeno (Stewart 1999:88). Fremont al so report
noses, had shoes made of grass, and that the women wore baskekbkadgyden, he provided
descriptions of village huts. Within the huts, suspended on strings, he noted that there were great
guantities of fish that had been smoked and dried (Stewart 1999)89

A decade later, Lt. H. R. Abbott and Lt. R. S. Williangassed through the Klamath Basin on
their railroad survey from the Sacramento Valley to the Columbia River. They arrived at the
shore of the Klamath Marsh on August 21, 1855 and described it as

... a strip of half submerged land, about twelve nidag and seven miles broad. It was
covered by clumps of Tule and other aquatic plants separated by small sheets of water.

"Whenever making a direct quote, | defer to the authord
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Thousands of ducks, plover, and other water birds, made it their home. They were so
tame that they would hardly fly at the repofia gun, but it was useless to shoot them, as

the deep mud rendered it impossible to secure them afterwards. We surprised two Indians
on the shore, and endeavored to make them understand that we were friendly; but they
evidently distrusted our professigm@sd escaped as soon as possible (Abbott 1857:68).

Foll owing along the eastern shore of the Mars
edge. Having been warned about their approach, the inhabitants had abandoned their lodges and
took refugeon the water. As they harried him from dugout canoes, Abbott reported the scene:

Large quantities of food, consisting mostly of seeds of water plants and dried fish, several
canoes made of hollowed logs, many baskets formed of reeds curiously wovbertoge

and divers and other valuables, were scattered around in wild confusion. The fires were
burning in front of the huts, of which there were three distinct kinds. The summer lodges
had vertical walls supporting flat roofs. They were composed oh#efk@rk of sticks,
covered with a matting of woven Tule. The winter huts were shaped likeilese and

made of sticks plastered with mud. We noticed only one of the third kind, which was
apparently used for a council house. A hole, about four feetadekfen feet square, had
been excavated, and the earth heaped up around the sides. Large sticks planted in this
mud wall supported a roof made of cross poles covered with earth. The entrance was by
a flight of mud steps that conducted to the roof, fwgnich a rude ladder led through a

hole to the floor below. Each of these structures is represented in the accompanying
wood cuts, together with some conical graves described below (Abbott 1857:69).

These early explorers provide a brief descriptiorhefiillage and village life on the Marsh, as

well as the variety of Klamath lodges in use at the time, along with their construction methods.
Abbott also described some burials and stacked rock features, but made no mention of the rock
art. Notably, higlescription indicates that the burials he saw were taking place within the village
rather than up at the cremation site(s) or near the rock art. This directly influences how we
interpret the art, and will be discussed further below.

Ethnographic

While the Klamath Marsh is mentioned rather frequently in the ethnographic literature, only a

few passages directly reference the village sites by name. Like-fhd@@5P site, no mention

is made of the rock art at all. Gatschet described the village $itelB62 as a camping place
caledKkapgabkswarf pine thicketodo (Gatschet 1890a:

dictionary, he refined Wapkap itnrea ntsrleaetsioon Gaa sfcahte
fiKapkad i s a KI amat ha speziesnof lawlpinetgrowirg ®rctheiKlansath Lake
whose fibrous bark was peeled andkapkat eas i n th

fiyoungpi ne treeo (Gatschet gbpg0midshelliBg)asasitSwth er de
lodges stretclmig for about 2 miles along the edge of the Marsh, with a cremation pile nearby
(Spier 1930:13). Similarly, Barker (1963:192) identifgedl p g u(gapdaBakksihis spelling)

as nlittle pine place. o Fi nal | yantrefemed o thenor e r
site simply as fAthe burning grounds, 0 in refe
1994:199).
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To some extent, each of these ethnographers described the village and various activities that took
place therein. Spier, imgpticular, provided a good (if brief) summary of the villages along the

Marsh and indicated which had cremation sites associated with them (Spier 1B30:H2 also
described a group of small boulders on the southern side of the Marshncallédk n @ id or 0o
stones, and warned that children who played among them were believed to go crazy (Spier
1930:143). Accordingly, sufficient information about the Marsh in general has been reported so
that the social circumstances within which the rock art had beeluged and experienced can

be adequately understood, even if nothing at all had been written about the rock art.

Analysis

Rock Art

The pictographs on site 35LK1062 include circles and concentric circles, ovals, triangles, human
forms, and dots. Image counts are presented in table3. These images are clustered into four
groups from which my panel designations derive. Most are makdeesd paint, but a few also
include the aqua blue as described by Cressman (1933%)2Differential weathering between
images, even on the same panels, indicates that they were added to the rock face at different
times.

Dots 41°
Anthropomorphs 11
Lines 7
Triangular 7
Circular 7
Oval 6
Zigzags 3
Barred Rectangles 2
Toothed Angular 2
Lines

Owl 6s Facel
Headed Zigzag 1
Ribbed Line 1
Zoomorphic Figures 1

I nverted il

Table 3: Image counts from 35KL1062.

Although the site is situated near a major Klamath village, topography and vegetation disrupts
the viewshed: villagers could not view the images without having to hike up to the site.
Moreover, no artifacts or features, save for the cremation cemeteiyectly associated with

& Notably, twentyseven of these dots are arranged into a slige
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the rock art, including stacked rock features. Even though this site is located where villagers
could have visited the rock art and cremation cemetery if they so chose, archaeological evidence
suggests that they did not. Ifteigers visited the site at all, it was likely under very special
circumstances. No mundane artifacts are located near the rock art site. The absence of rock
cairns indicates that neshaman powegquesting did not take place at this rock art site either.
Accordingly, like the 357-10-5P site, the rock art site was not designated for ordinary public
viewing or use. It seems that the rock art, while it may have been made for the benefit of the
village, was not a part of everyday village life.

Althoughsome images are large and sufficiently concentrated to be seen by any villagers who
had a mind to seek them out, many others are small and situated near cracks, fissures, and
beneath overhangs, and are thus not apparent to anybody who did not know \duéaio

them. Panel 3, for example, is large and flat, with plenty of suitable rock face for displaying
many images, yet less than half of this rock face was used for art. As previously noted,
differential weathering between images, along with tratésded paint on remnant rock

surfaces indicates that the site was constructed over a long period of time. If the art had been
created for public display, certainly more of the rock face would have been used, and the images
would have been large, clustdrend perhaps created all at once. Whatever else the artists had
in mind, the ability for people to see their images does not seem to be among them. Rather, it
seems more likely that the art had relevance only to the individuals who created it.
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Panel Orientation Chart

360°

270° 90°

180°

Figure 13: All rock art panels and figures on site 35KL1062 face toward the west,
despite the availability of rock faces facing other directions North is located at th
of this chart.

Finally, as figure3s hows, all of the rock art is concent
and faces west, in spite of the abundance of suitable rock surfaces that face other directions.

West, we must recall, was the direction of the lands of the dead (Spier 193ariDa),least in

some shamanic curing rituals shamans needed to face that direction (Ray -B#)3:5dken

together, these significant features play an important role in how we interpret the rock art. The
implications will be discussed below.

Artifacts and Features

I n addition to the rock art, we observed hous
people stripped away the bark to get at the fibrous cambium layer for food, four temporally

di agnostic project i Ihiehcpnsistsofcapulesahatdhamangiritually no r o
pecked out in an effort to control the weather. Although we analyzed the projectileipoints

situ, we declined to analyze the other artifacts and features since they have been so thoroughly
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documented by Sah (1992). The results of the XRF and Projectile Point analysis are
summarized below.

Debitage Analysis

While some of the rock art sites in this study have-esfablished KlamatModoc cultural

affinities, others are located in areas where their cultural affiliation is in doubt. The latter sites
tend to be located in areas where the KlarMdidoc campedrad/or procured resources in

common with other unrelated groups such as the Shasta and Northern Paiute. For these sites we
took two approaches to establ i s-ModochEefirstck ar't
was to evaluate the rock art symbusee if they could be placed within the greater Klamath

Basin rock art style. The second was to conduct chemical sourcing on obsidian samples
collected from these peripheral sites. The reason we conducted chemical sourcing on obsidian
from this weltknown village site was because we felt that, knowing the obsidian sources for this
well-established Klamath village would provide comparative information for rock art sites whose
affiliations are not so wekstablished.

One hundred thirtfive obsidiansamples were systematically collected from the site and

processed at the Berkeley ArchaeologicaRXy Fluorescence Laboratory at the University of
California campus, Berkeley. Once the Quanto
facility, we semthe data to Craig Skinner, owner and director of the Northwest Research

Obsidian laboratory in Corvallis, Oregon. Skinner attributed the chemical signatures to specific
volcanicobsidian sources. As figure $ows, the majority of the obsidian camenir Silver

Lake/Sycan Marsh and Spodue Mountain sources, both major obsidian sources located well

within traditiond Klamath territory. Figure @above)shows the location of the obsidian sources

in relation tothe settlementites.

Site 35KL1062 Obsidian Sources

120

108

100

80

60

40

Number of Specimens per Source

20

1

GF/LIWIRS Silver Lake/Sycan Marsh Spodue Mountain
Obsidian Source

Figure 14: Obsidian source and procurement locations for Klamath Marsh debitage sarr
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Projectile Points (dating)

During the course of our debitage collection survey, we observed and analyzed four projectile
pointsin-situ. Even though the projectile points have no direct bearing on the art, they can still
offer information about the dates of site use. We identified their typology using information
provided by Justice (2002), Sampson (1985), Bettienger and Taylor (19d4)hamas (1981)
Table 4provides the points and their basic information, while figure 15 shows all four points in
the order in which they were found, arranged from left to right. They include two Eastgate
Expanding Stem points, one Rose Spring poird,@re Northern Sidélotched point. The
Eastgate Expanding Stem dates to between AR7800and1300 (Justice 2002:3381), while

the Rose Spring Corner Notched type is considered to represent one of the first arrow points in
the Great Basin and dates fréx® 500 to AD 1300 (Justice 2002:3321). Finally, the

Northern SideNotched point dates to between 6.000 B.C to 3,000 B.C (Justice 2002:168, 173).

Site Material Point Length  Width  Thickness Neck Photograph

Point Type Type Width Number
Number
Ppt. #1 OB Eastgate 4.3cm  2.1cm  0.5cm 0.8cm  October 2,
2010:
DSC_63
Ppt. #2 OB Rose 2.1cm 1.8cm 0.3cm 0.5cm  August 17,
Spring 2011: DSC
90
Ppt #3 OB Northern 5.2cm 2.0cm 0.5cm 1.2cm  August 17,
Side 2011:
Notched DSC_92
Ppt. #4 OB Eastgate 1.4cm 1l.lcm 0.3cm 0.5cm  August 17,
2011:
DSC_95

Table 4: Projectile points found on site 35KL1062, their measurements, and locational informsditan.
that they are listed in the order in which they appe&idnre 15 photograph.

76



EQQQ

Figure 15Projectile points found on the Klamath Marsh date to
between 8,000 and 700 years before present. From left to right th
include Eastgate, Rose Spring, Northern Sidé¢ched, and another
Eastgate.

