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in the 

Rock Art of Huánuco, Peru 
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Dr. Thomas C. Patterson, Chairperson 
 
 

 
This dissertation examines rock art from 20 sites in the District of 

Huánuco, in the Central Andes of Peru. The art spans the history of human 

occupation in the Andes, from approximately the seventh millennium BCE to the 

sixteenth century CE. When analyzed diachronically, the paintings elucidate 

changing social practices, as they relate to the relations between people and to 

the creation of anthropogenic landscapes. As markings on stone, pictographs 

served to advertise territorial connections, but also to reveal the primary 

importance of the land in instantiating and negotiating social relations for the 

Pre-Columbian peoples of Huánuco.  

 Episodes of painting were identified through a combination of 

stratigraphic analysis, revealed through an examination of instances of 

superposition, and the existence of stylistic relationships evident in an analysis of 
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the formal qualities of the art. Chronology was subsequently revealed using 

stylistic seriation, cross-dating between sites, and by analyzing the styles and 

motifs in comparison with art from other, more securely dated materials. This 

combined methodology allowed the chronological placement of the art to be 

determined without damaging or altering it.  

 The data were analyzed through the lens of Andean ethnographies and 

ethnohistories that relate to the themes depicted, and in combination with 

archaeological data from within and outside the study area. This analysis 

revealed the multifaceted functions of rock art, as well as illuminating some of 

the changing social trends and cosmological beliefs in the region. Some of the 

main themes that emerged from this analysis are: an early focus on animals, 

shifting to a focus on camelids as they were domesticated, the sharing of motifs 

and themes with Amazonian peoples beginning in the Late Preceramic Period 

(3000-1800 BCE), and a later emphasis on anthropomorphic figures that are 

interpreted as the founding ancestors of local social groups, beginning in the 

Early Intermediate Period (200-700 CE).  

The dissertation demonstrates that the creation of rock art was a practice 

that was far more actively engaged in the initiation, documentation, and 

negotiation of the social arrangements of Andean people than has heretofore 

been acknowledged or understood. 
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INTRODUCTION 

 

Previous studies of rock art in Peru advanced the understanding of and 

ability to preserve the sites, many of which are vulnerable to human alteration 

(e.g. Hostnig 2003; Ravines 1986). These researchers catalogued the existence of 

pictographs in the region and briefly discussed them, but they were unable to 

contextualize the art at a regional scale or to set them into a chronological 

context. A few reports have been made of individual sites that analyze the art, 

but they tend to be constrained by a limited knowledge of the larger 

chronological or cultural contexts in which the art was created (Ampudia 1978; 

Muelle 1969; Pulgar 1962; Ravines 1968). More recently, Peruvian researchers 

have created the Asociación Peruana de Arte Rupestre, or APAR, which is 

dedicated to discussing, defending, protecting, and responsible publication of 

information about Peruvian rock art (e.g. Echevarria and Ruiz 2012). However, 

as of the writing of this document little formal work has been done for the rock 

art of Huánuco (though see Morales and Echevarria 2012 for a consideration of 

the site of Quillarumi that includes attention to chronology).  

 In addition to the inventories and site reports, two books were written by 

Agosto Cardich that included rock art, but whose main focus was the early 

archaeological remains found in the caverns in the vicinity of Lake Lauricocha 

(Cardich 1958; 1964). Cardich was an archaeologist who was born in Huánuco 
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but who was employed by the University of Buenos Aires in Argentina. He was 

also the first to attempt to set the rock art of the region into a chronological 

sequence (Cardich 1964). The chronology is based on superpositions of images 

painted in a handful of caves near Lake Lauricocha and a stylistic seriation of 

them (Cardich 1964:132-133). The first, and earliest phase consists of naturalistic 

paintings such as camelids and humanoids. The second phase is characterized by 

non-figurative paintings and fine engravings.  The third period consists of 

‘schematic’ paintings of anthropomorphs, felines, and snakes. This is followed by 

a phase characterized by geometric paintings, and the fifth features coarser 

engravings (Cardich 1964:133). Because Cardich based his sequence on style and 

observation of superpositions, it can be assumed to be at least partially correct. 

He proposed it specifically as a preliminary hypothesis to be tested by future 

studies, and this dissertation represents an attempt to build upon Cardich’s 

earlier work (Cardich 1964:132).  

Finally, a few researchers have begun to undertake in-depth analyses into 

rock art in the past decade (e.g. Echevarria and Ruiz 2012; Hostnig 2007; 2017). 

However, these authors tend to examine a particular site or theme, usually in a 

synchronic manner. This approach often provides great insight into particular 

themes or moments in time, but such studies are unable to examine how the 

medium, its content, and its uses change over time. This has been my interest 

from the beginning: to undertake an analysis of rock art at the regional scale 
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diachronically so that we might begin to understand its production and its uses 

in their historical contexts.  

The way I set out to do this was by first documenting a number of sites 

from a particular region that might share material cultural practices. It has been 

my hope that by studying as many sites as I was able, I would gather enough 

evidence to establish an accurate chronological framework for the artwork. I am 

aided in this work by a massive corpus of iconography from media other than 

rock art. One of the tendencies of past rock art research has been its consideration 

as separate from other material cultural production. The inclusion of other 

available material culture in this analysis has allowed for the understanding of 

both the cultural context of rock art, as well as its unique role in material cultural 

production in the Andes. By being sensitive to chronology and cultural context, I 

hope to show that such analyses of rock art reveal salient information about the 

cultural development of the people who created it. 

 

The Area Under Investigation 

 All of the sites discussed in this dissertation were drawn from the District 

of Huánuco, in the Central Andes of Peru. The area was chosen based on its 

familiarity to the author and because of prior evidence that the region was rich in 

rock art sites to draw from (Hostnig 2003; Pulgar 1962).  
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During two field seasons in 2011 and 2014, I was able to document the art 

at 28 sites in the region, many of them with multiple panels of paintings. I also 

visited eight sites near the Amazonian city of Satipo over a period of three days.  

