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Abstract

This study investigatespatial variation®f motif representation in Zimbabwean rock art.
The major aim of the study was to examine thesignificanceof this variationin the
understanding of the lifestyled its painterslt is the premise of this research that rock

art motif variation over space, just like other cultural variables, reflectseodifferences

in the social, environmental, economic, political, and religious organisation of a society.
Therefore, attending to the differences in motif representation contributes towards a
holistic understanding of the meaning of the art and the somééxt of its production.

Previous researchers have alluded to broad regional differences in southern African rock
art, dividing it into three, four, or five regionepending on particular approaches used to
read this variationOthers have pointed odirther variation evenwithin these broad
regions. Howevetthis variation has not received further attention beyond mere mention.
Insteadmore emphasis was given to the unity of the character of the rock art of southern
Africa. Todaybroad similaritiesare generally agreed upowhat remains critical is the
explomation of motif variation which influencethe interpretation of the adnd the
conceptualisation of its makers, the Later Stone Age hgatidverers in Zimbabwe and
other parts of southern Afa.

Rock art variation comes in various formiis research concentrdtemainly on subject
matter, colour and technique of executidihese were expected teeflect the main
argument of the research which is that variation of the motifs across spacesigt of
differences in beliefs angocial circumstances surrounding the productd the art in

the different geographic areas studi€the researchexaminedthe character and
frequency of each of these in three different geographic locations in Bivelthat are
Northern Nyanga, Harare and ChiVihe nature of the rock art from these case studies
was compared to what iglready known from ther parts of Zimbabwelhe research
found that motifs do vary across space. The nature of variation pointfeienites in
beliefs, social relations and to some extent the environment. Consequently, the research
argues that variation found in the rock art of Zimbabwe can be used together with other
archaeological evidence to reconstruct the nature of these agpdwtsLater Stone Age
societies.

Key words
Zimbabwean rock art, huntgatherer, archaeological variabilitjNorthern Nyanga,
Harare, Chiviyock art, rock paintings, Later Stone Age, motif variation, social theory
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Baboonface motif

Bi-chrome

Conflation

Crocodile-men

motif

Flecks

Juxtaposition
Monochrome
Polychrome

San

Shaded bichrome/
polychrome

Shamanism

Definition of Terms

A rock art motif where human figures have babtke faces, i.e.
humanbaboon conflation.

An imagemade oftwo colaurs.

Combining two or more creatures; anismaiman or animal
animal features.

Conflated human figures with reptilian features. They h
rounded body features, thick necks, and a gaping mouth
fleshy limbs and stumps fdvands and feet. Most have two te:
coming out of the lower jaw and exaggerated male genitals.
Small dashes that can be found depicting certain images,- <
positioned on other images or on their own.

Images that are painted sid side on a panel.

A painting with one colour.

A panting with more than two colours.

A term commonly used to refer to huntgatherers from souther
Africa. The term is mostly used to refer to modern day hur
gatherer groups

When two or more colours are blended together on an image

A term used to describe how medicine people enter into the

world in order to perform certain activitiesich as healing
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Snakehead motif

Squatting figures

Super-position
Therianthrope

Trance

rainmaking, anaut-of-body travel.

Human figures with snakike head, i.e. snakbuman conflation.
Images that look like human beings in a squatting position. :
images encompass what were previously termed obese, n
women or mothergodedigures.

Images that are painted one on top of the other.

Human figures conflated with animal features.

The state of medicine people when they are in the spirit worlc
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Introduction

Rock art refers tgaintings peckingsand engravings found amck surfaces including
walls of rock shelters and faces of boulders around the widrkete are twdinds of rock

art known in Zimbabwethat is, huntergatherer and farmer arThe former is more
ubiquitous than the l&r. These two are differem terms ofsubject mattertechnique of
executionand the quality of the pigment usdd. terms of thesubject matter, hunter
gatherer artmostly has naturalistic images. It depicts recognisable figures such as human
and animafiguresalthough i alsohasa fewgeometric figures such as dots, flecks, lines,
and circlesOn the other handhe farmer art is schematnd most othe depictions are
not easily identifiable (Walker 1996.20. In relation totechnique of executigrthe
huntergathererart is consideredsfine-line based on the finesse of the imagekereas
farmer art ighick andfinger-painted (Cooke 1974The huntergatherer rock art includes
both paintings and engravings whereas only paintings are knowntliefarmer art in
Zimbabwe.The pigment quality differs in thahé farmer art is usuallywhite kaolin
pigment which iswhy it is referredto a8 L at e \Toadkd 1©51,0Walker 19960t
rarely occurs in ochrbased pigments (Smith 2006). Hurggthere rock art is usually
done in ochrébased pigment8Both the hmtergatherer and farmer artfisund in all the

case study area$his thesis focusamainly onthe huntemathererart of Zimbabwe

Major advances have been made in the interpretation raohetstanding of the meaning
of huntergathererrock art in southern AfricaMany of the studies were conducted to

understand theommoncharactestics of the art (e.g. Pager 197lewis-Williams 1983,
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1990, 200A; Garlake 1987a& b, 1994, 1995 Lewis-Williams and Dowson 1989).
Some studies targeted specifigographicareas or themese.q. Vinnicombe 1976
Lewis-Williams 1981 Garlake 1990Mguni 2002, 2004; Eastwood & Eastwood 2006;
Nhamo 200B). These studies have resulted in a general understandicgnohon
aspects that are found the rock art of southern Afric&tudying the common aspects
was a necessary step towandferring the meaning athe art Nevertheless, in order to
get a holistic perspective of the attte nature of variation that exsstvithin southern
African rock artneed to be appraiseth this endeavour, this study explores the nature
and extent othe variation that exists withithe huntergatherer rock arthat isfound in
various parts of Zimbabwe. It also expletbe reasonbehind the spatial motif variation.
Understanding variation itherock art will aid in comprehending theature of thesocial
organisation of huntegatherer societies i i mb a lpmelaséosctimes As Jones and
Leonard (1989, p.3) arguestudying varation provides d&means to examine the nature
of processes that govern the representation of different classes of phenomena in the
archaeological recoad Rock art as a product of this social configuration becomes an

important source of information.

This study focuses mainly on variation in frequerafymotifs over spacedn this study,

the definition of motif follovs the one employed bjlampsoret al. (202, p.17)wherea
motif is considered a$a distinctive feature or element of a design or composit@on
particular type of subject”. In thi®searcha motif is restricted to thdistinctivenesof
subject mattercolour ortechnique of execution of rock art images in different parts of

Zimbabwe. The presence of differemtifs in various partof the country offers the



opportunityto investigatethe different beliefs and social circumstances that the artists
experienced. In South Africa, for example, it was shown that the repertoire and frequency
of human and animal figures in the rock art differs frolace to place (Parkingtaet al.

1994 Smith 2006). The frequency of human figures has been shown to change from a
strong emphasis on male to female figures as one mmvewardfrom the Drakensberg
Mountains to the Limpopo Province (Eastwood and B#lind999 Smith 2006). No
similar studies have been carried ouZimbabwe but allusion to differenc&s human
representations has been made in studies of particular areas (Tucker and Baird 1983;
Walker 1996; Eastwood and Eastwood 2006). The frequenaniofal figures in South
Africa ranges from emphasis on eland, hartebeest and giraffe to elephant-(Lewis
Williams and Dowson 1989; Laue 2000; Parkington 2002; Hampsah 2002; Smith

and Zubieta 2006).

In Zimbabwe, a study of kudu images has reved#iad although thisubject matter is
ubiquitous, the way it isepresented in the adiffers from place to place (Nhamo 2006).
In the Zimunya area inManicaland,female kuduoutnumbes their male counterparts
while in places such as Malilangwe the depictof both sexes is almost equal (Peatce
al. 2003 Nhamo 2006). Although these observations werade without detailed
comparative analyses, they alluded to the vanatibemphasis on subject matfeom
place to place. This researdherefore,presats a detailed analysis of the rock art in

order to characterize and account for such kinds of variation in Zimbabwean rock art.



Three areas were chosen for detailed staily hese are Harare, Northern Nyanga and
Chivi (Map 1) The choice of these castidies was guided by a purposive method of
sampling wich took into accounteportsof the existence of certain distinct motifs in
these aread his approach was considered suitable for this type of research because some
researchers have already alludedhi® existence of variation in the art. The major aim of
this research was to conduct ardepth analysis and characterisation of this variation.
This was then used to find ways of using this variation to expound on the Later Stone
Age (LSA) lifestyles inZimbabwe. Therefore, the previously enunciated variation is used

here as a springboard for these investigations.

Harare has the circumscribed motif of certain conflated imagesh#vat beertermed
&rocodilemerd  ( Go od al | Nhan42@08). Norévéd Slyangahas distinctive
stripedrock art rather than solid colour&oodall (1959) reported a similar technique
from the neighbouring Makaha area in Mudzi distridbwever, the decision to select
Northern Nyanga for study was made after observing rocki@s documenteth the
areabetween 2006 and 20QBhenjere 2011)These showed a differerechnique of

execution from that known from other partsZzofnbabwe.

The selection of rock ardf Chivi was mainly influenced by reports gbolychrome
paintingsin the areaThe art from this area diffefsom much ofthe art in Zimbabweéhat
is monochromatic Al t h o u ¢1966)Btudg af ithe artsfrom Masvingo is fraught
with biases and eors, the images that he noted differ from thtveg are common ithe

rock art of Zimbabwe. Many researchers generally accept the digineture of the art



from this areabut they oppose the ide&foreign influence in the production of the ag
advanced by BreuilLewis-Williams 1983 Garlake 1987 Lewis-Williams and Dowson
1989). However, there has never been any further attempt at explaining the nature and
extent of the distinctiveness of this art. A detailed comparative analysis of these images
with those fromthe rest of the countrizad long been overdueDegite this apparent
variation, the rock art of Zimbabwe has largely been described as similar (Garlake 1987a,

b, c and d, 1990, 1994, 1995).

Furthermore, the settion of the case study areassvedso compelled by the need to draw
examples from widely sepated parts of the countwyith the assumption that variation of

the art at that level of spatial separation could not have been marred by intefHgigon
research does not assume that the case studies represent all the aspects of variation that
exist inZimbabwean rock art. Other parts of the country might possess distinct rock art
that is yet to be studied. These case studies loglylight the nature of variation that

might exist elsewhere. The results of the analysis gobiasers to how that varian can

be understood.

The three case studies providedapportunityto probe the nature and extent of variation
in the art. In additionthe research is conducted ameas that hee not been widely
researcheon in recent timesGoodall (1959) for exanple, wasthe only one to mention
the stripedart in Makaha that is similar to that studied here in Northern Nyamnbde
Breuil (1966) was the last to investigate the polychrome images from Chiamyn

significantdetail. Byapplying new theoretical appaiches and research methods to these



previously undetresearched aregthis studyexpands our knowledge ttie character of

rock art in Zimbabwe.
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Map 1: Map of Zimbabwe showing areas withrock art sites mentioned in the text(by R Kapumha).

(The insert shows the location of Zimbabwe and neighbouring countries)

Structure of the thesis

The thesis begins by presentimgChapter lan environmental and cultural background
to the study of motif variatiomcross spacen Zimbabwe.The aim is to providdghe

physicaland cultural contexin which the rock artvas madeThe cultural chronology



targets the LSA, generally the perieadthin which the huntegatherersproducedthe

rock art.

Chapter 2 discusses theeoreticalframework inwhich the study of motif variationver
spaceis anchored. Tis includes the argument that variation was inherently part of the
hunter-gatheer communities that made the rock art. This islergrl byexaminingboth

the archaeological and ethnographic infation. Thisresearclargues thain orderto get

a holistic picture of LSAifestyles one has to study and understand both similarities and
variations in the huntegatherer material cultur&@he chapter als@xaminesxplanations

that have been offeretb account for thespatial variation inthe rock art motifs in

southern Africa in general and specifically in Zimbabwe

The methodological construction of the thesis is outlinecClapter 3. The chapter
details the methods of data collection and analysiployed for this research. Chayster

4, 5 and 6 presetite data obtained from the threase studies. The comparative analysis
is presented in Chapter. Generalcomparisons are made between the art from the case
study areas and that found in otlpartsof the country andavith therest of thesouthern
African sibcontinent. Detailed discussiasf the possible reasons for motif variation
across spacen the rock art of Zimbabwe ipresentedn Chapter 8. The chapter also
assesssthe mannerin which thematif variation as observed in thiesearch informs on

the interpretation of thesocial organisation of Late8tone Age huntegatherers who

made the rock arChapter 9 providesummary and concluding remartsthe thesis.



Chapter 1:

Cultural and Environmental Context

Hunterg a t h e r eto-daydactifiitbsawere part of theireec quai nt ance with the world around

(Dowson 2007, p58-59).

This chapterprovides thecultural and environmentaetting ofthe prehistoric hunter
gatherer communities afimbabwe. Special attention is given to reconstruction of these
contexts for each of the case study ar@de first part of the chaptesummarizes the
archaeological and historical chronologfyhuman occupatiom Zimbabweas currently
understoodThis embedshe study of variation within the cultural context of the rock art.
Much of the rock art from southern Africa is dated to tiater Stone Age(hereafter
LSA). However, technological and cognitive developments in the earlier phases
influenced the artisticdvances that werkater witnessedwithin the LSA period. The
development ofood production within the last two millennia brought in a different social
and artistic tradition. There is a possibilitysdme elementsf acculturationfrom food
producingcomuni t i es and imthehselactionialooktagmotifein some
parts of the sugontinent (Jolly 2005Eastwoodet al 2010).1t is important therefore, to

scrutinise the nature of contact between hugétherersherdersand farmers.

The seond part of the chapteliscusseshe general environmental setting in Zimbabwe.
Somerock artresearchers in southern Africa refrain from attributing variatiosubject

matter to environmental chan¢gee Eastwood and Cnoops 19B@mpsoret al 2002)



This arose from theoncern aboudleterministic way in which the environment has been
used to explain culture change in the p@&eward 1936, 1949; Willey 1953, 1956;
Clarke DB68; Flannery 1968)The long history of archaeological research into the
interplay between cultures and environments now demonstrates that these two are
actually symbiotic(McGlade 1995 Dincauze 2000 Ekblom 2004 Manyanga 2001)
Thereforejn spite of the concerrbere isstill need to assess the physical environment in
which the artists survived without necessarily taking an environmental deterministic
stance. The huntegatherer relationship with thghysicalenvironment has always been
commented upanThese communities are said to be keen observers of the environment
evenwhenthey are dealingvith things that are not immediate to their subsistence (Heinz
1978).In this study, the environmerd examined from such a perspective whereby the

prehistoric painters would be influenced by the surrounding environmental conditions

Elsewherearoundthe world, rock art studseshave showrhow communities perceived

their environments (Bradley 1998radley et al. 1994 Tilley 1991; Chippindaleand

Tacon 1998a; Ouzman 1998)iaz-Andreu 2003). These have helped in the
reconstruction of thauntergatherer perception of the environment. However, Smith and
Blundell (2004) have called for caution in the use of these reconstructions, especially
those presented without a sound understanding of the dynamics of the culture of the
artists. Neverthess, studies elsewhere have shown tinalysis of the environmental
setting of the different areasight help in the understanding of the context within which

the artists were situated. This aids in the reconstruction of their social and physical



inspirdions (Ouzman 1998). The environment provides the physical setting of both the

economic and social actions of the society.

1.1 Cultural setting

Zimbabwehas a long human histowyhich begins from the Stone Age to modern times.
The Early prehistoryof the coutry spans from the Early Stone AgeSA) through to the
Middle Stone Age NISA) and LSA (Walker and Thorp 1997)The later prehistory
includes the period of Early Farming Communities (EFCand Late Farming
Communities (EC) (Pwiti 1996, Pikirayi 2001) Thee is also the historical period.
Many researhers have reviewed the prehistory of Zimbabwe (see Pikirayi T9¥R;

Pwiti 1996 1997; Manyanga 2001, 200Ratsamudanga 200%Soper 2002 Huffman

2007). Historians have covered the historical permaduding the precolonid period

(e.g. Beach 1980, 1984, 19%azarire 2010) This research focused more on the period
when rock art is thought to have been produced, that is, the LSA with only brief reference

to the preceding and succeeding periods.

Although agener al pi ct ur distog/fof hanmare ocaupmaton can yoé s
discened, there remains a number of challengést least is unequal distribution of
researchin both geographical and thematerms Some parts of the country are much
more researchedhereas other are ndn addition research on thperiod of farming
communities ABsbeenmuch more intense thahaton the hurgr-gatheer communities.
The controversies surrounditige GreatZimbabwe and related sites attracted nodshe

attention.In some part®f the countrysuch as Chiyithe availableinformation is outof-
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datesince achaeological research was last conducted three or four decadesusdoof
it unsystematic Although there is rock art associated with the farming peiattr

prehistory) it has generaji not been studied in detalil

1.1.1Early Stone Age

The ESA is the least known of the Stone Age periadZimbabwewith information
mostly coming from surface collections and unsealed conf@xatker and Thorp 1997;

see Map 2, 3, 4)n southern Africa, the ESA is dated from 2 million to about 120 000
years ago (Walker and Thorp 1997; Deacon and Deacon 1999; Mitchell 2002; Phillipson
2005).Artefacts akin to those classifiedisewhere in southern Africa anéd Africa as
Oldowan, Actkeulian and Late Acheulian/Sangoan have bédentified in Zimbabwe
(Cookeet al. 1966 & b; Cooke 1968Walker and Thorp 199Mitchell 2002 Phillipson
2005).In Zimbabwethe Late Acheulian or Sangoan material is divided into two phases
which are the Bemlesi and the Charama industries (Walker and Thorp 19879.
Sangoan material has been identifigd sites such as Mafungabusipp¢ Fountain,
Gweru Kopje Charama hill, Bambata, Pomongwe, Khami Waterworks, and Cranmore
Farm (Cookeet al 1966 & b; Cooke B68; Walker and Thorp 1997). Within the case
study areasESA sites have been reported only from Northern Nyanga (Robinson 1958).
The data, however, come mainly from surface collectidine ESA is not associated

with any rock artThe ESA of Zimbabwe shamhe standardisation of artefacts that has
been identified across the world unlike the succeeding periods that show regional

diversification of artefacts (Phillipson 2005).
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1.1.2Middle Stone Age

The MSA of Zimbabwe is not well dated but it is thought to datthe period between
95 000 and 20 000 years ago (Walker and Thorp 1989¥. stoneartefactindustries
belonging to theMSA have been identifieth the country. The earliest is the Bambata
(formerly Stillbay) industry followed byate MSA (formerly Tshagula) (Larsson 1996
2001;Walker and Thorp 199Mitchell 2002). These two industries are not well defined
since the materiatomesfrom mixed contextfWalker and Thorp 1997Most of the
material has also come from western ZimbabWeus, not much is lown of theMSA
elsewhere inthe country. RecentlyMSA artefacs have beenidentified in eastern
Zimbabwe (Soper 2009Mupira and Katsamudand®07). Sites belonging to th1ISA

are known from Harare and some parts of Nyanga but not from Chivi (Robins8n 195
Cooke 1970, 1969Burrett 199@ &b). The end othe MSA is not well defined in the
countrybut is thought talatebetween 1300 and 2M00 BP (Walker and Thorp 29).
Although elsewhere isouthern Africa evidence of rock art dates to the Né&A, much

of the rock art in Zimbabwe ipresumed todate to theLSA period Walker 1995;
Mitchell 2002). The MSA is thought to be the period where diversity and regional
specialisation in the exploitation of resources began (Phillipson 2005). This becomes

more a&fined in the LSA.