Because the projectile points were not collectieely were not chemically provenienced. Thus,

we do not know from which source they came, or for how long the known sources were in use.
Nevertheless, in concert with Sampson (1985:507), and Cressman (1956:463), our findings
further support the notion ahthe Klamath have used or occupied the Klamath Marsh for the

past 8,000 years, and that their primary obsidian sources included Sycan Marsh/Silver Lake and
Spodue Mountain.

Interpretation

Although the rock art at site 35KL1062 is associated with @amkdamath village, or series of

villages on the Klamath Marsh, it was not located within the direct view of the village. The
images vary in size: most are large enough to be seen by anybody ten or twenty meters of the
site, particularly those on Panelli&neath the overhang. But the absence of archaeological
materials or features near the site, coupled with its distance from the village, suggests that it was
not viewed or encountered under casual or routine circumstances. Accordingly, the creation of
the art has little to do with the everyday lives of the villagers. Instances of superimposition,
differential weathering, and traces of paint on the remnants of rock surface that has long since
spalled away indicates that shamans/artists added new paitttitige rock face over time.

Whether or not the villagers could see the images did not seem to concern the shaman/artists who
painted them. Instead, it only seems to matter that they were there.

While there is some temptation to propose that theséipgepisodes had something to do with
the nearby cremations, this is not ethnographically supported. Although treatment of the dead
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was carried out with honor and much respect, ethnographic information indicates that no further
memorials or honors werehl for the deceased after cremation or internment (Spier 1930:71;

Ray 1963:122). In fact, there was a great emphasis on destroying the lodge and property of the
dead, solely for the purpose of eliminating any reminder of deceased loved ones, anthi® ease
mourning (Ray 1963:119). This makes it seem very unlikely that memorials, including

paintings, would have been created to commemorate the deceased, especially when we consider
that there are other cremation sites in the area that are not assodiatextkvart.

Lt. Abbott and his company encountered a burial in progress as they passed along the eastern
shore of the Klamath Marsh:

We passed on the way one of their burial places. The bodies had been doubled up, and
placed in a sitting posture in holes. The earth, when replaced, formed conical mounds
over the heads. Near the other graves, but on a slight eminence, stood a rient,wall

such as is used in our service. It was regularly pitched and the front tied up. On looking
inside, we saw a large mound about two feet in height, the base of which covered the
whole space enclosed by the walls. A new blanket was spread ovey.théexe,

doubtless, was the grave of some great chief: but how the savages became possessed of
the tent remains a mystery (Abbott 185579.

It is clear from his account that Abbott and his party were riding through the villages along the
Marsh, andhat this burial was not associated with any rock art site. Certainly, if the rock art
were meant to commemorate the dead, especiall
burials would have presumably been positioned much closer to the ro¢loadihtone cannot

completely rule out that nearby rock art images could have been made.

Instead, it seems more likely, given other lines of evidence, that the rock art has more to do with
shamanic ritual than public display. Unfortunately, while a featteped ethnographic

references connect Klamath rock art to shamanism (Dennison 1879; Gatschet 1890a:179; Spier
1930:142), none have offered a clear explanation regarding the actual nature of this connection.
For this, it is more informative to consuletimyths.

The role mythical characters play in the shamanic curing process derives, as Gatschet indicated,
from their ability to see diseasausing spirits and/or to effectively remove them from the

patient (see Gatschet 1890a:xcviii, 159). My intenkiere is to show that it is these characters

that are portrayed on this site. Although there are some 70 individual rock art images on site
35KL1062, I discuss only three different ones below. My main purpose here is not to interpret
every image, but tpresent my case for this site being related to the Klamath shamanic curing
practice. The characters | describe includeQhg Spirit, Tske] and the brothet& mo k aamd c
WasKumushwho are represented together in a composite image.

Owl Spirit (Muks)

Much like the Lightning spirit described by Ray (1963:56), the Owl spititku9 gives

shamans the supernatural vision necessary to discover the causes of sickness and disease. One of
t he many shamansd i ncant at iroedewl (Incastatiend?14dpy Gat s
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Hadgepiso$ e s s

This incantation si mp s, A t he
c Oa: 175). Gat sche

y
speckl ed woodo (Gat s e

I ead
het 189
My eyes are well fitted for the discoveoyf t he pati ent 6s di sease,
they are acute, being those of the owl; | am just stepping up my-ladder, the speckle

bark of a tree, on the search for the disease (Gatschet 1890a:176).

The owl 6s eyes we radyinipbrtars forclmmans whewere éxpestedaesee

what others could not. Like Lightning (Ray 1
muoélfwaars di agnosing sickness and di sease. For
shown in figure 1¢probably represents the horned owl medicine spirit described in the above

incantation, and was thus a vital part of the

the owl 0s eyes and t he nuclGmotkadgmdlyméant ri c r
coincidence. Both symbols are strongly associated with ritual diagnosis and curing. As we have
seen in other cases, the artist most likely incorporated both concepts into the same image,

creating a compound image that probably was intendechmt@lés enhanced power. A short

story related by the late Klamath Elder, Edison Chiloquin supports this:

Many, many generations ago, sometime in the Beginning, the Great Creator made all the
Bird people, as he did most other things in this world. Bere was an evil one, the Evil

Spirit who tried to imitate the Great Creator. He wanted to show that he had power, too.
So he made a bird that was not noisy and noticeable like all the other birds. This one was
quiet, deadly quiet. No one could hedtjit No one saw it during the day, and seldom

did anyone hear its voice because it did not sing. And no one ever saw it with other

birds.

Anytime the Indian people went on a vision quest to ask for help from the Great Creator
and to quest for a goqbwer and spirit guide, this strange bird would be the first thing to
come in. He would say:

Look at my eyes; see how strange they are, but how much power | have in them.
My eyes look like the Sun and | can see anythiage, [emphasis mine] far away,

or even in the future. This is why nothing can hide from me. And | am strong; |
can kill anything with my claws. | am a good hunter and warrior; | am silent and
can sneak up on anything and kill it without it noticing me. This is what | do, so
if you really want power, then take me (Lakaom 1997:117118).

Its location near the top of the-4@ot-high rock face may well factor into the metaphor of the
owl s | odge | adder mentioned in the incantat:i
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Figure16: Thi s depiction of an owl
probably a metaphor for a shi
diagnose, sickness and disease.

Tskel
Like the Owl spirit, ethnographic information suggests that the triangular motifs in Klamath
Basin Rock Art represeiitske| the spirit of the pine marten (see Gatschet 1890a:ci).

A very powerful spirit,Tskelruled over the Klamath Marsh country angelil near the Yamsay
River (Clark 1953:56). In myti;skelpossessed a medicine stick that he carried behind his ear
and used to cure people (Curtin 1912:326, 330). His association with medicine and curing
suggests thalskelplayed an important role irhamanic curing ritual.

Accordingly, Tskel the pine marten, also call&kelamtcl{Gatschet 1890b:316), is the subject

of various shamanic incantations. One KI ama
travel around t 90a:1H64).| Elahodating gnGhis brefadiran, Gatséhet wrote,
AThe animals mentioned i n t hesesteutlsytheasureato e al |

look out for the whereabouts of the personified disdase which the patient is suffering, and
whatever the conjurer sings about the ani mal s
[ emphasis mine] (Gatschet 1890a:159). From G
shaman sent the black pine marten in the aforementioned ssegroh of a disease (e.g. as part

of the diagnostic procedure). Similarly, the Song of Old Marteskeftamtchprobably derives

from the same | ogic: Al go up and stick fast
the marten is scoutingefvillage for any signs of a disease (caused by a malicious spirit) from

above, much like the horned owl spirit in Incantation 14 (Gatschet 1890a:175). Finally, the
IncantatonrPe ® p ansl at es, Al am the pine mananeeln . I,
the pine marten, am arriving from afar; I am
1890a:177). In the context of the previous songs, this incantation probably indicates that the
pine marten spirit i s aoiscalaghimirgo service. hThisna n 6 s
consistent with Rayods description of shaman
for ritual curing:

su
0s
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The second phase of the [curing] ritual, the diagnosis, began with the summoning of the
spirits, one by one, to the bedside. The doctor accomplished this by singing the
appropriate song for each. The spirits
earlier prayer. From the many the shaman chose those he felt would be most useful in
diagnhosis (Ray 1963:55).

Spier also writes,

The prompter [shamandés assistant] first
first he calls is Frog, for this is the principal spirit, and Frog makes the shaman call all the
other spirits (Spier 193024).

So, the above incantations indicate thsite| the pine marten spirit functioned ritually for both
diagnosis and curing (by means of his medicine stick). As figure 17 shows, the pine marten is
characterized by its elongated body, long bushy tadl,fas triangular head.

Figure 17: The North American pine marten is
characterized by its elongated body and triangular heac

Shamans who carved or painted the pine marten spirit on the rock face did not need to depict the
creature in its entirety: in fact, complete depictions are extremely rare in Klamath Basin rock art.
Instead, it is more common to see the animal depictisacan its most recognizable features

(e.q. its elongated body, triangular head), and the most useful attributes to the ritual for which it
was used. As Figure 18 shows, different aspects of the pine marten spirit have been depicted on
this rock art site.
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Figure 18: The triangular image on the top depicts the head c
Tskel,the mythical pine marten, while the image on the bottor
depicts both body and head. The slightly curved line to the |
of the fAheadOoT spkreskbzeb stigk. Fraamp i
site 35KL1062, Panel 2, Image B.

Gmo k amod c -Kamudh Wa s

The last mythical characters | want to discuss from this sit€ ane@ k aamdAMasKumush,

both of whom | have previously described. As previously indic&ei,mo k & théahief

deity for the Klamath and Modoc. He is the creator of both the worldediviimg and the world

of the dead (Gatschet 1890a: hotxkx; Spier 1930:102). Moreoveg mo k aisitldecspirit of

the sun. His possession of the sun disk made him indestructible, immortal (Gatschet 1890a:
Ixxxii, ci-cii). In myth,G mo k ausdll thesn disk not only to cure himself, but to cure mortals
as well. In the talkatkakawasfor example, he restored Blue Boy to life in his sweat lodge with
the aid of the sun disk, after Blue Boy had been mistaken for a salmon and slain (Curtin 1912:1
16). His association with the sun disk (circle) and the regeneration of life (e.g. medicine) thus
makesG mo k aaweéry powerful medicine spirit that shamans might utilize for curing sickness
and disease. Because the sun disk represented strong medisinegsbnable to conclude that

the circular motifs so pervasive in Klamath Basin rock art (see figure 19) repGesentk a md ¢ 06 s
sun disk, as proposed by Hann and Bettles (2006:190).
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Figure 19: The circle design in Klamath Basin rock art is
thought to symbolize the

From Spier 1930:142, Figure 9.