I undertook this visit when it became apparent that there was abundant evidence 

in the Andes of iconographic sharing with Amazonian rock art. Due to 

restrictions in time and scope, I was unable to document all of the sites visited 

during my fieldwork in this document. Here, I analyze the art from 42 different 

panels found at 15 distinct sites in Huánuco. Panels were considered to be 

distinct from each other when a meter or more of distance separated a painting 

or group of paintings from the next painting or grouping. 

The study area was drawn solely from the portions of the Department of 

Huánuco that are in the Cordillera Negra. Though Huánuco does include within 

its boundaries the higher peaks of the Cordillera Blanca, these have historically 

been covered in glaciers and so do not contain much rock art. The sites I study 

are drawn from a range of elevations between 2,500 meters (m) and just over 

4,000 m. This means that a number of different ecological zones were home to 

rock art panels.  

The Department of Huánuco encompasses the areas between 8 degrees, 30 

minutes and 10 degrees, 20 minutes south in longitude and 75 degrees, 30 

minutes and 79 degrees west in longitude. Geographically, Huánuco is dynamic 

and widely varied. The territory encompasses both high elevation mountains 
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and lowland Amazonian tropical jungle. The present study focuses on the 

Andean portion of Huánuco, and the sites are drawn from the Provinces of 

Huánuco, Lauricocha, and Huamalies. All three provinces fall within the 

Cordillera Negra, which is the lower in elevation of the two mountain chains that 

make up the Andes. It is east of the Cordillera Blanca, which contains the 

nevados, the highest peaks, which are covered in snow and ice. 

Human presence in the region begins as early as 9000 BCE and continues 

to the present day. The earliest known site in the study area was discovered by 

Agusto Cardich in 1958 at a cave near Lake Lauricocha in the Province of 

Lauricocha (Cardich 1958; 1964). The excavations conducted there revealed lithic 

remains, including projectile points and scrapers, as well as the remains of 

camelids, cervids, and other animals (Cardich 1958, 1964). C14 dating allowed for 

the Preceramic period to be divided into five phases beginning around 7800 

B.C.E.(Cardich 1958, 1964). 

The majority of rock art sites can be found in the Quechua and Suni 

ecological zones. The Quechua zone falls between 2300 and 3500 m in elevation. 

It is characterized by moderately warm temperatures and seasonal rains between 

May and August. The Suni zone, which falls between 3500 and 4000 m, is cooler 

and drier. The highland Puna zone, at above 4000 m, is cold, with frequent rain, 

and average temperatures fall between 0 and 7 degrees Celsius.  
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The Province of Huánuco, where the capital city of the district is found, is 

in what was traditionally called the ceja de selva, the cloud forest where the Andes 

border the Amazon. In the past, this area was largely filled with tropical 

vegetation, though it has begun to dry up in recent decades. The other two 

subregions are closer to what has become understood as typically Andean, 

consisting mainly of low-lying vegetation, with only ichu, a native species of 

grass, growing at higher elevations.  

The area above 3800 m in elevation was home to herds of guanucos, which 

gave the region its name, and vicuñas, two indigenous species of camelids. 

Evidence for the domestication of these species into llamas and alpacas has been 

found at the cave of Telarmachay, in the neighboring Department of Junín 

(Wheeler 1995). This evidence points to domestication as early as 5000 BCE, 

based on the presence of a high percentage of neonates in stratigraphic layers 

dating to this time (Wheeler 1995). At the time of Spanish contact, the region was 

waning as a source of llama herds for the Inca state, having been eclipsed by the 

southern region surrounding Lake Titicaca (Murra 1962). From the onset of 

domestication until at least the time of the Inca conquest of the region, camelids 

have played a prominent role in regional economies.  

 Because the ecological zones change quickly and have limited range, 

people developed a social strategy to overcome the limitations of their 

immediate environment. Murra called this adaptation the vertical archipelago 
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(Murra 1975). He previously undertook a study of the ethnohistory of the 

Huánuco region, and later used this knowledge to formulate his understanding 

of the vertical archipelago (Ortiz 1967[1562]). This adaptation entailed 

maintaining kinship relations with people outside of one’s immediate ecological 

zones with whom one could exchange goods. While this relationship was likely 

formalized and elaborated upon by the Incas, it has its origins in the pre-Incaic 

past and took varying forms in different regions of the Andes. The exact 

temporal origin of this kind of social interchange is unknown, and will be further 

discussed in subsequent chapters. I include it here by way of introducing the 

distinctive cultural material practices of the region and the nature of the 

exchange of ideas evident in the designs explored in my analysis. 

 

Organization of the Dissertation 

Due to the vagaries of fieldwork, the sites discussed here fall into three 

subgroups based on location within the region: sites near the capital city of 

Huánuco, sites in the Province of Lauricocha, and sites near the town of Singa in 

the Province of Huamalies. The first three chapters of the dissertation are named 

after, and present the data from, these subregions.  

The first chapter covers the Huamalies subregion, and includes the site of 

Gonga, the key to unlocking the chronological placement of the rock art of 

Huánuco. Seven layers of painting can be demonstrated, based on a series of nine 
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instances of superpositions, offering stratigraphic data instrumental in 

uncovering the chronological sequence outlined here. The second chapter covers 

the Huánuco subregion, and includes sites found both at high elevation and in 

the lower ceja de selva. The third chapter covers the Lauricocha subregion,  

where the site of Liuyagmachay is located, the panels of which make up the bulk 

of the chapter.  

There are some stylistic features shared within these subregions, and some 

shared across them. I have chosen to focus on the latter here, because my chief 

interest is chronological, but have grouped the sites within subregions so that the 

differences owing to geography remain apparent and can be easily discussed in 

future work. 

 The fourth chapter outlines the evidence that allows the data to be placed 

into its chronological sequence. The methodology used to arrive at chronology 

was straightforward and based upon the prior work of my dissertation chair, 

Tom Patterson, and his advisor John Rowe. While it would have been ideal to 

attain radiometric dates for the paintings, this was not possible. To get a date 

from rock art, a portion of it has to be removed, and it is both unethical and 

illegal to remove the cultural patrimony of Peruvian people, even for the purpose 

of laboratory analysis, without official permission in the form of a permit from 

the Instituto Nacional de Cultura, or INC. Current laws only allow consideration 

of a permit if the applicant holds a Ph.D. I therefore decided that the most 



	 9	

accurate chronology I might achieve would be through the use of stylistic 

seriation as implemented by Rowe and improved by Patterson. I have done my 

best to make it as accurate as possible, but it is a first attempt at chronology and I 

sincerely hope that future research will improve upon it. It has been central to 

my thinking throughout that establishing chronology was the necessary first step 

in analyzing the art.  