1.1.3Later Stone Age

The LSA is better understood than tkearlierperiods but research in the counisystill
plagued with problems emanating from unclear methodologies and a proliferation of

terminologies Burrett 2002 Bandama 2008Pifferent researchers use different methods
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of defining the context such that it is difficult to compare the data. Researchers also give
new names to assemblages without clearly differentiating them from already known
industries. Overall, however, the L3&the period generally associated with the hunter

gatherer rock art (Walker 1987, 1994, 196@arlake 1995see Table )1

Archaeological material belonging to th&A hasbeenidentified in many parts of the
country. TheLSA of Zimbabweis divided into sixindustries, that i€arly LSA (or
Terminal Pleistocene microlithic industries), Maleme, Pomongwe, Nswatugrelated
industries(also known as Rhodesian Wiltoror Matopan), Amadzimba and contemporary
industries, and CeramicSA (Walker and Thorp 1997Most of theseindustries were
defined basedn evidence from western Zimbabwe where more intense Stone Age
research has beeonducted. Ta industriesare dated from abo@1 000 to around 2000
years BP(Table 1). There is, howevesngoingdebateas to tle character andtatusof

each of theséndustries Industries from other parts of the country beside the Matopo

Hills are not well sudied and the dating is in dispute

Walker (1996) is of the opinion that most o LSA rock art dates between 000 and 1
500 years BPplacingit within the periods from Nswatugi and related industries up to the
CeramicLSA (Table 1). The farmer rock art in Zimbabwe has not been dated but is

widely thought to have been produced during the period after 2000 years BP.
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Dates BP

Period/ Industry

Characterisation

2100013000

(Early Gokomere,
Duncombe, lower levels
at Pfup)

Possibly represents the earliest evidence of L
microliths in the country Occurs in very small
assemblagesbut is absent in some parts of th
country such as Matopo Hills

1300011 000 Maleme Mostly found in the Matopo Hills, evidence
transhumance between summer and winter mo
andpeople livel in large groupsevidence opainted
tortoise ad ostrich shells, a variety in stone
artefacts increase in populationit is assumed tha
somerock painting must have taken place.

110009 400 Pomongwe, There is evidence thatopulation continued to

(Mt e mwa , Di {increase and people were still practisi

Vow) transhumance but with delayeeturn economy
Archaeological evidence ofornaments, possibl
evidence of integroup mediation, increase
pigment evidencépossibly increase in rock art)

94006 000 Nswatugi, Evidence ofdrge populatin, increased sedentism ,

(Khami Dam, mid intensive utilisatiorof local resources, variation in

Gokomere, Bulawayo, | artefacts between groups, slight reduction in grou

Pfupi, Chitura size, territoriality, storage pitincreasd rock art
production

6 0004 800 As above Reduction in populatioand group e, evidence of
abandonment of some sifésgh degree of sedentisi
and isolation, circumscribed home rarsgelrare
annual ceremdal gatherings. There is also eviden
of diminishing rainfall declining resources and
increasing stresshereis adeclinein art production

48002 200 Amadzimba, Increase in group sizeyidence okeasonal

(Mazowe, Upper aggregation probably ceremonial gating, a lot of

Nyazongo, Bumbuzi, bone artefacts, evidence of increasedtact with

Craigleg other huntetgatheer groups indicatety exotic raw
material such as chalcedony, possibly increased
mobility

Post2 200 CeramicLater Stone Sheep, pottery, new people especially pastoralistg

Age

revival of painting, shorlived increase in pigment
evidence, increased pdption, painting to address
inter-group relations

Table 1: Periodization of the LSA of Zimbabwe.
Data is adapted from Walker and Thorp (1997) and Walker (1994, 1995, 1996).

The LSA is the period where regional diversification rimaterial culture is more

pronounced in the archaeological recq¥alker and Thorp 1997Larsson 200}

reflecting similar developments throughout southern Africa and on the continent as a
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whole (Mitchell 2002; Phillipson 2005; Barham and Mitch&l08). Phillipson (2005)
argues that there is a proliferation of localised stone artefact industries. This diversity is
accompanied by increased development of-material variation as indicated in burial
customs and artistic traditions (Phillipson 2008)ereare also differences in the manner

in which the huntegatherer communities in different areas relate to the diverse
environments. The occupation of varied environments shows increasing adaptability. In
the Holocene period, some groups that lived in leedigtable climate areas such as the
Karoo show high mobility while those in areas with stable conditions intensified the

exploitation of local resources (Mitchell 2002).

Thevariability in the stonartefacts of the LSA period has been observed amarigeal

six broad industries (see Burrett 2002; Thorp 200%kre is so much variation in the
LSA material culture such that it is difficult to group them into distinct industiedker
and Thorp (1997) use the phratevaratoomd r el at
However, the Nswatugi period exhibits more of this diversity. As early as the 1950s,
Clark (1970 had observed that material culture belonging to Nswatugi had regional
variants such as Zambezi, Matebeleland and Mashonaland variants. asleovaland
variant has been termed Pfupi but recent research has shown that edefinitien of

Pfupi in Mashonalands too broadbecause there are numerous differences among the
stone artefact assemblages from the re@Burrett 2002) As was noted byValker and
Thorp (1997, stoneartefactassemblages fronin¢ site of Mtemwa differ from thosef

the nearby PfupiMtemwa has a high incidence of scrapers whereas Pfupi has more
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backed artefacts (Burrett 2002, p. ABjalker and Thorg1997, p.24) also ned that the

asemblages from Matopo Hills vary from those recordeBulawaya

LSA sites have been reported in all the case study éeadMap 1, 2 and 3jlowever,

much of the material has not been classified into the established chronology raedoutli
above mainly due to lack of systematic research. For example, LSA sites have been
reported inHararebut have not been excavaté8urrett 199®, Archaeology Survey
Room Records (ASR) at Museum of Human Sciencé&bere are no records of
systematic exaation of any of the sites. On the other haha,LtSA of Chivi is known

from stoneartifacts and other materialbserved in disturbed stratigraph These include
microlithic blades, thumbnagcrapes, rammer stones, chopping tootstrich eggshells

and beads (Cooke 1970).

A few LSA sites have been reported in Northern Nyanga, but these have not been studied
in any detail (Soper 2002; Shenjere 2011). Stuidiegher parts of Nyanga distrjcuch
asNyazongo Chitura, along the Nyangombe Rivand Da n a 6 s, haveosinown that

the lithic materiawas related to, but withogsne differences from L&industries in other

parts of Zimbabweespecially Pfupi (Martin 1938; Cooke 197%&e Table 1)Cooke

(1979, p.139noted that one of the main differencesnghe preponderance of square
scrapers and an increase in the incidence of bledéthics from eastern Zimbabwe.
Further, recent research on the LBAeastern Zimbabwe conductedtie Zimunyaarea

at Gwenzi and Manjowhas also yieldedhaterialwith affinitiesto Pfupibut with some
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differences. The two assemblages hauenerous backed bladeleds at Pfupi but they

also havesegments and scrapers and-bike implementgSoper 2005Bandama 2008).

The above discussion of the cultural setting shdves huntergatherer rock art was
produced within a period that was already experiencing regional variation and
diversification in material culture. There are changes in other aspects of culture. The
mobility patterns group relations and even in socialapthtion to the environment
differs. Therefore, there is need to consider that rock art as part of that culture might also

be reflecting this variation and diversity.
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12A general outline of Zi mbabweds envi

Fromthe onset, it is important to point out the difficulties encountered in trying to situate
the prehistoric rock artists dntheir communities in the context of thghysical
environments. Firstly, the environment is continually changitnough there have not
been extreme climatic changes during the Holocene in southern Africa, pulses of drying
and cooling have been recorded (Barham and Mitchell 2008). The sefehgse pulses

has been compounded blye advancing human settlemenkat have led to drastic
alteration of the environment in some parts of the-gutiinenf especially in the last
2000 yearsiIncreasinghuman settlements have interfered with manyhef faun& and

floral populationghat were endemic to most parts of the coustrghthat it is difficult to
reconstructthe wild floral and faunal resources that weneilable to the prehistoric

communities. Thus, only a generalised picture of the enmental setting can lmeade

The challenge lies in the lack of detailexbmination of past environmenitsZimbabwe
(Mitchell 1997; Katsamudanga 2007, 2008)though there were no major long term
changes in the environmental conditions, shemn mino oscillations between coland
dry with warm and wet climatic conditions are known to have occurred (Holnegran
1999 Smith 200%. These are not well documented in southern Africaraode so in
Zimbabwe. Furthermore, rany archaeologists have provitlegeneralised paleo
environmental reconstructions based on data gendratedew specific sites that are far
spaced irsouthern Africa and the African contineattlarge(e.g. Walker 1995Mitchell
1997;Jonsson 1998urrett 2002 Katsamudanga 20020®; Shenjere 20)1 This may

not be accurate since sometloésemight have had prevailing microclimatic conditions
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that could not be globally applied to the whole -sobtinent Nonetheless, lack of
detailed accounts of the Zimbabwegalecenvironmentalrecord mears that these
generalized reconstructions atdl employed for this research. Reconstructions done by
Zimbabwean researchers are also used to assist in giving a more localised version of the
environmental history (e.gWalker 1995;Burrett 2002 Katsamudanga 20072009,
Shenjere 2011 However, much of this data is found outside the case study areas

although some similarities do exist.

1.2.1Palecenvironmental reconstruction

Southern Africa is thought to have become increasingly warmer and wetterthieo
beginning of the Holocenéhe period from 10 000BP to the preserithe highest
temperatureccurredduring the Holocene Altithermal, between 7000 and 4500 BP
(Barham and Mitchell 2008). Slightly cooler temperatures prevéileckafter There arg
however, conflicting signals as other findingsow that there was a cold spell which
began aboubé 000 BP (Holmgrenet al. 1999).The cooling in temperaturesuld be true

for Zimbabwe since there is evidence of cultural adaptation that could be asespon
change in climatic conditions. The cultural adaptation strategies include reduction in
population, change in group sizes and a reduction in the production of rock art (Table 2).
Walker (1994, 1995) argued that a reduction in the production of rockiacides with

the adoption of new subsistence strategies to cope with the changing ecological
conditions. The reduction in rock art production is therefore a result of the adoption of

other modes of interaction that were adapted to suit these changes.
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Dates(BP) Evidence of Rock Art in Zimbabwe Evidence of Rock Art in the
rest of southern Africa

28 000 years Apollo 11, Namibig
13-25/28000 Painted slabs of granite from Pomongwe Cawe

recognisablelepictions
10 006 13000 Spalls with tracesfgaint from excavated section at

PomongweCaveno recognisabléepictionsindicate the
beginning of painting tradition

>9000 years Very few images predate this e.g. the possibility of
depiction of an extinct giant Cape horse
7 -9000 Greatest paintingctivity- probably most of the faded art
dates to this period, oldest art is monochrome then bi
chromes
6000 Reduction in painting activities, possibility of continued In the Drakensberg
painting in other parts of Zimbabwe, polychromes monochromes probd&pdated to
3000 BP*
In Brandberg Namibia dates of
between 2760 +50 and 2710
+/- 50+
300-2200 Sheep paintings, huntgatherer painting probably ende In the Drakensbergolychromes
by 1500 BP. Intense painting between 2200 and 1500| dated between 2000 and 1600
Farmer art dates from 1500BP BP*
At other places it has been date
to 300 BP#
<300 Farmer art probably continued until recently Art depictinghorses and

European peopl®und in South
Africa. Huntergatherer rock art
from some parts ddouth
Africa#. This shows the
continuation of the tradition

Table 2. Generalisedchronology of rock art of Zimbabwe and other parts of southern Africa

Derived from: * Mazel 2009, p.87; # Vinnicombe 19T76&wis-Williams 1983; = Walker 994, 1995, 1996+Garlake 2001, p. 641

The precipitation amounts increased in the Lateoeine due to a stronger Inf€ropical
Convergence @ne (ITCZ) overZimbabwe (Deacon and Deacon 199Burrett 2002).
The ITCZ ispushed further south of the equathring warmer periods than during
cooler periods @Peacon and Deacoh999). There is however little informatioon the

actual degree of climatic variations throughe and space.

In southern Africa, fier 2000BP, a more detailed picture of tislortterm climatic
variationis available. Cycles of periodic warming and cooling were recorded. These were

attributed to variations ithe solar system@eacon and Deacon 199Katsamudanga
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2007). Itwas noted that cooler periods nealrier than the warmer pulsdaurrett (2002)
argues that similar variations may have occurred during the entire Holocene period but

they were too short to lmetectable in theurrentpaleeenvironmental reconstructions.

There is very little doamentation of the changes wegetaton during the Holocene
period in Zimbabwe. Vegetation usually adapi the prevailing climatic conditions.
Warmer temperatures and an increase in precipitation bring in a wide range of vegetation
specieswhile cold and dry conditions see a retractionhaf tlora (Katsamudanga 2007).
Much of the vegetation in Zimbabwe might be resistant to g¢bort weather changes.
Thus, the climatic oscillations that occurred might not have affected the distribution of
the vegetationBurrett (2002) tried t@search foisignatures of these climatic pulses from
charcoal samples that he collected during his excavatiwSAf sites inthe Marondera
area. Hereported nomajor changes in the vegetatitmoughout the Holocene period
The vegetation was consistent with warnmeltic conditionsThus, he concluded that the
cooler pulsegmight have beeroo short to #ect changesn the vegetation type. He
however noted that some tree species have gone into extirmiitothis could be
attributedto human activitieghat led to gtensive cutting down of tredsr cultivation

and iron-working processesn the last 2000 years, rather than climatic fluctuations
Taking this position, one can assume that the hgatirerers were interacting with more

or less similar vegetation as tiHaund in the case study areas today.
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1.2.2Topography

In terms of relief,Zimbabwe islocatedon the elevated central plateau (Highvedd)
southern Africawith an elevation of 1200m above sea lefRtlief Map of Zimbabwe
2001) The areas betweed00 and1200m are the Middleveld whilareasbelow 900m
constitute the LowveldRelief Map 200). The Lowveld areas are mainly along the
Zambezi valley towards Zambia and southwards into the Limpopo valley to the border
with South Africa. The highest altitude on tHgghveld is 2592 metres above sea level
found in the Eastern highlands. Most areas of the Lowveld are less than 900rewith t
lowest point being 300mbove sea levadt the junction of the Runde and Save Rivers
(Relief Map 200). The average altitude faChivi is 900m, showing a gradual descent
into the Lowveld (Sayce 1987\Northern Nyanga is also partly Lowveld amich of it

lies below 900m, orthe leside of the Eastern HighlandStocklmayer 1980)This
further reduces the amount of precipitation reediln contast Harareis on the central
plateau (Highveld) of the country with an average elevation of ab400 Ineters above

sea level (Sayce 1987).

In Chivi, themountainous parts rise i@dOm above the lowlands (Biegel and Pope 1970).
The area ha numerousgranite boulders that sometimes fotarge shelters. The open
areasarealso dotted with small hilly graniteutcrops. Although some sites are located in
thesegranite outcropsmany of the roclart sites are concentrated within the mountainous
parts of the district. On the other hantgny of the rock art sites in Northern Nyanga are
found insmaller granite kopjes and outcrdpsatare foundacross the lowying plains to

the east of the Ruangwe randée Harareareahas rocky outcropsomeof which are
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just piles of balancing rocks, especially in the eastern parts of the resear(platea)
These have virtually no sheltesach thathe rock art is on boulder faces. On the western
partsof the areaa few hillocksand lowmountains comgment the rocky oatopsonthe

plains.Here afew large sites occur in the rock shelter€hivero and Nharira Hills
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Map 7: Relief, Geology and rainfall for Northern Nyanga
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1.2.3Drainage and ground water resources

Topographic variations are influentitd human societies because they influence the
localized weatherand climatic conditiors. These in turn, influence the esource
availability and sociatircumstanceof communitiesThe central plateau forms the main
watershed of the country, giving rise to numerous large rivers that drain into the Lowveld
(Moyo et al. 1998) As Harare is dcated on the central plateau, imisich better watered
than Chivi and Northern Nyanga&lthough the environment has been altered by the
recent urban developments, reports from th® &éntury AD present a wellatered
environment for Harare. Selous8@l, 1896 reported that the Manyame River was deep
with steep banks in the mitBOOsand the present day Haramrea $ intersected by
perennially running streams. The major river is the Manyame but there are many smaller
perennial rivers and streams thrbogt thelandscapeincluding the Mukuvisi, Chiraura,
Marimba and Ruwa (Plate 1 Map 6. Tanser (1964) also reported that Mukuvisi and
Marimbastreamshad pools ath swampy areas with tall reeds amarushes. The used

to bea number of mahy lands wittpermanent pools.
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Plate 1: A view of the landscape dissected by Ruwa River, Harare.

The other two case study areas drier. Northern Nyanga is situated between two major
rivers; the Rwenya River in the west and the GaiRszer to the east along the border

with Mozambique. Both these rivers are perennial because they are fed from the Eastern
Highlands.The streams within Northern Nyanga area are mostly seasonal (Nyamapfene
1991).Chivi is also short operennial sources of watwith major riverdeing Tugwi to

the north and Runde on the southern parts of the researchAdtrteaugh these are
perennial rivers, the flow is reduceduring the dry periods (Tafangenyasha and
Dzinomwa 2005 see map b6 The mountainous area in thertee of theChivi district
influences thedistribution of food resourcesThe mountainousarea has awetter
microclimate with occasionalccult precipitation(Biegel and Pope 1970). It is therefore

significantly different from the drier plains aroundntterms of the availability of water
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and food resource¢Tafangenyasha and Dzinomwa 200%). historical times,the
mountainous areas are known to have been a contested environment with most new or
aspiring rulers of the Chivi chieftaincy garnering for theontrol (Mazarire 2003).
Today, people who reside within this mountainous gpeactice crop cultivation
throughout the yeautilizing the perennial running water coming down the mountains.
The less mountainouspen areas lack surface water most ofytbar. The differences in

water availability must have influenced settlement patterns and the economy of past

huntergatherers and early agriculturists who occupied the area.