As his older brotheiG mo k aappears together witWanakaall too frequently in the myths
(Gatschet 1890a:Ixxxii,102)Ilt should also be noted thAtusK u mu rigidad name was

Wanaka. Throughout the myth cycle, howev&vanakaunderwent a transformation until

finally, in the taleWanaka Becomes W#&simush he came into his own spiritual power and
separated himselfdm G mo k a nit@vas.in this tale that he adopted the naesKumush

Though not explicitly stated, this was probably the point where he also became the guardian of
the land of the dead (Gatschet 1890a:cii). IGksno k a W#@nakahas both celestial and

physical manifestations. In his physical foMdanakais represented as the red or silver fox. In
his spiritual, celestial form, he appears as the sun halo (Gatschet 1890a:102).

Given their association with the regeneration of life and the lanceafehd, it should come as

little surprise that shamans would use these characters as medicine symbols, and have some
precedent for doing so in myth. The stéymusH and His Daughteparticularly stands out, as

it involvesG mo k a m6-KEumustaeng thednd of the dead. Inthista®mo k a mé ¢c 6 s
daughter foresees her own death and asks her father for her burial dress. Grief stricken,

G mo k arefdsed to let her have it at first, but eventually he relented. As she prepared for her
journey west, towarche land of the dea mo k aeatedted to go with her, desperate to save

her life. They traveled for some distance until at last they came to a plain where the daughter
was joyfully welcomed among other souls. Bumo k awa$ ot welcomed because he was

not yet dead WasKumush his younger brother, was in charge of this world. He warned

G mo k athabsome of the spirits were angry at him because he was not dead and might thus try
to kill him. Sooner or later, he would have to leaW this place, the spirits danced around a

bright fire all night long, but during the day they lay down and became disjointed bones. Feeling
pressured to depafg mo k aatlastfilled a bag with the bones of some of the dead, including

9 Kumushis the Modoc name fa mo k a méd ¢
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those of his dauger, and carried them to the upper world, following the path of the rising sun.
The bones resisted his efforts, causing him to fail several times to reach the top, but at last he
reached the upper world. There, he took out the bones and threw théuntinecéibns.

Wherever they landed, they became the tribes that today inhabit the Klamath Basin. Then

G mo k agawe the Modoc instructions for living and for seeking supernatural power in the
mountains. He also decreed that some of the people woulthbeatuctors (shamans) so that the
Modoc would always have someone to save (cure) them. Finally, after finishing his work among
mortals, he took his daughter to the middle of the sky, where the sun rests at noon. There,

G mo k astopped and built her a lgd. He lives with her there to this day (Curtin 1912:39

45).

This story is replete with implications regarding shamanic curing and the importance of the land
of the dead. Likewise, it also denotes the importan®®uEKumush who was the guardian of

this land and all the spirits therein. For it was only with his tacit cooperatioG tinai k awa$ c
able to bring his daughter and some of the other inhabitants to the upper world and give them a
physical, mortal existence. This tacit cooperation majhéeeasoWusKumushis depicted

together withG mo k aimtbecrock art. Accordingly, these two characters would serve any
shaman as potent medicine for any ritual involving the regeneration of life, especially when the
patient 6s s pi avegonepematuel to the land of the deadh

The rock art images that symboli@gen o k aamdMusKumushin figure 20 show a stick

figured jaw opening around a painted circle or sun disk. Even though the artist could have
expressed these characterd paseffectively by painting a set of simple concentric circles,
denoting both the sun and the sun halo, as we have previously seen, he or she chose instead to
emphasizéVusK u mu physical aspects by depicting an open stick jaw that exhibits a very
pronounced canine tooth. But rather than painting a whole coyote, the artist painted only a stick
jaw, representingVaskumusha s a synecdoche. This is very
earlier assertion that not only the animals,disb their partscanfe a s hreundad (Bphss
1930:132133). The painted circle, as | have suggested from the evidence would represent

G mo k a mundigksthe symbol of his regenerative power and immortality.
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Figure 20: G mo k aamd\usKumushdepicted at the Klamath Marsh.
The | arge canine tooth at the f
stick jaw aswasKumush Image from 35KL1062, panel 4, image d.

Panel Direction

As | stated earlier, all of the rock art ongtiite is concentrated on the western tip of the whole
outcropping, and it also faces to the west. Considering the significance of this direction in
KlamathhModoc cosmology, it seems unlikely that this arrangement was accidental.

While | have not attentpd to interpret every image on this site, | feel | have discussed the
paintings with sufficient support from Gatsch
and various ethnographic statements to confidently postulate that the rock paintinigssdaa

symbolized medicine spirits that shamans used ritually in their curing practice.

Conclusions

Throughout this chapter | have attempted to construct an interpretation for rock art images at
settlementsitelsy constr uct i n g iormaftdr Wikeyn(1989016).oEthnographio r ma t
statements, myths, shamansd® incantations, des
archaeological context, and the wésting direction of the rock art panels have all contributed

to these interpretations. Howezy this does not suggest a monolithic explanation for the art.

Variation, especially in how they functioned, exists, even within the same social contexts. In the
next chapter, | describe rock art located in frequently used areas. The petroglyphisct 35K

offer a good example of how rock art symbols serve multiple functions within a single site.
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Chapter Seven Frequently Used Areas

Introduction

I n this c¢hap frequentlyusedsargn tthoe itnedrimc ait e pl aces wher
perform tasks outside of the village context on a regular or seasoeglilar basis. Such places

included commonly used hunting areas, wsked springs, pathways between villages, and

places where people tradmally went to acquire supernatural power.

Although the rock art symbols fiequently used areaderive from the same mythological

principles as those in other settings, there are a number of important differences that are largely
related to functionFor example, while rock art images in residential contexts, as discussed in

the previous chapter, can best be understood as being associated with ritual curing, the symbols
infrequentlyusedareasapt ured peopl esd att entiseteen and pr ol
shamans6é supernatur al power . For this reason
near settlement sites in terms of variety, size, and degree of concentration (e.g. how closely they

are clustered together).

Reinforcing power stretures and ideologies in this fashion is nothing new. Thomas (1993), for
example, shows how the megalithic builders of Neolithc Britain controlled and reinforced

ideology by bringing sacred space into the community where people worked, played, and lived
(Thomas 1993:77). Similarly, Loubser (2006) contrasts the shamanic art of South African
huntergathers with the shamanistic rock art of the later Irangi agriculturalists and shows that the
highly skilled shamanic art of the hunigatherers appears in wigigublic places while the

unskilled shamanistic art of the agriculturalists appears in private, secluded places (Loubser
2006). Citing LewisWilliams (2001), Loubser explains that the shaman often went to great

lengths to explain those present about sugteiral events that they witnessed under trance, but

what nonshamans were not able to see. Accordingly, he states that rock art was one way of
making these invisible experiences in the supernatural world visible for everyone to see (Loubser
2006:232).Earle (1990) examines the way the chiefdoms of Hawaii and the Olmec used
iconography to legitimize their systems of inequality and control built into complex chiefdoms.
Citing Wobst (1977and Conkey (1978a), he sees style as an active medium of comtimmica

by which individuals and social groups define relationships and associations. In socially
stratified societies, Earl e points out that i
system. Alt i s used to dhusaxfdskeoneonsgntasshai pul at e
necessary adjunct to power based on economic
information exchange theory, McDonald (2008) argues that the rock art in the Sydney area of
southeast Australia functioned as ahgstoric information superhighway along which groups

around the region who are not in constant verbal contact were able to communicate important
social messages and demonstrate both ksoal group cohesion and witkgnoup

distinctiveness (McDonald 20D8

As | explained irchapter2, seasonal hunting and gathering places were located near the edges of
their territories areas, where the Klamath and Modoc shared access with other groups. Arguably,
rock art in these areas could belong to any of thesggrotihus, it is necessary to affiliate the

rock art in these marginal regions with the Klamsitbdoc using ethnographic information,

stylistic analysis of the rock art symbols, and chemical proveniencing of obsidian artifacts using
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X-Ray Fluorescence. €hmplication is that the rock art frequently used areasas intended

to be seen and understood by pasbgrainlike the rock art atettlementsitewh er e peopl ed s
ability to see the art was not a major concern to the artist. Differences in therf(s)abf the

archaeological site thus go hammdhand with differences in rock art function and how it was

displayed. In order to test this proposition, | evaluate the following hypotheses below:

If the rock art infrequently usedontexts was meant tee displayed, then the rock art
symbols should be highly visible to passkys The images should be large, clustered,
and situated where there is little chance of missing them.

If the rock art images ifrequently usedontexts were meant to be undecst by those

who encountered it, then the images should be monolithic, exhibiting little variety.
Moreover, the images should be recognizable to the intended viewers. Here, | consider
recognizable images as any image that is widely repeated in the Klaasath

appearing in all social contexts.

Thefrequently used areayhere such images occur must display a pattern of reuse. This
could include places where specific kinds of activity took place over a long period of

time, such as the quest for supéuanal power or procuring particular resources.

Naturally, the associated archaeological context will vary according to what activities

took place there. For instance, with rock art sites located on hunting trails one might
expect to find points, workedbkes, and debitage, while rock art located at places where
people sought supernatural power, one should expect to find stacked rock features, which
are byproducts of such rituals.

Finally, if rock art infrequently usedontexts was meant for dramapigblic display,

then the images were likely created all at the same time. There should be little or no
evidence of differential weathering as there is among the rock art associated with
settlement sites

In this chapter, | test these hypotheses by @xagthree rock art sites located in the Klamath
Modoc hinterlands that appear to fit the criteria for frequently used areas (see map in figure 21).
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Figure 21: Map of rock art and obsidian source locations discussed in this chapter.

Adapted from Gatschet 1890.
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QzM-1 ASKCM

Site QzM1 AS-KCM (hereinafter, QzML) is situated in a low creek valley southeast of Bly,
Oregon, in the Upper Sprague River Watershed. The site today is on private land. The rock art
consists of approximately 55 images, 47 of which are engraved aidleoncentric circle

figures. Traces of red paint are evident in some of the figures, especially those near the upper
part of the panel. Several bullet holes scar the rock face, as are sHewagkiArt of the

American IndianGrant 1967:101). No new mdalism was apparent when | visited the site in

July, 2009.

Figure 22: This single rock art panélom QzM-1contains 57 separate images and measures approximai
15 feet high by 15 feet wide, and is situated along awgst hunting trail. Note the faded red paint in son

of the designs.

Debitage and broken biface tools litter the ground up and dowralley. Two distinct debitage
concentrations and a concentration of stacked rock features were found within one meter of the
rock art site. Three projectile points found among the debitage were identified using Sampson
(1985) and Justice (2002). As kalé shows, projectile points 1 and 2 are Rose Spring corner
notched points, which coincide temporally with the advent of the bow and arrow in the region.
Based on evidence from the type site in California, this point dates from AD B8D (Justice
202:320321; see also Lanning 1963). Projectile Point 3 is a Gunther Barbed point and is quite
common in this region. It appears in the archaeological record around AD 800 and lasts until the
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time of the California Gold Rush (184855), and perhaps asdats the turn of the century
(Justice 2002:415).

