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Chapter 1 Introduction  



Introduction 


Rock art in itself is often linked to cosmology, rituals and religion. According to this 
 notion rock art are cosmological representations and can never be reality. A reindeer can 
 never just be a reindeer and a hunting scene clearly depicting a reindeer hunt cannot be that of 
 a reindeer hunt, but a cosmological representations of a hunt. Through my reading on rock art, 
 I have sometimes been amused by papers linking hunting scenes to anything but hunting. 


Stone Age rock art in Fennoscandia is rock art, made by hunter-fisher-gatherers, clearly 
 depicting large game animals, hunting and hunting scenes. Why is then virtually never 
 hunting part of  contemporary interpretation of Stone Age rock art? A critique of rock art 
 research the past decades is well at its place.  


In rock art research it is a common interpretation that everything must have a second 
 meaning and mean something more than what is actually depicted. A good example of this is 
 when Tilley in his art of ambiguity discusses the Nämforsen material where he draws 
 attention to the ambiguity of the boat (elk-head boat and antlers as boats) (Tilley 1991:68). 


Tilley then continues his cosmological quest of rock art: “Just as the vast herds of elks 
 depicted did not exist, neither did these accumulations of small vessels nor the massive ships. 


What we are dealing with is not reality but a cosmological depiction of it” (Tilley 1991:77). I 
 do not question that parts of their cosmology is included in Stone Age rock art. However, I 
 would have to be taken quite far ashore to be convinced no rock art is depicting reality. 


Leaving Tilleys boat on my journey through rock art of northern Fennoscandia I find 
 the rock art to be narrative stories. They are amongst other things depicting elk-hunting, 
 reindeer-hunting, whale-hunting, bear-hunting and halibut fishing. These clear narrative 
 scenes include hunting and cannot be questioned as to what they are depicting. The initial aim 
 when studying rock art is to identify what is depicted. Sometimes there is no question as to 
 what the motif represents. However, there are numerous examples of figures where we cannot 
 identify the motif or where erosion has led to the fact that the figures cannot be identified. 


Some of this is due to passage of time. However, most of this is due to the fact that we do not 
 know the cultural code of the figures and the figured rocks. We have to account for the lost 
 relations of rock art.     


Important to this thesis has been that the results should be checkable and verifiable by 
the reader since I am discussing material and sites one otherwise would have to visit. Much 
work has been put into documenting the sites to show relations and to make it easier for the 



(10)reader to follow the arguments put forward. It was an aim to present the rock art as I have 
 perceived it first hand so that the reader’s second hand experience would be validated 
 according to the material record. This has been important from the initial fieldwork to the 
 written work presented in this thesis. To make this possible extensive photo documentation 
 has been conducted in large parts of the sites in northern Fennoscandia. I have applied photos 
 from archives, maps, aerial photos, satellite photos to get to grips with the landscape of rock 
 art in a wide sense. Thorough fieldwork has been conducted and it has been important to visit 
 many sites to get the background of rock art and landscape. More than 9 months have been 
 spent on fieldwork in Fennoscandia where the visit of numerous sites has founded the 
 background of this thesis. This thesis is not an attempt to present a complete record of rock art 
 in northern Fennoscandia and it is not an attempt to study and document all the figures in 
 northern Fennoscandia. Even if I have been, and still is, tempted to see it all, such an aim 
 would result in this thesis never reaching the hands of the reader. Thereby it is not an attempt 
 to stylistically study all rock art figures; if so I would still walk along the shores of Lake 
 Onega or be stuck in a pine forest in northern Sweden. Too many researchers have stranded in 
 an area never completing their documentation aims1. This thesis is a study of lost relations of 
 Stone Age rock art and landscape in northern Fennoscandia.  



Aims 


The primary aims of this thesis are, through new documentation, to see how landscape 
 are incorporated and interact with rock art at several levels in Stone Age northern 
 Fennoscandia in order to get a better understanding of rock art and landscape.  


One of the aims in this thesis are crossing borders. By studying rock art and landscapes 
 in northern Fennoscandia, the administrative borders are broken down also being part of 
 reconstructing lost relations of Stone Age hunter-fisher-gatherer rock art and landscapes. 


Central to studying the lost relations of rock art and landscape is an interdisciplinary 
 approach, where I apply data from archaeology, ethnography, geography and geology to get a 
 better understanding of rock art and landscape. The reconstruction of lost relations will be 
 focused on reconstructing the natural background by applying geological data to reconstruct 
 the landscape changes, mainly related to the Holocene land uplift. Where modern alterations 
        


1 The pioneer of rock art research in Fennoscandia, Gustaf Hallström, set out to study all Stone Age rock art of 
Fennoscandia in 1906. By 1938, he had published the Norwegian sites and in 1960 the Swedish sites appeared 
accompanied by a discussion in relation to the Russian sites in which he never published. The documentation and 
his pre-manuscript is located in the Research Archives of the Univerity Library in Umeå, northern Sweden. 



(11)have changed the landscape, old documentation have been studied to get a better picture of the 
 rock art sites before these changes occurred.  


Central to this reconstruction of lost relations of rock art and landscape has been 
 embracing ethnography. Through relating rock art and landscapes to ethnographic landscapes 
 I wanted to see whether this could aid our understanding of Stone Age hunter-fisher-gatherer 
 rock art and landscapes.     


A new research aim, studying rock art in relation to landscapes, initiated new 
 documentation of the rock art as part of reconstructing lost relations of rock art. One of the 
 aims was therefore to study the “natural background” of the figures looking for new clues 
 aiding the interpretation of the lost relations of rock art. New documentation made me not 
 only look at the figures themselves, but also the placement of the figures both in relation to 
 the natural elements and the wider landscape. 


I attempt to show that landscape is incorporated in rock art at many levels from tiny 
 natural features to the location and relations to the macrolandscape. I emphasize that rock art 
 is not only cosmological representations of hunter-fisher-gatherer worlds but also reflects 
 reality where they are closely bound to what is defined as the cosmography of rock art where 
 knowledge of the land were manifested as memoryscapes in the rocks reflecting the 
 intertwined cosmological and real world of the Stone Age hunter-fisher-gatherers. 


In chapter 2, rock art and landscape is viewed in the light of the research history. 