1.2.4Present climates

In Zimbabwe prehistoriclocalised variationsavenot beendocunenteddue tolack of
detailed pale@limatic studiesin the country The amount of rainfall and the average
temperature are some aspects of the climatic conditions that influence the nature of
subsistence within huntgiatherer communitie§.he present @hatic conditions indicate

the existence of localized variations in Zimbabwe. Zimbabwe c | itrapadl with i s
three main seasons; a warm, wet season from November to April; a cool, dry season from
May to August; and a hot, dry season between SepteanbedctobefNgaraet al 1998,

p.106) Seasonal variation of rainfall and temperatures influgtieeavailability of many

of the plants in Zimbabwdf this were the case during LSAdse would have affected

food availability and strategies to acquiteCertain plantsespecially cereals and fruits
would be importantluring certain periods (Burrett 2002Valker (1995) has shown that

prior to 9000 BP, the huntgatherer groups in the Matopo Hills moved in and out of the

area depending on the seasomalvement of game. This was only curtailed with the
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increase of human populations on the landscape. This was compounded by the fact that
rainfall pattens in the country arenreliable such that there are many incidences of
drought (Ngaraet al 1998, p. 10). These drought periods exacerbate the uneven

temporal and spatial distribution of food resources.

Thereis a great deal of variation precipitationand temperaturacross the country with
the highest annual rainfall received in the eastern highlamnds the lowest in the
Lowveld areas. The average annual precipitation ranges from below 4b0\te1200
mm (Sayce 198) The temperatuseare moderate on the Highveld and Middleveld,
averagng betweenl4°C and 32°C, but in the Lowveldtemperatures canogup to 41°C
(Ngaraet al. 1998, p. 107)For the case study aredsprthern Nyangaemperatures
rangefrom 9°C in winter to 35°C in summer. The area is not as cold as ther high
altitudes in the Eastern HighlandsThe annual precipitation averages betweé=® and
730mm perannum, receiveanainly during the rainy seasdrom November to April
(Stocklmayer 1980Nyamapfene 1991Soper 2002 see map )/ However, the area is
subject to periodic seasonal droughts and sedgrepells(Summers 1958)This differs

from the adjacenEastern Highlandthat receiveainfall throughout the year

The annual precipitation averages for Chare between 50600mm (see map 5)
According toChumaet al. (2000), the likelihood ofiroughs in the area is one iavery
five yearsbut they havebecome more frequent in recent yedtlarare has moderate
temperatures compared ttoe othertwo areas The average annual temperaturd 8C

while annual rainfallaverages825nm per annumwith most of the rain coming during
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the rairy seasomas well (Sayce 1987)However, periods of dry spells continue to be

experienced and in some years, these last much longer than is normal.

1.2.5Geology

The availability of raw materials for stone tool manufacture was an essential geological
quality o an area for Stone Age people. There is even evidence of trade and exchange of
some rare raw materials such as chalcedony in the Matopo Hills (Walker 1995). For
huntergatherers, the geology does not only provide choices and constraints in tool
making, ba also the canvas on which the artists expressed themselves. In some places,
the geology determined whether the artists would engrave or paint their art (Deacon and
Deacon 1999). Where there are no shelters to paint, engraving is adopted. The geology

alsoprovides the pigments.

Generally,Zimbabwe has a heterogeneous geolegichis dominated by the core of the
Achaeanbasement known as the Zimbabwe craton dated to between 3.5 and 2.5 billion
years (Schluterand Martin 2008. The craton is principally eoposed of granitoids,
schists, gneisses, and greenstone belts (Chietala2009).1t is bordered and intruded

by the Karoo SupeGroupto the north and south, the Kalahari group to the west and the
Mozambican Belt to the east (Stockimayer 1,986hliterand Martin2008 Koistinenet

al. 2008. The Karoo Super Group is made up of the Limpopo Belt and ZarBe#zi

The LimpopoBelt is subdivided into three zoneshat is,the Northern Marginal Zone,

Central Zone and the Southern Marginal Zone (Chirea@h 2009). The belts dkaroo
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Super @oup have metamorphosed rocks fraerrestrial sedimentand formations of

feldspathic sandstones, grits, shale, and coal beds (Scntidtédartin2008).

The three case study arearse largely located withirthe Zimbabwe cratonand the
dominant rock is granite. This can explain the absence of rock engravings and the
prevalence of paintings in these areas. Howthay have areas with intrusiémom other
geological structures. For exampi@ Chivi the granite greenshe belt and granite
guartzofeldspathic gneisses of the craton are intruded by what are term&dhthe
massive granites and quartzofeldspathic gneisses of the granulite and the rocks of the
Neshuro compleXx(Robertson 1970p. 19 see map b There argatches of the gneisses

that make up part of th&lorthern Marginal Zone of the Limpopo Mobile belh
Northern Nyangathe dominating rockype is granitewhilst other gneisses and schists
occur in small portions scattered within the environment. HowglverRuangwdrange

(Plate 2 map 7§ consists of dolerite, metadolerite, capped limestone, siltstones, and
orthoquartzite (Stocklmayer 1980arare has mainly the Gneiss/ Granite rock with
some intrusions of the greenstone (M@taal 1998 see map )6 In all the case studies,
many of the rock art sites are foundsmaller granite kopjes and outcropsrossthe

landscapesalthough a few occur on different rock types
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Plate 2: View of the Ruangwe Mountain and the lowlands of Ndhern Nyanga

Traditionally, researchers thought that the rock art in Zimbabwe was confined to the

granitic areas of the country (Cooke 1869974 Garlake 1987 c1995). Granite is the
mo s t common rock type, f or mi n gharhctensg the
country.Further research has shown that the rock art is also fowddferenttypes of
rock such asnsandstongof the Karoo and Kalahari Bel(Eastwoocet al 1994 Pearce
et al. 2003 Pearce 2009Bonyongwa 2010 Hayneset al 2011). Neverthelessthe
current knowledge of the distribution obck engravingds confined to thesandstone
regionswhere theyoccur togther with the rock painting&astwoodet al 1994,Haynes
et al 2011; Nhamo and Bonyongwéorthcoming. Only rock pantings are found in

granite areas.

36

round



1.2.6Soils

There arenumeroussoil types in Zimbabwedepending on the geology, rainfall, and
topography otthe areas (Nyamapfene 1991). The commonest are the sand soils derived
from the graniterocks Other kinds of soilsare the brown, slightly red sandy loams from

the reformed granite (paragneisaje also known. Few places habtack turf soils
derived from basalt rock, rich red clayilsdrom dolerite, thesands from the Kalahari
sandstones and the shallow greyish breandy loam from serpentine of the Great Dyke
(Nyamapfenel1991). The granitederived sands are generally inherently infertile and
susceptible to erosiormhe fertility of these soils depends not only on their physical
characteristics but also on other aspeaf the environment such as precipitation and

vegetation cover

In Chivi, the soils are mostly shallow sandy loam resulting from the decomposition of the
granite rocks al tshndywctyand greyhlaekvieiat a g s 6 et CTh u tha
al. 2000 p 46). For examplein Chivi, the ®ils are usually fertile in the hilly area mainly

due to the leaf mould buHdp but poor in the open areas (Andersbal. 1993 Mapanda

and Mavengahama 20LIThe soils in both Harare and Northern Nyanga are fergiallit

red clay/chromic luvisols derived from the rocks of the basement complex or mafic rocks,

and paraferralitic (derived from granite) (Nyamapfene 19930p In Northern Nyanga,

small and scattered areas with red soils are found in the dolerit&' hessils in Harare

are richer due to the differences in environmental parameters such as the amount of

rainfall and vegetation(Nyamapfene 1991)The type of soils together with other
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environmental parameters would have determined the kind of food resauvatieble to

the huntergatherer communities in different parts of the country.

1.2.7Vegetation

Zimbabwe has diverse flordt has numerous types of grasses, flowers and shrubs.
Vegetation in Zimbabwe is nrdy deciduous miombo savannatoedlands {Vild and
Barbosal967). Grasslands, montane vegetatiand moist evergreen forestscur inthe
mountainous Easternigthlands(Whitlow 1987).0n the Highveldthe predominant trees
belong to theBrachystegiaandJulbernardiafamily. In the drier regions of thieowveld,

the deciduous @ophospermum mopanémopani) woodlands with patches of
Combretum Acaciaand scattereddansonia digitatgdbaobab) treeare prevalenfSayce

1987).

The vegetation found in the case study areas vdBassett (1968itedin Soper 2002p.

21) noted that in generalhe lowlands of the Nyanga area were characterised by mixed
woodland vegetatiarThis type of vegetation has also bewted during fieldworkwith
thickets inand aroundmountains and the scattered granite kopjes Jauy spase
vegetation remain the arable landsThe vegetatiorcover in Northern Nyanga was
reportedly thicler during the early colonial period (Maxwell 1999). Nowadagsreased
human population density has ledit® clearanceThick forests in mountain aas have
species that includdulbernardia globiflora, Parinari curatellifolia, Terminalia spp,
Brachystegia spiciformiBrachystegia glaicescenand Gardernia resinifla. Other tree

species that were noted during fieldwork incluadd fruit trees such & Grewia
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flavescensAcacia polyacantha subsp. campylacanthidiostigma thonningij Adansonia
digitata, Sclerocarya caffraandGarcinia buchananiiThese mightave played a major

role in the diet of the communities that inhabited this area.

In Chivi, Biegel and Pope (1970) noted three types of vegetation. These are tree
bush/savanna, woodland and gully forest (ripariai)hough there are areas with
heterogeneous typef vegetation with elements of both woodland and savaBome

areas haveudden cangesfrom one type oWegetationto anotherFor example, at Razi

Hill the northern facing slope has savanna vegetation while the south facing side has
woodland and gully forest. Biegel and Pope (1970) argue that these are shgdlém

changes in geologgnd soiltype

The tree bush/savanna is the predominant vegetation with dense stands of deciduous trees
and low grass covdPlate 3) Within the research area, this kind of vegetation was noted

on the plains or the lolying areasespeciallyto the noth of Chivi Growth Point. This is
dominated byTerminalia sericeaand Colophospermum mopané&ruit trees include
Adansoniadigitata, Sclerocaryacaffra, Berchemia discolqrPiliostigma thorning, and

Grewia flavescens
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Plate 3: The bush/savannah vegetation in Chivi.

The mountainous part of the district is shown in the background.

The woodlandén Chivi are mainly found around tHeot and on the slopes of the granite
hills and mountains. Tlyeare mainly composed dBrachystegah bohemiiwith some
Julbernadia globifloraand to a lesser exteBrachystegiaglaicescensAssociated trees
and bushes include€irkia acuminagt, Rhoicissus revoileCommiphora mossambicensis,

Pterocarpus rotundifoliusillophylus alnifoliusand Gardeniaesiniflua

The gully forest vegetation is foundtine gullies and ravinesspecially alongnain river
valleys such as Runde and TugWhe common trees af&trychos hennigsiivimusops
zeyheri and Terminalia gazensis Other trees includeTabernaemontaa elegas,

Cassipourea congoensis, Homalium dentatum, Croton sylvatans,Androstachys
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johnsonii Rare trees includBrachylaena huilensiandCordia Africana At Nyoni Hills,
Biegel and Pope (1970, p.18) remaithe occurrence dBivinia jalbertii which they said
is restricted to these hills only in Zimbabwiéne variation in the types of vegetation in
Chivi must have provided diversified food sources for the higa#drerer communities in

the area.

The climate in Harare supports a natural vegetatibwleciduous miombo woodland
interspersed with grasslandalthough some sections have dry, early deciduous tree
savanna dominated Wyarinari curatellifolia (Wild and Barbosa 19675elous (1896,

1893) reported this type of vegetation in the 1800s. Hednthat the patches of open
grasslands were small and one was never out of sight of forest trees. Tanser (1964) also
made a similar report. Riparian vegetation occurs along the rivers, streams and around the
marshy areadt has a variety of plant specieghich could have been widespread before

the growth of the urban settlement. Selous (1896, 1893) argued that vegetable foods and
fruits were abundant in the 180Q@specially thdJapaca kirkiana, Ximenia caffra Sond
andVitex payosThe most common indigens trees are thigrachystegiaspiciformisand
Brachystegia bohemii Other plant species such d3ovyalis zeyheri, Dombeya
rotundifolia, Schotia brachypetala, and Dialiopsis Africana also occur

(http:/ lwww.zimbabweflora.co.zw/index.php). Grasses and shrubs such as the

Dicliptera spinulosaandFicus verruculosare found.
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1.2.8Fauna

The st distribution of animals in Zimbabwe is not cléldre type ofvegetatiorusually
influences thelistribution of sore animal species, especiafthycro fauna such as rodents
which are very sensitive to changes in habitat conditions (Kenmuir and Williams 1975).
The shordlived climatic pulses that are thought to have characterized the Holpeegod
probably did not affet the macrdaunal species which arkess sensitive to minor
changes in climate (Plug and Badenhorst 20@13outhern Africa, it is the macffauna
especially the antelopes that atepicted in the rock artThe micro-fauna that are
sensitive to enviramental change rarely appear in the Bar. exampleremains of kdu

and elandthe most common animals in the rock drave been found consistenty
archaeological sites various environmental regiordating back to 30 000 yeaBP

(Plug and Badenhst 2001).

The present day animal population in Zimbabwe is divelsencludes elephant
(Loxodonta africang lion (Panthera leo),buffalo (Syncerus caff¢y hippopotamus
(Hippopotamusamphibiu3, rhinoceros(Ceratotherium sy, baboon(Papio ursinus),
giraffe (Giraffa camelopardalis)kudu (Tragelaphus strepsicergsg¢land (Taurotragus
oryx), sable (Hippotragus niger), waterbuck (Kobus ellipsiprymnus)zebra Equus
guagga) warthog (Phacochoerus africanusyardvark (Orycteropus afer),porcupine
(Hystrix cristatg and hargLagomorpha sp.)Snakeslizardsand birdsabound. Although
Zimbabwe is landlocked, there is divemguaticfauna in its rivers and lakes. Some of

theseaquatic animalsccurin the rock art.
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Due to overexploitation and overpopation in Northern Nyangathe fauna is now
restricted to the sall species such as rock hyrax@3ocavia capensjsand hares
although the local people report occasionalsighting of leopardgPanthera pardugs
hyenas(Crocuta crocuty, bush pigs Potamocloerus porcus)and porcupingHystrix
africaeausralig. In this area in the 1870s, European huntmsounteredherds of
buffaloes, elephantsaand other animal@Burke 1969 Maxwell 1999).They also reported
that hunting and gathering waan important part d the subsistence afhe farming
communities that occupiethis areaat the time(Maxwell 1999 p.15. The Adasonia
digitata fruit and Ndiyaroot (no known scientific name) were gathe(dthxwell 1999)
Young boys still go for hunting trips the thicketsaround the mountainéEdward
Sanyamuergers conm). The varety of plant and animal resourcesusthave supported

the huntergatherer groups in the area

In Chivi, the fauna is no longer very visible because of igimanpopulation density
that has radted in the encroachment into the wild hHats of most animalsin the
mountainous areas, there are still areas of thickets where fauna such as |z@akles
and leopards ar&nown (Broadley 1970). Somesnakeswere encountered during
fieldwork for this researchalthough their species were not recordéde only me that

was correctly identifiedvasthe python(Pythonidae)

There have not been any detailed excavations targeting Stone Age sites in thatarea
Cooke (190) reported finding rock hyraxProcavia capens)sfrom the excavation

material at Chomuruvati iins. A number of birds were obseryexme of whichhave
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restricted habitats in the three types of vegetation described above. For example, the
tallow whiteeye ¢osterops senegalenpis restricted to the gully vegetation (Irwin
1970). Many animals such as kudu, giraffe and eland must have been found as indicated

by their presence in similar habitats in Zimbali®eithers 1983)

A wide variety of faunavas reported in Harare before the ddishment of the urban
settlementSelous {896) noted large herds of eland, kudu and other antelopes roaming
around the area. Along the Manyame River, he reported animals such as harfdbeest (
celaphu$, tsessebéDamaliscus lunatus lunatysyarthog,roan antelope(Hippotragus
equine$, eland, zebra, sable, and or{iurebia ourebi among others. Includeon the

list areanimalssuchas rhinoceros and elephathat Selous and other European hunters
were after. Mukuvisi River is reported to have hadimber of pools with crocodilesnd
different types of fisTanser 1964). There are also reports of monkeys, an occasional

leopard and waterfowllong Mukuvisi (Tanser 1964).

1.3 Environment and culture; An overview

This chapter has summarized the culttaatl environmental setting within which the

rock art was produced. The LSA provides this cultural setting for hgateerer rock art

in Zimbabwe. The discussion here has shown that the cultural setting was characterized
by temporal and spatial variatiom imaterial culture. These include such issues as
adaptation to environmental and social stress that accompanies changes in climate and
population size. Changes in social relations and mobility patterns can be connected to the

adaptation and social stre§she chapter has also presented the present environmental
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conditions with a view of laying the base for possible explanations for patterns in motif
variation over space. Many of these environmental aspects have not changed much since
the beginning of the Hocene period and therefore provide the physical context within
which rock art was produced. Besides influencing the subsistence and economic
straegies, the physical environment must have influenced werldview of LSA

communities
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Chapter 2:

Conceptual Framework

As Jones and Leonard (1989, pt®jve arguedd éwithout the measure of diversity, we
actually have very | i tThisehaptemprovidds efrdngeeiorko f o ur
within which the study of motif variation has been formulatethis researchAlthough

many researchers have noted the variation in the art, few have made it a focus of their
studies. Most have considered variation in the rodkt@ be of minor significance
compared to the commonalities. Variation in the rock art is consideratil¢harefore
deserves a focused study of its own. The variation found in archaeological mé&iemals

the LSA period andthe ethnography of the modern day hungatherers furthejustify

the study of variation in rock arA detailed analysi®f the artcan contribute to the
reconstruction of both the meaning of the rock art gnedsocial history of its makers.

The chaptemprovidesthe conceptualbasisfor researching on the spatial variation of

motifs in Zimbabwanand southern African rock art.

The clapter begis by providing anexposé of the variation in the archaeology and
ethnography of huntegatherers. It then expatiates on the working hypothesis of the
researchThe research is premised on the hypothesis that variatrontifirepresentation

is a result ofdifferences in the social setting of the productibthe rock art. This setting
may be in terms of localizeleliefsthat were held by different huntgatherer groups. It
can also be due wifferences inthe socialissues being addressby the artists through

the rock art. These issues might be emanating from environmental, economic or cultural

46



variables in the communityevidence from archaeological, ethnographic, and rock art
research is used to interweave spatial motif variation with db#ined working
hypothesis of theesearchThat there is variation in the archaeological record has already
been exposed in Chapter 1. Therefore, this chapter focuses more on the rock art and the
ethnographic datalt also weighsand evaluate the reseah carried out by previous
scholars on motif variation toontextualie the objectives of the research within the

broader theoretical and methodological approaohesck art studies.