Site Material Point Length Width Thickness Neck Photograph

Point Type Type Width Number
Number
PR1 OB Rose 1.8cm 1.2cm .3cm Acm  July 913and
Spring 17-21, 2009:
Corner DSG22.
Notched
PR2 OB Rose 1.0cm 1.7cm .3cm .6cm  July 913 and
Spring 17-21,
Corner 2009:DSC
Notched 26.
PR3 OB Gunther 1.lcm 1.2cm .3cm .5cm - July 913 and
Barbed 17-21, 2009:
DSG28.

Table 6: Projectile point types found in association with @&M-1 rock Art site.

There are also thirtthree stacked rock features located directly above the main panel and are
concentrated within a 5eter area behind the site. Other stacked rock features occur all along
the low rim rock exposures lining this shallow valley, buteweiuch too spread out and

numerous to count.

Flake Attribute Analysis

An analysis of the debitage | recoverfdm the site revealed that laséage reduction was not

taking place in the area. Generally speaking, if biface reduction is taking planeriber of

dorsal scars on a flake should increase as flake size decreases throughout the reduction process
(Connolly 1990:145). But as figure 23 shows, this is not the case at this site. Accordingly, flake
debris must have been a byproduct of some gemtber thanbifacial tool manufacture, and the
projectile points and finished biface tools were brought into the valley in complete form. Given
the seasonal use of this area, it makes sense that the prehistoric users of this creek came with
their toolsready to use. The debitage in my sample is therefore most likely the byproduct of
tools made for more immediate and expedient use, such as cutting edges, scrapers, and
chopperd in short, tools that are commonly used to process game and plant resdimegs.

the result of my flake analysis is consistent with ethnographic accounts for the kldodao
seasonal use of this region in resotpoecurement activities.

90



QzM-1 DSAR
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Figure 23: Dorsal Scar Area Ratio analysis suggests thatskatge reduction was not
taking place in the project area.

Affiliation- Ethnographic

The Klamath call ed PRldikn,s whirah ofiearhseiffhitgh rdd uwr
1974). In this reign, the North and South Forks of the Sprague River join just north of Bly,
Oregon. The name of the towMmmoof{ aBloyederi vae f
west past the prehistoric settlements of Yainax and eventually joins the Willig&nsarbefore

draining into the Klamath Lake. The creek valley in this study is located just east of Bly and is a
tributary to the South Fork of the Sprague River.

After the advent of the Klamath Indian Reservation in 1870, this creek valley fell into disuse by
the Klamath and Modoc, since it was located some fifteen miles outside of the established
reservation boundaries. For these reasons, ethnographic inforatadinthis canyon is

virtually non-existent. However, ethnographic information about the general area shows that the
Klamath and Modoc had used this area regularly, and may have even maintained prehistoric
settlements (Allison 1994:202).

By the timewhites settled the area, the Upper Sprague and Sycan River watersheds were
considered to be primarily Yahooskin territory, although the Klamath and Modoc had continued
to visit this region in common with them on a seasonal basis:

The Quartz pass area sva central gathering place for the Klamath, Northern Paiute, and
Modoc tribes primarily in the summer months from May through July. Generally, the
Klamath tribes came from the Sprague River Valley to the west, the Northern Paiute from
the east and the Moc tribes from the south. The tribes would congregate for trading,
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gathering roots and berries, obtaining obsidian sources, and possibly fish and game
curing (Rosetti et al. 1995).

Ethnographers appear to be uncertain about which group or groupsedctus region prior to

this period, although sufficient clues suggest KlanMtdoc. Spier offers a few seemingly

conflicting accounts. Although he appears uncertain as to whether permanent settlements existed
above Yainax in preeservation times (Sgi 1930:21), Spier listed one Klamath village west of
Gearhart Mountainh(i ¢ d i c)landend@idd th&t there were at least three settlements on the
Sprague River at Yainax before the coming of the whites (Spier 1930:14). Moreover, he added
that the arehdad been used at least seasonally by the Upland Klamath for gathering resources
during the summer months, and states that the
widely separated and extend a considerable distance up the river; the easterronusitese

west of Gearhart mountaino (Spier 1930:13).
somewhere north of its confluence with the Sprague River, somewhat northeast of Yainax, near
Bly, Oregon.

Other ethnographers seem to agree. Stern (196@&Adted that the Upland Klamat®léikni)
actuallyoccupiedthe Sprague River Valley in prehistoric times, and in an article written for the
American AntiquarianGatschet wrote that the Klamath subgroup Rlagkni, were called the
AUp | an deccuped thaaouhtry along the Sprague Rif@mphasis mine] (Gatschet

1878). Only after the advent of the Klamath Indian Reservation did the Snake Indians (e.qg. the
Yahooskin and Walpapi) settle in the upper part of the Sprague River \Rl&ydbove
Yainax(Gatschet 1890a:xxxv). Speaking strictly of the Modoc, Verne Ray statedatinaix

was a summer village site, possibly with a small winter population, situated south of Yainax
Butte, and was a site where ceremonial and gambling activities took plac@9&z210).

Allison (1994:202) added that the prehistoric Klamath probably occupied the Sprague River
Uplands prior to around 1800, when the Shoshonean mounted bands began raiding the area.

Although it is not clear, it seems likely that Klamath or Modnaintained permanent
settlements in the Upper Sprague River Watershed, and shifted to seasonal use after the
Shoshone began infiltrating the area in the earfycEtury. From that time forward, they
visited this region seasonally, exploiting res@srca common with the Yahooskin, Shoshone,
and Northern Paiute.

Affiliation- Chemical Analysis

Based on one hundred obsidian samples | recovered from the site and processed at the Berkeley
Archaeological XRay Fluorescence Laboratory at the Universitgalifornia campus, the

majority of the obsidian from AzM.came from the traditional Klamath and Modoc obsidian
sources of Spodue Mountain and Drews Valley, respectively (Connolly and Jenkins 1997:242;
Hughes 1986:19200; Sampson 1985:24811). The outkrs in this study are the samples that
entered the site from Tucker Hill and Buck Mountain in an area located on the periphery of the
KlamathhModoc and Northern Paiute territories, and thus may represent a partial Northern Paiute
use of the valley as weléee Gatschet 1890:Stern 1966:280d Ray 1963:206 ). These sources

are located well within the Yahooskin territorial boundaries, which were known to use the

Plaikni area seasonally in common with Klamath and Modoc groups. But after the advent of the
Klamath Indian Reservation none of these groups reportedly used this valley because of the
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influx of white settlers. Thus, the obsidian most likely reflects thegservation use of the site
and is predominantly Klamatkodoc.
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Figure 24: Results from XRF analysis shows that Modoc and Klamath show a
predominance of Modoc and Klamath obsidian.

Affiliation- Stylistic Analysis

As shown in table 7, the rock art symbols from this site consist entirely of the painted
petroglypH® circular designs, lines, and zigzags that define the Klamath Basin rock art style
(Hann et al. 2010:2) and were probably created sometime prior to the early 1800s. The
affiliation of the rock art style with the Klamatflodoc is consistent with the cherai@analysis
of obsidian artifacts found in association with the site.

Circular Designs 47

Circle-Line 4
Combinations

Lines 3
Zigzags 1

Table 7: Circular designs are the most
dominant symbaon site QzM1.

2 Many of the petroglyphs had been subsequently filled in with red pigment. Hence, painted petroglyph.
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Site Interpretation

From the XRF analysis we can infer that the creek valley was used predominantly by the

prehistoric Klamath and Modoc peoples. The Klamath visited the site from the north, by way of
Spodue Mountain, while the Modoc visited the site from the southeasgygfibrews Creek

and Butcher Flat. Projectile point data indicate that they had used the creek for at least the past

1500 years and continued intoprdtd st or i ¢ t i mes. The vall eyds
them there each spring, and the archaecébgnaterials observed along the creek bed indicate

that the people intensively exploited them. The regularity of its use is perhaps what inspired
shamarartist(s) to place the art where they did: it was a perfect place to advertise their

supernatural poer.

Taken together, the presence of stacked rock features and lithic debris all up and down the valley
floor shows intensive seasonal use between A.D. 1500 and historic times. The Qekart

site certainly fits the criteria as an advertisementfster s hamansd® supernatur a
large, concentrated, and situated in a place where people routinely went for a variety of purposes.
Great effort was made to ensure that those who passed close by saw it. The designs are

simplistic, virtually mondthic in nature, and derive directly from Klamalthodoc myth. They

would have been easily understood by all those who encountered them. By situating the rock art

in such a regularly and welised place, theshamanr t i st s effectively fdpre
supernatural power in the valley

35LK1516

Site Description

Site 35LK1516 is located at the head of a basalt canyon just below the scab rock plateau where
seasonal runoff from a spring drops over the rim into a break between thesaatihrunning

rim rocks. A small clearing, crossit by the intermittent streans, located at the base of the

rim. Around the clearing, five petroglyph concentrations comprised of mainly circle and zigzag
motifs make up the site. Above the site, obsidian, basalt, and some crygitline silicate

(CCS) debitage is scattered andyintermixed with twenty or more stacked rock features.

Besides the original two panels already identified by Loring and Loring (1988Yand a third

by Poetschat, Keyser, and Loubser (Poetschat et al. 2699)9%e identified two more panels
onour 2008 site visit. These are shown in figure@5 Ndably, the engravings on panel 2

figure 26 (bottom)were so badly faded and covered by lichens that they did not show up well in
the photographs. For that reason, | did a field sketch of thed panvell (see figure 27). The
presence of debitage, a few broken points, and numerous stacked rock features indicate that
people visited this area for a variety of reasons that included subsistence activities and seeking
supernatural power.
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Figures 25 (above) and 26 (below)The symbols opanelsl (above)and 2(below)from
site 35LK1516are characteristic of the Klamath Basin rock art style. Because of the lick
many of the imagesn panel 2are no longer visible.
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Figure 27: A sketch of gnel3 from the same sitghows that many more images once
covered this rock fagereating a much more noticeable display

The obsidian and CCS debitage scattered lightly in and around the stacked rock features above
the site were not analyzed. One Rose Spring corner notched projectile was observed and
analyzedn-situ. According to Justice, this point type coincides withitiieoduction of the bow

and arrow, and has dates ranging from A.D. 500 to A.D. 1300 (Lanning 1963, cited in Justice

2002: 320323).

Site Material | Point | Length | Width | Thickness| Neck | Photograph
Point Type Type Width Number
Number
PP-1 OB Rose | 1.4cm | Im5cm| 0.3cm NA June 15,
Spring 2008
DSC_182

Table 8: The Rose Spring point observed in association with site 35LK1516 suggests that the area was |

hunting game.
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Affiliation- Stylistic Analysis

In light of the Klamath Basin Rock Art style description given in chaptand taking into
consideration the statements in support of this site being Modoc in origin offetediby and
Loring (1983:47) and Poetschat et al. (2010:106), | find ktielence to affiliate thisite with

any group other than the Modoc. A count of the designs represented at this site is fablel in
9.

Circular
Squared 0
Zigzags

Chevrons
Triangular
Anthropomorphic

PR RN

Table 9: Circular symbols are the most
dominant on the site, and in Klamdttodoc
rock art as a whole.