Central to this is to get a historical background to the find history, chronology and how 
landscape has been studied in relation to rock art. Then in chapter 3, the art of documentation 
must be investigated since the manner in which this thesis approach rock art includes natural 
elements; the microlandscape and macrolandscape.  The main aim in documentation is moved 
form the figure itself to the context of the rock art. In chapter 4, I will set the parameters for 
what is discussed and how I discuss rock art in this dissertation focusing on the theory of rock 
art and landscape and levels of landscape where reconstruction of lost relations is in focus, 
discussed in relation to rock art, where ethnography will play a major role. In this section it is 
evident that ethnography is embraced throughout the dissertation in the relation to rock art and 
landscape. Then, in chapter 5, the case studies are presented reflecting rock art from five 
regions of northern Fennoscandia; Ofoten and Alta in northern Norway, Kanozero on the Kola 
Peninsula and Vyg by the White Sea in northwestern Russia and Nämforsen in northern 
Sweden. The Case studies will focus on reconstructing the landscapes in relation to time, 
macrolandscapes and microlandscapes where the aim is to show how landscape interact with 
rock art. After the Case Studies are presented, Chapter 6 includes a discussion centred round 



(12)the cases studies in relation to lost relations linking the case studies to Chapter 4 before I 
 round off in Chapter 7, where I draw some main lines and concluding remarks in relation to 
 the thesis.  


Figure 1 Overview of the ”geographical” areas of Fennoscandia. Stone Age rock art sites are marknad with dots.  


Notice that middle Norway, northern Sweden, southern Finland and northwestern Russia is at virtually the same 
latitude. For an overview of the sites, see inlay in the back of the thesis. Illustration: Jan Magne Gjerde.  
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Time and area 


This rock art study has been limited chronologically to the Stone Age. This includes 
 the Early and the Late Stone Age in northern Fennoscandia2. In broad terms this is the time 
 period from the first pioneers entered northern Fennoscandia after the last Ice Age until about 
 2000BC.  


Geographically the thesis focus on the material from northern Fennoscandia. Since the 
 study includes rock art from a large geographical area within four countries, I am referring 
 both to sites, areas, regions and countries in this thesis. The manner in which I have related 
 the material according to regions is presented in Figure 1, which will make it easier for the 
 reader to follow where the rock art is situated when referred in the text. This division is 
 mainly based on administrative boundaries; however, it is also based on geographical areas 
 and distribution of rock art.    



Definitions 


Types of rock art 


I will briefly introduce the reader to some of the central concepts that will be useful in 
 the discussions so that the reader will know what I refer to when applying central terms in 
 relation to rock art. There are three main types of rock art in the study area; polished (polished 
 carvings, ground art), carvings (pecked carvings) and paintings. Adding to these there are 
 examples of incisions; thin lines made with a sharp and what has been classified as cut 
 carvings where the result appears as if it was cut into the rock surface.    


Polished (Ground art) 


Polished carvings make up a broad line of c. 2cm. They are made by some kind of polishing 
 on hard rock (see Figure 2). Most likely, they are made by rubbing a hard stone on the rock 
 surface, hence making an outline representation. 


Carvings (pecked carvings) 


The carvings are by far the most common technique of rock art (see Figure 3). The general 
 opinion is that the carvings are made applying a hammer and chisel technique (stone and 
 chisel). Sometimes it seems like after making the outline of a figure, the figure is smashed or 
 banged inside to make a bas-relief (see Figure 3).  


       


2 Fennoscandia are geographic and geological terms used to describe the Scandinavian Peninsula, the Kola 
Peninsula, Karelia, Finland and Denmark. 



(14)Paintings 


Rock paintings are most likely applied to the rock consisting of red ochre mixed with fat (see 
 Figure 4). It is believed to have been painted on the rock surfaces applying the finger. 


Other types of rock art 


A technique is the Cut or “V-shaped carvings” where the lines are appearing to be cut into the 
 rock surface like a V-shape. When studying these lines it is more likely that they are polished 
 into the rock surface (see Figure 5). This makes the actual technique similar to the polished 
 rock art. Another technique sometimes combined with the pecked technique is the drilling of 
 small holes. The technique could be somewhat similar to the technique of making fire. This 
 would leave a distinctive circular “deep” hole in the rock (see Figure 6). Incisions or 
 engravings have generally been discarded as modern interference and interpreted to be made 
 with a knife (see Figure 7). However, there are examples that incisions are found connected to 
 Stone Age rock art. Some places it appears like the initial figure were made with a sharp 
 object like the incisions and later pecked in full (Bergbukten 3, Hjemmeluft, Alta, northern 
 Norway). 


Figure 2 Polished carving at Valle 2, northern Norway. Photo: Jan Magne Gjerde. 



(15)Figure 3 Carving from Bergbukten 4, Hjemmeluft, Alta, northern Norway. Photo: Jan Magne Gjerde. 


Figure 4 Painting from Värikallio, northern Finland. Photo: Jan Magne Gjerde. 



(16)Figure 5 Cut or “V-shaped carvings” from Hell, middle Norway. Photo: Jan Magne Gjerde. 


Figure 6 The drilling technique from Ytre Kåfjord, Alta, northern Norway. Photo: Jan Magne Gjerde. 



(17)Figure 7 Incisions at Reinøya, northern Norway. The figures are estimated to be maximum 200 years old. Photo: 


Jan Magne Gjerde. 


Rock art - from figure to region 


  To clarify what I define as the different levels of referring to rock art, from a figure to 
 a region, I will define these terms before I exemplify how this is applied by demonstrating it 
 for one of the panels at Zalavruga, Vyg, northwestern Russia. 


Figure – A figure is every mark made on the rock. This could be unidentified lines, peck 
 marks or spots of paint or identified figures like elks or boats.  


Motif – A motif is an identified figure, such as an elk, a boat, a geometric pattern or a human 
 representation. If there are seven elks and three boats on a panel, the panel is made up by 10 
 figures and 2 motifs. 


Scene – A scene is where figures interact. This may be figures standing together in a defined 
 group adjacent to each other or where the relations are more or less clear-cut or the obvious 
 where figures make up a scene like a beat-hunt, halibut fishing or reindeer hunting.  


  



(18)Composition – A composition refers to figures and scenes that are made in relation to each 
 other, however not necessarily all of the figures on a panel and more than a scene with several 
 figures. A composition could include several scenes. 


Panel – A panel is a section of a rock outcrop that separates by local topography where an 
 outcrop can be divided in several panels. An example of this is e.g. a large boulder that has 
 rock art on more than one side of the boulder. 


Site – A rock art site could be a boulder, a panel or a several panels defined to belong to the 
 same site. Most often the sites are given name by the local place name. The rock art site is 
 divided from other sites through geographical distance. Often an area is given a site name and 
 adjacent rock art is named by the same site name but given individual panel numbering. This 
 is common in the large rock art areas. 