2.1 Archaeological context and variability in rock art

Most of the huntegatherer rock art in southern Africa is ascribed toHtb&cene period

of the LSA (Lewis-Williams 1983 Garlake 1995 Walker 1987, 1996Mazel 2009

2011). Therefore, it is important to understand the other archaeological aspects that
prevailed duringhis period.Some researchers haasegued that there could have been
greater variabilityin the past sincghe archaeological recond more variedthan is
revealed bythe modern day huetgatheer ethnographic literaturéKusimba 2005
Humphreys 2007)Wilmsen (1989) argues thtte reduction in the heterogeneity could
have been brought about by the loss of some territories to newcomers such-as agro
pastoralists in the last 2000 yeaf$ie archaeological recoaf the period demonstrates

the variationin the stoneartefactsas compared tthe situation in earlier periods. During

the ESA period stone tool technology is much more homogen&wen though the MSA
shows the beginning of this variation, the material culture is not as diverse as that of the
LSA (Phillipson 2005).There is evidence of variation isubsistence strategi@&ross

space.A good examplewas provided bySealy (2006) who demonstrated distinct
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economic separation two huntergatherer groups that lived 14kapart on the soudnn
coast ofSouth Africa Although it might be difficultat the momento show such minute
differencesusing rock artonly, this level of variation amplifieshe needfor greater
awareness and research on variation within the archaeology ofryatieer
communities The rock art embodies the signatures of variation characteristic of the

period.

Within the archaeology of the LSA, there is evidence that the® also reduced
mobility among théhunter-gatheer communities, which resulted in curtaiéntof direct
confact between separaggoups thereby entrenching variation in cultural facets of the
communities Walker 1995; Sealy and Pfeiffer 20Q0Mitchell 2002 Barham and
Mitchell 2008).Walker (1995)argues that by arour@000 BP, people were occupying
the MatopoHills throughout the yeawvhereas the norm inr@vious periodsvasseasonal
occupation There idlittle archaeological evidence of extensive long distamteraction
between distantuntergatherer groups teeinforce anyclose cultural links.On the
contary, there isevidence ofan increase in group identity and territorial ownership
during the Holocene. Evidence of archaeological featsmebas storage pifsatteststo
delayedreturnseconomyin the Matopo Hills (Walker 1995)Walker (1987) connected
this period withan increase in thproductionof rock art in the Matopdlills. The period
engendered variation in material culture and social relatitiasker (1995)suggest that
rock art might have played a part in maintainiggpup boundariesby actirg as a

territorial marker since there is evidence infreasing importance of site ownership
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among these communitie§his evidence from Matopo Hills provides the possibility of

such an occurrence across Zimbabwe and southern Africa.

Limited movement anctontact between groupsf peoplethat live far aparimplies
increasingdistance in sociaklations and need#élthough variation in the rock art cannot

be only attributed to reduced interaction, sedentisads to development of divergences

in choices ad identities It necessitates the incorporation of other variables into the
cultural arenathat are not shared by distant groups and these in turn may affect the

choices made in the production of the art

2.2 Rock art studies and the regional variations

A number of researchers have worked on Zimbabwean rock art since the turn of the 20
century. Their researchasrangeal from quantitative, descriptive to interpretive works.
These researches have alludedddationof motifs across spada the rock arbut have

not studied it in detailCooke (1964) carried out a survey of the distribution of animals in
the rock art on 1200 sites that were known at the time throughout the cotmirgver,

this was not detailed since it was an informal survey with somea#isauch as kudu,
sable and other antelopes being left digvertheless, this surveiuded to differences
that existedin the art Research such as that by Breuil (1966) which focused on the
polychrome images from Masvingo also aided in showing mdiiérénces in what is
perceived by many to be a single region. Despite these alluthemsature and character

of rock art variation hanot at allbeenclear. Therefore, his research was conceiveal

conducta studyof the extent othevariability thatexists in Zimbabwean rock art.
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The differences in the rock art, whether it is from site to site or region to region, have
interested art enthusiasts from the beginning of rock art research in southern fafrica
more than a hundred yeaktowever, therdasbeen little exploration of these differences
beyond coming up with stylistic chronologissice the variation was viewed to be the
result of temporal difference$n southern Africa, eégional differences in the rock art
have been noted by scholars sashBurkitt (1928) Bleek (1932); Frobenius (1931)

Van Riet Lowe (1956)Rudner and Rudner (1970Willcox (1984) Garlake (1995
2001) Solomon (1998); Hampsonet al. (202); Pearce(2009 and Eastwoockt al.
(2010). The variation in motif over spaeeas noted as far back as the 1920s with
Burkittd $€1928) work He used stylistic differences to define three major geographic
regions, namely the Southern Rhodesian (Zimbabwean) group, the central group (rock art
from the FreeState Provincein South Africg and the southern group (rock art from the
WesternCape).The characterisation only considered rock art found south of the Zambezi
River since huntegatherer rock art from north of the river is generally regarded as
significantly different (Smith 1997)B u r k wadrkt irifflsencel subsequent researchers
although his delineations were based iindefined stylistic criteriaand limited
knowledge of the art (Hampsat al. 2002). Subsequentesearchers have modified and

adapted his geographic regiansce tre 1920s

Although Bleek (1933 di sputed Burkittods stylistic c
previous geographic division to four, with Cape Province, Drakensberg, Namibian and
Zimbabwean rock art maikg up the regionsvan Riet Loweg(1956)agreed with Ble k 6 s

divisions with a minor addition ofthe rock art from the Limpop®&rovince of South

50



Africa to the Zimbabweagroup (Willcox 1968). Later on Rudner and Rudner (1970)

divided the art of southern Africa into three dististylistic groups namely, abstre,

naturalistic and stylizedThey borroned considerablyf r om Bur ki tt 6s (192

characterizatiorbut they incorporated aabstract groupnto which they placedhe art

from Zambia, Malawi and parts of Mozambique. The natural art group is thattfiem

Eastern Cape and the Drakensberg area, whioct

of @udhed and Rudner 1970. 179. This phrase describes tleetion and colour,

emphasizes movement and gives a three dimensional effect to the imagesirty tiead

colour s. The stylized art, wh i eshhattfrbney t er me

Zimbabwe andparts of South Africasuch as Wstern Cape. This art, they argued, is
characterized by stylized human figures

Rudner 1970, 4.79).

Apart from dividing the rock art into different schooRdner and Rudner (1970) also
believed that different people or cultures made the different groups of art. For example,
they assigned the dynamic school to the Smithfield peoygtde the stylized art was

thought to belong to the Wilton culture (Rudner and Rudner;\icox 1984). These

lithic cultures were based on archaeological research that was not clearly understood.

Further research has shown that these Stone Age alob@mal cultures are more
compkxthanthe simplified classes th&udner and Rudner (1970) us€&dr example, in
Zimbabwe, what was regarded as Wilton culture is now categorised into 4 periods (Table
1). The methodology employed for the geographic diovisi by Rudner and Rudner

(1970) has alsobeen criticised for being too subjective and dependant on previously
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assigned regions (Hampsoet al. 2002). These regional assignments reflect an
acknowledgement of variation in the art that is commonly accelptedchot clearly

explained

Although LewisWilliams (1983) did not agree with the methods employed by Rudner
and Rudner (1970) in characterizing the different regionstob& on the regional
differences in his survey of the rock art of southern Afiidach hedivided into four
regions Region 1 consisted of the rock ant Zimbabwe and parts ahe Limpopo
Province of South Africa, while &gion 2 was the rock art of Namibia. Region 3
encompased the rock art from the soutkastern Cape Provincancluding the
Drakensberg/Maluti Mountains, whileggion 4 covexd the geometric art of the central
plateau of South Africa. These regional distinctiovese based on content and style.
Theseregions are not very different from thenes byRudner and Rudner (1970).
Wil l coxos ( udthdrock aot mfpAfica @dlso subscribes to these regional
differences for southern Africalherefore, here is general accord in broad regional
differences in the rock art of southern Africa. In spite of the problems thapthegnt,
these geographic regions are implied in most of the studiesuthern Africa rock art.

Theimplications of this regionalisation hamnever been fully investigated.

While coming up with different geographic rock art regibased orstylistic differences
has been met with widecensure(Bleek 1932a; LewiNilliams 1983, 1984; Garlake
1995) there is general agreement on the varymagure of the subject matter and its

frequency across these regions. The most obvious examile artis the emasis on

52



different animals in the different parts of southern Africa. Within South Africa, the eland
predominates in the Drakensberg Mountawbereas in the Waterber@ea itis the
hartebeeseand roan in Mpumalangé_ewis-Williams and Dowson 1989 aue 2000
Hampsonet al 2002. Elephants and sheep are more common in the Western Cape
Province (LewisWilliams 1983 Lewis-Williams and Dowson 198%arkington 2002).

In Namibia, the springbok dominates the Brandberg rock art (Rudner and Rudngr 1970
LensserErz 1994) while in most parts of Zimbabwand northeastern Botswan&udu

is the mostfrequently depicted (Walker 189 1998; Garlake 198, Nhamo 2006,
2007). There is also convincing evidence of variability in the frequency of other aspects
such as e ratio of male to female human figures and the greater variety in themes
(Eastwood and Blundell999 Garlake 1995). Frobenius (1931, see Garlake 19983)p

has argued that distinsubject mattein Zimbabwean art inclugeformlings, fields of

flecksand plants.

Despite the fact that many scholars allude to these regional groupings, the issue of
regonality remains one of the leashderstood aspexbf rock art in southern Africa
(Solomon1999,2008 Hampsoret al 2002 Mguni 2002;Smith 2006 Ndlovu 2009). A

few scholardave tried to conductetailed comparative anabgsto establish the extent of

the similarities and differences in the art of southern Africa (e.g. Rudner and Rudner
197Q Garlake 198@). Even Ewer researchetsavetried to decipkr the differences that

they encountered in the art.
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The broad regional groupings outlined aboweymeadoneto assura that the rock art in

one broad region iall similar, yet this is not the cas@arkingtonet al. (1994) pointed

out thatthere are m&ed differences in the art even at gelgional scales. Theseere
notedfrom as far back as the 1920s when Burkitt (192814a) arguedthat within his
central group of rock art from the Free State province, there were local variations or
whathetermé 6 geographic art centresoO,Eastwodd sl i ght
et al (2010 p. 80) have shown that even within the Limpopo valley the art is different.
While the art in theLimpopo Shasé Confluence AregLSCA) has more humans than
animals, Northern Venda has more animals than hurdepictions (Eastwooet al

2010). Despite such evidence, researches have been focusesinparative analyses
within and betweemegions to come up with palpabévidence for thencongruity of

motif representadbin.

In Zimbabwe, researchersuch as Goodall (1959Breuil (1966, Garlake (1987),
Walker (1996) and Mguni (2002)have noted variati@within the rockart but few have

tried to analyse and explain it. In the mid"2@ntury, researchers were moreeieisted

in variationbecause they perceivedasa chronological marker of the art rather than as
reflective ofdiversity within the broad regional groupiadfor example, Burkitt 1928;
Cookel1957, 1963, 1959, 197&o0o0dall 1959)In the last 30 yearshe variations in the
rock art were mostlydismissedin favour of the common attributesewis-Williams
(1983, p. 36) arguethat no matter what the differences may be, the art shares many
features.For him these commonalities were more important in intérgrehe art.In

Zimbabwe,much of the research sialsofocused orsearchingor commonalities in the
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rock art rather than embarking on rigorous comparative analysis (e.g. Garlalke 1987
1995). The commonalities were favoured because they fit into thecérahamanism
hypothesis which has been popular in the last three decades. However, this left out a large
part of the huntegatherer lifestyles that is reflected in the variation. Issues such as social
groupings across the landscape can only be underbiotmbking at differences rather

than the common aspects. Studying variation in rock art can aid in this endeavour.

2.3 Ethnographic communities as analogies of variation in LSA
archaeology

Rock art and other archaeological evidence demonsttaeactualiy of variation within
the LSA huner-gatheer communitiesin southern Africa Nevertheless, there is need to
appraise the nature and extent of variation among the modern day-gaihierers as
they are sources of analogiesed inthis research fothe irterpretation of variation in the

archaeological record.

Currently, the rock art and other archaeological recoations ofthe LSA of southern
Africa are based on ethnographic evidence from tfeceditury huntegatherersn the
Cape Province of Southfrica (e.g. Bleek and Lloyd 1911; Bleek 1923, 1924, 1928a)
This body of evidence is complemented by evidence from-2@iticentury hunter
gatherer groups ithe Kalahari(e.g. Schapera 1930; Marshall 1957, 1960, 1962, 1969,
1976, Lee 1972, 1979; HeinD1712, 1975, 1978, 197%ilberbauer 1981)Although

drawing parallels from the ethnographic information has contribsitgdficantly in the
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quest for meaning in rock art research, it has asocretised thefocus on the

commonalities thatauld easilyberelated to the available ethnographic information.

This approach has masked variability in both the archaeological recordthand
ethnographic materiallhe ethnography, which has common aspects with what is in the
archaeology, is the one that has freglyebeen utilised, leaving out that which shows
diversity. This has led to the ovettilisation ofthe ethnographic information frooertain
huntergatherer groupswi | e t he r est afitceto teecarclsaeotbgicale d a i |
data(Kusimba 2005 p.33%. Rock art researcherStone Age archaeologistscheome
anthropologists have been accused of drawing most of their analogies from a few groups,
choosing only those groups that reflect their interest in the archaeological record, and
ignoring aspects ofrgups thatare not compatiblevith their interpretations (Mitchell

2004, 2005 Kusimba 208). For archaeologists, the emphasis on particular groups is
partially because these groups have been well researched by anthropofegists.
example most analogieare drawn from thé&Kung because their ethnography suitany

of the interpretations favoured by researchers. This-@l@ance on théKung has seen
thosemodern huntegatherer groups that have varied information being sidelindéaeto
extentthat somecritics havecalled for the6 d!eK u n gof time@@haeology of scharn
African huntergatherers (Parkington 1984Mitchell 2004, 2005 Humphreys 2005,
2007).In the last few yearsis lack of variety in the ethnographic analogies has become
increasingy inconsistent withthe greater variabilitynow found in other aspects of the
archaeological evidend&ealy and Pfeiffer 2000; Mitchell 2085 b; Sealy 2006)In

this research herefore the variability of the modern day hurigatherer communities is
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used as a model to interrogdite causes dhe variationand the structuring principlen i

the past huntegatherer communities who made the rock art.

Tobias (957 best described the variability of theodernhuntergatherer culture when

he arguedtha there is no single criterion to characterizechfthem.Many early western
travellers and missionaries portrayed the hugsgherer groups in the Kalahari as
homogenous (e.gschapera 1960, 196Baines 1864). This has been proven false (e.g.
Gordon B90;Barnard 1992and Wilmsen 1997)ut the notion has not been completely
abandonedThis is especially evident when researchers emphasize the common aspects
and regard any differences to be a result of acculturation from their Bantu and Khoe

neighbourge.g. Jolly1996, 2002; Eastwoetial.2010).

There are different ethnic groupings in the Kalahari though the delineation and
characterisation of these groupings is a point of contention among anthropologists
(Barnard 1992)Most of the contemporary hter-gatherer groups afouthern Africacan

be classifiedinto three major groups based on linguistic characterisafibese are the
southern, central and northern groups (Bleek 19f@apera 1927, 193@Barnard 1992
Guenther 1999Elliot 2004). These diisions have several linguistic sdlvisions within

them with some groups barely understanding each offiee southern group inclusle
groups such aghe extinct ! Xam or !Xamka /ke of the Cape Provingd/Xegwi, the
Mountain Bushmenof Basutoland(Mphak and Mamantsolnd the!Khomani (Elliot

2004). The central group includ#e Nharo, G/wi,G//ang Tshwa(Hietshware)and the

Shua(Tyud. The northern group includethe J u/ 6 hoan, Auen, ' Xu ( Se
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(Kwankala) of Botswana, Namibia and Angol@Barnard 1996, Elliot 2004)The
northern group is sometimes collectively known as tKeng, althoughin some
publications the termKung is used to refer to thd u / 0 (Beesele 1993)Extinct
groups from southern Namibia have not been assigned to arhe dirdad linguistic
divisions. They are just classified as the Naambgroup (Elliot 2004, see Map).8
Barnard (1992, p.40) argues that the linguistic groupings correspond roughly with
cultural units. For example, the 'Xo feel that all those who speak lHirguage have

common ancestral ties (Heinz 1966 cited in Barnard 1992, p.64)

( T
i | _— N
( { \
< JEua
; & ANGOLA \ e !
J IXu (Kwankala) - E \jﬁ
{ / § 7 |
.\ Hei-//.om o - ; /}/
\ ® ¢ w o
\ ZIMBABWE U 3.7
X 'y 4 y g 7/
\  Dafbara BOTSWANA ™ [ PR BN
N Otiaha O m ¢ 33
b s'a0 g et a - B
N //ana : s \
N . 2 ;
) NAmBIA : @ Nharo (Hiejshyfare)_. k{
§ (W= (Naro) @ . ;
{ | * of i
\ X0’ Ve e
\( o IL\ (E.=Hoa) r * -
Py (P nxegwi | ;7
{ T [Auni | 5,40 f e g P <1
i uinin ™\ b g /
[t & o (G SWAZILI(ND/ J
\ ~t
(\, Hobgnen SOUTH AFRICA /
X [ )
PL * N y
Ny 7N P
\ * % LESGTHO
\ a €% - ;
.\ IXam-ka 'ke Mphaki Mmoo //
N /
N\ A
\ //
’ r
o 4
N -
1 - a2
-
KEY
Language Groups
A Namib group
® Central group
®  Northern group
%  Southern group
@® Khoe speaking groups 0 250 500 1,000
L 1 1 1 |
B Others groups Em—
llometers

Map 8: The distribution of contemporary southern Africa hunter-gatherer groupings
(Adapted from Schapera 1930; Barnard 1992, 1996 and Elliot 2004)
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The huntergatherers in Zimbab&are known from the western parts of the couatong

the present da¥imbabweBotswana bordeiThe ones from the northwest belong to the
Shua and those from the southwest to the Hietshware gBoaip.groups are known as
Masarwa/Basarwa Batwaor Amasili by the local farming communities and thlegve
beenregarded as such since the 18(®slous 1893, 189@ornan 1925Hitchcock and
Nangati 200D The Shuaare mainlyfound around the Hwange area and thshwa
around the TuliCircle and theShask/Limpopo area (Dornan 1923arnard 1996;
Hitchcock 1996. Both belong to the central language group, which is heavily influenced
by theKhoi languaggHitchcock and Nangati 2000 see Mayp Brior to the 1920ghere
were unconfirmedeports ofhuntergatherer groups in some parts of Zimbabwe such as
the Matibi Mberengwa Chiredzi and other parts of Masvingo Provir{€dton 1893
Dornan 1925)However,as Dornan(1925) argues, it is not known wheth#ére groups
reported in thesgarts of Zimbabwe were also Khoi speakimy belonged to other

language groups. Thus, they are classified as others on the map.