This chronology allows us to begin to understand what content or 

message was transmitted through the painting of the art. The fifth chapter begins 

to explore patterns that became apparent, some as I was conducting my field 

investigation, and more as the chronology of the art was revealed. For instance, I 

became convinced after the 2011 season of relationships evident between some of 

the rock art in Huánuco and rock art from the Western Amazon. 

One of the chief aims of this project has been to investigate the changing 

social relations in the Huánuco region that a chronometrically dated rock art 

sequence would reveal. Chapter Five demonstrates that we can learn much about 

a society by investigating its rock art, especially when it is crosschecked with 

other forms of material culture produced by its own and related societies. Rock 

art communicated territorial affiliation and links to the land, as well as changing 

ideas about the nature of the cosmos. The sites discussed here were used to mark 

a ceremonial landscape imbued with social power, a running theme throughout 

the chapter. 



	 10	

I have taken pains to be as accurate as possible at all stages of research, 

but it was necessary to form some hypotheses for which there is insufficient data 

to fully support as yet. I welcome future research that will support or refute these 

initial interpretations. 
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NOTES TO READERS: 

 

References to “left” and “right” as pertaining to the rock art in this text refer to 

the viewer’s left and right, even when discussing details of anthropomorphic and 

zoomorphic images. 

 

I have identified color throughout using the color plates from Maerz and Paul 

(1950). The colors are listed using first the plate number, then the letter denoting 

the row it came from, and then the number of the column. For example, 8J6 

corresponds to the color in plate 8, row J, and column 6. 
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CHAPTER ONE 

THE HUAMALIES SUBREGION 

 

The mountains surrounding the town of Singa, in the Huamalies 

subregion, are home to at least 32 rock art sites, many with multiple panels. Five 

of these sites are discussed here, containing a total of 20 panels, the most panels 

of the three subregions in this study.  

Singa is located in the northwestern portion of the Province of Huamalies, 

and is the capital of the District of Singa. The town is 3638 m above sea level and 

is situated on the left margin of the Marañon River (Coaquira 2008:15). This is a 

high elevation for modern Andean towns, which usually sit at a lower elevation 

than the surrounding countryside. Rock art sites in this subregion are generally 

located in the Suni zone.  

The area was home to many archaeological sites in the past. The little 

archaeological work done here has focused largely on surface remains of 

settlements dating between the EIP and the Late Horizon occupation of the Incas 

(Salcedo 2012). The area surrounding Singa was the northern territory of a group 

identified as the Wamalli during the Middle Horizon and the LIP (Salcedo 2012). 

These people shared material cultural practices, including the use of distinctive 

funerary architecture (Onofre 2013; Salcedo 2012).  
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A variety of styles are represented here, including a style I have named 

Singa Transitional, described below. A range of colors is also present, most 

commonly the many shades of red featured in the majority of paintings.  

 

 

GONGA 

 

Gonga is a large, complicated panel, approximately 6m wide by 2.5m high, 

painted on the surface of a rock shelter at an elevation of 3884 m (Figure 1.1) 

(9.40816 S, 76.8312 W). The surface of the rock wall is a slightly overhanging, 

concave, vertical surface that measures roughly 8 m long by 5.5 m high. If the 

observer is facing the panel, the angle of the overhang varies from approximately 

15 degrees on the left to roughly vertical on the right. Above the paintings, the 

rock becomes rougher as it reaches the peak of the overhang, which is also the 

peak of the mountain. The paintings are 1 to 1.5 m above a narrow ledge at the 

bottom of the shelter. There is a steep talus in front of the shelter, and a large, 

flat, grassy area roughly 5 m below the panel.  

The panel consists of over 75 individual figures of anthropomorphs, 

zoomorphs, and geometrics (Figure 1.2), and it is possible at present to establish 

seven episodes of painting. Four episodes (Episodes 3, 4, 5, and 7) can be 

identified using a stratigraphy based on superposition, as well as by observing 
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stylistic features such as paint color, line thickness, skill and care of rendering, 

tendencies toward abstraction and/or naturalism, and status markers like 

headdresses or earspools. Three episodes (Episodes 1, 2, and 6), which contain no 

instances of superposition, can only be distinguished from one another by 

identifying stylistic features. Seriational and cross-dating arguments suggest 

that, although these episodes cannot be fixed concretely, two of them preceded 

the stratified sequences (Episodes 1 and 2) and one of them (Episode 6) was 

created between Episodes 5 and Episode 7. 

An instance of superposition is counted whenever a new figure is 

superimposed over one or more earlier figures. There are nine instances in this 

panel, examples chiefly connected to three types of images: anthropomorphs, 

circular designs, and camelids. The instances of superposition in Gonga form one 

of the key forms of evidence for establishing the chronological sequence outlined 

in this dissertation. 

The colors in the mural varied from light red (6L10) to a much darker red 

(8J9) to a purplish-red (8E6) in the final episode. Based on these criteria, it should 

be understood that paintings from each layer might have had multiple authors 

and may have been painted in episodes that spanned centuries. 

Because I have defined seven episodes that correspond to layers of the 

painting, I have drawn two sets of figures: one in which layers are shown 

cumulatively, and one in which layers are shown separately (marked with an “s” 
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after the figure number). Not all drawings have an “s” counterpart, as the 

distinction is not always illuminating. This drawing rubric is used, where 

appropriate, throughout this dissertation. In all Gonga drawings, I have used a 

grid system (.5 m x .5 m square) to more clearly identify the location of each 

element.  

 

Gonga Episode 1 

The three figures executed during this episode portray humans and 

zoomorphs (and perhaps one example with features of both) with a semi-

naturalistic style, rendered with some skill, but not highly elaborate. The figures 

are proportional and small in scale (~10 cm in height). The color (7J9) is faded 

and was likely a deep, red ochre at application. 

The original painting (Figure 1.3) was sparse and its figures were small. 