Rock art area (Area) – A rock art area is defined as a cluster or a large concentration of sites 
 within a geographical defined area. Examples of such areas are the Alta area, the Nämforsen 
 area or the Vyg area.  


Region – is a larger geographical or administrative unit or large defined areas; like the rock 
 art in the northern Norway, the Barents-region, the rock art on the Kola Peninsula, the rock art 
 in northern Sweden or like in this thesis the rock art of northern Fennoscandia.    


New Zalavruga 4 - from figure to region – an example 


To clarify how the different terms are applied in relation to rock art is demonstrated by 
 an example from Vyg in northwestern Russia (see Figure 9). The panel New Zalavruga 4 is 
 chosen because it illustrates the problems when defining rock art and how it is referred to. It 
 also contains information regarding the levels I apply when referring to rock art from figures 
 to regions in this thesis. 


According to Savvateev, there are 121 figures in his presentation of the Zalavruga 
rock art (Savvateev 1970:202-221). If one then look closely on his tracing not all the figures 
are numbered. The elk tracks to the left of the panel are not individually numbered. Thereby 
when researchers refer to how many figures there are on a panel one have to look at how they 
are counting (e.g. the 17 elk tracks, number 6 on Savvateev’s tracing illustrates this). The elk-



(19)tracks have been given nr. 6-9 on Savvateevs tracing. The total number of elk-tracks are 30. 


This shows how uneven the individual counting and the quantifying of rock art are. Different 
 practice by different researchers and different research traditions (countries) can lead to 
 different results. While Savvateev’ refers to the New Zalavruga 4 panel as having 121 figures, 
 my count brings the total amount of figures to 318 figures (see Figure 8). However, only 16 
 clear motifs (identified / interpreted). This is also important when distinguishing figures from 
 motifs. Another problem is the interpretation of a motif. Sometimes one cannot see what the 
 individual motif is, like at Savvateev’s figure nr. 68 (see Figure 9) where the dots lead to a 
 bear, thereby making the dots that cannot be individually identified as bear-tracks interpreted 
 as bear-tracks.  


Motif  Number of figures  Motif  Number of figures 


Arrow 28  Harpoon ropes 7 


Bear 3 


Bear track  18 


Human 


representations 


33 


Beluga (white-whale) 6  Human tracks  29 


Boat 16  Reindeer 2 


Bow and Arrow  10  Sea-bird   1 


Elks  3  Ski pole depressions  108 


Elk-tracks 30  Spears  3 


Harpoon 1  Unidentified 20 


Figure 8 Overview of the number of figures and motifs at the New Zalavruga 4 panel, Vyg, northwestern Russia. 


A figure could then be anything made in the rock while a motif is something 
identified, like a bear, a boat or a ski-track. The morphology of the animals can most often 
reveal what animal is depicted; the topography of the rock and how the motifs are made gives 
us a clue to what motif is depicted. If one look at the ski tracks on the panel, the large elk-
hunting scene on the left section of the panel shows three skiers leaving their ski poles. On the 
right section of the panel one can see a skier, however this might also be a person with snow 
shoes. The information in the “animated” scene to the left tells us that the three persons are 
hunting with skies on. By their shape, the dots on the left section of the panel is interpreted as 
elk tracks due to their morphology, but mainly because they end up in the respective elks. The 
same fact could be observed where the dots end up in a human figure on the right section of 
the panel; hence, they are interpreted as human tracks.  



(20)Figure 9 The New Zalavruga 4 panel at the New Zalavruga site from the Vyg rock art area in northwestern Russia. Reworked from Savvateev (1970:plate 35). 



(21)There are at least eight scenes on the New Zalavruga 4 panel. On the left section of the 
 panel, the elk-hunting scene is depicted. These figures are interpreted as one scene because 
 the figures clearly interact and belong together in the elk hunting and the three skiers 
 following each elk from the same ski-track. To the right of this elk-hunting scene is a Beluga 
 hunting scene where three boats are actively taking part in the hunt while two boats are not 
 connected to the whale. This might be interpreted as a beluga-hunting scene where five boats 
 take part in the hunt. One clearly see that an interpretation is made when defining this as 
 scenes. On the right hand section of this panel, there are five beluga-hunting scenes and four 
 scenes interpreted as bear hunting. One scene is depicting an elk-hunt. Looking at the large 
 beluga-hunting scene is made up of 1 boat, 1 beluga whale, 1 harpoon, a rope and 12 human 
 representations. As seen from Savvateev’s tracing he interprets this as two figures (105 the 
 boat with boatmen with its hunting gear and 106 the beluga whale). Looking closely at this 
 scene also shows us that the different human representations are holding artefacts (sticks) and 
 some of them have headgear on. The panel New Zalavruga 4 has also been interpreted as a 
 composition that represents the seasonal landscape moving from the winter in the left to the 
 summer / autumn with the Beluga hunting scenes (Helskog 2004a:280; Savvateev 1970). The 
 panel, New Zalavruga 4, is clearly divided from the other panels by natural features at the site 
 Zalavruga in the Vyg rock art area. The Vyg rock art area is located by the Vyg River close 
 to the village Vyg Ostrov 8km from the town Belomorsk in the Karelian Republic, in the 
 region of northwestern Russia. 


There are many ways in which to classify and define the material record. By applying 
 a similar system when referring to rock art it is easier to comprehend what I am referring to in 
 this thesis. 


  



(22)
(23)
Chapter 2 A selective research history of  rock art in northern Fennoscandia 


Research in archaeology will always be rooted in the available material culture, 
 research trends, education, political issues and the context of the researcher etc (see e.g. 


Goldhahn 2006:71; Mandt 1991:17-18). This research history focuses on northern 
 Fennoscandia. Based on the topic (rock art and landscape) and period (Stone Age) of the 
 thesis this selective research history will consider the growing material record, the dating and 
 interpretations with regard to a wide definition of place, location and landscape.  


In general, one can refer to a Scandinavian research history and a Russian research 
 history. The administrative boundary, the political situation and the language barrier have 
 hindered research between east and west; hence the distribution maps by Scandinavian 
 researchers virtually never included the Russian sites and vice versa3. The rock art in the two 
 areas have generally been treated separately with a few exceptions (Bakka 1975a; Hallström 
 1960; Helskog 1999; Helskog 2004a; Lindqvist 1994; Malmer 1981; Savvateev 1985). Large 
 monographs and material publications have triggered peaks of research.  