Affiliation- Chemical Analysis

We returned to the site on September 18, 2010 and recovered an obsidian sample for XRF
analysis from a nearby lithic scatter. figure 2&hows most of the obsidian came primarily
from Drews Valley and Spodue Mountain, both traditional Modoc and Klasaafites,
respectively (See Connolly and Jenkins 1997:242; Hughes 1988019 %ampson 1985:240
241). While it is true that a few obsidian flakes entered the site from sources that are likely
Snake and Northern Paiute, these are comparatively negligible.
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Figure 28: Obsidian recovered frosite 35KL1516entered the area primarily from the
Drews Creek/Butcher Flat source, and from Spodue Mountain.

Affiliation- Ethnographic

Site 35LK1516 is located ithe Goose Lake region, where territorial boundaries between the
Klamath, Modoc, and Northern Paiute overlapped, at last late prehistoric times (Connolly and
Jenkins 1997:242), and lasting until protohistoric and historic times. Gatschet reported that the
Klamath, Modoc, and especially the Snake visited this region during the hunting and fishing
seasons (Gatschet 1890a:xxii), and according to Howe (1968:75), this area was the frontier
bet ween the Snakes and Modoc, hiutornihalr ebaoreder :
both were semnomadic. Congruent with this information, during the course of my fieldwork, |
also observed other rock art sites in the area that do not fit within the Kidfodtic rock art

style pattern. Thus, this rock artesis situated in an area where there exists a significant overlap
in cultural materials and rock art. Nevertheless, there is sufficient evidence to affiliate both this
rock art site and the archaeological materials with the Modoc.

Although Drews Valleys located in territory that Spiettributed at the time to the Northern

Paiute (Spier 1930:8), Ray points out that the Modoc maintained a summer camp there called

Nj a Ofertootsligging, seed gathering, and hunting, particularly of bears (Ray2l1993:The

Modoc also maintained a permanent village on the west side of Goose Lake, on a peninsula
whichtheycalled u6 k mt 8bsg nose, 0 in reference to the
Ray, this was a major base for hunting deer, antelope, aedfovat as well as for gathering

roots and seeds (Ray 1963:210). Another winter village (35LK1519) not mentioned in any of the
ethnographic reports, is located approximately 1.6 kilometers north of the rock art site. This

village has been identified asadoc by John Kaiser, Fremont National Forest Archaeologist
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(John Kaiser, Pers. Comm. February 12, 2012), and the results of my recent XRF analysis
conducted on obsidian debitage from the site adds strong support.

Site Interpretation

Results from the XREnalysis revealed that the Klamath and Modoc utilized the area
surrounding the rock art site. Projectile point data indicate that they had used the creek for at
least the past 700 years, and the presence of rock cairns indicates that some of these activi
included quests for supernatural power (Spier 193083 Moreover, the style of the art is
strongly indicative of the Klamathio d o c . The areads abundant res
spring, and the observed archaeological materials indicatthéhpeople intensively exploited
them. The regularity of its use, and its proximity to potable (and possibly sacred) water, is
perhaps what inspired sharmariist(s) to place the art where they did. However, the volume and
visibility of the rock art ma&s it apparent that it was meant to be encountered and experienced
by people approaching and utilizing the spring.

Maintenance

A final comment should be made regarding discoveries made by Poetsch@@&B7). |

refer specifically to their observation that some of the rock art at this site had fmmrked and
re-painted on at least two, but perhaps as many as four occasions. The reason for this, | propose,
was to maintain its visibility for th@swho were anticipated to encounter it, and to maintain its
power . According to Spier, it was customary
art sites:

The Klamath do not make pictographs. There are however a few in their countty, said

have been made by Kemudmumps, the culture
mudbél was, paraphernalia or, Theytareepantedobj ect s
fromtimetotimebyoldmen iwho wor k for a shaman, 0 by w
haveme ant shamands interpreters [emphasis mi

Just like the telling and +lling of myths over winter campfires, thepainting of rock art
motifs probably served to keep alive group ideology and at the same time maintain the power
foundations of shamans.

35KL58

Site Description

Site 35KL58 is a rock art site located in the Klamitbdoc highlands at the base of a rim rock

on an unnamed mountain rim in the southern reaches of the Plaikni region and the northern
reaches of Modoc teraty. Small springs emerge from the base of the rim rock immediately
below panels A and E. The rock art is comprised almost entirely of circle designs and concentric
circle designs that are typical for the Klamath Basin (Hann et al. 2010:2), save foBpane

which is comprised entirely of incised parallel and crosshatched lines, first observed by Loring
and Loring (1983:30). During my 2007 survey, | observed only two basalt flakes and three
stacked rock features on the plateau above the site. Thanfir&argest stacked rock feature is
located on the rim rock above the petroglyphs, while the remaining two are located downhill in a
meadow just below the rock art site. Other stacked rock features are located in the surrounding
area, but not in direct sgciation with the site (Jones 2006). Nevertheless, their presence in the
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surrounding area indicates that the predominant activity on this part of the mountain was power
guesting.

Figures 29 (left) and 30(right): The circular images on pandlsandC from 35KL58are characteristic
of those on the site. Because of natural weathering, the photograph sfiguieg 30has been
digitally enhanced.

Affiliation- Ethnographic

The rock art site is located in what was the territoril@vivas t he fApeopl e of t he
country, o0 in Modoc territory (see Ray 1963: 29
belonging to the Northern Paiute in the east and the Klamath noitike who used this area

seasonally. An ethnographic reference to nearby site 35KL87 supports a Modoc association with

this site (Silvermoon 1994:31).

Affiliation- Rock Art

As table 1Gshows, the site is comprised of major concentrations of circylanals that are
characteristic throughout the Klamath Basin. By contrast, panel B, which contains the incised
parallel and crosshatched lines, presents an anomaly on this site, but does not detract from its
affiliation with the KlamathModoc. Other scrahed sites appear at w&hown Klamath

Modoc rock art sites, but are not included in this project. | discuss their significance further
below.
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Image Type Count

Circular 32
Straight Lines 5
Chevrons 1
Grids 1
Zigzags 1

Table 10: Circle and concentric circle
designdrom 35KL58are the most
frequently represented on this site.

Site Interpretation

Whereas eighty percent of the motifs on this site are circular designs, large and clustered into
three distinct groups, it is apparent that shamans created this site for dramatic public display,
characteristic of sites iimequently used areaddowever, he incised lines on panel B strongly
suggest that the site served another purpose over the course of its history.

Incised Petroglyphs

Among the Klamath, supernatural power was open to all (Spier 1930:94), and as noted above,
rock cairns are a byproduat powerseeking rituals, which shamans also had to undergo in their
training to become shamans. Typically, however, when one encounters an area where power
guesting took place, dozens if not hundreds of stacked rock features are present. Encountering as
little as three in a group is common in an area where other cairns generally occur, but isolated
groups like this are quite uncommon. Accordingly, the rock cairns on this site appear to derive
from some other sort of powseeking ritual, perhaps thataf individual. It is thus tempting

to speculate that the rock cairns on this site have something to do with the scratched petroglyphs
on Panel B, since it, too, is an uncommon feature of this site. Moreover, making rock piles and
incising the rock faceequire the same kind of strenuous and repetitive behaviors associated with
power questing. Scratched petroglyphs in Klamath Basin rock art are extremely rare. It is
perhaps for that reason alone that no research on them has been completed faorthis regi
Nevertheless, some insights might still be gained by exploring related research on other incised
rock features on the Columbia Plateau and in Northern California.

On the Columbia Plateau, Keyser and Taylor have proposed that incised petroglybiistea@n
distinctive rock art style in that region from the categories identified by Keyser (1992), and may
be related to ritual sethutilation that was carried out by some of the more fearsome shamans
calledisxiipin (Keyser and Taylor 2006:213). Loceghnographic texts report on the wide belief
among Columbia Plateau peoples that the body was the seat for supernatural power. By cutting
themselves, thisxiipin released the supernatural power through their blood, and then ingested it
in order to feedheir spirithelpers (Keyser and Taylor 2006:219). By way of analogy, Keyser

and Taylor noted that Columbia Plateau peoples believed that spirit power was also contained in
certain rocks, and that by cutting into them, supernatural power was reledsedomt of rock
powder. The purpose of making it into a powder was to ritually transport it elsewhere for future

101



preparation and use, possibly by ingesting it in order to feed theirlsglpiers (Keyser and
Taylor 2006:217218).

While the Columbia Riteau has no direct ethnography relating to the removal and retention of
rock chips or rock dust for later ritual use, northern Californian ethnography has detailed
accounts of people using rock powder from rock cupules for these same purposes (Whitley
2000:98101). With this behavior possibly occurring both north and south of the Klamath
Basin, it is tempting to speculate that- the
helpers provides a reasonable explanation for the scratched petogtygite 35KL58,

especially since the presence of rock cairns is likewise indicative of fsm&king ritual.

However, among both the Klamath and Modoc, there is no ethnographic indication of either self
mutilation or gathering rock powder for ritualeusin order to provide an ethnographically
supported explanation for these incised lines, we must look to local customary ritual.

Shamans underwent rituals similar to those of ordinary villagers in their quest to either gain or to
renew supernatural peers (Ray 1963:336). While activities such as running up and down

hills, breaking twigs, and making rock piles were a part of these rituals (Ray 1963:77), incising
rock faces is not listed among them. However, the act of creating deep incisionsait eook

face constitutes the same kind of repetitive, strenuous, and mundane pointless type of activity
characteristic of other power quest rituals. Whereas ethnographic accounts of Klamath Basin
rock art unanimously attribute its production to shan{Besnison 1879; Gatschet 1890:179;

Riddle 1890; Spier 1930:142), it seems reasonable to conclude that the incised petroglyph panel
on this site resulted from a variation of the same ritualized repetitive behaviors people performed
in order to gain supernatl power.

As we have seen, we can associate incised petroglyphs as well as stacked rock features, with the
acquisition of supernatural power. Thus, | propose that this site served first and foremost to
advertise the supernatural power of Klamistbdocshamans, and at some point in its history,

one or more later shamans visited the site to seek or renew their supernatural power through
incising the rock face and stacking rocks.

Conclusions

Each of these rock art sites shares important properties that are relevant to this study. Although
they are located away from residential bases, they are nonetheless situated where people were
likely to encounter them. This appears to be intentionaé iflages are clustered, tend to be

larger compared to those from other contexts, and some had even been enhanced with paint,
making them more noticeable. In some cases the rock art was situated exactly where people
could not help but encounter them, sashover the springs at site 35KL58, and along the well
used trail at QzML. In short, unlike the rock art s¢ttlement sitesymbols at these sites appear

to have been intended for public display.