They occupied what became the left center of the final painting.  

  

1. The topmost figure, located in the upper half of B6, is a zoomorph of 

approximately 10 cm. Its shape suggests that it was intended to be a 

camelid or a cervid. A line protruding from the head could represent 

the tall ears of a later camelid, but the height of the line might suggest 

the horns of a cervid. The figure was painted roughly 3.2 m from 

ground level, and must have been difficult to access.  
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2. An enigmatic and more abstract figure, the same color and with 

roughly the same weathering, was painted 40 cm below the top figure, 

on the border between B6 and C6. It is a convergence of two lines, one 

straight, thin, and horizontal and the other vertical, thicker, and that 

jags rightward in its bottom half.  

3. The lowest figure is approximately 20 cm below the middle figure, 

located in the bottom left quadrant of C6. It is approximately 20 x 10 

cm, with a body, short tail, and four limbs. This figure may have been 

intended to represent a frog or lizard, though its proportions are 

roughly anthropomorphic. The arms and legs are splayed, as later 

anthropomorphs will be (and as paintings of lizards and frogs will be), 

and the ‘tail’ descending from the main body may have been intended 

to be a loincloth. It is also possible that it was meant to be a 

therianthrope, or transitional form between human and animal.  

 

Gonga Episode 2 

During Episode 2, only a single image was painted, below the existing 

images (Figure 1.4). It is painted in broad, watery lines, and the shape of the 

figure conforms to the limited examples we have of this style; it is abstract, with 

interior lines bisecting the outer shape, which has rounded corners. This style is 
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seen in the sites of Huancanyacu and Parara. (See Chapter Two for a more 

extended discussion.) Painting from the following episode overlies it.  

 

1. The figure is located on the border between D5 and D6, measures 

approximately 20 x 15 cm, and was painted in a watery red (6H4) with 

lines ~2 cm wide. It is quadrangular with rounded corners, the interior 

of the square being divided into four chambers by two lines that cross 

in the center. A horizontal line, with six short vertical lines bisecting it, 

would be added during Episode 3, symbolically connecting 

subsequent painters with previous. This is evidenced by one of the 

vertical lines overlying the quadrangular figure in a different color and 

style.  

 

Gonga Episode 3 

Paintings from Episode 3 fill a large portion of the mural, extending it 

both left and right. The style is naturalistic, though abstracts are included along 

with anthropomorphs and zoomorphs. Two large anthropomorphs, whose 

headdresses, hands, and genitalia are carefully depicted, and two large circular 

designs dominate the other images in size. There are also several smaller figures, 

mostly zoomorphic or circular. The zoomorphs are sometimes less carefully and 

less crisply rendered than the other figures, which suggests multiple painters 
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ranging in skill. All Episode 3 figures are the same deep red ochre color (8J9). 

Although the paint was likely thick and viscous when applied, it appears some 

lines were applied dry and others wet. Dry application caused a broken, 

inconsistent line, whereas wet application allowed the paint to penetrate the 

crevices and create a solid line. 

It was during this time period that the figures from the previous episodes 

were integrated into a cohesive mural (Figure 1.5; Figure 1.5s).  

The two anthropomorphs at the top of the mural are the largest figures in 

the painting, both measuring approximately .6 x .4 m. Both wear headdresses 

and have their legs and arms splayed outward, a common posture for 

anthropomorphs in the region, and also frequently used in Recuay sculpture 

(Lau 2011). The left hands of both figures form an open circle with their fingers. 

Both have their gender marked by genitalia and by their headdresses. In both 

figures, the area of the head has two large circular shapes beside each other.  

 

1. The left figure is located in A/B 7. Its headdress is a crescent-shaped 

bundle, and connects with circular shapes on either side of its head. 

Between its legs is an unambiguous representation of female genitalia. 

The left figure also has a single finger thrusting upward from an 

otherwise closed right fist. This is a recurring feature in Moche 

iconography. 
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2. The right figure is located in B/C 8-9. Its headdress is an upside-down 

crescent, similar to that worn by the ‘warrior-priest’ in the Presentation 

Theme of Moche iconography. It has two large semicircles protruding 

from the head, likely representing earspools if male, or tupus if female. 

Between its legs is an ambiguous circle. 

 

The other large iconographic elements that distinguish this mural from 

others are the divided circular shapes to the left of and below these figures. The 

two largest of these are ~.5 m in diameter and composed of wide (2-3 cm) lines.  

 

3. The large circular design on the left, located in A/B 5, has been 

divided into 12 chambers lining the periphery of the circle and one 

central chamber with a small circle inside it.  

4. The circle located primarily in D8 is more elaborate than the others. It 

is composed not only of lines dividing into chambers, but the bottom 

half has been painted to represent a quadruped as seen from the side. 

The length of the neck and the shape of the head support the 

identification of this zoomorph as a camelid. In this circle, most of the 

chambers are also filled with dots: the center ring contains fourteen 

dots, and each of the smaller chambers around the periphery of the 
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design contains three dots except the largest one, which is framed by 

the ‘legs’ of the camelid, and contains five.  

 

To the far left of the mural are two smaller circle designs composed of 

narrower lines (1 cm or less).  

 

5. The first is located in A4, just to the left of the left-most larger circular 

design. The periphery is subdivided into 7 chambers, and the central 

circle has another, small circle set off-center to the bottom left.  

6. Below and to the left of this, in B3, is the final circular design from this 

episode. The periphery is divided into 13 chambers, with the top-most 

being larger than the others. The central circle is divided into 

quadrants by two perpendicular lines. 

 

In addition to the above elements, 17 smaller zoomorphs and seven 

abstract figures were added to the mural, as well as fifteen more circles.  

Two circles surround zoomorphs that appear to be camelids, based on 

neck length and the size and shape of the tails. These are located in the top left 

corner of C5 and straddling B7 and C7, just below the left anthropomorph. 

Though there is variation between camelid figures during this period, they both 

meet the criteria for the canon of depiction for camelids: long necks, heads with 
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upright ears, short, horizontal, or slightly diagonal tails, and thick legs in 

proportion to the body.  

There are several configurations of animals that are notable.  