   The first period (before 1900) covers the discovery and the initial acknowledgement of 
 rock art as a topic for the archaeologists. The pioneer phase, influenced by the scarce amount 
 of sites, invites to incorporate all of Fennoscandia since it has strongly influenced the 
 following research in northern Fennoscandia. Based on research intensity, I have sectioned the 
 research history into five parts. The second period (1900-1930) shows how rock art and how 


“the fast growing material” were discussed. In the third section (1930-1960), the general 
 interest in rock art triggered intensive documentation published in large monographs virtually 
 simultaneously in Russia and in Scandinavia. The fourth period (1960-1990), started with the 
 delayed publication of Hallström’s monograph of the Swedish material where he stressed the 
 relation between Onega in northwestern Russia and Nämforsen in northern Sweden. In Russia 
 the newly discovered rock art at Vyg by the White Sea (Savvateyev, 1970) led several 
 researchers to make justified attempts to compare the material between Russia and 
 Scandinavia (e.g. Bakka 1975a; Malmer 1981). The similarity in the rock art from the large 
 Alta area4 suggested  that  the  rock art in northernmost Europe shared similar traits (e.g. 


Helskog 1988; Helskog 1989a). Spatial  analyses of rock art were presented (e.g. Sognnes 
 1983a; Sognnes 1987b), however still on a regional or national level. The 1970’s and onwards 
        


3 The shortage of sites in Finland (Only one site with rock art was found in Finland before 1963.) left Finland out 
 of rock art research virtually until the large Astuvansalmi site, discovered in 1968. 


4 The first rock carvings in Alta was found in 1973.  



(24)was also dominated by ecological approaches, thereby also the start of location studies 
 (Kjellén & Hyenstrand 1977; Mandt 1978). The period from 1990 to today, characterized by 
 pluralism in archaeology in general, is treated as one section where in the 1990’s, landscape 
 archaeology and thereby location was anew introduced to rock art research. Adding to this, 
 the political situation between east and west made it easier to access each other’s material. At 
 the end of this chapter, I will draw some main lines according to the research history in 
 relation to this thesis. 



Into the light – the discoveries before 1900  


Probably the earliest records of rock art from Russia (the Ural districts) and Siberia 
 were made by a Swedish officer when prisoner of war (Strahlenberg 1730 in Hallström 1960). 


Strahlenberg saw the carvings as magic signs like the ones on Saami drums used for 
 superstitious activities (Brunius 1868:37). Already in 1868, Brunius compared the rock art 
 described by Strahlenberg and found that they were closely related to the Scandinavian rock 
 art5 (Brunius 1868:37-39). A couple of sites (Glösa and Nämforsen in northern Sweden) were 
 mentioned already in the 18th century (Hallström 1907a:218; Hallström 1960:130). Brunius 
 lead was followed up in the 1890’s by P. Olsson when he compared the Swedish paintings6
 with the Russian paintings from Jenisei, Buchtarma, Irtisch and in Ural. Olsson found 
 similarities between the paintings from the two areas based on the similarity between the 
 figures on the rock art and the figures on Saami drums (Olsson 1898:55-56). The rock 
 carvings at Onega,  northwestern Russia was discovered by Grewingk in 18487 (Grewingk 
 1854). Grewingk related them to the previously known rock art of the Ural Mountains and the 
 River Tom and dated them to the Early Middle Ages. Later Grewingk related the Onega rock 
 art to the Bronze Age rock carvings of southern Sweden and Southern Norway (Bohuslän) 
 (Grewingk 1878:85-87). In northern Norway, a Danish botanist, Martin Vahl, reported from 
 his journey in 1794, that: “At a farm in Balsfjorden there is a rock surface where several 
 figures are engraved, …”8 (Holmboe 1916:350). Before 1900, only 18 sites with rock art are 
 known. The cluster was in the central part of Scandinavia (see Figure 10).  


       


5 ”Största delen af dessa minnestecken äro nära beslägtade med våra hällristningar, och de bevisa, att de 
 folkeslag, som uti en mycket aflägsen forntid bebott dessa landsträckor, haft samma sedvanor som Nordens 
 urinbyggare” (Brunius, 1868:38). 


6 Olsson had studied the carvings at Landverk in 1891, and later the paintings at Flatruet Olsson, P., 1899. 


Hällmålningar på Flatruet i Herjeådalen. Jämtlands läns fornminnesförenings tidskrift, 2, 139-42.. 


7 They were first mentioned in a publication by Peter Schved in 1850. 


8 ”Ved en Gaard i Balsfjorden findes en Helle, hvorpaa adskillelige Figurer ere indgraverede;…” (Holmboe, 
1916:350). This is the Bukkhammaren site at Tennes in northern Norway. 



(25)Figure 10 Stone Age rock art discovered before 1900 in Fennoscandia. Two of the sites in northern Sweden are 
 situated so close at this scale that they appear as one mark on the map. Illustration: Jan Magne Gjerde. 


The first person that considered the location of the rock art site was Wetterberg when 
he introduced the hunting place interpretation for the Glösa site in northern Sweden 
(Wetterberg 1845). The Glösa site had been presented as a sacrificial sites of the Lappish 
people where they had driven reindeer over the steep cliffs to get food (see Figure 11). After 
each successful hunt, a new animal was made in the rocks. The hunting magic idea was in 
Wetterbergs view a natural consequence of a comparison between the location and the nature 
of the rock art (Wetterberg 1845). Wetterberg`s interpretation has proved to be long-lived, and 
followed the rock art interpretation for a long time.  



(26)Figure 11 The Glösa site. The photo to the left shows the steep cliffs and the location of the carvings. The photo 
 to the right shows the main area with carvings at Glösa. The site is dominated by deer-animals. They have been 
 interpreted as both elks and reindeer. There are also geometric grid patterns interpreted as hunting traps. Photos 
 by Gustaf Hallström, 1907. Photos from Gustaf Hallström archive, Univerity of Umeå. Illustration: Jan Magne 
 Gjerde. 