People who encountered these sites visited the atemly for resources, as evidenced by the
presence of lithic artifacts, but also for supernatural power. The stacked rock features associated
with many of the sites are byproducts of those power quest rituals (see Spier 2¥30:43s

even possibl¢hat the rock art sites were perceived as places where supernatural power was
especially concentrated.
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The Klamath Basin rock art style is thought to have a tradition extending as far back as 4,500
years before present (Fitzgerald 1992:34; Hyder andl266:240). Armitage et al. (1997:18)
provide three relatively recent chronometric dates from another Modoc site in Lava Beds
National Monument. These are 840 +70, 230 £ 70, and 330 + 50 years before present. More
directly, Rau reported that he had reeel a letter from Albert S. Gatschet stating that the

practice of painting figures on rocks was still going on among the Klamath at the time of his visit
to the area. The letter had originally been written by Dennison and sent to Gatschet in 1898. In
it, Dennison commented on a series of rocks along Upper Klamath Lake that were covered with
circular designs and stated that his Klamath informant, Minnie Froben, said that they had been

made by shamans and fAmean not hiampa nbust] tsau pier snpa
power 0 (Dennison 1879). Rau further commente

According to my correspondent, there are in that neighborhood many rocks bearing
painted figures; but his description refers especially to a single rock, Katled 6 i
TupahskiStandirg Rock), situated about 50 yards north of Sprague River, and one
hundred and fifty yards from the junction of Sprague and Williamson Rivers. It is about

ten feet high, fourteen f eetThemastgrequeatnd t we
designs areingle or concentriccircles. [ Emphasi s mine]-redhi ch c
circle surrounded by a white one, the centre being formed by a red round spot (Rau

1881:65).

This letter offers us a historical explanation for just this kind of rock art, smeae B e n 6 s
explanation for the art appears to be related to their function. These rock paintings, all circular
symbols, were clearly intended to be seen by passersby and to have a prescribed affect on the
viewer. This is the very essence of what | am primgo® be drequently used areack art!

Circular designs are the most frequently represented symbols in the Klamath Basin, and
especially in thérequently used areeontext. While zigzags, chevrons, and straight lines are
also depicted, circular deggis are overwhelmingly larger and much more noticeable. Clearly
these were important symbols amdst have been psychologically powerful. Ethnographic
informants related their creation@®mo k a timeékdamatkModoc creator, who is also known
as the spit of the sun (Spier 1930:142). In mytamo k aptaged a very prominent role,
especially in terms of shamanic curing. For insights into the nature of this symbol, it is thus
prudent to turn to the myths. Now codified in writing (see Gatschet 189Cuatid 1912),

these myths formed the foundation for the Klamdibdoc worldview. Symbolizing important
mythical characters on a rock face certainly would give shaarsts added powers of
influence over those who encountered it. These myths constitigeery foundation of the
KlamathModoc spiritual system. By extension, these symbols, based on myth, would have had
great meaning to those who encountered them.

As | stated in chaptdd, the nucleated concentric circle motif (Figure 9) represeatmifthical
character$&s mo k a m 6-KamusthandPshagekenikyhich are the physical manifestations of
the sun, swhalo, and morning star, respectively. Given their roles in myth that involve the
regeneration of life, these characters would have beandkepowerful curing magic at hand..

It is therefore no wonder that shamans would want to identify with their power and symbolize it
on stone all over the Klamath Basin. Placing their symbols infseghently useglaces (e.g.
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trails, wellused springsetc.) was most likely the efforts by shamans to promote and reinforce
group ideologies as well as to display their own supernatural powers.

As ritual practitioners of the community, shamans specialized in things such as healing,
clairvoyance, and welagr control. They relied on supernatural power to accomplish these feats,
specifically the regenerative power associated with the sun, sun halo, and morning star as related
in the myths. It was essential that laypersons believed both in the spiritvedsgnand the
shamans6é ability to harness and control i ts
and spiritual worlds. Creating rock art enabled shamans to make the spirit world more tangible
in the mindset of ordinary villagers, and it helgbem to understand the specific powers that
beings likeGmo k a m6é andPskégekenibossessed, and subsequently offered to shamans.

To that end, rock paintings and engravingsequently used areasnabled shamans to both
reinforce a general belief in the supernatural world and to advertise their own abilities to control
it.
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Chapter Eight: Special Use Areas

Introduction

In this chapter | use the terspecial usareasto describe rock art located where there is either

no other archaeological context or where archaeological materials appear to have no relationship
with the rock art. These sites are typically located away from areas where ordinary, mundane or
everyday activities occurred, and involve rock art related to ritual quests for supernatural power.

While it is plausible that rock art located in these areas would have features and attributes that
are characteristic of Klamath Basin rock art, and are recognizably Klaviwtbc, their

association, as | shall try to support here, with the ritual andrpgquest practices marks them as
different rock art sites, including in this case some variable symbols, forms, and panels likely,
that are commonly associated with ritual trance. Among many known prehistoric-hunter
gatherers, the quest for spirit powepitally involved activities that led to individuals entering

into altered states of consciousness. As | describe in chaptek art imagery deriving from

such mental states should have characteristics that are identifiable as entoptic phenomena and
feature any of the seven principles of perception described by Mglliams and Dowson
(1988:203). These are the basic assumptions that underlie my discussion of the rock art at
several sites that | hypothesize to have Ispatial usareasfor ritual trance and related rock

art. The sites | examine include €4od-17, 361-23-8P, 3109-16-3P, 3913-20-P2, and FHE

3.
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Figure 31: Special use rock art sites are located all throughout the Klakhadoc culture
area.

Adapted from Gatschet, 1890.
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CA-Mod-17

Site Description

CA-Mod-17 is a lava tube located within the boundaries of Lava Beds National Monument in
Northeast Californiads Modoc County that cont
the entrance. The lava tube is approximately 440 m long, ranging infvadi0 to nearly 20

m with ceiling heights roughly 4 m in the southern leg, 7 m in the entrance areaand 1to 2 m in
the northern section. The cave can only be accessed through a hole in the ceiling caused by an
ancient collapse. Over the millennia, aden heap below the entrance has formed, comprised

of wind-blown silt, naturallydeposited animal remains, and cultural material. The majority of

the cave is uninhabitable by plants and animals but there are floral and faunal remains that have
been depoged by animal and human activity throughout the ¢alaertel and Wilson 2003:3

4).

Twelve distinctive panels of pictographs line the eastern and western walls near the entrance
(Lee et al. 1988:60). Although an actual count of the pictographs isrtfatdming, | suspect
that an estimate ranging into the hundreds is not an exaggeration.

The only known systematic and comprehensive phottumentation of the pictographs was

carried out by Lee et al. (1988). The photographs and sketches resuliniip&taeffort are now

in the custody of Lava Beds National Monument and the Klamath Tribes. Although | obtained
access to their published monograph, | did not gain access to the photographs. The observations
| put forth below are based on my own, incoetplphotographic collection of the pictographs,

and are not to be taken as exhaustive or representative. At the request of the Klamath Tribes,
images from this site will not be shown.

Based on the photographs | took, | have identified ten distinctivésniodit occur regularly in

the cave and at other Klamath Basin sites | have visited. In the table below, I list the motif types
and then describe all of the observed variants within each category. All images on this site are
pictographs.

1. Circular imagesrange from simple, unornamented monochromatic designs, to elaborated
polychrome images that are sometimes connected with straight lines. Ornamentations
include internal spokes, external rays, and combinations of the two. Some circles have a
series of iternal parallel lines or a row of dots. Still another variant of the rayed variety
include fipetalso in the place of rays, giyvV
daisy.

2. Centipedalesigns are monochrome images comprised of a single elongetdsicted
by a series of perpendicular lines running all along its length. No polychrome designs in
the category were noted, although | have noted such elsewhere in the Klamath Basin.

3. Anthropomorphidigures are a frequent occurrence in the cave. Most, if not all, are
elaborated in some way. Though one can recognize them as-ikenemappearance,
few exhibit proportional, naturalistic qualities. Rather, elongated features prevail,
especially théodies and limbs. Sometimes, the blpelinted anthropomorphs are
outlined or embellished in some way with white pigment. Elongated limbs are
sometimes made of wavy lines or include too many joints. Sometimes the limbs morph
into a weapon or tool, and at least one instance, it morphs into another
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anthropomorphic being. Several anthropomorphic figures have what appear to be wings.
These figures may represent butterfly wing
butterflies and yet they are humargittbodies are small, somewhat larger than
butterflies. They have small waists and a
exhibit hands and feet show only three digits on each. None are depicted with
proportionate heads. Many heads are simpsgsimg, while others appear as split sticks
or as rayed triangles. Finally, whenever phallic symbols are present, they are always
elongate, leading some to speculate that the figures are actually lizard (Lee et al.
1988:140).
4. Stylized Beingslusethe er m Astyli zedd here to describe
they have possible anthropomorphic, zoomorphic, or id#ecattributes, cannot be
securely identified as such. One example of such images include a being with a small
head, elongatedias that terminate in hands with too few digits, and a long, wavy body
that ends in either a fanned out tail or a foot with disproportionately long digits. Other
figures are skeletal and may represent ribbed humans, insects, fern stems, or any
combinationof the three.
Sun or starburstsinclude dots or circular designs with rays emanating from them.
Zoomorphidigures include one recognizable canine. Lee et al. (1988:140) also reported
seeingbird i ke figures. | obs emwnaed intoane, but or
exaggerated human hand. Thus, | categorized it as a spirit figure.
7. Zigzagsandwavy linesappear alone, in combination with other zigzags or wavy lines,
and sometimes morph into other designs that are sometimes vaguely anthropomorphic.
8. Parallel linesoccur either alone or as an embellishment to some other design, such as the
inside of a circle. Sometimes, they appear as slightly wavy parallel lines.
9. Dotsappear all over the cave, either in isolated groups, rows, or as embellistoments
other designs. The most prominent use of dots in this cave is their arrangement into an
elaborate latticework that connects many of the figures, giving them a celestial
appearance, as though the images are projected against a background of stars. The
implications of this are discussed below.
10.Human handsire also present, probably more than the two | observed in my photograph
collection. These appear side by side and appear to be a right and left hand, but
represented in reverse order.

oo

Where thismagery fits within the Klamath Basin rock art style, as well as within the model |
propose here, will be discussed at the conclusion of this chapter.

Archaeological Materials

Mod-17 is one of only two caves in Lava Beds National Monument that contdiiathoan

debris. In late 1935 Lava Beds Chief Ranger, J. Carlisle Crouch conducted preliminary
archaeological testinginMetd 7 wi t h t he hope of drawing atten

archaeol ogi cal potential it icesobaqualified he ar ea an
archaeol ogist to make a more thor ourgHaertelnvest. i
and Wilson 2003:%). Crouch excavated a cressh a p e d trench inl7t he cav

intersected by a shorter,-1@ot trench, to a epth of 78.7 centimeters, revealing layers of ash
and charcoal, organic, and inorganic soil, as well as artifacts left by former occupants of the
cave. Cultural evidence included a fire hearth, mortars and pestles, obsidian debitage, bifacial
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tool fragmetts, projectile points, bits of coiled basketry, shell beads, weben pebbles,

charcoal, bone fragments, and fragments of a pipe or sucking tube. The excavations were
conducted before radiocarbon had been developed as a dating method for archaeology. C
concluded, based on the trench profiles, that the cave was occupied at two different time periods
but added that the findings were inadequate to determine when the cave was inhabited. The
nature and duration of the occupation is thus uncertain.etLale (1988:102) point out that the
closest source of potable water is more than 1.6 kilometers from Fern Cave (Gary Hathaway,
personal communication 1988), which suggests occupation of the cave must have been for
restricted or limited use.