Many of the languagesspoken by the different language groups are mutually
unintelligible even for those that are classified in sene broad languag®loffat (1842
cited in Humphreys 2007, p.106bserved a high degree of variation of hwgatherer
languagesieven when nothing but a range of hills or a river intervehetween the
ethnic groups. Contact with people fragifferent language groups is common at the
boundaries but those who live in the interior andy vaguely aware of other groups and

their material culture (Wiessner 1983). This heterogeneity of the modern day-hunter

59



gatherer groups is used here for inferences ervémiation of the LSAwuner-gatheer
communities. The variation in material culture found in the archaeological record might
be reflectingthe variations in cultural aspects of tiéerent groups of huntegatherers

This is the position taken by thissearch.

Memberswithin the sublinguistic clusteror dialect groupsee themselves as one group
and some claimelationsthrough a common ancestor. For exampleurie (193, p.89
reported that members of tléo-//ein (#Au//ei) groups claimed descenbim a first big
#Ao-//ein fibushman. In additionto the language, they also share common exchange
networks, systems of kinship, initiation rites and other ceremonial aspects (Wiessner
1983 Barnard 192). They differentiate themselves from people frotheo language

groups; they even have names for these outsjidiesssner 1983Silberbauer 1981

These sulinguistic groupings in the Kalahari have thiegels of social organizatip

the nuclear family, the band atige band clusterranexus(Wiessner 983). This basic
structure of the huntegatherer social anatomy nhigbe a useful axis for evaluating
variation in thearchaeological recordNevertheless, groups such as the !Kung do not
exhibit some of these levels of social organisatidre 'Kung, for example havea weak
system of band clustering while th&o and theG/wi have strong systems (Wiessner
1983 Barnard 1996). Those groups witnd clustes usually converge at certain tisie

of the yearalthough the band is, however, the most interattivel.
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Siblings who own a particular piece of land that forms the basic subsistence area for the
unit (Lee 1972 Lee and Daly 1999) constitute the baifthe bandmembersmight be

linked by birth or through marriage (Heinz 1912e 1979 Silberbauer 181). Band
membership is very fluid depending on the availability and seasonal vaoifiood and

water resources (Yellen and Harpending 19Wdessner 1983)There are frequent

extended visits totherbands within the band clust@f/iessner 1983)

If huntergatherer societies in the past had a similar bssatal structure, variation in
material culture such as rock art might be a result of the differences in the groupings of
the past communities. Although this research does not aspire to identifygtbeps in
the archaeological record, the results of the analysis might be useful towards that

enterprise in the future.

The above analogy is especially fruitful when used together with the variation that has
been noted in the land tenure system of tlelenn day huntegatherers. The popular

belief is that lmntergatherers are nomads whmve across the environment with no land
tenure system to manage these movements. Research in the Kalahari has shown that this
is an overgeneralization of the mobilitpatternsof huntergatherers(Heinz 1972)

Rather huntergatherers move from one place to another within a defined area with
defined boundaries. As early as the early 1900s, PassarGermangeographer who
recorded ethnographic information of some @& Huntergatherer groups in the Kalahari
showed the existence of a land tenure system gntbe Kalahari huntegatherers

wherein everypandhad defined hunting groundgvilmsen 1997) Fourie (198) noted
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that each family group owned its group area andauwddority and special rights over it.
This territory is never taken away from the owners even in cases of conflict (Fourie
1928). For those groups that moved accordiageasonahvailability of resources, they
would have two hunting grounds, one for tthe season and the other for the rainy
seasonSubsequentesearchers have also confirmed tMsrshall (1960) and Lee (1972)

for example show that the land is divided into distinct territorieto(es) inhabited by
separate bands/{abes). Borders dthesen!oresiare roughly defined by a landmark or

in terms of the area surrounding the landmark. These landmarks might include any
recognisable elements in the environment such as treespiitisuntains. This means
that resource utilisation was comdéid to these particulareas and not unlimited he size

of the territory differs among the different hungatherer groupsThe territory of
individual bands amonthe !Kung and the!Xo measuredetween 30600 km* That of

the G/wi arebetweerd50and1,000 knf (Lee 1979 Silberbauer 197AViessner 1983).

The observance of these territorial boundaries differs among the different ethnic groups
in the Kalahari (Lee 1972Barnard 1992). Some groups observenthiastidiously
(Fourie 1938; Heinz 1972 while others, such as tH&ung, have a nonchalant system of
land ownership (Marshall (1960Lee 192; Wiessner 1983). Researchers have
postulated that the territoriality of the huntg@therers differs with the environment in
which groups are located (Lee @' Barnard 1992, 1996 The availability of resources
influences whether or n@ grouphasa strict or nonchalarterritorial systemThis has

also been observed among hurgatherer groups in other parts of the world such as the

Nunaminut /Inuit and Akimiut of North America (Binford 1980, 2001; Andrews 1994;
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Burch and Csonka 1999). On the other haidmsen (1989) has argudbatthe loose
sense oferritoriality among soméuntergatherer groups the Kalahari is a result of the
fact that they havéost their land rightshrough appropriation of the land by groups such
as the herders, farmers and white settldis is of the opinion that before colonization
when hunter gatherers still had rights to land, they dtemhg systems of territoriality.

However, this is difficult to support with archaeological evidence.

In the Kalahari today, groups that live in areas where the resources are sometimes erratic
have a flexible territorial systems in the case of th&Kung. The reciprocal access to
resources wuld ensure that the kegsources would be availabledt at critical periods

(Lee 1972 Wiessnerl9820). This reciprocal access is fostered by a gift exchange system
known ashxaro (Wiessner 1982a, p.62groups that live in environments wightentiful
resources or water sources such as the Nharo have a more closed land tenur@nslystem
are less mobiléBarnard 19801992, 1996;Wilmsen 1997)0On the other hand, groups

that have low resources are more territorfdde G/wi also have exclusive rights the

land (Silberbauer 1963). TH¥o would not even dare ask for permission to use another
band cl ust er 0 sWiéssnerd983)Bdreardn(1992,11996)%argues that the
threshold of abundance and scarcity determines these systems. Where thewe are
resources the groups tend to be protective of them, whereas where the resources are
almost norexistent there is nothing to protect. He has illustrated this by usin@.dine

and #Khomaniof southern Namibia who have even fewer resources than thanXo
therefore have an open access system (Barnard 1996, p. 10). The casonhgrend

the Nharo shows the reverse situation in this caBkis diversified nature ofhe land
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tenure systesiamong modern day huntgatherers can provide interesting ag@s in

the interpretation of variation in the archaeological recArdong those with strict land
tenure, contact between widely separated groups is limited. Reduced mobility inflicted by
territorial boundaries may account for the variation in the culexpression of widely
separated groups. Thus, territoriality and redlicontact might explain theegreeof

variation inthearchaeological mateai culture of the LSApeople.

A comparative analysis of the social and political organisation of hgdteerer
communities in the Kalahari has also shdwoth major differences and commonalities.
Barnard (1992) argues that the major point of difference among modern day San societies
in the Kalahari istte way they relatghat is the structure of their kitngp and relations

with other members of the grouphe societies areither kinship confedetasor locality
incorporative. Thse that are kinship confederatesnsider kinship ties more than
resicence whereas the latter considesidence to override kihg ties. In the Kalahari,

both these structures are found among different communities depending on local factors
such as abundance of food and water. TXe, for example are more of kinship
confederates whereas th€ung prefer the locality incorporater Among the!Kung, the

naming system allows any person with the same name to be a relative. Barnard (1992)
argues that theature of social relationis influencedby environmental variables such as

the availability of water and food. Those groups that In areas where water is readily
available are less seasonally structured while others are highly mobile because of the
scarcityof water in their area. The kinship structure of the groups wouldenée the

mobility of members
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The differences do nand with the structure of relations. According to Barnard (1992),
there are differences in religious beliefs. The concepi@#, for example, is unique to

the IKung, althoughit is similarto beliefs about rain found among other groups. There is
alsova i ati on even in the O0commo,npd69aises anct s
example of the variations in the common story about a mythical figure dajfledon
his-fee® . H e tham thet seoiy differemong various groups tfuntergatherers. It is
adapted to different local patterns of narration giving it a local flavour. Fourié (192
89) also reports that the initiation ceremonies vary considerably among various ethnic
groups. Solomon1@99, 2003 exposes the difference betwelung and!Xam beliefs
especially as regards cosmology, illness and its cufihgreforeit is clear that although

the modern huntegatherers share many commonalitifsy also have differences that
influence and are a direct result of how they live. Archaeologgts thus use this
variation to model the nature of variation that could hassted among the LSAunter

gatherers.

An examination of variation imaterial culture of the modern day huntgtherers would
also provide interesting analogies for the intetgtion of the archaeological record.
Schapea (1930, p.207) mentions homodern huntegatherers decorata range of
products such as pottery, ostrich eggshells, utensils, skinasagsll asstone and bone
pipes. He however did not discuss these deations in detail because he considered

themto beof fino intrinsic value . T hinfostunatesbecause the decorations on this
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material culture couldhave been very important in epitomising the nature of cultural

variation amongprehistorichuntergathere communities.

Archaeological and ethnographic evidence of decoration on ostggshellsis a
potential source of information on the variation in decwoesdrt but little has been done
to document the ethnographic information. Archaeological evidehostrich eggshells
that have been recovereimostlydated to the last 200 yeaiBhe data ishowevertoo
scattered andoo little to show patterns that can be used across the southern African
region. Humphreys (I®) discusses a number of decorated sbglls that were
discovered on the edge of the Kalahaasertin South Africa. The patterns from the
Orange Free State differed from those foumdhe Cape Province. Another cache of
eggshells was discovered ihe Northern Cape Province but they weret necorated
(Henderson 2002). This evidence shows that different groups of fgattesrers could
haveexpressed the artistry @mggshells differentlyDecorated artefacts recorded in LSA

contexts include bone and wooden objects (Cooke 1965b).

In supportof the fact that material culture carries messages about group relations,
Wiessner (19831984, 198pnoted that items that carry social information are those that
take a long time to manufacture and also those that are used for a long time, for example
arows, spears, knives, clubs, awls and musical instruments. Disposable items contained
little or no stylistic messages theform of decoration. Items that are highly visible also
have these messagés exampleclothing, bone pipes and beadeandbagditems such

asaprons Osignal o6 group affiliati(Wessnaend t her
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1984).She also noted that items used for ceremonial purposes such as initiation were also
agents for group i1identificabnon( Waeksner otL?9
260). Sackett 982, 198, and 198§ however argues that the differences are not
consciouslycreatedto serve the purpose of group distinction but researchers can use

them as identification markers. He regarded this astuhresic value of the style.

As demonstrated above, there is clear evidence of variation in the archaeological record
and most importantly, there is variation in aspects of the culture of the ethnographic
societies from whom most analogies are derived. Fevargsers have tried to use this
variation in the ethnographic evidence to explain the variatiothenarchaeologal
record An examination of the variation in both the eigraphic societies and the LSA
communities can be of great valumethe quest to wterstand variation in the rock art of
Zimbabwe.However, aution has to bexercisedin using these analogie€ulture is
dynamic. Thus what has beegcorded from the modern hunter gatheses somewhat
different from the situation that prevailed in taechaeological record. Ehdifferences

are exacerbated by the acculturation that has happened in the last 2000(sgsars
Wilmsen 1989) Contact with other groups such as the herderseies and European
settlers havanfluenced some of the cultural aspeof the modern huntejatherers
(Wilmsen 1989 Tanaka and Swgvara 1999 Humphreys 2007). Some modetay
huntergatherers nowspeak Bantu and&hoi languages(Silberbauer 1981 Denbow

1986.
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An additional problem is thatproduction of rock art ceased the last few centuries.

There was very little data recorded from those that had a direct relationship with rock art
production. Apart from the rock art, information on other traditional artistic practices of
huntergatherers has also been lo3thus, the major setback of all ethnographic
perspectives lies in thdeficienciesin data It has to be accepteithat someuse of

ethnographic analogy is unavoidable. Refusal to use any ethnographic analogy merely

forces researchers to fall back on mere statisacalal ysi s and the fgaze
approach of studying art (Mguni 2002). Ethnography is used here to provide models of

possible structures of huntgatherer social lives. The variety of these structures is

employed to show possible variation in the pasis is a point of departure from the

traditionaluse of ethnography that focuses on the common aspects.

The variation in modern ethnographic groups
spatial variability of motifs in the rock art. As McCall (2QGargues, there is need to go

beyond the ethnographic data and look atatehaeological record fgratterns that do

not exist among ethnographic societi€ae conceptual approactor this researchs to

combine ethnography and archaeology in this manhé possible thavariationin the

three aspects under review here are an indicaifotemporal differences in the art
Nevertheless, this is difult to ascertain at the presedue to lack of a strong

chronological control in the study of the artsouthern Africa as a whole.
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2.4 Rock art and the concept of culture

Leo Frobenius (1931) argued tle@nnecting rock paintings to cultures that created them

is an arduous tasthat needs to be approached without haste gladually. Although

Fr o b e nterpuesaiionsiofmthe rock art have been heavily criticidad,has remained

an important observation that has been provaid throughout the history of rock art

studies. However, there has been a lestganding problem of defining culture in
anthropologral circles.Alfred Kroeber and Clyde Kluckhohn (1952) famously compiled

a number ofdefinitions of culture. These have been modifsed! challengedver the

years(Hall 1959;Geertz 1973; Keesing 1974; Rathje 2009; Havilandl. 2005; Peoples

and Bailgy 2011) Today most definitions find common ground in considering culture as

enduring shared, learned knowledge and expected patterns of behaviour that differentiate

one group from anothéHavilandet al 2005;Peoples and Bailey 2011). Hofstede (1980,

p.21-:23) defines culture as Athe collective pr
the members of one group from anothero. N o
because the word culture is used in many different contexts and with different agendas
(Rathje 2009). Therefore, it is important to contextualise the definition of the term
according to a particular research. In this study, the emphasis is on the shared, learned

and expected behaviour of a groupijnthal t hough

understanding of motifs in rock art which are visual exgpoes of the worldview

Defining culture as shared, learned knowledge and expected patterns of behaviour of a
group helps in the examination of rock art as a product of a certain grtusheared

values. Artists are part of this group and their art is informed by the thought systems of
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the whole. They do not operate in a vacuum but rather, they draw their syindoolthe
shared worldviewand they help in comnmicating the same worldvieto others. The

artist as an individual is not an isolated entity. This position would mean that other
cultural aspects inform the art and it informs them in return. Art is therefore a vehicle that
is made out of cultural issues but that also carries alltonessages. Against this
background, one can take the variation in rock art motifs across space to reflect

differences in the worldviewf various groups.

The line of inquiry taken in this research looks at the individual as part of the group; the
artistexpressing the interests of the whole group, however it may be defined. The study
of individual agencyhas received some attentiam archaeology (Gardner 2004). As
Gardner (2004) pointed out, the study of individuals can illuminate their relationships
with the wider society. It can also show how the individuals interpret the society. Art of
any kind is a product of an individual in a particular social context. Attempts at the study
of the agency of individuals in rock art have not been popular due tcoduddigical
problems of identifying the individual artist (Garlake 1995, 1998, 2001). However, a
number of researches centred on the agency of the individuals in rock art production have
been conducted (Dowson 1994; Lewilliams 1997b; Layton 2003, Lingna Cornell
2010) . This research wil/l not focus on the
premise that one has to understand the broader groupings before tackling the smaller
components of groups. The study of individuals can be an important stege in th

reconstruction of the variability of the rock art.
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The problem comes in the definition of groups that share the said aspects. As we have
seen with the modern huntgatherer societies in the Kalahari, there are many levels of
groupings. They range frortne family, the band, band cluster, dialect group and the
language group (Table 3). The definition of culture given above can also be used to
describe allhunter-gatheer societiesvis-a-vis agropastoralists communities. All these
share some aspects Mitfer in others. One has to define the level of application of the
study. As will be shown below, rock art studies in southern Africa have already looked at
the huntergathereifarmer trajectories. The study of commonalities in the art has also
explicatedthe culture of southern African hurigatherers in general. This research
argues that the challenge left is to look at culture at the level of language group, dialect
group, band and other levels of social organisation in hgatiérerer societies. A sty

of rock art motif variation across space will be of benefit in such an endeavour.

Huntergatherer (as opposed to agrastoralist)
Langu:ge group
Sublanguage group
Band cluster
Band

v
Family

Table 3: Social groupings within hunter-gatherer communities

In many of the definitions of culture, the learned knowledge consists of meanings,
perceptions, values, beliefs and other aspects that are socially transmitted. Tylor (1871)

included it in what is regarded as the first expligfinition of culture. Others have since
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taken after him to include art on the list of aspects that are culturalK{@gber and
Clyde Kluckhohn1952; Trilling 1955; Haviland et al 2005; Peoples and Bailey 2011).
However taking art, includingock art,as reflective of culture has its own problems. The
art images themselves are not ayw transparently representatia@d sometimes
particular subject mattemay signify different mental constructsleverthelesstoday
many of the researchers on rock laawe either implicitly or explicitly taken rock art as
reflective of cultureThis information includes data frothe archaeolgical recordand
anthropology of the modern day huntgatherers. The present knowledge of rock art has
provided the general ide#t the makers of the art and the ethnographic information has
provided ideas, customs and social behaviours that might have infotheedontext
within which the art wagproducedand consumeddith this general idea about the rock
art, one can be able taterrogate the variability that exists in @nderstanding variation
will lead to a holistic interpretation of the meaning of the art. It will also help in

reconstruction of the economic, social and possibly political organisation of the artists.

Although variation in the rock art has not received intense investigation, pianaslly
influenced the way in whicthe art has been interpreted part of cultureFor example,
some researchers viewedriation in the art from the migrationistandpoint where a
change irsubject matteor style was thought to reflect new groups of people coming into
an areawith new cultural aspect@urkitt 1928 Frobenius 1931Goodall 1959; Breuil
1966; Eastwoodet al. 2010). This was populami the mid1920s,whenrock art images
were used as evidence for the presence of foreigmexsuthern Africa at some point in

prehistory. A good example is that of the images from the site of Rumwanda in southern
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Zimbabwe, which got wod acclaim for being the produof Egyptians(Impey 1926

Battiss 1948). Breuil 1948, 1966) also argued for foreign origins fbi-chrome and
polychromerock art from MasvingdProvince Cooke (1965ajid not subscribe to the

view that polychrome art was executeyl non huntegatherersHe, convergly, argued

thatthe polychrome images weeeresult ofhuntergatherear t i st s observing i
people who were distinctly different from their communities, probably the herding
communities who were moving into southern Africam the north. Thus, @bke(1965%)

used the occurrence of these polychrome paintings to draw possible routes of the

migration of herder communities through present day Zimbabwe.