The brief accounts rarely related the rock art to the rest of the archaeology before 1900 
 and they were regarded to be relics of recent stories, folklore or myths (e.g. Bendixen 
 1879:103; Grewingk 1854; Lossius 1898:10). It seems to be common that people looked to 
 more recent stories and explanations for the rock art motifs. I will briefly present a couple of 
 these stories connected to rock art before I enter the more scientific era of rock art research – 
 the period after 1900:  


One of the most fascinating legends connected to rock art is from the Besov Nos site in Onega in 
northwestern Russia, where: “Once upon a time Bes and Besikha (Devil and his wife) lived by Lake 
Onega. They marked their presence there by means of rock images. Then the strong faith came. Crosses 
were hewn upon the images [one cross made upon the gigantic anthropomorph (so-called Bes), another 
to a cycnomorph]. The Devil and his wife had to escape. They wanted to take a piece of the rock with 
them as a reminder of their home. Unfortunately, the Devil fell in the water with this rock and was 
drowned (Grewingk 1854:98 and Barsov 1878: 226 in Poikalainen & Ernits 1998:42). 



(27)Another example is from Bøla9 (see Figure 12), middle Norway. People living near Bøla explained the 
 large reindeer and its origin as a hunter’s story. “A Saami hunter had shot an elk in the mountains. This 
 was during spring-time and the snow crust could not support the animal, so it went through the snow 
 crust. Still, the animal ran so fast that the Saami hunter could not reach it until it came to this rock. Here 
 the animal caved in, kneeled down and was killed by the Saami. In the memory of the animal, it was 
 carved in the rock surface” 10 (Lossius 1898:10). 


Figure 12 The conspicuous Bøla reindeer at Bøla, middle Norway. Photo: Gustaf Hallström 1907, after Gustaf 
 Hallströms research archive, Umeå, Sweden. 


Summary – before 1900 


Central to the research before about 1900 is the focus on whether the rock art was 
 authentic and how old it could be. In other words, whether this was relevant for the 
 archaeologists. The paintings from Hunnhammer in the northern part of western Norway was 
 regarded to be remnants from Dutch or Scottish sailors from the 16th and 17th century 
 (Gjessing 1936a:114; Sognnes 1999:466). The publications are mainly descriptive and the 
 scarce record made researchers hunt for similarities in distant places and from more recent 
 periods. 


       


9 The site Bøla in Trøndelag, Middle Norway was discovered about 70 years ago, that is c. 1840 when the moss 
 (turf) was removed when a grinding mill was built by the waterfall  (Hallström 1908:71).


10 ”En Fin havde skudt paa en elg (som ovenfor bemerket er dog dyret en ren) oppe i fjeldet; det var paa 


vaarparten og skaren bar ikke dyret, som gikk igjennem. Men alligevel sprang det så hurtig at Finnen ikke kunde 
naa det, før det var kommet til dette berg. Her orkede det ikke mer, kastede sig på knæ og blev saa dræpt af 
Finnen. Til minde herom hug han siden dyrets billede ind i fjeldvæggen” (Lossius 1898:10). 



(28)Figure 13 Stone Age rock art sites known before 1930 in Fennoscandia. Illustration: Jan Magne Gjerde. 



The material increases – the first overview  


The growing material record triggered the first overviews of rock art (Coll 1902; Coll 
 1903; Coll 1906). The rock art pioneer in northern Fennoscandia, Hallström, initiated his 
 lifelong quest to study all known Stone Age rock art in Fennoscandia early in the 20th century. 


According to Hallström, accounting for the fast growing material record from Norway at his 
initial fieldwork in Norway in 1907 there were 8 sites, in 1917, there were 22 and in 1938 at 
the publication there were at least 38 (Hallström 1938:14). Adding to this the large rock art 
site in Vingen in western Norway (Bing 1913), the Vyg carvings in northwestern Russia was 



(29)found (Linevskii 1939) and the first paintings at Vitträsk in southern Finland (Europaeus 
 1917; Europaeus 1922). According to my overview (see Figure 10), before 1900 there were 
 18 sites in all of Fennoscandia while at 1930 there were 46 sites (see Figure 13). 


Hallströms initial plan was to publish the rock art of Fennoscandia in at least three 
 monographs in the series: “Monumental Art of Northern Europe from the Stone Age”11
 (Hallström 1938:11f; Hallström 1960:IXff). The outline of his study was made in 1906 and 
 his preliminary documentation were published in Swedish periodicals where he presented an 
 overview of the known northern Scandinavian Hunter’s rock art both from Sweden and 
 Norway (Hallström 1907a; Hallström 1907b; Hallström 1908a; Hallström 1908b; Hallström 
 1909; Hallström 1910; Hallström 1919). Central to Hallströms publications were 
 documentation, dating and technique.  


Virtually simultaneously, Brøgger and Hansen launched the division between Hunters 
 art12 and Agrarian art (Brøgger 1906:359; Brøgger 1909:105; Hansen 1904:323f). Hansen 
 separated them by “ethnic group”, content and geographical distribution and dated the hunters 
 art to the Bronze Age (Hansen 1904:323ff), while Brøgger based his dating on Ziegler’s study 
 (Ziegler 1901) and the degree of weathering on the Bardal site in middle Norway, where the 
 Agrarian art is superimposing the Hunters art. Thereby Brøgger dated the Hunters art to the 
 Stone Age and the Agrarian Art to the Bronze Age (Brøgger 1906:356; Brøgger 1909:105f). 


With the basis in the similarity in motifs, both Hallström and Brøgger claimed that the 
 paintings belonged to the same tradition as the carvings (Brøgger 1909; Hallström 1909:155). 


This strict repeated division between the Hunter’s art and the Agrarian art was rarely 
 questioned, with the exception of Ekholm (1917). A problem with the division was that motifs 
 were synonymous to dating; hence, e.g. the boat motif could only be Agrarian dated to the 
 Bronze Age.  


In Russia, Hallströms initial studies at Onega started in 1910 and continued in 191413
 (Hallström 1960:XI), see Figure 14. Hallströms investigations were interrupted by World War 
 I (Hallström 1960:337) and he could not return to Russia afterwards. Thereby his 
 documentation of the Onega rock art with photos, tracings and paper moulds was never 
 published with the exception of a few panels (Burkitt 1921) and later the so-called Hermitage 
        


11 The first volume was to be the Norwegian Localities, the second was the Swedish ones and the third one was 
 to be on the Russian rock art. This was however not to be possible due to a number of  ”circumstances beyond 
 my control greatly hampered my work” (Hallström 1938:12). See under the 1930’s. 


12 Due to the known geographical distribution of the Hunter’s art restricted to Northern Norway they were named 
 Arctic Rock Art, North-Scandinavian Art or Naturalistic Art (Böe, Hallström and Brøgger). 


13 With him was Miles Crawford Burkitt from Cambridge and Bror Schnittger from Stockholm (Hallström 
1960:XI; Gustaf Hallströms Research archive Umeå, Sweden). 