 

7. First, two animals that appear to be interacting are located in C 7-8. 

The zoomorph on the right is long, with a long, open snout and short 

legs. Based on these characteristics, it was likely  intended to be 

crocodilian. To its left is a zoomorph with short snout and a long, 

curved tail which, based on its shape and orientation, suggests its 

owner is a canid.  

 

To the left of this pair of figures is a grouping that surrounds the abstract design 

from the earliest episode of painting, located in B6-C6.  

 

8. The rightmost figure of this grouping is a curved line in a reverse C 

shape, located in B/C 7. It is painted faintly with a dry brush.  

9. The central figure of the grouping is roughly circular, ~12 cm tall, with 

five appendages sticking out from it. It is located in the top right 

corner of C6. The center of the figure is empty. Although preliminary 

identification is as a turtle, it is a unique example of such in the 

iconography of the region.  
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10. Straddling B6 and C6 is a four-pointed star.  

11. Beneath the star, in C6, is a quadruped, ~30 x 18 cm, with a long neck 

and a short tail. This is almost definitely a camelid, based on the 

proportions described above. Its body is proportionately longer than 

other examples from this period, though this becomes the norm in later 

periods for camelid depiction. Above this, in B6, is a zoomorph with a 

short neck and a long tail: likely a canid, ~15 cm long.  

 

This ‘grouping ‘ is at the center of the mural. There are several circular 

shapes around it. Animals seem to trail behind it in a diagonal line to the left. 

They are relatively small and their shape varies, though they are naturalistically 

rendered.  

 

12. The figure directly behind the larger camelid in C6 may also be a 

camelid, based on its neck and tail sizes. It is partially painted over by 

a later anthropomorph, which makes it difficult to identify the exact 

shape of the original.  

13. The next figure to the left (straddling B5 and C5) has eroded, and its 

shape is therefore also indeterminate.  
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The three animals in the lower left quadrant of B5 also seem to be camelids.  

 

14. Beneath the above line of figures, in the top left of B5, is a zoomorph 

within a circle, the diameter of which is ~15 cm. As discussed above, 

this zoomorph is identifiable as a camelid based on its proportions.  

15. Another zoomorph within a circle is located on B/C 7, directly beneath 

the left-most anthropomorph. The circle is the same size as the 

previous figure and its neck length and proportions also suggest a 

camelid.  

16. A third likely camelid can be found in the center of D7, to the left of 

the large circular design at the right of the panel.  

17. Additional zoomorphs likely intended as camelids are located in D9, 

and a final one can be found in the center of B4. All of these are 

painted using similar proportions and their sizes are ~10-15 cm.  

18. A final, unidentifiable zoomorph can be seen in E7, just bordering the 

bottom left of the large circular design that occupies D8. 

  

Finally, there are several abstract images distributed throughout the 

mural. There are five small (~10 cm diameter) circles with central dots and four 

small circles without dots. The latter are all located on the right-hand side of the 

mural (E8 and D9).  
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19. An abstracted configuration of lines and dots can be found in B6. The 

figure is composed of a central vertical line bisected at the top and 

center by horizontal lines. Two small infilled circles are located just 

beneath the outer portion of the top horizontal line.  

20. In C8, two circles were painted with lines and/or dots in 

configurations that vaguely resemble faces. The left-most of these has 3 

curving lines in the top-left, top-right, and bottom-center portions. 

They curve in ways that human faces don’t, making the attribution 

abstract rather than humanoid. The right-hand one has three dots in a 

line in the top half of the circle and a slightly curved line in the bottom 

half. Again, the configuration is face-like, but it is unclear if a face was 

intended.  

21. Another circle was painted in the top of D7, this one with a horizontal 

line through it. 

22. An anomalous abstract design can be found in the bottom left of C7. It 

is composed of sinuous, curving lines that are difficult to describe. No 

naturalistic pattern is discernable from this figure.  

23. On the bottom of the mural, in C/D 5, there is a circular design that 

does not fit the pattern as the ones discussed above. This one is 

composed entirely of crossing lines within it, rather than being divided 
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into an inner circular chamber and and outer ring of subdivided 

chambers. 

24. Directly below this circle, in D 4-5, is an anomalous figure composed of 

crossed, curving lines. This figure is the most difficult to attribute to 

this time period, because it does not fit the overall style of this period. 

The paint used was far more watered down than in the rest of the 

mural, but is identical in color to the other figures of this period. It 

appears as though the paint was applied in splashes along the top and 

allowed to drip. A curved central horizontal line unites the top group 

of ‘drips’ with another at the bottom before it becomes vertical. The 

vertical portion of the line is crossed by two short horizontal lines. The 

entire composition is ~25 cm across.  

25. In D5, are two abstract figures composed of crossing lines. The top one 

is composed of a straight vertical line crossed by three shorter, curving 

ones. The bisected square figure of the previous episode, located in D 

5-6, has been crossed by a series of short lines that connect with the top 

of the figure. Some of these overlie the top of the square. These short 

vertical lines are themselves connected at the top with a long 

horizontal line.  
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Gonga Episode 4 

During this episode, the mural was extended .5m to the right and .3m to 

the left, with additions to the center as well (Figure 1.6; Figure 1.6s). No 

zoomorphs were painted during this time, and new anthropomorphs were 

highly abstract. Figures were rendered with less skill, especially regarding the 

anthropomorph occupying D/E 9, only identifiable as such based on its hands, 

and the similarities of its headdress to a figure from Episode 3. The paint (8L4) 

used in Episode 4 is similar in color to Episode 3, though slightly browner. 

There were three instances of superposition during Episode 4. 1) A large 

circular design (B/C 7-8) was added slightly over the bottom of the foot of the 

Episode 3 female figure (A/B 7). This design partially covers and partially 

contains a zoomorphic image that appears crocodilian in nature (C7-8). 2) An 

abstract image (D 8-9), which also overlaps a large Episode 3 circular design 

(D8), is connected to the right foot of the other large Episode 3 anthropomorph 

(B/C 8-9). 3) The headdress of a new anthropomorph (D/E 9) added in Episode 4 

overlies an Episode 3 zoomorph in the center of D9.  

 

1. Beginning from the left, straddling B 2-3, the first addition is a circular 

design with thin lines conjoining to outline a small circle in the center. 