Old theoretical perspectives such the hunting magic had variation as an inherent
component yet hey had problems in accounting for
weakness in this regasgas in its failureto explain why there was great variation in the

rock art of southern Africa. From a hunting magic point of viéepictions especiallyof

the huning scenes, were understood as a way of wishing for a successful hunt. This
would mean that the art could be as diverse as the animals that were considered food. The
problem came in explaining ndood subject matter that is widespread in the art of

souttern Africa This theoryneverbecamepopular due to its failure to account for the

limited occurrence of hunting scendise preponderance diuman depictions andon

hunting depictions in the art (Cooke 186G&arlake1988,1995 Lewis-Williams 199@).

The failure of the hunting magic theory to explain the rock art of southern Africa led to

firming of the artfor-ar t 6 s s a k. €dlowerspod thidhteesry arguethat the art
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was drawrfor the pleasuref drawing to celebrate the beauty of the anisnand events

that happened arouritle artists (Goodall 1959; Cooke 1964, 1969a, 19vVdodhouse

1984). To this end, rock art was considered rémilt of intensely personal experience

t hat was fAnot essentially necBurkitsl®28rpylldt o t he &
Other researchers have also argued along these lines (Battiss 1948; Lee and Woodhouse

1970; Rudner and Rudner 1970; Willcox 1973, 19A)hough thishad an inherent

component of variatignthe consistency in the depiction of certaubject matteiin

certain areas goes against the grain of random depiction of images. Quantitative analyses

of the 1960s and 70s proved beyond doubt thatstiigect matter in theock art

concerned was patterned in ways which cannot be a result of ractiomnes of

execution (Maggs 1967; Vinnicombe 19712Z2wis-Williams 198, 1981, 1983; Cooke

et . al 1983; Gar |l ake 1 9wW8d) not haveaproducd such f or ar

consistencyunless the art is guided by some cultural code.

Failure by traditionaperspectives to findhe meaning ofvariousrock art images led
scholars such as Vinnicombe (1972, 1976) and L-&WlBams (198Q 1981,and 1982

to look to social anthropology for explanatiomhey were more concerned with
explaining theemphasis and caistency in the depiction of certasubject mattein
certain areasThe abundance of eland in the rock art of the Drakensberg, South i&frica
a good case in poin¥innicombe (1976proposed what is now widely regarded as the
social theoryin rock art nterpretation(Blundell 2004 Nhamo 200B). The theory is
based on the premise that the major point in matongart wasto communicate societal

concerns and princigs. The production of art was embedded in socjalitical,
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economic, and religious cumstances of the whole community (Garldle87a, b, & d,
1994).This was also the context fahe consumptiof the art. It wasntelligible to the
viewers because it fell within the broader framework of symbolism and experience of the
wider society (Lews-Williams 198Q 1981, 1982. Rock art is now considered as a
product of artists who were fulledged members of their societiest the work of some

Aii sol ated geniuses driven by some power f ul
from the fvebbofanddai fWidliams 1994, §.278.wihedr artistic
decisions were informed, inspired and restricted thg cultural ethos of their
communities. Theefore, the rockart articulate and communicates the perceptions of
their societies (Corbeet al 2008). It was socially informed and sanctionéthr
example, some huntgatherer groups viewedninals such as eland and kudu as
mirroring of the human situatian Thus, theymay haveusedthemas such in symbolic
representation in the art (Vinnicomb®75 Eastwood and Eastwood 2006; Nhamo
2007H. This approach is grounded in taking rock art as an integral component of the

huntergatherer culture.

With the rock art of Zimbabwe, ¢hsocial naturgvas noted as far back as the 1930s when

Leo Frobenius (131 cited in Garlake 1997, p.3proclaimed that the art was 'a symbolic

art'’ concerned with "symbolic concepts' t
which followed by a 'rigid, canonically strict codeT.oday; this framework underpins the

basic undrstanding of rock art. Rock artgsen asn expression of cultural aspestgch

as belief systems, moral codespcietal aspirations anceligious experiences(e.qg.

Vinnicombe 1976 Garlake 1994, 1995Viguni 2002, 2004, 2006a & b; Nhamo 2007b;
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Lewis-Williams and Pearce 2004a & lhewis-Williams and Challis 2011 Therefore,

the production context of the rock art was deeply rooted in the social relafiohs o
communities that practised (iDowson 1994)In this regardrock art is a pragmatic tool

for investigating prehistoric cultural variabilitbuzman (1998) arged that rock art is
arguably the best evidente use forarchaelogically observingorager thought and life
ways, or mindscape because it relied on the articulation of social varidifles.
commonalities and variations in the art are a reflection of the similarities and differences
in cultural needs and values of the different communities from which the artists
emanatd. This research into the motif variation in Zimbabwean rockisadontoued

along this line of thinking

Even today, there is no agreement on the particularity of the social context in which rock
art was produced. Some of the earlier works by LaMikiams (1980, 1981and 1982
weresituated in thesocial theory, which tdointo consideration a range of issues such as
beliefs, rituals, myths and legend$owever, most of his later work emplsesd trance
and shamanistic beliefs as the majontextfor the production and consumptiohrock

art (e.g. Lewis-Williams 19%a, 1998, 1999 2001a, 2002b, 200BaThis approach was
initially termed thetrance hypothesiand later known athe shamanistic explanatiofor
hypothesis)The approacksees rock art as essiaily religious, depicting the experiences
of trancers or shaman@ewis-Williams and Dowson 1989Lewis-Williams 199g
1998, 19992001a & c, 2003a; LewAgVilliams and Challis 2011 The making of the art

is seen 8 situated within a range of hunigatherershamanistic beliefs, rituals and

experiences. Thus, theartca i st s of symbols of fisupernatur
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dancers, fragments of trance dances, processed visions, transformed shamans, monsters
and beings from t-Wiiams 1098 [d. 87). Anonal$ atetpart(of tieisv i s
spirit world, whichis believed to lie behind the walls of the rock sheltem8 of the

rock art imagesre considered as hallucinaticarsd visions from the spirit world seen by
shamans during trance (Lewi¥illiams 1983, 1998; 19992001c, 2003b;Lewis

Williams and Dowsonl989). Although these concepts can be considered within the
social theory, the emphasis on the religious experiences sets it apart from general
applicationsof the theoryHowever, it has underplayed the roteother social aspects in

the production andamsumption of rock art (Layton 20D

The shamanistic explanation is closely related to the interdisciplinary neuropsychological
and the altered states of consciousness model (Btlisms 2001c,2003; Lewis-
Williams and Pearce 208Y This model was &lveloped by LewiNilliams and Dowson
(1988,1989 1990 based on the argument that some of the San art was made by shamans
as recollections of the visions they experienced during trance. Shamans could go into
altered states of consciousness to contacstipernatural world, heal the sick, control
animals and influencthe weather (LewisWilliams 1998, 2002, 2003b, LewiVilliams

and Pearce 2004agwis-Williams and Challis 2011 The images they recall would also

be related to these aspects.

The neuropychological hypothesis argues for three stages of trance. In the first stage
shamansee entoptic phenomena such as luminous zigzags, grids, vortices, sets of lines,

meandering lines, dots and other geometric forms (L-8Wikams 19%a p.325. In the
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second stage, they try to make sense of their visions and they do this by interpreting the
object with their cultural backgrounds, and they turn the entoptic phenomena into known
things. The third is the deepest stagderetrancers loseonsciousness arithey see
animals and monsterd dwis-Williams 1997a, p.325). Trancers become part of the
visions. They see conflated imagks example people and animalsr animals with
entoptic phenomendt is argued thatesearch on the human nervous syske&® shown

this to be the universal experiences of people who go tiatace/altered states of
consciousnesgLewis-Williams and Dowson 1988; Whitley 1992, 2000; Clottes and
Lewis-Williams 1998; LewisWilliams 2002b; LewisWilliams and Pearce 2004a; Lewis
Williams and Challis 2011)They experience similar visions, sounds and hallucinations
regardless of differing cultural backgrounds (LeWdliams and Dowsorl988, 1989
Lewis-Williams 1997a,1998 2003; Lewis-Williams and Pearce 2084Lewis-Williams

and Challis201]). The different ways people interpret these visions depend on their
cultures. According to LewisWilliams, in southern Africa, the shamans are influenced by
their San culture, beliefs and cosmology to understand these images. Therefore, one has
to rely on the ethnography of the San for information regarding cultural connection in

order to interpret trance related imagery.

The neuropsychological model was initially developed to interpret southern African
huntergathererock art but has now been usasia perspective to understand rock art in
Europe and the rest of the woitbdsingon the universal wiring of the human nervous
system (e.g. LewiVilliams and Dowson 188; Lewis-Williams 1994, 200B). It has

beenapplied to Upper Palaeolithic Europeank@at (e.g. LewisWilliams and Dowson
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1988, 1990; Clottes and LewMilliams 1998 Lewis-Williams 2002b; LewisWilliams
and Pearce 2004a) and to the American, Scandinavian, Asian and Australian rock art
(Whitley 1992 2000; Francfort 1998; Michaelseet al 2000; Devlet 2001;

Rozwadowski 2001, 2004; Lahelma 2005

The shamanistic hypothesis has always lgmreralising about the interpretation of the
rock art (Parkington and Manhire 199ahn 1997 Solomon1997,199& & b, 1999
Layton 20@; McCall 2007). Lewis-Williams and Biesele 1978) conductedethnc
archaeological worlkamongthe !Kung of the Kalahariand found that there were many
parallels in the beliefystems especially about the eland, among Keng and hunter
gatherer groups whose ethnograpigs recorded in South Africa in the™enturysuch

as that collected bBleek and Lloyd(1911), Orpen (1874) and others. These parallels led
them toargue that there were commonalities among the belief systems of the- hunter
gathers of southern Africaush that one can use the ethnography to understand -hunter
gatherer rock art of the whole sufgion. On this basis, thewrguel for a shared
underlying cognitive systeramong the huntegatherersover most of southern Africa
(Lewis-Williams and Biesele 1% LewisWilliams 1993). Although this pafBan
cosmologyconcept has been greatly debatethe late 1980s and 1990shds remained
unchanged (Lew#Villiams 2002a, 2003a; Lewd®Villiams and Pearce 2004a; Lewis
Williams and Challis 2011 It still undeties many of the interpretations dfunter
gatherer rock arin southern Africa(Walker 1994, 1996; Garlake 1990; Mguni 2002,

2004, 2005; 2006a & b; Saetersdal 2004; Eastwood and Eastwood 2006
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Since the shamanistic hypothesis became the dominant timetbry last thirty years, its
panSan approach together with emphasis on commonalities led to the masking and
understudy of variation within the sukegion. Some researchers have vehemently
argued that the differences do not matter much but the undgedinmlarities are more
significant (Lewis Williams 198, 1984;Lewis-Williams and Dowson 198§90uzman
1998).Motif variationsacross spaceere explained away as reflecting a replacement of
the common symbolwith local variants but with similaneaning Lewis-Williams 1983,

p.54). For example, large antelopes such as Kadd othergreat meat animalgjould
replace the elan@Parkington 2003). Alongimilar lines Garlake {995) suggested that

the dephant takeshe place of the eland in Zimbabwean reck Eastwood and Cnoops
(21999) argue for kudu as the equivalent of the eland in the rock art. There has not been
any detailed comparative analysis to substantiate these conclusions even within the realm
of the shamanistic hypothesi&s McCall (2007) argles this is a matter of preference
because even within the shamanistic interpretatids possible to explore variation by
investigating how the shamanistic practice \@fi®m place to place and time to time

rather than looking for a generalized modieshamanism.

The other problem ofhamanisms that it emphasises the role of teperienceof the
shamangSolomon 1998a and WParkington and Manhire 199 Dowson 2007; Jolly

2002. The fact that shamanismt aken as t he MfAoverswarialionng cosm
in other beliefds not considered in influencing motif selection in the rock art. Dowson

(2007, p. 52)hasargued that too much focus has been centred on the person of the

shaman wherthe ethnographic evidencehows that among huntgathererseven the
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supernaturalrenais for everyone not only a preserve of the medicine people. The
argument hhat shamanism permeates all facets of life has been strongly challenged
(Guenther 1999Dowson 2007)Everyone and everything, includipéants and ani@as,

has the power to influence the supernatural through the potency that they possess. The
exhibition of the potency does not necessarily require one to enter into trance or the
altered state of consciousne3sis is whatGuenther (1999konsidersas fluidity of

modern huntegatheremgroups in southern Africahe focus on the person of the shaman

has ledto domination ofthe shamanistic interpretation, overlookitige contribution of

other members of the societytire production of the rock arfhereis rigid separation of
religion and aspects such as myths and legends. This has also led to a neglect of most
aspects of huntegatherer culture in the interpretation of the rock art (Solomon 1994,

1997, 1998a and b).

The ethnography from modern day hemrgatherers shows that the p8an concepts are
partially valid, but numerous differences are found as well amongst the groups. The
concept has served well in the understanding of the commonalities that are found in rock
art but will not serve much idelving into the differences that can help in distinguishing

the groups. This is why some scholars have recently taken the positioghahatis to
examine the variation in the hunigathererock art, one has to mowavay from the pan

San forager shamartis worldview (Eastwooekt al. 2010). This is especially importaift

we are to research cultural differences at lower levels of hgateerer social

organisation, that is, the language,4inguistic, band cluster and band levels.
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The above discussioshows how researchers have tried to connect rock art and culture in
southern Africa. All these views show that rock art is an integral part of culture, a
position taken in this researchhe aboveviews are reviewed and considered against the
data on mot variation that has been collected from the different parts of Zimbabwe. As
pointed out by Blundell (2005jhere is no longea need to dogmatically alignneself

with one theory as in the past. Even the religious symbols are chosen based on social
circumstances (Guenther 1999). For example, the eland plays a part in other social facets

that are not necessarily religious (Lewislliams 1981 Layton 20®; Parkington 2002).

2.5 Surmising spatial motif variation in rock art research: A

conceptual framework

This research subscribes to the broad social theory that camghieeproduction and
consumption of rock atb have beeembedded in economic, intellectual and religious
circumstances of the whole communityerefore, the choice of rock art motifs would b
influenced by the beliefs, ethics and aspirations of a particular commuihgytock art
symbols are therefore part of the shared cosmos. This was not a preséredest
individuals (shamans) although they played their part in the whole system
Congquently,images that can be attributed to tledigious context aretaken to be a
reflection of the beliefs and rituals associated with this rather than experiences of a
particular individual. The trance dance and rituals are a communal undertakingyin man
huntergatherer groups in southern Africa (Schapera 1930; Silberbauer 1981; Barnard
1992; Guenther 1999). Any member of the group can initiate the dance itself whether

they are trancers or not. The dance serves purposes beyond just healing and going into
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trance. It entertains, esresses and unifies the communities (Marshall 1976, 1999;

Biesele 1993; Guenther 1999).

The framework within which this research was conceived is that some of the variations in
motifs indicate variation in belief systems tha¢ aot limited to the religious ones but
include myths, legends and folklore characters. As Jolly (2005) has pointed out, there is
no need to assume that these were not influencing each other. The research on modern
huntergatherers has shown that theredsrigid differentiation between these (Guenther

1999).

Beyond the variation in religion and beliefs, this research also atigatesiotif variation
resulted from differences in foci on the sodedues addressed by the rock &patial

motif variation is taken @ resultfrom variation in availability of resaces, beliefs and

the social circumstances surrounding the production of art in different arbassocial
circumstances surrounding the production of rockwalitresult in differences in motif
selection. If rock art is contextualised in the semd@nomic circumstances of its makers,
then it is to be expected that different groups would make rock art according to their
needs. Differences in concerns arising from inter and intra group relagenger
relations and environmental stress would influence the issues addressed in the rock art.
Anthropologists have noted the connection between stress and an increase in ritual
activities among huntegatherer groups in the Kalahari (Guenther 1999; db4993;
Marshall 1976). The thesis of this research is that other social variables could also have

influenced the variation of motifs in rock art. Issues of identity and territoriality cannot be
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excluded. Rock art could have been intended as a markgrdop identity.Rock art is
visible, permanent and ceremonial; therefore, it conforms to the aspects of group identity
(Wiessner (19831984. Increasein territoriality and delayedeturn economy has been
insinuated by SA evidence from around the southeéAfrican subregion.Walker (1994,
1995,and 199¢ has shown that this is the period with the highest intensity of rock art
production and is associated with reduction in mobility and an increased sense of
territoriality. This, together with the naturef ¢tand tenure observed among modern day
huntergatherer groups in the Kalahanforms the need to consider these aspects in
explaining motif variation in the rock although the differences that are noted in the

art may not have been a result of intental group or territorial marking, they might have
been used as such. Today, researchers can also use these differences to understand the

organization of different LSA groups over space.

The heterogeneity of the modern day hurgetherer groupdiscused above isisedto
infer onthe nature of the variation that existed within LBéner-gatheer communities.
The circumscribednotifs could also be a result séduced mobilitythat is associated
with the period in which it was madRedudion in mobility leads to distance in contact
and social relations so it followtkat the culture also varies somewhEbe reduction in
mobility means that communities in the saarevironment would have different sets of
issues to addres3.herefore, pparent rgional vaiations explicated above probabl

emanated from theeduction in contact.
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Differences in motifs can also be influenced by the different environmental contexts of
the rock art in different placeBarnard (1992) has shown that social structure among the
modern day huntegatherers is influenced by environmental variables like the
availability of water and food. Since modern day huwgtgherers vary in their social
organisation depending on their environmental surroundings, these must also have
applied tothe prehistoric communities. Thus, ttiecumscription ofrock art motifs may

be a reflection of localization of belief to suit the differences in the social focus.
Therefore, dferent symbols are then taken to reflect on the different issues at play. One
would expect communities living in different envirdlmescommunicatelifferent concerns

using rock art.

The environment has been profferedassexplanation formotif variation in the past
(Butzer et al 1979 Willcox 1984). Yet, it has not been well meed by some
researchers (e.g. Eastwood and Cnoops ;198Bvu 209). Smith and Blundell (2004)
guestioned the rbility of the environmentabpproachwhen usedvithout recourse to

the ethnographyHowever, much of theaflure to employthe environmentas an
explanation may be due to the wagsearchers integrateiit studyingthe variation of
rock art motifs.They expected the environment b determinstic of the symbolsn a
particular area basy on whatenvironmental conditions wengresent or akent. For
examplethe choice of kudu as a symbol would mean that eland was not readily available
in the environmentComparison of animal depictions and their natural habitats has
proventhis not to be the caggastwood and Choops 1999nheaefore, the pproach here

takes theenvironmenias a factor thanfluenceschoices ofsymbok that would best deal
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with the surrounding circumstances. The choice of symbols would be done in the same
way that systems ofocial structure kinship and land tenurare adpted and adapted
among the modern day hunigatherers. These depend on the environmental conditions
and one group would choose what is best for their localtg. choice of animal subject

matter, for example, wgzrobably lased omjualitiesthatbest repesent the focus of the

communities.
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Chapter 3:

Research methodologies

This research begahy conductinga desktopstudy on Zimbabwean rock artThis
involved a review othe published literature, copies and otliercumentary evidenoaf
Zimbabwean rock adoneby other researchers. Ttpsocess aideth the selection of the
case studyreas for further documentatiand detailed studyA comparative analysis of
the descriptions and quantifications the rockart motifsis presentedComparison with
different pats of southern Africa is based on published and unpublished material
producedby previousresearcherdHowever,the researcher dahe advantage of having
visited some rock art sites South Africa,Namibia and Tanzania, whoséributes are
usually likened to tke Zimbabwen art(Frobenius 198; Breuil 1966 Rudner and Rudner
1970 Willcox 1984 Lewis-Williams 198; Garlake 2001 All theseanalysesallow a
discussion ofthe meaning ofvariation in rock art andts implications in tle social

reconstructia of LSA huntergatherers lifestyke

The interpretation otheresults in this research is based ongbeial theory presented
Chapter 2 This is because although rock art depicts religigages,other aspects of
social lifestyle of its makers esgally influencel it. This position is well suited to the
study of variation in the archaeological record since it looks at motif variation as

emergingrom different sociakettingsand needs.