(30)rock that was moved to St. Petersburg (Hallström 1960). While rock art was included in the 
 overview of the Norwegian prehistory (Brøgger 1925; Shetelig 1922; Shetelig 1925), the 
 Russian research on rock art between 1900 and 1930 are restricted to a few minor 
 encounters14 (Poikalainen & Ernits 1998).  


Figure 14 Hallström and Burkitt documenting rock art at the Peri Nos site, Onega, in 1914. The point in the 
 background is the large Besov Nos site. Photo after Gustaf Hallströms Research archive Umeå, Sweden. 


A groundbreaking systematic study to date rock art in relation to the geological data 
 was done at the Bogge-site15 (Ziegler 1901). The shoreline dating method to get a maximum 
 date for the rock art was soon adopted by other researchers and was to influence the dating of 
 rock art to this day.  


With regards to interpretations, Ziegler suggested the Bogge site as a hunting place for 
 hunting drives where the figures were made in connection to this hunting practice16 (Ziegler 
 1901:5). Based on Reinach’s theory on the Palaeolithic art as hunting magic (Reinach 1903), 
 Brøgger associated both the carvings and the paintings with the hunting magic and a reflection 
 of their resources (Brøgger 1909:111; Brøgger 1925:92). When interpreting the Vingen rock 
        


14 The Besovy Sledki site (first named Zolotetz, its region name) site (later is part of the Vyg rock art area) was 
 discovered in 1926, however, not published before the end of the 1930’s (Linevskii 1939; Ravdonikas 1936b). 


15 Møre and Romsdal, northern part of Western Norway. 


16 “Skulde her eller i nærheden have været vejdestedet for en periodisk drivjagt fremover halvøen og figurene 
være indristet i en eller anden betydning i forbildelse hermed?” (Ziegler 1901:5). 



(31)art site in western Norway as a “hunter’s heaven” where red deer were driven over the cliffs17, 
 Brøgger explains the rock art as a prayer to the powers (Brøgger 1925:78). The origin of this 
 deterministic location interpretation is rooted in the hunting magic where the connection 
 between the hunting places and rock art was striking at several sites with rock art (Brøgger 
 1925:76, 89-90; Petersen 1929:34).  


Figure 15 The elks at Landverk, in northern Sweden, situated at the rock surface as if they are drinking from the 
 Lake Ånnsjön. Figures were chalked by Hallström, however when carved they most likely would have appeared 
 this clear. Photo Gustaf Hallström, 1907. Photo after the Gustaf Hallström Resarch Archive, University of Umeå.  


The link between rock art and previous shorelines made Coll look at the location at 
 Sporanes in southern Norway. The Sporanes site was located inland in the mountain region on 
 the shore of the Totak Lake18. The cliff with rock art elevated c. 1½m above low-water, while 
 on high water-level, it was overwhelmed by waves (Coll 1902:55). Coll saw the importance of 
 this “unchanged” original location for the carvings (Coll 1902:57), hence it would be better 
 when studying the prehistoric landscape context, because changes would have been minor 
 compared to other sites. Another observation when it comes to location was that carvings 
 were often found by water-falls (Coll 1902:42, 47-48). Hallström also noted that the water 
 was flowing over the figures at for instance Nämforsen and Glösa (Hallström 1907b:179). 


       


17 “Skaff oss rike høstdrifter av hjort som vil løpe mot havet i vest, så vi kan styrte dem ned og få mat og klær til 
 våre lange vintre” (Brøgger 1925:78). 


18 Telemark county, southern Norway. 



(32)Brøgger ascribed all the known arctic rock carvings in Norway to a typical arctic Stone Age 
 setting: a coastal landscape. Similar locations are found in Jämtland and Ångermanland in 
 Sweden where Brøgger saw them located in a typical Stone Age landscapes19 (Brøgger 
 1909:111).  


Hallström described how natural features like lines, cracks and crevasses were utilized 
 by the makers of rock art (Hallström 1907a:222; Hallström 1907b:185; Hallström 1908b:55). 


In his interpretation of the Landverk site in northern Sweden (see Figure 15), he described 
 how the elks were depicted as if they are shown to be walking by the lakeshore, like if they 
 were drinking from the lake (Hallström 1907a:222; Hallström 1907b:188). Hallström 
 presented the application of natural features as part of the rock art visualization about a 
 century before it was commonly accepted. 


Summary – 1900-1930 


The new discoveries and the growth of the material record, that evidenced that rock art 
 was more dispersed and was not restricted to few sites, was important. Central to the debate 
 was the age of the rock art. Ziegler’s study relating rock art to the geological shoreline data 
 was a pioneer work. Hallström’s studies where he documented rock art across national 
 borders were important for the understanding of the similarities evident in rock art over large 
 distances. The location was included in the interpretation; hence, the hunting magic 
 hypothesis combined with the hunting place theory won acceptance for the Hunters art. The 
 understanding of the landscape change was touched upon and Coll demonstrated that places 
 where the landscape change had been minor were of importance. By this time, one had 
 established that rock art could be as old as the Early Stone Age. The works of Hallström 


“forced” Norwegian archaeologists to document the Norwegian rock art. The political 
 division between east and west was now established and hindered further cooperation between 
 the two areas. 



1930- 1960 – large scale material publications –  the art of  documentation  


Intensive fieldwork by Norwegian archaeologists documented and published the 
 Norwegian rock art in the 1930’s (Bøe 1932; Engelstad 1934; Gjessing 1932; Gjessing 
        


19 In Brøggers discussion, Stone Age landscapes are coastal landscapes. 



(33)1936a)20. Rock art discovered after the initial publications were consecutive published in the 
 same descriptive manner (Bøe 1940; Fett 1941; Gjessing 1938; Gjessing 1944; Lund 1941). 


Simonsen later published new material in a sequel to Gjessing’ Arktiske helleristninger 
 (Simonsen 1958). The focus on material publication in Norway during the 1930’s concurred 
 with the intensive documentation of rock art conducted in Russia (see Figure 16) (Linevskii 
 1939; Ravdonikas 1936b; Ravdonikas 1938). In Russia the two large material publications by 
 Ravdonikas21 with rock art from the Onega and the White Sea (Vyg) (1936b; 1938) presented 
 the material while he elaborated his interpretations through an intensive publication activity, 
 mainly in Sovetskaja Archeologija from 1936-1940 (Ravdonikas 1936a; Ravdonikas 1937a; 


Ravdonikas 1937b; Ravdonikas 1940). In Sweden, Hallström continued the meticulous 
 documentation of the Nämforsen site (see Figure 17). The list of material publications from 
 the 1930’s evidences an activity in rock art research unequalled in Fennoscandia even today. 