The outer circle is divided unevenly into seven chambers. This figure 

measures ~12 cm diameter.  
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2. In B/C 3 is a seemingly abstract figure that becomes an 

anthropomorph during Ep 5, and suggests in its general shape that the 

future elaboration may have been intended. It is composed of a long 

vertical line at the center, with a large semicircle at the top crowned 

with a rectangle. The ‘legs’ are composed of a squared-off upside-

down U shape, and there is a small vertical line between them, which 

may indicate that the representation is male. It is ~31 cm high.   

3. In the center of C5 is an upside-down U-shaped figure. 

4. Just above and to the right of this, also in C5, is a circular design ~16 

cm in diameter. It is divided into four parts by a central cross, and four 

thin lines trail from the top of the circle.  

5. Straddling D 6-7, another circle is superimposed over an earlier 

zoomorph. This circle is ~15 cm in diameter and its interior is 

composed of small dots, the same number as at the center of the large 

circular design to its right.  

6. A large (~42 cm diameter) roughly circular figure at the conjunction of 

B/C 7-8 overlies the foot of the left-most anthropomorph from the 

previous episode. Lines divide it, as in previous large circles, and the 

lines on the bottom half make that portion of the design resemble a 

zoomorph. At the center of this circle, however, there is no inner circle. 

Here, the lines forming the ears of the zoomorph and the area where 
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the tail meets its rump form two small circles near the center. The lines 

divide the design into seven unequal chambers. Three vertical lines 

protrude from the bottom of the circle, connecting the design with the 

vaguely crocodilian zoomorph beneath it. Interestingly, some of the 

lines overlie the zoomorph, while others carefully avoid covering it. 

The top left portion of the design also covers the foot of the 

anthropomorph above, and incorporates its line in such a way that the 

circular form is broken by a right angle. Both the anthropomorph and 

the zoomorph below are carefully incorporated into this circular 

design. 

7. In C7, an additional zoomorph has been added directly above a figure 

determined to be a canid from the previous layer. This figure has a 

similarly long tail, though the figure from the previous layer has a 

bushier one. Intended species is difficult to determine, but it may also 

be depicting a canid. It should also be noted that the canid from the 

previous layer appeared to be directly interacting with the crocodilian 

figure from the same period. As the circular design described above 

overlies and interweaves with the crocodilian figure, the positioning of 

this Ep 4 canid directly atop the Ep 3 canid likely has significance. 
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8. In the bottom right of D7 is another circle surrounded by a curving line 

that measures ~14 cm in diameter. A single, diagonal line bisects the 

inner circle.  

9. Also in D7, a faint, almond shape is just above the circle. It has a dot at 

its center.  

10. And again in D7, a vaguely zoomorphic, curving figure is above the 

almond. 

 

The above three figures are arrayed around the large Episode 3 circular 

design with the zoomorph within (D8).  

 

11. Between Ep 3 circular design and the Ep 3 anthropomorph above it, at 

the bottom of C8, is an oval shape with a vertical line bisecting it. Two 

dots, one in each half of the oval, make this shape look vaguely 

anthropomorphic.  

12. An abstract figure in the top right of D8, and occupying portions of the 

adjoining quadrants, overlies the foot of the right Ep 3 anthropomorph 

in B/C 8-9. The new figure is made up of a T-shape, with a double-

lined arc bisecting the vertical. It is ~12 cm square.  

13. Just above and to the right of the foot is an abstract figure in two parts, 

and painted in faint, thick lines. The higher part is a somewhat 
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anthropomorphic shape within an outer ‘C’, and the lower is a 

rhomboid with vertical and horizontal lines bisecting it. The two parts 

connect to each other at the border between C9 and D9. 

14. Below and to the right of the large, right-most Ep 3 circular design is 

the largest anthropomorph of Ep 4 (D/E 9). At ~.5 m tall, this figure is 

similar in size and form to the Ep 3 anthropomorphs above it, but has 

some significant differences. It has the same long neck as the figures 

above, and similar semicircles at the sides of the head as the figure 

directly above it. Its headdress is emphasized, but different from either 

figure above in that it is composed of an upside-down crescent with 

three vertical lines above that. The anthropomorph’s body is rounded, 

unlike the straight torsos of the representations of the earlier time 

period. The right hand is open and holds one of the two Ep 4 

zoomorphs, whose long neck, upright ears, and short tail suggest a 

camelid.  The anthropomorph’s left hand is open as well, and empty 

until Ep 5. The arms and legs are splayed, but the right leg has spalled 

off since it was originally painted. The existing leg is 

disproportionately short and the foot is not present. The figure seems 

to have labia, painted in curving lines, similar to the left-most Ep 3 

anthropomorph.  
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15. At the right of E8, between Element 14 and the Ep 3 circle to its left, is 

an interesting abstract anthropomorphic figure. Measuring ~15 cm, 

this figure has the bulbous torso and splayed arms and legs of the 

larger anthropomorph just described. Its legs are also similarly formed:  

disproportionately short, curved lines with no feet represented. The 

head of this figure, however, is formed by a circular design with 

bisecting curved lines forming an H-like shape.  

16. The final representation, located in the top right of E9, is an abstractly 

head-like shape measuring ~35 x 28 cm. The headdress is emphasized, 

but the face is indistinct. Open circles form the eyes and two dots make 

the nose. The headdress is circular, like some male headdresses seen in 

Recuay ceramic iconography (e.g. Eisleb 1975 figs 54-56, 137, 141, 157, 

179).  

 

Gonga Episode 5 

During Episode 5, the mural was extended a meter to the right, and 

figures were added throughout (Figure 1.7; Figure 1.7s). No zoomorphs were 

added, though girth was added to an Episode 3 zoomorph (C5, left). The large 

anthropomorph from Episode 3 that occupies C 8-9 was painted over only in the 

genital region. As in Episode 4, figures were largely abstracted and the depiction 

was less careful than in Episode 3, though the artist/s did depict a naturalistic 
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vulva when painting the anthropomorph in D 10-11. In the Episode 5 additions, 

the color (6L10) is much lighter than in the previous episode. 