Although, he study of motif variation in the rock art oinzbabwe is based die three

main case studiesf Northern Nyanga, Chivi and Harare, additional data fobiner parts
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of the countryis used Thisincludes information from Zimunya, Chipinge and Beitbridge
areaswherethe researcharndertookfieldwork and has intimate knowledge of the data
This data is not analydeat the same level as th@ee main case studies because it has
already been analyseshd presente@lsewhere (Nhamo 2007 Eastwood 1994 and
Bonyongwa 2010)Data from these case stude®complementedavith examples drawn
from othersites around the countsuch as Murehwa, Mutoko, Zaka and MatoptsH
(Map 1) A comparison with parts of the southern African subcontinent is also carried out
where necessarynformation on these areas wadletted fromrecordshoused in the
ASR, in Harare. This datencludes original rock art copies, photographs and tracings
done by LionelCripps, Elizabeth Goodall, and Henri Breullhere are also published

collections of rock art copiesich as those by ébenius (1931) and Breuil (1966).

3.1 Desktop research

A comprehensive desktop research was conducted before choosing the case studies used
in this thesisThis aided in the selection of case study areas. The desktop study was also
undertakento assesswhethe it was possible to use material thatdhalready been
collected to explicate how and why there is variation in the rocktavas also meant to

assess the level at which variation in motifs has been studied in thellpasiesktop

study found out thatlthough the variation in Zimbabwean rock art is alluded tthen

published literature, it is glossed over without much detiig provided.

Desktop research included published material housed in the Special Collections section

especially rare monogphs such as those by Breuil (1966) and Frobenius (188dgs
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and photographs from the Archaeology Unit were also examined. Databases of
archaeological sites were also consulted in order to inform on the sites that are known
from different parts of theountry. The desktop reviewas done in order to obtain an
understanding of theharacter oknown rock art sites in Zimbabwé his information

was also vital in informing on the selection of case study areas.

From the /SR, copies, recording cards, notsd unpublished manuscripts by Elizabeth
Goodall were most useful. As mentioned by Garlake 719949, her copies have no
match in skill and accuracy. She copied and recorded rock art from around the country,
although much of it comes from Mashonalaadion. There are also copies done by Cran
Cooke mostlyonrock art from Matopo Hills. GronaThornycroftalso did copies of rock

art inWedza, Marondera, Rusape auine sites imorthern Zimbabwe. The copies done

by Lionel Cripps were alsaoseful since hés one of the few to record and copy rock art
from most parts of the country although there is a slight emphasdisedvianicaland

region where he resided (Nhamo 2807

The copies of rock anvere useful in illustrating some of the images in #nefrom
different parts of the countryput they have certain limitations such that it would not be
possible to study the variation in the art based solely on them. Most of the copies were
too selective because copyists were concerned mainly with certain eraditeey left
outthosethatthey deemed ledateresting. The best example is that of Henri Breuil who
copied art from Zaka and Chivi districts in Masvingo. He left out what he regarded as the

work of the fAhideous | i tt |loecefainsypema huméni gur e s ¢
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figures that were Aforeign and superioro
did not have such strong feelings about the depictions they left out, they did so because
the images were not fitting in with their researgeradas. Goodall wasoreinterested in

human depictions than othersubject mattein the art(Cooke 1971)

The copies also fragmented thainted panelsincedepictionsfrom the same panelere
capturedon separated sheets. This means that the reaotisn of the relationships of
images on the sites bmewhatlistorted even though some copyists such as Cripps and
to some extent Goodall tried to imitétee originals as clodg as possible. Some of the

copies arenot accurate.

Various scholarsincluding Mguni (2002) contributedto the slides and photographs
housed in the ASR. The slides widen the scope of the desktop research since many of the
sites do not have copies but they have been photographed over theHgeaser, the
slidesalso havehe smilar problems as the copiescussed abové@ hey fragmented the

sites andnanyhad a problem of clarity. bktof the slides and photographs are not clear
enough to be useful in any detailed analysis of the art. Someakereih bad light while

others wee taken from distancesd angleshat do not allow for detailed documentation.
They are only useful as guiding tools of what to expect at these sites. This problem also
applies to the site recordshich  notalwayscontain detailed informatioan particular

motifs on sites.Therefore, @irther field research was required in order to document

aspects that provide a stronger basis for the conclusions.
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Published works available in the University of Zimbabwe Main Library such as Leo

Fr obeni bmldenttled Bddsimu Dsangara; sudafrikanische Felsbilderchronik

with more than 300 copies of rock aites from southern Africe nd Henr | Breuil 0:
book on rock art from Masvingo were also consulted. Guidebooks by researchers such as

Peter Garlke (1987) Nick Walker (1996) and Cooke (1974ere also consultedther
published texts such 8&heHunt er 6s vi si on: The (Barlakhi st or i c
19%); Rock art of Rhodesia and Nyasala(@ummers 1959)The rock art of Africa

(Willcox 1984 and The hunter and his art: A survey of rock art in Southern Africa

(Rudner and Rudner 1970) were also invaluadseinformation sourcesPublished

articles from journals such as théimbabwean Prehistory(formerly Rhodesian

Prehistory were also importaninformation sources for particular are@sg. Garlake

1989; Tucker and Baird 1983; Thornycroft 198Bpwever, he illustrations in these

books have the same problems as the copies, slides, pictures and other sources of

information discussed above.

Apart from the above collections, the desktop also reviewed unpublished doswnent
rock artsuch as thaby Eastwoodet al. (1994) in the Beitbridge area and Peagtel.
(2003) from Malilangwe Conservangyn Chiredzi.Soper(2002)and Shenjeré 62011)
researchin Northern Nyanga provedtal and led tathe selection of this particular area

for detailed rock art analysis.

The information reviewed in the desktop research was useful in two main areas. It

provided general pointers to the nature of motiateon that exists in the rock art. This
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had a influenceon the choice of areas to sample for detailed analysis of motif variation

in the rock art. The review pointed to arélaast have restricted distribution wfotifs.

3.2 The field research

Although theresearch is aimed anderstandingariation in the rock afth Zimbabwe it

was not possible taisit all the rock art sites known in the countffus, a sample had to
betakenas expounded below. The desktop research pointed to rock art from Harare and
Chivi as having attributes that could be utilised in probing the issue of variation in the art.
Thus, cktailed fieldwork was conducted selected parts of the case study arabesr
consulting the site database timle ASR.The definition of a site did nofollow the
previous records since they do mxplainhow the sites were arrived at. Rather panels
that were within 50 metres of each other were considered ondlsigeis an arbitrary

figure that is commonly used by other researchers worldwide (Wizi@le1, p. 59)

The choiceof the parts of the case study area to conduct detailed fieldesp&cially for
Harare and Chivi, waguided by the occurrence @farticular motifs at previously
recorded sites according to théational Museums and Monuments @fmbabwe
(NMM2Z) records.For Northern Nyangamuch of the research was concentrated in areas
that fall within 17° 30" and 17° 45" South and 32° 30" and 33° 00" East. For Harare the
area between 17° 45" and 18° 00"South and 31° 15" to 30 45v&sshosa while for

Chivi it was between 20° 15" and 20° 30" South and 30° 15" to 30° 45 Thasareas

covered are almost the same size in terms of geographic extent. Selection of the area was
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based on the density of previously known sites in each area altihesggrch did not

limit itself to these.

The strategy was not only revisiting the known sites but also to cariguotgys in the
vicinities to locate rock art siteprevious researchers might have overlooRéds was
especially employed fo€hivi andHarare wheranany sitesvere already knowibut it
was not clear if there had been detailed field surveys. In Northern Nyanga, the few

known sites wereisited but further surveysere conducted as well.

In Chivi and Harare, where known sites were tadjegienumber of constraints militated
against revisiting and analysing all the sites that are recorded in the database in each of
the case studareas The firstproblem was to do with identification of the sit&ome of

the sites are listed more than onoler different names. This is a result of the different
nameshaving beenassigned to the sites by different scholars. This problem was
especially evidenin Harare. Tie other problem was to do with locating the sites in the
field. The grid references @md in the database asmmetimesinaccurate and vague

leading to challenges in locatisgme of the sites

The state of preservation also influentleedocumentation of sitedlany of the sites in
Harare were docuemted between 1930 and 1970. Durinddfieork, it was observed that
some ecent developments such as the expansion of residential acedssitiyed sites
that arestill listedon the databasépart from this, somsites are now too faded to be of

any use in detailed analyses of the rock art.
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Despiteall these problems, enough data was gatherpdotade forareliableasgssment

of the nature and exteof motif variation in the rock art of Zimbabwe. Field trips were
conductedo each of the case study areas. The documentation of the ntosikea was
carried oubetween May and December 2009. The roclsiéet inHararewerevisitedin

May and August 2009 resulting the documentation omore than0 sites. Some of the

sites could not be located while some were too faded for detail&gsiangieldwork in

Chivi was conducted in June 200%ere were 23 known sites from the area and of these

16 weredocumentedSix others could not be locatdde to theproblemsto do withgrid
referencesand deterioratiordiscussed aboveA total of 30 sites that were not on the
database were documented. The documentation trip to Northern Nyanga was conducted

in July 2009 A total of 36 sites were documented for the current research

The documentation of rock art sites included capturing data on arbokcording form
(Appendix 1)which wasdesigned for this purpose amdliting field notes to complement

the recording formsPhotographs were taken atch of the sitedo enhance the
documentation proces3hese were taken using several camecaweringall angles of

the panel including those whose images were not .clEaking photayraphs using
different cameras gave different perspectives to the site and ensured that everything was
captured. This was very useful during aiséd of the material as thesomplanent the
evidence collected on site forraad noteslt also enables a cleargew of some of the
depictiors projected on the computeé8ome images that were not clear on the site would

becomemuch cleareron the computerThe whole documentation gress ensured that
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the researcher could identify all the details on the depictions and understand the
relationship of images on the pan€l$ie recordingforms captured detail on elements
especially conceing size of panel, subject mattefrequency of sbject mattercolours

and techniqueof executionAppendix 1)

For the subject matteall depictionsthatwere consideretb be integral in the study of
variation were included. These includaimals, humangplants and geometric designs
such as fleckand dots. The identification of animals was aidegblylished illustrations

of wild animal populations ofsouthern Africa (e.g. Smithers983). Although
identifications weralone in the fieldthese were verified duringnalysis by referring to

the photgraphic documentatiorit was not possible to identify sonoé the animals due

to deterioration of the art. Those that could not be identified were classified as
indeterminateMany animals could be identified to family only, especially the large and

smallantelopes

Human depictions were further categorisesimale, female, child, therianthrope, and
indeterminate images. The identification of sex was based on clear depiction of the
genitals or the breasts. Tloassification according teex wasdone beause insome

parts of southern Africa the frequency of male and female depigti@ignificant in the
interpretation of the ar{Blundell and Eastwood 200; Smith 2006 Eastwood and
Eastwood 2006 Therianthropes are human figures with animal featuesimes, it is

difficult to tell if these transformed figures were depicting people in animal masks. All
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images with a combination of human and animal features were classified as

therianthropes.

Smallhumanfigures among largenesparticularly when ther is evidence of association

such as a procession as welklagse on the back of other human figures weresicered

to be of children Additionally, human figures were described using their postures that
can be walking, standing, seated, kneeling, be&ndimdancingThe geometric category
mainly includedformlings, lines, dots, flecks and circles. Flecks amall dashes that
sometimes spread over other images but they are often found on their own. Formlings are
so named because they are difficult toimef (Mguni 2002). They can be defined as
compartmentalized sets of oval or lozenge shapes (Mgunb2@063).However, they

come in other shapes and sizes and are sometimes decorated with dots or flecks (Mguni

2004). Formlings are mostly found in Zimlvead (Mguni 2002, p.3).

3.3 Methods of data analysis

The analysis of motif variability in the rock art uses bgtfantification and descriptive
methods Quantificationis used to explore the patterns in teeurrenceof motifsin the
different case study aredt can however never be overemphasised that the quantities are
not to be taken literal but as a caveat to show choices in selection of rmdifs.
descriptivetechniques target description of the associatietween imageand minute
details found on tle depictions such as adornments on human figuresse are
especially employed on aspects that are not quantifiable déberiptionsare used to

highlight the outliers, whichare numerically negligible The descriptiveapproach was
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also usedn the compasons of data from other parts of the country with that from the
case study area€omparative analyses use the results of both the @oahtn and

descriptiveanalyses.

3.3.1Subject matter

The quantification analysiconcentrated on the frequency of thierent subject matter
while descriptions placed significance the details bthe depiction the form in which it
is depicted and its association. Share categorize@ds previously stated. Theyere
initially recordedin terms of their presenca the different sitesAppendices 24). The
form gives a general idea of what is present and what is diosendifferent sites irthe
case study area®ifferences inthe presence and absencesnibject mattein the case
study areas are essential in arftiting whatthe artists preferred to emphasineeach
region. In order to gauge the distribution of the subject mattag important to show
thar generaloccurrence rather tharely on actual counts that might be elevated by
abundance of a motif at ersite. he next level of quantification is numesl counts of
each subject mattesccurring in a particular case study af@apendices 5L0). This
providesthe actual number of theubject matteand subkcategories. Theubject matter
might be presentni an area but occurring in low numbevghile in another area, it is

abundantThiswould show the variation in its symbolism in the different areas.
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3.3.2Colours

The colours thatvere analysedvere those that couloe discerned by the researcher. This
might not reflectthe entireoriginal range of colours thavere used by the artists seme
colours especial, white deteriorate faster than others such as red’lde research on
the colours reston the assumptiorthat if there are napparenmissing attibutes to the
image then it is considered compleiéhne coloursobservable on the image are assumed
to be theones that weraised in the original depictiorin cases where images are
incomplete or have some missing attributes, only the colours that cdisdeened are
recorded. In theanalysis the colours are divided intmonochromes, bthromes, and
polychromes. As with thesubject matteroccurrences, the colour quantification
commences with the tabulation of the presence or absence of different edtbirghe

art of each region. Exploration of the correspe@mce between colour and subject matter
in the rock art is also quantifie@his exposes thgreferencef use of ceain colours for
particular subject matteDescriptionsareemployed to examinthe minute details of the

use of colourfor example in dpicting detad oncertainsubject matter

3.3.3Technique of execution

The analysis of the technique of execution concentrates mainly on tabulating the
technique of dawing. This looks at whber paitings are executed in solids, stripes, or
outlines. As with the other variables under study, both diizatton anddescriptionare

usedto examinethe aspect of technique of execution.
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3.4 Comparative analyses

The presence and absence of motifs at diftesgas in each of the case studies is eross
tabulated for comparative purposes. The comparisons reflect on the similarities and
differences in motif occurrenda eachcase. As Garlake (1995, p 43) argues, definition
and recognition of significant attribes derives from close comparative study of images.
The level of variation is determined by using statistical analyses such as Principal
Component Analysis (PCA) and Correspondence Analysis (CA). These show the degree
of variation between attributes and @mg the variables (case study areas, in this
instance). Shennan (1997) demonstrated adequately the archaeological applications of
these analytical techniques. Abdi and Williams (2010) provide further explanations of the
procedures. Descriptive observationshe case studies were also compared. Comparison
of the results of the correlation across the case stugl#isaussed in relation to data that

has been collected from other parts of the country. This refers to information gathered
from the museum cadctions and published texts discussed above. This level of
comparisons is basenhainly on observation due to the limitations of the data as

discussed above.

The results of all the comparisoase discussed in the final chaptefsthe thesis. The
perspedtes outlined inChapter 2 inform tis discussion. The various hypotheses that
have been proposed for motif variation in southern Afacsevaluated against the data

that has been generated in this redea
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3.5 General overview of the methods

Although quatification isused hereit has had a lovehate relationship with researchers

in rock art studiesof southern Africa(Lewis-Williams and Loubser 1986; Lewis
Williams 1990b) They were popularni the 1960sand early 1970s when quantitative
analysis was hbad as the basi®r all scientific archaeology and tisgystematic study of
rock art Quantificationworkedin highlighting the importance of certasubject mattein

the rock art of southern Africa (dgs 1967 Vinnicombe 1967 Pager 1971). Lewis
Williams (1974) did a seminal paper on the quantitative analysis of rock art from the
Drakensbergn South Africawhere heintroduced concepts afonventions of super

positioning in rock art.

However, since the late 1980s, quaadtion in rock art researchasbeenquestioned
and by the late 1990s, many shunned it (Lewiliams and Loubser 1986 ewis-
William 1984,199(M, 1991). Those who applied numerical analysis were criticised for
assuming that the meaning of the art emerges from the counts (Garlake R0®1)
categorieghey used were deemed crude and externally imposed, defining the imagery
through the eyes of the researcheot the artistThe meaning otheresultant quanties

was thereforequestioned. Some argued that whatewes drawnit was meah to be
meaningfulregardless of whether it is statistically significghewis-Williams 1984,
199, 1995b). Nonetheless,tiis important to note thatuantification managed to
highlight the character of the art. For example, Vinniconib@67) and Maggé (1967)
guantificationshowed the dominance of the elandtive rock artof South Africa, which

then led scholars to look for the meaning a$ #inimal speciesn San cosmolode.g.
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Vinnicombe 1976 Lewis-Williams and Biesele 1978; LewWilliams 198). Thus, the
large number of elanith the art was the badisr further investigation into the meaning of
the rock artlt is rare toconductresearchaimed atmeaningful interpretations of the art
without referringto either the scarcity or abundance of paac subject mattem the art.
Most interpretationseven those made by critics of quantificatiing legitimacy in the
frequencies ofsubject matter. For example, most interpretations by L-EWikams
(1981, 1987, 1990a, and 2002a & b) are based eddiminance of the eland in the rock
art of the DrakensbergSince they provide a springboard for further research,

guantification researchareuseful.