From 1930 to 1960 the material record had grown from 46 sites in 1930 till 70 sites in 1960 
 (see Figure 18). 


Figure 16 Documentation of the Besovy Sledki South site. From Ravdonikas expedition to Vyg in 1934. Photo 
 from the archive of Institute of Material Culture, St. Petersburg, Russia. 


       


20 Johannes Bøe also documented the large Ausevik site, Western Norway that was meant to be published as a 
 sequal to his publication on the Vingen carvings: “Felszeichnungen im Westlichen Norwegen II”. Bøe’s Ausevik 
 documentation remains unpublished. However, Hagen documented the site in the late 1960’s (Hagen 1969). 


Bøe’s documentation of the Ausevik material is located in the Archives of Bergen Museum. 


21 New figures was going to be published in volume three by Ravdonikas, however this was never published 
(Ravdonikas 1938 in Hallström 1960:338). 



(34)Figure 17 Part of the documentation at Nämforsen. Keeping the tracing paper dry must have been a challenge 
 next to the rapids of Nämforsen. Photo: Gustaf Hallströms archive, Research Archive, University of Umeå, 
 northern Sweden. 


Hallström saw both the Russian and the Norwegian publish the same material he had 
 initially set out to document and publish in three volumes. Hallström had given up publishing 
 his “superfluous” material as he put it. Fortunately for us he reached the conclusion that his 
 documentation and interpretations somewhat differed from that of the Norwegians22
 (Hallström 1938:12). Without doubt, leading Norwegian archaeologists threw a spanner into 
        


22 Even in 1938, Hallström was so sure that his volume two on the Swedish rock art was going to be published 
soon that the bibliography was placed in the second volume (Hallström 1938:17; Hallström 1960). It was to take 
another 22 years. 



(35)Hallström’s work and Gjessing’s overbold critique 23 (Gjessing 1941) of Hallströms 
 publication of the Norwegian material (Hallström 1938) was out of order.     


Figure 18 Stone Age rock art in Fennoscandia discovered before 1960. Illustration: Jan Magne Gjerde. 


       


23 In a review of Gustaf Hallströms work of 1938 on the Norwegian localities, Gjessing sees it as problematic to 
 put the Norwegian hunters rock art in a European context when the Swedish material was not adequately known 
 (read published). Gjessing boldly also critiszes Hallström for not being up to date on the Norwegian material and 
 that Hallström should have focused on the Swedish material. This must be seen as a result of Norwegian 


nationalism in archaeology.  



(36)Figure 19 One of the comparisons by Zamyatnin of the flint figurines from Late Stone Age settlements from the 
 White Sea-region and rock art from Onega and Vyg. In this illustration (1) is from Besovy Sledki, Vyg and (6,8) 
 is from Peri-Nos, Onega and (13) is from Besov-Nos, Onega. The division in the scale in the lower left is 5 cm in 
 total. After Zamyatnin (1948:106, plate 4).  


The material publications directed research towards documentation, typology and 
 chronology where discussions focused on the stylistic theme (Brøgger 1931; Engelstad 1935; 


Gjessing 1936b; Hallström 1937). Both Gjessing (1936a:158-169) and Hallström (1938:183) 
presented typologies based on their suggested evolutionistic development in rock art from 
naturalistic towards more schematic representations. The evolutionary development was also 



(37)supported by Engelstad for the eastern Norwegian rock art (Engelstad 1934:107). The 
 shoreline data made Gjessing suggest that the oldest hunters rock art (arctic rock art) dated to 
 the Early Stone Age with a continued tradition into the Late Stone Age and maybe well into 
 the Bronze Age24 (Gjessing 1932:47, 50; Gjessing 1945:264, 272). Gjessing stated that the 
 Hunters art had to be older than the Agrarian (Gjessing 1936a:171). This evolutionistic 
 typology based on size and style, already suggested in the early 1900’s, was to dominate rock 
 art research through decades to come. With few exceptions25 (Moberg 1957) the hunters and 
 agrarian art was studied separately. 


In Russia, the connection to the adjacent Late Stone Age sites, (Neolithic) dated by 
 ceramics, made Ravdonikas and Brjusov date the rock art both at Onega and Vyg to the Late 
 Stone Age and some to the Metal Age (Brjusov 1940:276-284; Brjussow 1957:120-122; 


Poikalainen & Ernits 1998; Ravdonikas 1936b; Ravdonikas 1938). Zamyatnin compared the 
 flint figurines from NW-Russia (White Sea-region) dated to the Late Stone Age with the rock 
 art Vyg and Onega (see Figure 19) and found the carvings contemporary to the finds from the 
 sites based on the selection of motifs and similar stylistic impression  (Zamyatnin 1948).  


An elaborate use of ethnography enriched the interpretations of rock art, where 
 Gjessing demonstrated an impressive knowledge of the arctic ethnographic record and 
 embraced it in his interpretations of rock art (e.g. Gjessing 1936a; Gjessing 1942; Gjessing 
 1945). Rock art interpreted as part of rituals and religion were justified both in Scandinavia 
 and in Russia. Rock art was viewed as part of totemism (Gjessing 1945:318-319; Petersen 
 1940; Ravdonikas 1937b), shamanism (Gjessing 1932; Gjessing 1936a:138-157; Gjessing 
 1938; Gjessing 1942; Gjessing 1945) and animism (Ravdonikas in Savvateyev 1982:35; 


Ravdonikas in Stolyar 2000). Central to the interpretations was that Stone Age rock art was 
 part of a hunting magic practice26 mainly based on ethnographic analogies depicting large 
 game and  hunting scenes e.g. from Forselv and Rødøy in northern Norway (Gjessing 
 1936a:1). Tallgren had already interpreted the Asian rock art as evidence of “a frozen 
 shamanism” (Tallgren 1933:197) and the Asian ethnography strengthened Gjessing’s hunting 
 magic interpretation (Gjessing 1945:312). According to Gjessing, the hunting magic rituals 
 would have involved some form of shamanistic practice. Gjessing saw the developmental 
        


24 The polished site was dated to the Stone Age, while the Tennes site in northern Norway argued for a continous 
 production into the Bronze Age. 


25 Moberg studied the Nämforsen site and the relation between the hunters and the agrarian art. He found that the 
 hunters art superimpositioned the agrarian art (Moberg 1957). 