Affiliation- Ethnographic

Although | am unaware of any ethnographic references relating directly-td@@AL7, Ray
(1963:206) shows that the site is located well within Modoc Tribal Territory. The map in figure
32 shows the approximate location of the site angatsition within Modoc territorial

boundaries as described by Ray (1963:206).
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Achomawi

Figure 32: Mod-17 is located well within Modoc territorial boundaries. The red star shows the
approximate location of the site.

Adapted from Sampson 1986:4, Fig21

Affiliation- Stylistic

Although Swartz (1978:22) suggests that Klamath Basinrockaire t ed fr om Anumer
cul tur al influences that this region has rece
al. (1988:132) contend that a stylistic analysis of the art indicates that the site is Modoc. Citing
Kroeber (1922:319), they obsertrat the Modoc were isolates who rebuffed outside influences,

and their tribal solidarity is one of the key reasons for their rejection of design elements from
neighboring tribal units. Thus, they argue that the pictographs are Modoc in origin and that

nobody who is familiar with the Great Basin and Klamath Basin rock art styles would ever

mistake the two (Lee et al. 1988:132).

Affiliation- Archaeological

Janet P. Eidsness and Ann King Smith (1990) evaluate®16&17 for inclusion on the
National Regster of Historic Placesln the nomination, Eidsness and Smith (1990) reported that

110



the site exhibited overlapping functions that include subsistence, domestic, and ceremonial (see
Haertel and Wilson 2003:8).

Eidsness concluded thauibsistencactivities occurred within the cave because of the organic
materials recovered by Crouch in 1935. More recently, Haertel and Wilson noted that processing
and procurement items have been found in the
Ei d s n e s sagrtelcahdaNilson 2003:7). Eidsness also placed the site in theeshodr

special uselomesticategory, presumably because of the large midden, and possibly because of
smoke blackened ceilings or walls. Whether house pit depressions have beesdabsert

apparent. Finally, Eidsness categorized the sitecaseaoniakpace because of the large
concentration of pictographs it contains (Eidsness 1990, cited in Haertel and Wilson 2003:8).

It is, of course, very possible that the nature oicttev e 6 s use has shifted ov
generated from pigment testing, conducted by Ruth Ann Armitage in 1997 (Armitage et al.

1997:718), provide three relatively recent dates fromNI#-17 pictographs. These dates are

840 + 70 (CAMS277229), 23& 70 (CAMS27860) and 330 + 50 (CAM37861) uncalibrated

years before present. The findings of the Armitage research revealed that there were multiple

epi sodes of painting over the past 1,000 year
had at last two occupations, it is possible that its function could have shifted between domestic

to ceremonial numerous times over the centuries.

Concerning the pictographisee et al. (1988:136) suggest that they may be associated with

Modoc power quesituals. Although Ray reports only those ceremonies that took place in or

near the villages, his map (Ray 1963:Map 2) of Modoc villages shows a ritual center in the
vicinity of the cave. This cave is unusual in that it contains a midden, and sevemplisase

located nearby. The cave seems to be located too close to Tule Lake to have been a seasonal
camp location, given the number of villages located nedthypay be that the prehistoric

Modoc shamans conducted initiations, contests, or othefsitt Fern Cave (Lee et al.

1988:137). The collection of more data based on controlled excavation and exhaustive analyses
that include radiocarbon dating, obsidian sourcing, and pollen studies are certainly warranted.

Site Interpretation

At this timel am not prepared to make an assessment of the archaeological materials recovered
by Crouch, or those observed in the 2003 survey reported on by Haertel and Wilson (2003), of
which | was a participant. It is important to note, however, that the featovelCexcavated

was a midden, and the items on which Eidsness (1990) and Crouch (1936) based their
interpretations may well have beegremonialn nature, given the presence of the pictographs

and the presence of human remains. While | do not outrigitt teeir interpretation of multiple
functions, especially those that suggest the Modoc used the cave as a habitation site, more
exhaustive analysis of the artifacts is needed. The unspecified food réromimgich Eidsness

used in part to base hembsstencecategory, for example, may well have been ceremonial in
nature. According to Spier, before eating, people cast bits of food toward spirit places in order to
feed the spirits first (Spier 1930:91). What more spiritual place could there be @yitre than

this rock art filled cave? Moreover, whether or notdbenestiatems noted by Crouch (1936)

“"Eidsness used the term fAorganic material so in place
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and Eidsness (1990) might have entered the cave ceremonially also merits serious consideration.
It seems unlikely that the Modoc would carry out nedy activities such as food processing in
this most spiritual place, especially in the presence of human remains.

In spite of their great diversity, the paintings exhibit a high degree in uniformity in that they
categorically defy naturalistic depighs. As | indicated above, the anthropomorphic,
zoomorphic, and even geometric designs are highly stylized. Moreover, these are intermixed
with spirit beings, or images that cannot be placed in any other category. All of this strongly
suggests that thgaintings depict expressions of Modoc spirituality. More specifically, they are
indications that Modoc shamans sought and found spirit power in this cave.

Information from Armitage et al. (1997:718) demonstrates that painting episodes took place

within approximately the past 1,000 years, suggesting that the site was not created for public
display, but, rather, the rock art imagery accumulated through repesge This, also, suggests

that Modoc shamans repeatedly visited the cave to seek supernatural power over many centuries.

30-10-23-8P

Site Description

Site 3010-23-8P is a rock art site situated in very small cave located approximately 140 meters

upthe eastern slope of the open grassland of the Upper Williamson River valley in southern
Oregon. Williamson River itself runs through
situated just on the north side of an intermittent drainage that is dwdagrown with aspen,

Ponderosa Pine, and various bushes including Klamath Plumb. Yamsey Mountain can be seen
directly east across the valley from the site. Given its small dimensions, its distance from the
archaeological site, as described below, arddhbt that the pictographs are situated on the
shelterdés ceiling, i1t iIis reasonable to sugges
had nothing directly to do with the activities represented in the archaeological remains below.
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Figure 33: The 3010-23-8P cave is only about 1.5 meters high and 2 meters deep.

While there are a few isolated obsidian flakes scattered along the top of the ridge above the cave,
none show any concentrated activity associated with the rock art site. The few scattered rock

cairn concentrations along the ridge denote power questiivifyaas well, but once again, none
are associated with the rock art site.
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Figure 34: These figures from 3Q0-23-8P were painted on the ceiling of this small, isolated cave
suggesting that they were meant only to be viewed by the artist who created them.

Located approximately 140 meters downhill from the cave, ground stone, diagmogtctile

points, broken bifacial tools, and lithic debitage indicate the remnants of a seasonal camp. Some
of the artifacts associated with the site were collected in previous years and are included here.
The artifact owner, who no longer colleagyreed to show me where these points were found

and made them available for analysis. Accordingly, | assigned them their GPS location, and they
were numbered, and analyzed for identification. | analyzed the projectile points associated with
the camp in aler to establish their the time depth of the site, while the obsidian debitage was
subjected to XRF analysis for a chemical provenience in order to establish site affiliation and to
compare with other sites whose affiliation is in question. The redutiese analyses are

provided in figure 35.

Affiliation- Stylistic

Given the fact that there are only two or possibly three identifiable images on this site, stylistic
affiliation with other KlamatiViodoc sites may only be marginally helpful. The white stick

figure on the left in figure 34 is identical to at least ogered in CaMod-17, which is another

cave site. Moreover, the white chalk figure on the right is also reminiscent of the stylized human
figures in the cave at GMod-17. But it is not clear whether it represents a headless
anthropomorphic figure with cued, elongated arms over a torso and exaggerated phallus, or if

the |l ong inverted curve represents the figure
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below represent the arms. If the latter is the case, then the image exhibits no apparentiphallu
is interesting to note, however, that both types appear d#1@d17 where there are abundant
elongated human figures much like the red one superimposed over the chalked designs on this
site. Taken together, these few similarities indicate sommapte affiliation with the Modoc

rock art site CAMod-17.

Affiliation- Ethnographic

The project area is located in the Upper Williamson Rivertasdin in the river valley situated
between Yamsey Mountain and Wildhorse Ridge. The Williamson River flovts through

this valley before it turns west and then south again around Wildhorse Ridge to become the
Klamath Marsh. Jackson and Irving Creeks drain into the Williamson River in this area. The
ethnographic map in figure 32 shows this region restitiginvihe northern parts of Klamath
tribal territory (see figure 31).

Traditionally, the head of the Williamson River functioned as an old Klamath fishing camp
(Allison 1994:155). Further north, between the head of the river and where the river swings
around the mountain to become the Klamath Marsh, there is not much ethnographic information
available, save for various discussions about the now famous Yamsi Ranch. According to
Allison,

This is now part of the central camping area for use of the YaMeaygtain property.

The very name of Yamsi Ranch indicates its location within the shield of Yamsey
Mountain, a spiritual center for all of the tribes. This ranch was part of some of the most
valued areas of all the nearby peoples (Allison 1994:155).

Local author, rancher, and essayist Dayton Hyde also describes the many projectile points,
knives, stone bowls, mortars, net weights, and other artifacts he has observed along the banks of
the Williamson River as it cuts through Yamsi Ranch (Hyde1971:1@B)en his description of

the artifacts and their native use, it is likely that this area had been used as a seasonal camp.

Further north, and closer to the project area, Jackson Creek was also an important resource
procurement area. Various informa told Allison that it was used for hunting, fishing, and
gathering even today (Allison 1994:158). Speaking of Yamsey Mountain and Jackson creek, one
informant said,

Those are sacred places. That was where the Indians worked and worshipped and
gathere their foodwocus and they hunted, gathered duck eggs, wocus, gathered
everything else that pertainedé.and up Jac
all of that. That s good hunting ground f
Ethnographicnformation about this area of traditional Klamath territory thus describes it as a
seasonal campsite for procuring and processing resources rather than as a winter village.

Although there are several winter villages reported ethnographically all aloeggtezn edge of
the Klamath Marsh, the influx of people during the spring and summer months to hawest
seeds, fish, and hunt would have swelled the local population. The Klamath were not the only
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people to gather at the marsh. The Warm Springansdised to occupy camps along the

northern part of the marsh (Ray Royce, personal communication, July 15, 2009; Spier 1930:41)
as did the Snake Indians from the east (Gatschet 1890a:xxxv). Stern (1966:12) reports that the
Klamath were also joined by aw Paiute and Modoc as well.

It is entirely possible that the archaeological site within the project area may have been used by
any of one or more of these groups at any given time. Discovering which of these groups
utilized the area in the vicinity afie rock art site can be further inferred based on evidence
provided by the analysis of obsidian usindRdy Fluorescence.