 There are four instances of superposition evident in Episode 5. 1) The 

abstract anthropomorphic figure in B/C 3 was added to, making it more fully 

realized as an anthropomorph. 2) The encircled camelid at the top left of C5 was 

enlarged: parts of it were painted over, making its body and legs thicker. (The 

paint does not affect the shape of the head—an important diagnostic feature in 

camelid paintings.) 3) Another camelid (D7, top left corner) was partially painted 

over with a circle. 4) The genital area of the Episode 4 anthropomorph at B/C 8-9 

was painted over with a semi-transparent smear of the Episode 5 color, so that 

the original paint is obscured, but still visible. This smear carries down to be 

superimposed over a geometric figure at the bottom of C8, which was also 

painted during Episode 4. 

 

1. A meter and a half to the right of the B/C 3 anthropomorph, a circular 

design has been added (C6, bottom). This design measures ~12 cm in 

diameter and is composed of thin lines dividing the circle into 

chambers. The bottom left portion or chamber is subdivided into two 

halves by a curving line following the direction of the circle. This 

makes a total of 8 chambers.  
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2. A larger, teardrop-shaped line drawing has also been added at the 

center-left of D7. 

3. Two circles with dots at their centers have been added at C9, to the 

right and under the arm of the Ep 3 large anthropomorph with the 

crescent-shaped headdress. They are 10 and 7 cm in diameter and 

composed of fine lines.  

4. A circular design has been added at the top of E9, placing it in the left 

hand of the Ep 7 D/E 9 figure. A vertical line in the center bisects the 

circle, and this line is bisected by a perpendicular one to the left. The 

lower left portion of the image overlaps the left hand of the 

anthropomorph, and though the design bears some resemblance to an 

anatomical cross-section of a heart, it seems more likely that it is 

another in the series of circular and oval abstract designs common to 

this mural. 

  

The mural was expanded rightward in this episode through the addition 

of three large circular designs and an anthropomorph at D/E 10-11.  

 

5. The circular design at D/E 10 measures ~28 cm in diameter, and is 

made up of two concentric circles with six chambers between them. 
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6. The circular design at the bottom of D11 also measures ~28 cm in 

diameter, and is also made up of two concentric circles with six 

chambers between them. 

7. The larger circular design in the center of E11 measures ~32 cm in 

diameter, is also made up of two concentric circles, but contains five 

chambers between the circles. 

8. The anthropomorph at D 10-11 measures ~40 cm in height. The arms 

are outstretched and the left hand makes a circle, as do the left hands 

of the Ep 3 anthropomorphs. The legs are open, and two short, curving 

lines descend from the body, representing labia. The head of the figure 

is poorly defined, but the shape of the top of the head is consistent 

with womens’ headgear in Recuay iconography.  

 

Gonga Episode 6 

Episode 6 sees the addition of only three elements: two toward the left of 

the panel, and one in the right center. Two elements are abstract and one is a 

zoomorph. This episode was difficult to place chronologically in the sequence 

because there are no stratigraphic clues. I have placed it here based on three 

criteria: the images painted during Episode 6 share 1) a simplicity of execution, 2) 

a medium line thickness, and 3) a lightening in color (5K9).  
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During Episode 6, a single small zoomorph, six small dots, and a single 

abstract element vaguely resembling a face were added (Figure 1.8; Figure 1.8s).  

 

1. Beginning from the left, there are two groupings of three dots each at 

B4-5, between the left-most small Ep 3 zoomorphs that sit beneath the 

large Ep 3 circular design (A/B 5). The dots are above the second 

(camelid) zoomorph.  

2. Just beneath this zoomorph, another, similarly shaped zoomorph has 

been painted in the bottom left corner of B5. This animal 

representation is smaller than the one above, measuring ~10 cm in 

length from nose to tail (the one above it measures 12 cm from nose to 

tail). Its diagnostic features—long, erect ears, short tail, and long 

neck—make it likely that it was intended as a camelid. 

3. The only other figure added during this period, an oblong oval 

bisected by a single vertical line, is located in the top-center of C7. Each 

half of the oval contains a small, roughly centered dot. The entire 

design measures ~15 cm across, and the line width in is between 1 and 

2 cm.. The image creates the general impression of a face, but is too 

abstract to be strictly interpreted as such.  
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Gonga Episode 7 

This final layer adds few, but significant, elements to the mural (Figure 

1.9; Figure 1.9s). During Episode 7, paintings were added only to the central left 

portion of the mural, in two cases incorporating elements from previous episodes 

either by covering them or surrounding them. Designs are both abstract and 

naturalistic. Episode 7 elements include an anthropomorph, a circle, and a 

circular design. The new elements feature medium-wide to wide (2-5 cm) line 

work, and are painted in dry lines of a purplish-red color (8E6). This unique 

color is not from the same family of colors as previous episodes, suggesting that 

different materials and/or techniques were used in its preparation. 

In Episode 7, one image is superimposed over two pre-existing elements 

and one encircles an earlier symbol. The large anthropomorph at B/C 5-6 

partially overlies the large circular design (A/B 5) from Episode 3, and is painted 

over a zoomorph (C5) determined to be a camelid. In B6, a small circle surrounds 

Element 19 from Episode 3. 

The anthropomorph here displays new rules for depiction. Until Episode 

7, head shapes have varied, but have tended toward spheroid. Legs in previous 

episodes have been splayed at right angles, with the upper legs horizontal and 

the lower legs vertical. Both the spheroid heads and the squared legs are the 

norm for anthropomorphic depiction beginning at least in the Early Horizon. The 

Episode 7 anthropomorph’s head is depicted as a horizontal line, and its legs are 
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positioned more like a diamond, with lower legs pointed inward. There are no 

feet, and the body was painted as a thin line rather than a wide mass. Both of 

these styles are outside the norm of depiction for anthropomorphs in the region, 

and all of these clues suggest that this anthropomorph was painted by someone 

not indigenous to the region.  

Because of the unique color used here, and because the rules for depiction 

of anthropomorphs form a disjuncture with the rules for depicting them during 

previous episodes, as well as the rules of depiction for all styles in the region, I 

have placed Episode 7 at the end of the sequence. (In the following chapter, I will 

argue that additional cross-dating evidence suggests that this episode was 

painted during the Late Horizon.) 