26“Det blir etterhvert hevdet med noe bortimot aksiomatisk visshet, at den monumentalkunsten som vi etter 
gammel arkeologisk terminologi gjerne kaller “arktiske” ristninger og malinger, har sitt psykologiske utspring i 
en primitiv jaktmagi. Og sikkert med rette” (Gjessing 1936:1).



(38)stage from an individualized art where the hunted animal was depicted in the Early Stone Age 
 to a communal ritual practice in the Late Stone Age. This was seen as a part of a general 
 specialization in most aspects in society (Gjessing 1945:312-314). Linevskii and Gurina also 
 advocated for hunting magic for the Russian sites. According to Stolyar (2000), Gurina linked 
 the bird figures at Onega to the allegedly important bird hunting (Stolyar 2000). Linevskii 
 interpreted some of the motifs at Onega in Russia as hunting traps, while Ravdonikas 
 interpreted them as solar and lunar signs (Stolyar 2000:154). Ravdonikas saw the rock art of 
 Karelia as evidence of a development from the old totemic notions going back to Palaeolithic 
 to a religious cosmic world outlook with animism and complicated ideas of the next world 
 (Ravdonikas in Savvateyev 1982:35; Ravdonikas in Stolyar 2000). According to Stolyar 
 (Stolyar 2000), Linevskii’s studies focused mainly on interpretations connected with hunting 
 magic and the depictions of everyday life in the Stone Age (Stolyar 2000).  


Ravdonikas supported the interpretations of the south Scandinavian Bronze Age rock 
 art by Almgren (1926; 1934), and ascribed the mythical content, and thereby cosmology, to 
 the Karelian rock art (Onega and Vyg). In line with the evolutionistic interpretations in 
 Scandinavia, Ravdonikas claimed that the worldview of prehistoric man in Onega had 
 changed from totemic (as a relic from the Palaeolithic Period) to cosmic (sun and moon) as a 
 new stage of development (Ravdonikas 1937a; Ravdonikas 1937b).  


Material publications enabled researchers to look for similarity between sites. These 
 comparisons most often related to one motif (e.g. Hallströms similar motif of a fringe-figure 
 at Peri Nos, Onega and Lamtrøa, middle Norway (Hallström 1938:313)). Generally, 


“similarity” was established without concretizing what was similar / dissimilar. An example 
 of this is Gjessings discussion of the Trøndelag material (middle Norway) where he sees clear 
 similarities between the material in northern Norway, eastern Norway, western Norway and 
 the Swedish sites without exemplifying what is similar (Gjessing 1936a:159). It is somewhat 
 peculiar that in an epoch when dating was such an area of commitment; many researchers 
 virtually discarded dating when it come to comparative studies.  


Ravdonikas saw the sun and moon figures from Onega closely related to the 
Scandinavian figures (Ravdonikas in Laushkin 1959:272). In his evolutionary explanation, 
Gjessing found that the northern Russian rock art had moved on to include evolved 
compositions (Gjessing 1945:314). Gjessing further found the stylistic similarity between the 
carvings from northern Russia (both Onega and the White Sea) to be much younger than the 
oldest “Norwegian monumental art” (polished carvings). Its similarity in style and technique 
assigned them to be similar to the youngest hunters art (then Late Stone Age/Early Bronze 



(39)Age), e.g. at Tennes, northern Norway and the agrarian art from the Bronze Age further south 
 in Norway (Gjessing 1945:285). Laushkin saw the similarity between the rock art at Onega 
 and the Saami-drums (Laushkin 1959:273). When comparing the Russian and the 
 Scandinavian rock art, Brjusov and Kühn represent the two opposites. Brjusov claimed that 
 one could not compare the South Scandinavian and the Karelian rock art (the only thing they 
 had in common was that they were made in stone). On the other hand Kühn stated that the 
 Russian carvings “sind ohne die Skandinavische Kunst nicht zu erklären” (Kühn 1952:194). 


The connection between water and rock art was in Scandinavia seen as an interpretive 
 element and connected to the hunting magic (Gjessing 1945:298). Rock art located on islands 
 in waterfalls (Nämforsen), rivers (Gärde) and on boulders in lakes (Åbosjön) strengthened this 
 connection to water (Gjessing 1945:299; Hallström 1943; Hallström 1945). A similar 
 connection to the previous shoreline at the Onega Lake and at Vyg was presented for the 
 Russian material (Ravdonikas 1936b; Ravdonikas 1938). According to Gjessing, the close 
 connection between rock art and water in all of Fennoscandia is interpreted as belonging to 
 the hunter’s world-view where rain and water is linked to fertility (Gjessing 1945:302). 


Laushkin saw the topography of the rock art with the sun symbols related to the “sun-cult” 


located by the water surface on cliffs where one daily could see the sunset in the lake 
 (Laushkin 1959:273). The connection to water was also confirmed by Simonsen and he felt 
 that water had played a major part in the location of the rock art27 (Simonsen 1958:72).  


While the Hunters rock art was considered wild, the Agrarian rock art was viewed as 
 domesticated. Thereby the location would reflect the economy. Bjørn noticed that the 
 naturalistic rock art often was located on deserted places (Bjørn 1933:54). The hunting magic 
 theory and the location are not coincidental, since they normally are located in wilderness or 
 in outlying fields28. Sometimes the terrain is very wild like at Fykanvatn in northern Norway 
 (see Figure 21 and Figure 22) (Gjessing 1932:56). Sites where the migratory routes of large 
 games passed the rock art site (Gjessing 1931:29; Simonsen 1958:72), or places ideal for 
 hunting animals driven over steep cliffs (Gjessing, 1945:301), advocated for the hunting 
 magic theory. There were clearly links between the large game depicted in the rocks (Figure 
 20), the “hunting place” (Figure 21) and the wild terrain (Figure 22) as at the Fykanvatn site 
 in Glomfjord, northern Norway. 


       


27 ”At vandet har spillet en viktig rolle for valget av klippeflade er utvivlsomt; det nye stof bekræfter dette”. 


Simonsen refererer her til vannsig ved Skavberg og Vik samt Åsli ved foss og Kirkely, mulig andre som har 
 ligget helt i vannkanten (Simonsen 1958:72)  


28”Ristningen ligger så uveisomt til og kilometervis borte fra det elektriske ledningsnett, som ofte er tilfelle med 
de nordnorske ristningene” (description of the Valle site in northern Norway) (Gjessing 1932:60). 
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