Affiliation- Chemical Analysis

Results from XRF analysis indicate that the majority of the obsidian entered the site from the
Silver Lake/Sycan Marsh source, with additional materials coming from Spodue Mountain. Both
sites are welkstablished KlamatModoc obsidian sources (Connolly and Jenkins 1997:242;
Hughes 1986:19200; Sampson 1985:24M1). However, the Northern Paiuteastd access to

the Silver LakeSycan Marsh source, raising the possibility that the archaeological site
component could have at times been a Paiute summer camping place. However, a comparison
with XRF results from obsidian found at the weditablished Kdmath village site 35KL1062 in
chapter6 (figure 35), demonstrates that the proportional use of obsidian sources are nearly
identical. Thus, | conclude that chemical analysis supports a Klaviadbc use of this site.

30-10-23-8P Obsidian Sources
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Figure 35: Chemical analysis demonstrates that most obsidian entered-4ie230
8P from traditional Klamath and Modoc sources.
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Site Interpretation

Whereas the images on this site were painted on the cave ceiling, it is reasonable to conclude that
they wee not intended for public display. Instead, the images appear to have been made for

private ritual use. Although the site is not structurally restrictive, its small size and location

away from the camp suggests that people would have little or no teagonhere. The lack of
archaeol ogi cal materials on the cave fl oor or
assumption. Thus, whatever use the artist made of these images in this cave can be reliably
postulated to have been both special and private

31-09-16-3P

Site 3109163 P, ot her wi se called the fAStickmano sit ¢
painted on the site, is located in the foothills overlooking the Klamath Marsh in a region the

prehistoric Klamath referred to &s6 u k. cTkersite is on a large basalt outcrop with rimrock

faces. Originally recorded in 1980, the outcrop contains ten rock art panels that consist of
pictographs and incised petroglyphs. White sframted figures, including four stickmen, a

Aswasg tmalkpe ,dooubl e AT, 0 and the word ficountre es
26540 have also been scratched over some very
shaped and faces northwest, west, southwest, and south. The rock art panels octhe along

western and southern sides of the outcrop, and are situated in locations where smooth surfaces
occurred on the rock. Of particular interest is the fact that, with the exception of the incisions that
occur over Panel 1, the incised panels are locatkxhviban overhang close to the ground and are

difficult to spot unless one is specifically looking for them.

It is worth noting that Loring and Loring (1983:16) mentioned nothing about the white spray
painted figures in their report. Although previoasarders have suggested that these spray

painted figures may be a continuation of the Klamath roeknaking tradition (see Swift 2002),

| am of the opinion that they are not representative of the same underlying concepts as those that
were painted in prastoric times. For that reason | do not include them in this analysis.

Affiliation-Stylistic

Both pictographs and petroglyphs on this site are highly abstract in nature, resembling the
paintings at CAMod-17 and other sites associated with speciadlitise activities (Hann and

Bettles 2006:184; Loubser and Whitley 1999784 Whitley et al. 2006:209223). Like the

incised petroglyphs located at 35KL58, the incised petroglyphs on this site are likely affiliated
with the ritual cutting described by Kser and Taylor (2006:216). These include complex
geometric forms, stylized human figures, crosshatches, parallel lines, and figures that appear to
be in flight (see figures 3637). The use of triangular designs to depict the heads of elongated
beingsis also a hallmark of Klamatllodoc rock art and occurs at this site on panel (see figure
36). These comparisons suggest that the rock art symbols at this site are representative of the
kinds of activities that produced similar markings at other Klafividdoc sites.

117



Figure 36: The abstract designs at site@3-16-3P are thought to derive from
rituals involving altered states of consciousness.

Figure 37: The incised images from site -88-16-3P are reminiscent of
those at 35KL58.
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Affiliation- Ethnographic

There exists no direct ethilastoric or ethnographic reference to the rock art of sit@B06-

3P. There are, however, numerous references to the viltates area, some of which have
cremation sites interspersed amongth&mp i er 6 s mangicaleslti®aBtite priéhisioric

village ofK 6 e t wais hcated approximately onalhmile downhill from the siteK 6 et ai wa's
according to Bmae Badker 1968432 nN\hile the Klacnkth Marsh is

mentioned rather frequently in the ethnodmagiterature, only a few passages directly reference
the village sites by name. Nothing at all is mentioned about the rock art site. As far as | can tell,
the earliest mention of the site in the literature is from Loring and Loring, who visitedehe sit
sometime between 1964 and 1946@ring and Loring 1983:17).

Affiliation- Archaeological

Thirty-two rock cairns are concentrated around the site, many of which rest atop the outcropping.
A cremation mound is also associated with the site. The mound was damaged in 1983 by land
surveyors, who removed its protective boulders and then attetopgpedtect it covering it with

brush and slash. The site was subsequently lost until | relocated it on a 2003 site visit. No other
artifacts or features are located near the site. Notably, stacked rock features and the use of
cremation as a treatment fibe dead are exclusively Klamalthodoc practices in the region.
Moreover, the site is located within the traditional boundaries of the Klamath tribe and within 0.8
kilometers from villages both to the north and south. It is not likely that the roalkasiinade

by any other group than the Klamath.

Interpretation

Notably, with the exception of the triangulare a ded fAser pent o figure, th
images representative of characters associated with myth. Instead, this site featuréstte abs

and geometric designs found i n ot hModl7fasdpeci al
Petroglyph Point.

The presence of rock cairns is likewise a hallmark of an isolated site, since power quest rituals,
by nature, required a period of @usolation. There is no way of telling which came first

between the stacked rock features or the rock art, or even whether the paintings or scratching
were made at the site at different times (although the scratches over Panel 2 suggest that the
paintings were first). However, it is clear from these paintings that the artist regarded the site as
sacred, and the later supplicant believed supernatural could be obtained by incising the rock face.
Thus, its regard as a sacred place, in addition to istisolfrom villages or frequently used

places indicates that this site can be included in the category | have defined as a site of special,
ritual use.

39-13-20-P2

Site Description

Site391320P2, al so call ed the AHolakedongbedchjusts Pet r
below the top of Goodlow Rim in Klamath County, Oregon. It is situated well within the

traditional boundaries of the Modoc Indians of southern Oregon and northern California.

The rock art site is located on the rimrock just beflogvsummit of Goodlow Rim. Goodlow
Rim overlooks Langell Valley, where numerous Modoc villages lined the banks of Lost River
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(Ray 1963:201).The rock art site is a single panel containing {iftge identifiable pecked
human figures joined at the handglarranged in three rows across the entire rock face. A few
of these figures appear to be walking or dancing to the right, as if in a procession.

Affiliation- Ethnographic

Goodlow Rim is not mentioned in any of the major ethnographic resourcesgealagctly to

the Klamath and Modoc Indians. Information concerning the significance of this region in
Modoc culture is thus gleaned largely from the archaeological evidence, with supplementary
ethnographic information concerning the surrounding arg¢a#mlend indirect support to the
special usenterpretation given above.

According to Ray, numerous villages were located in Langell Valley far below, most of which
dotted the banks all along Lost River (Ray 1963:210). The closest of thesestistka'gad

an especially populous village during fishing season, at the present site of Bonanza, and
Ulga'na which is located near the present town of Langell Valldyu s h a | i$ lacatédg a

about 16 kilometers from the site whilel g arésts about 19 lameters away (Ray 1963:210).
There are also seasonal camps at site 35KL87, about 8 kilometers east. While these seasonal
camps are much closer to the site, they, like the villages in Langell Valley, are still too far to bear
any direction spatial assation with the rock art. The rock art site is thus separated daily life,
from groupings of people for varied subsistence and settlement activities. The rock cairns
scattered around above the site suggests that this rock art was a location where gipernatu
(spirit) power was sought. This ritual necessarily took place far from living areas. A description
of some features of this ritual is provided below.

Site Interpretation

The small size of this rock art panel, its obscure locality, and the absemcaddne cultural

materials such as debitage and ground stone, indicates that the petroglyphs were not intended to
be viewed by the general public under ordinary circumstances. Based on the archaeological
evidence so far, people engaging in everyday iéievdid not encounter this site. Instead, the
presence of rock cairns identifies the surrounding area as that reserved for rituaBactivity
specifically, for seeking supernatural power. Thus, in terms of the current study, this site is
situated withiraspecial use area

The images are reminiscent of the spiritual procession described by Ray (1348:B8which

all the spirits of the cosmos presented themselves before the aspiring shaman in a dream. While
Ray stated that many of the spirits were animals, he also spbkenanlike figures, both male

and female. The monolithic nature of the images, appearing to show humanlike figures facing

the onlooker and/or moving to the right suggest that they represent a spiritual procession similar

to those witnessed by aspirisBgamans as described by Ray (1963888 As previously
indicated, this occurred in a pit or depressi
rock art is located far away from the village well above the valley floor: definitely notwathi

pit or depression. Thus, the rock art produced here does not conform to having been a part of the
shamanés initial spirit quest. Because it 1is
guests took place, it is tempting to attribute theset r o gl yphs t o a shamanoés
he or she was attempting to refresh or regain spirit power.
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FHC-3

Site Description:

This site is located inside of a small hollow formed by the high canyon walls over which fall two
seasonal waterfalls. hE spillway has a north and south fork. The petroglyphs are located in the
south fork and consist of two panels. The first is located on a boulder that is vaguely in the

shape of an owl and sits close to the mouth of the spur. The second is locatedhewock

wall at the canyonds apex, where the seasonal

floor (Figure 3).

Figure 38: Pond associated withthe FFBC r ock art si t e. The
the rock face to the right and is situated near ground level.

Panel 1 consists of several circles and concentric circles, and some lines that appear to emulate
wing feathers. The rock art today looks decrepit and partially overgrown with lichens.
Nevertheless, the whole panel has the strong suggestion of an owl in twisted perspective (see
figure 39). As figure 40 showshe petroglyphs on panel 2 consist of twess#tconcentric rings
arranged to emulate eyes, perhaps the eyes of an owl. These glyphs are located close to the
ground and appear to have been situated in a way that gives them the appearance of looking over
the nearby pond, or anybody crawling out cift® bank.
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Figure 39: The main panel at FHB has been modified to resemble ar
owl.
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Figure 40: Panel 2 at FHE3 consists of a pair of concentric circles arranged like eyes looking
over the pond. Note that they are made of the same concentric circle motif used throughout
Klamath Basin.

The nearest seasonal camp is located approximatekilOmeters upstream on the plateau,
south of the lake that feeds the spillway in the spring. In spite of its proximity, however, there
appears that no archaeological relationship can be established between the site and the
petroglyphs.

Affiliation- Ethnographic

FHC-3 is located within the region known to the Modoc and Klamatakni, which means
the Aupl ands. o This region forms the headwat
Although it was not considered part of the Klamath Indian Raservwhen the ethnographers
Gatschet (1890), Spier (1930), and Ray (1963) visited the region, they unanimously place the
canyon in which FHE3 is located within the traditional territorial boundaries of the Klamath in
prereservation times. Allison (1992D2) addedhat the Upper Sprague River Watershed was
occupied by the KlamatModoc in prehistoric times, but Shoshonean raids forced them to
abandon their permanent camps somewhere around the adgritAry. From that time

forward KlamathModoc groys continued to use the area seasonally along with the Snake and
Shoshonean groups until the advent of the Klamath Reservation in 1864 Treaty:
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