Quantificationgives room to asKurther questiors aboutthe data and to direct these
towardsrelevan issuesof enquiry It is not an end in itself. Theories suchtlas hunting
magicandart f or art és s ak e dataderived fipm quarttification® d b e c a
that showedheir inconsistency with the patterns safbject matter irsouthern African

rock art(Maggs 1967; Cooke 1969a; Vinnicombe 1972; LeWidliams 1974; Cookest

al. 1983) Thus rejectingquantificationis like the proverbial throwing away the baby

with the bath water. Thpotentialof quantification is immensespecially when onesi

dealing with the issue of motiariation As Jones and Leonard (1989) argue, it is

through quantification that the conception of variation losesinitsitive quality. It

provides the legitimacy to arguments, especially for data coming from previously

unexplored areas (Hampsenhal 2002).
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Therefore, the quartétive method of analysis are adopted heegainst theassumption

that the patterns obtained reflect the importance of particular motifs to the prehistoric
communities themselves. As Conkey @20p. 289 argues, formal analyses are not
intended to stand as the structure that was developed and followed by prehistori¢ makers
butare analytical bridges to understanding the wider social and cultural structures within
which such material productio took place. Garlake1998, 2001) advocated for
guantification methods to be employed within a clear and explicit theoretical framework.
That way, quantification provides researchers with the confidence necessary to their
interpretations ofcertain conceg, beliefs, and valueslentified in the rock artThis
research concedes that everything that is painted was important. Thetefaresearch
alsoemploys adescriptiveapproachthat is aimedat those depictions that might not be
highlighted statistidly. These depictions further inform on the aspects reflected by

guantfication.

3.6 Rock art chronology: probabilities and limitations

One of the major challengestime studyof rock art is the issue of dating. There are very
few reliable chronometric dag methods forrock art. Dating isvery important in
distinguishing between spatial andtemporal variation It also enables the
contextualization of this variation into the cultural complex known from other
archaeological investigations. Thus, it is intégoamost archaeological investigations.
Worldwide, a number of direct dating methods have been tried with some satisfactory
results. These methods include Cation Ratio (CR), Optically Stimulated Luminescence

(OSL), Lichenometry, Uraniureries (USeries),Radiocarbon (C14and Accelerator
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MassSpectrometry (AM$ (Dorn et al. 1992; Rosenfeld and Smith 1997; Robetra.
1997; Chippindale and Tacon 1998Bednarik 2002; Bénarik and Khan 2005;
Watchman et al2005; Pikeet al. 2012; Tacon et al. 2012n southern African rock art
studies, tk application of common dating methods suchaabocarbon datingC14)and
AcceleratoiMassSpectrometry (AM$ is still uncertain and limited to a few parts of the
subcontinen{van Der Merweet al. 1987; Chippindale ad Tacam 1998a; Mazel 2009).
Both C14 and AMS have dramatically improved the study of the chronology of
American, Australian and European roakt (Chippindale and Tacon 1998Klottes
1998 Rowe 2000, 2009).The major problem with radiocarbon and AMS afiin
southern Africa has to do with the fact that very few paintings are made of cHzasedl
pigments as thosen Europe and AustraligChippindale and Tacon 1998kYlost of
southern African rock art pigment is ochre badeedsearchers have tried totelather
organic components of the pigments and binders but the issue of contamination and loss
of these components through {uleteriorationhas hampeed progress on that front
(Thackeray 1983). Many of the images aw just stains on theock walls andthus
there is notenough pigment left to collect for dating. This problem also haunts other
potential dating methods such as amino acid racemis#t@incan date albuminous
binders such as blood and egbite that is thought to have been used in the art

(Thackeray 1983)

There have been some advances in efforts to overcome these problems such that a few
areas of the subegion now have somewhat convincing dates (Mazel and Watchman

1997, 2003; Mazel 2009). Theagailable dates arstill too few toinform significantly
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on thechronological sequenad rock art outside the regions they were generaitahy

of these dates are from South Africa, and thus provide no fall back for Zimbabwean rock
art research which is considered older than most oStheh African rock art l(ewis-
Williams 1983;van der Merweet al. 1987 Mazel & Watchmanl1997, 2003. More
secure dates come from art mobilier and spalls tpait incorporated into the
stratigraphies rather than the art on the walls of shektergWalker 1995, 996 Pearce
2005. The dates from the excavated corgeahly provide broad periods for the
paintings but they cannot be used to distinguish chamgbe artthrough time. For
example, dated spalls from paintings in Zimbabaegebetween @ 000 and 30000

years BRa timeframe which marks thterminus ante queror rock art(Garlake 198¢;

Walker1994, 199%.

Without a secure dating regimie,is very difficult to sequene observed patterns in the

rock art. Thus, most researchers revert to relataéng methodsThese includestylistic
difference, different degrees ofveathering, and supg@ositioning (Thackeray 1983
Chippindale and Tacon 1988Russell 2000). Weathered rock art images are considered
older than cleaand weltpreservedmages (Thackay 1983 Walker 1996). However,

the influence of differential weathering due to differences in the chemical composition of
both the rock surface and the pigment should not be underestimated. Weathering cycles
of the parent rocks have be knowrbut theseonly hintsat the probable age of the rock

art and not the date of individual paintings (Walker 1996). Therefore, their use in

ordering the motif variation is limited.
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Dating by the use of supgositioning is an established aspect of southern Africak ro

art studieqBurkitt 1928; Goodall 1957, 195%0oke 1963, 1959)There is no denying

the fact that whereer it occurs superpositioning means that the image on top is younger
than the underlying image. The problem is in establishing how ydwengppimage is,
especially consideringsues of intentional supgositioning which could have happened

a few minutes hours, days, or yearsfter the execution of the older image (Lewis
Williams 2002). The problem is that the sequence of syjmesitioning vaies from site

to site Goodall (1959)observed that asomesitesthree to four layers are identble
whereas in others there may be up to fifteen different layers. Thus, collating the
contemporangy of images over large areaspoblematicand it is dfficult to use it as a

temporal marke(Thackeray 1983).

Stylistic sequencing was once the popular method of dating. Most stylistic sequences
have been established usilagcombination ofweathering cycles, sup@ositioning,
colours, technique of execati, subject matter impressions, and the consistent
associationslepending on the choice of the resear¢fackeray 1983Garlake 1995).

Table4 summarise some of the previous chronological frameworks that have been used.
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Style CharacterisatiofiZimbabwe) Southern Africa

Style 1 Oldest with very simple paintings in one colour; the imag Similar rock art generally considere
are simple silhouettes without outlines and show no to be the earliest art throughout
movement southern AfricaSee LewisWilliams

1983 Walker 1996 Russell 2000
Mazel 2009.

Style 2 Showed movement, but the art is still in one colour and
usually in outlineLarge animals e.g. elephants, large
antelopes, rhinoceros, buffalo predominate

Style 3 It is considered an g@erimental phase that did not last
long. It hadrealistic images in outlines.

Style 4 The introduction of has lihrome and polychromienages. | Pr obabl y r el at es
The paintings have a lot of movement; appear as portraj 3and5 Vi nni combed
of groups of animals with human figures and ruditagn | covers the bthromes.
landscapes.

Style 5 Have crude copies of earlier art in black and white or a | Probably relates 0 Rus s el
combination of the two; a few are in pinkish white and r¢

Style 6 Figures are usually large elephants, sometimes with
charcoal outlines plastered in kaolin clay

Style 7 Farmer rock art (Late Whites)

Table 4: Southern African rock art styles

Synthesisedfrom Goodall (1959); Cooke (1963, 1974); Lewislliams (1983);

Russell (2000, p.68); Mazel (2009).
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Current gylistic sequencg® however,have numerousinconsistencieghat have been
criticised bymany researchergver the years (LewdgVilliams 1983, 1990aGarlake

1995; Hampson et al. 2002; Mguni 200Zhe resultant sequences are often subjective,
ill-defined and arbitrary (Wilcox 1984arlake 19952001;Walker 1996). The lack of
consistency makeis difficult for otherresearcherso replicatethe segences elsewhere

For exampleWillcox (1984) points out that Goodélls ( 1 9 5a7n,d 1@o3@Je 6 s (
1974 sequences classify the same motifs into different categories. The large animals in
outlines are among the latest art according to Cooke whilstatteethe oldest according

to Goodall (1959)This shows the uncertainty of the method.

The phases developed from the Drakensberg relate to those developed for Zimbabwe
(Table 4).Nevertheless, although these phases are sequesiects of earlier phase
persist, for example monochrome images continue after the introductioachfolone

and polychromes. Because of this, it is difficult redate some of the images to the
phasesThis is the reason why many researshecluding LewisWilliams have all bt
abandoned the use of these stylistic chronologies and concentrated on enunciating the

Asoci al and ideol ogical relations it speaksao

Nevertheless, many researchers still implicitly apply these-baded chronological
sequenceskor example, many still imply that 4shrome and polychrome images are
younger than the monochromes (Burkitt 1928wis-Williams 1983 Willcox 1984
Garlake 1995, 2001Walker 1996). Walker (1996) argues that theclimomes inthe

Matopo Hills might dateo 9 000 BP whilst the polychronsadate to around 600 BP.
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The bichromes on portable stones are dated tO@Dyears BP, but is not clear how
these dates ararrived at These assumptiomaust bebased on the traditional stylistic
sequencegTable 4) There is an wexplainedassumption that the art developed from

simple to complex (Lewi§Villiams 1983, p.28).

The use obuperpositionsto establish chronology has recently been taken up again using
the Harris Matrix technique (Loubser 1993, 1997; MgL#97; Pearce 2000; Russell
2000). This technique analyses rock art in the same manner that one would do to
stratigraphical layers using the lawafperpositioningin an excavation (Chippindakt

al. 2000; Russell 2000). Using this method, researchave developed sequences for
small areas. In some cases, they have compared the sequences with previous stylistic
sequences. For exampld&ussell (2000 has verified thephases developed by
Vinnicombe for the Drakensberg areghe application of the Harrisnatrix methodin
southern Africehas been criticised by Pearce (2006, 20dhough Mazel (2009) args

that such criticisms andl -foundedand questiors the basis oP e a r aiteciénss These
disagreements show that there is still uncertainty agsdcmith dating rock art in
southern Africa. Thelifficulties faced irhistoricisng the development of the art makes it
imperative for future research to prioritise developsgtable dating mechanisnie

enable more holistic studies of tfeek art.
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Chapter 4:

The rock art of Northern Nyanga

Northern Nyanga hakadthe leastin terms ofprevious researcamong the case study
areas Similar art from the adjacent area of Makaha (Mutoko) was only mentioned in
Goodal l 6s 1959 Rocktpairtinge of Ritesiat anceNydsalaod few

copies of the striped art from the same area are housed in the ASR. A Mr Gamble, who
lived near the sites in the 1940s, produced these copies. Goodall (1959, p.54) regarded
the style of depiction to be at variance with rockfesin elsewhere in Zimbabwe. She
argued that this art was made by different people from those who made the art in other
parts of the country. She also argued that this striped art might be younger and more
sophisticated than the solid art found elsewhenhéncountry. No further research was
conducted on this art, whi ch means that
been tested or verified. This can only be done through a detailed comparative analysis

with art from other parts of the country.

The geographical extent of this type of rock art has not yet been fully established.
However, as pointed out above, sites with striped art have been reported in the Makaha
area, 30km north of Avila Mission. The absence of this kind of art in other parts of
Mutoko district less than 50km west of Makaha would mean that there is a gradual
decrease of the art as one moves westwards. Unfortunately, no rock art sites have been
recorded further north of the Makaha area, even during recent archaeological surveys
(Shenjee 2011 pers. comn). There is also no knowledge of the art across the

Mozambican border adjacent to the research area. Southwards, the furthest site recorded
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with striped art is that of Majerejede, which is discussed below. Robert Q9depers.

comm) dso recorded similar art from Kadzura in thengalocality as Majerejede (Map

9). There is no photographic record of rock art from areas south of Majerejede that can be
used to determine whether the rock art is similar. However, the rock art south oy the c

of Mutare is distinctly different (Nhamo 2007a & b). It would seem that this striped type

of rock art is found in a restricted area around Northern Nyanga.
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Map 9: Known rock art sites around Northern Nyanga(by R. Kapumha)
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4.1 Description of rock art sites from Northern Nyanga

Thirty-six rock at sites have been recorded. Fofehese sites are too faded to be useful
in anyanalysis, thus, only thirtpneare discussed here. These sites are taken as a sample
on which general obseations about the rock art from the area are made. Judging by the

sample already obtained, this area has great potential to yield many more sites.

A brief description of each of the sites recorded in this area is given below. Major
geographiaeference pmts in the site description are Avila Mission, the local business
centres and schools in the area (Map).10he site description is followed by a general

discussion of the various aspects that characterise the rock art.
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Map 10: L ocation of rock art sites identified in Northern Nyanga.
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1.) Nyatsanziko
The site of Nyatsanziko is located 3.5kmtharest of Avila Mission. It iSound on the

northern side of a hill in Nyatsanziko Village. It has depictions of human figures and

femalekudu (Plate 4). It also has indeterminate animal figures.

Plate 4: A female kudu from Nyatsanziko

2.) Nyamakamba

Nyamakamba is 1.5km north of Nyatsanziko site and 5km northwest of Avila Mission. It
has a long painted panela large rock shelter. There are many interesting features in the
rock art at this site. The panel is dominated by geometric depictions which are clearer on
the farleft (Plate 5). The geometric depictions seem to have spread over the whole panel
in the past athey can be traced to the far right of the panel. The whole depiction is made
up of formlings, dots and mazes of concentric lines. Some parts of the large depiction are

painted in white while others are filled with a yellow kaolin based pigment. Sowie thi
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white pigment issuperpositiored on the geometric images, but it is not clear whether

this is a later addition or it was part of the original depictions.

Plate5: Sectionsofadr ge 6f or ml i ngd dbgpiction at Nyamakam
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The geometric depiction is closely associated with other figures on the panel, especially
some of the kudu, elephant and human figures. Some of the images are drawn within the
outlines of formling depiction. The geometric depiction is much more clessiyciated

with some figures that seem to be floating (Plate 5a). Eight of these were identified but
there could have been more since some figures on the panel are no longer clearly
discernible. Four of the figures are depicted in outline and the otfeesdrgped. Human
figures are also juxtaposed with kudu images. Other associated human images are in a
similar bending forward posture to images found at other sites in this area. Human figures
on the panel are single or in groups. Kudu figures are fowtaelen the formling
segments and in juxtaposition to them. There is a group of elephants, one of them with a
calf, which is depicted on the right side of the panel. The group is surrounded by human

figures, some of whom are attacking the elephants witdwatr

3.) Nyamapfene 1

Nyamapfene is located on top of a hill with the same name some 2.7 km to the east of

Avila Mission. It has only one image of a kudu bull on a small boulder (Plate 6).
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Plate 6: A lone kudu bull from Nyamapfene 1

4.) Nyamapfene 2

Nyamapfene % located on a low hill 1.8 km to the southeast of the site of Nyamapfene

1. It is has three painted panels with both human and animal figures. The human images
include some that are bending forward (Plate 7b). Thesges have distorted facial
features; one has antelope ears. Although some are no longer clear, some of the human
figures at the site have snaldee heads|In this thesis, this type of motif is to be termed

the snakeheadin reference to this conflatioof human and snake featureSome of the

images are also holding snaldee objects. The animals include antelopes, wild

pig/warthog, a snake and indeterminate animal figures (Plate 7a).
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Plate 7: 7a Snake depiction; 7Conflated images from Nyamapfene 2
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5.) Nyazingwe

The site ofNyazingwewas named after the mountain on whose foot it is located. It is
3km to the north east of Nyamapfene 1 and 5km from Avila Mission. The site is found on
an isolated boulder. There areimg animal images with a few humans. The animals
depicted at the site include rhinoceros, kudu and what looks like a tortoise (Plate 8a). The
rhinoceros depicted is being shot in the mouth with an arrow. Below this depiction, a

feline, probably a lion acking an antelope is juxtaposed to a therianthropic human

image (Plate 8b).

8b

Plate 8: Images from Nyazingwe:
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6.) Tsengerai 1

This site is located on the southstern edge of a hillock in Tsengerai Village 7km along

the oad from Avila Mission to Ruangwe Business Centre. There are depictions of
humans and animals. The humans are in various postures holding bows and arrows; one
image is holding a barbed instrument (Plate 9a). The animals include buffalo, elephant

and kuduA few of the images depicted are in black while the rest are in red.

9b

Plate 9: Human figures from Tsengerai 1.
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7.) Tsengerai 2

Tsengerai 2 is located to the far western edge of the range of hills behind Bande School
(mapll). It has solid images of kudu in brown with strigegperpositiored (Plate 10). A

group of human figures seems to be engaged in a fight but these are no longer clear.

There are also some concentric lines.

Plate 10: Kudu depictions in solid with stripes on top.

8.) Tsengerai 3
This site is on the northastern side of the same range as Tsengerai 2. The painted panel
is on a large boulder facing east. It has a depiction of what seems to be people partially

covered Ry ca (Pblaek 11a) . There is also a <co

120



line (Plate 11b). It also has some faded images of antelopes and indeterminate animals in

the solid technique.

11b kS

Plate 11: Depictions from Tsengerai 3

9.) Tsengerai 4
Tsengerai 4s on the southern side close to the apex of the range, 130m from Tsengerai
3. It is on a thin rock that leans out of the side of the hill (Plate 12a). The images include

kudu, sable and indeterminate animals. Most efahimals are depicted in outline (Plate
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12b). The human figures are all of indeterminate sex. There is also a depiction of a bunch

of leaves tied together.

12bEs

Plate 12 Images from Tsengerai 4.

10.) Tsengerai 5
This siteis approximately 130m to the southeast of Tsengerai 4. It has depictions of

human, animal and geometric images. Human depictions include some that are holding
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snakelike objects (Plate 13b). There is also a depiction of people in a bending forward
posturecrawling along a line (Plate 13a). An isolated image is in a bending down posture
and has claviike hands. The animals include kudu and buffalo. Some of the animals are
in outline but many of them are striped. There is an image depicted in chains bédots

it is now difficult to identify its form. All the images are in shades of red.

Plate 13 Depictions of human images at Tsengerai 5.
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11.) Nyatsizvozvo

This site is located at the summit of a mountain with tineesaame. It is 3 km east of the
Tsengerai sites. It has human and animal figures. Some of the human images are crudely
done in outline (Plate 14). The animals include kudu, rhinoceros, indeterminate antelopes

and indeterminate species.

Plate 14: Human and animal figures from Nyatsizvozvo

12.) Mhako yaJokwiro

The site ofMhako yaJokwirois 2.5 km northeast of Tsengerai 1. The site is on an
isolated hillock. The shelter has one painted panel with human and animal images. The
humanimages include some fidae and others with thick crude stripes (Plate 15b). The
animals include kudu, elephant, klipspringers and some indeterminate species. The
klipspringers are done in solid red (Plate 15c) while the rest of animals are in either red
outlines or stripes. One of the kudu bulls is in fine white outline (Plate 15a). There are

remnants of images that were executed in white but these are no longer clear.
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15b

15c

Plate 15: Animal and human figures from Mhako yaJokwiro
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