 

1. The first element in the painting starting from the left is a large 

anthropomorph located at B/C 5-6. This figure measures ~.5 meter tall, 

partially overlies the large Ep 3 circular dseign at A/B 5, and 

completely overlies an Ep 3 zoomorph (C 5-6). Again, no facial features 

are present; the head is a vertical line that connects the headdress to 

the body. The headdress is a horizontal line with two circles beneath it, 

likely representing earspools. The arms of the figure are open to the 

side as in earlier episodes, but no hands are painted, and a single long 

line that stretches from the shoulders to the tops of the legs represents 
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the body. The legs are not splayed open as in the previous episodes; 

instead they form a diamond shape, open at the bottom. No feet are 

represented. These features suggest that the image was painted by 

someone either unfamiliar with local canonical rules of depiction or 

deliberately flaunting them.  

2. Roughly a half-meter to the right of the anthropomorph, at the center-

right of B6, a circle has been painted around Ep 3 Element 19. 

3. Another circular design has been painted at the top of D6. Like those of 

episode 3, it consists of inner and outer circles connected by straight 

lines. Unlike those in previous episodes, this design is shaped like 

more of a square than a circle, albeit with rounded corners.  

 

Gonga Indeterminate 

 Finally, it should be note that an additional image was added to the 

drawing of Episode 7 (Figure 1.10). This image, located at F/G 11-12, was added 

for convenience, but not because it connects in any way with this episode of 

painting. It consists of a large, upside down U containing two large dots and two 

lines. It was painted in a style (wide lines) and color (7H3-4) unlike any other 

episode, and entirely uncharacteristic of any site observed during my visits. It is 

also physically disconnected from the rest of the mural, leaving no clues as to 

when it was painted. It seems likely that this element was added in modern 
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times, but it could also be a rare example of a unique style not observed 

elsewhere in the region.  

 

 

QUILCAY 

 

 Quilcay is located at an elevation of 3808 m, near the town of Singa (9.4068 

S, 76.8327 W). The site consists of a series of eight panels: four are on the center of 

a large cliff face, and four are along the approach to the cliff face, a narrow path 

that ends in a rock shelf ranging from 50 to 80 m above the valley floor and 

varying in width from less than 50 cm to 2 m. Panels were painted in various 

styles and colors, and considered separate when a meter or more divided one 

painting or group of paintings from the next. 

Quilcay 1 is located on a large boulder located just below the beginning of 

the path. Quilcay 2 through 4 adorn small rock shelters along the path as it 

makes its way up the valley floor to the cliff. Quilcay 5 through 8 are on the cliff 

face.  
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Quilcay 1 

 

Quilcay 1 (Figure 1.11) is painted onto a large boulder just below the entrance to 

the narrow path that leads to the rock ledge. The painted surface faces the path 

(Figure 1.12). The panel features two paintings in different shades of red and a 

large amorphous stain to their right, rendered in a third shade. (At least three 

other faded, and badly eroded, figures can also be found on the boulder, but 

lower to the ground. These were too eroded to be helpful in determining style, so 

are not discussed here.)  

 

1. The first figure was painted at the top left of the panel in a bright red 

paint (5L6) with medium thick lines (~1 cm).  The composition is of a 

series of curvilinear intersecting lines that make up a slightly 

abstracted face, which looks upward, perhaps supine. The ‘eye’ of the 

figure, outlined and loosely triangular, is adjacent to a squarish and 

prominent ‘nose’. Extending diagonally above the ‘eye’ is a series of 

lines that may suggest a headdress. The effect is abstracted, so that the 

overall figure might also be interpreted as a landscape formation or 

other form. The figure is nestled into a naturally forming crack in the 

rock surface. 
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2. The other distinct figure, located beneath the figure described above, is 

vaguely anthropomorphic. The figure is filled in, with an almond-

shaped left arm and a curving triangular shape for a right arm. The 

effect is similar to that of the sleeve of a robe, with a large opening for 

the hand and narrowing to the shoulder. The body of the figure is an 

upturned cone shape that terminates at the bottom with a horizontal 

line. There are no lines representing legs or hands. The figure was 

painted in a darker color (7L4) than the one above it, though the shade 

is lighter than the stain to the right. 

3. The stain is a large, amorphous shape nestled into the crack at the right 

of the panel. It is a deep, red ochre color (8L6), similar to the color of 

the later Singa Transitional figures.  

 

 

Quilcay 2 

 

The art at this site is small in scale and badly eroded.  
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Quilcay 3 

 

Quilcay 3 is a surface of a rock wall further along the path that leads to the 

cliff.  

 

1. The painting is a single, small anthropomorphic figure with a partially 

eroded abstract symbol underneath it (Figure 1.13; Figure 1.14). It is 

~27 cm high, with lines varying from .5 cm to 2 cm wide, and painted 

in a bright red (5L1). The anthropomorph’s head is composed of a 

circle around a dot. To the figure’s left, at head level, are two 

concentric circles. Extending above the figure’s right side, in line with 

the arm, is a dashed line. The body is formed by two slightly curving 

diagonal lines, which meet at a horizontal line that forms the ‘waist’. 

The figure’s left leg is composed of a curving line, while its right is 

straight. A short line descends from the center of the ‘waist,’ perhaps 

suggesting (male) gender. 

2. The abstract figure beneath the anthropomorph is painted in the same 

color and is composed of three horizontal lines connected by a vertical 

line that runs through their centers. 
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Quilcay 4 

 

 This panel contains several small, eroded figures painted in red. 

 

 

Quilcay 5 

 

Quilcay 5 is a long stretch of more than twenty paintings on a single, 

concave face of rock wall. The panel is 5.5 m long by 1.8 m high (Coaquira 

2008:126) (Figure 1.15). Because of the size of the mural, I am including two 

overall drawings. The first drawing (Figure 1.16) includes the entirety of the 

mural, including figures on the left side that are mostly eroded. A 100 cm grid 

has been superimposed over the figures in this drawing. The second includes 

only those paintings on the right two thirds of the mural (Figure 1.17), and a 30 

cm grid is used. This separation, allows the smaller images to be seen more 

clearly. There is also a third drawing for Episode 1 (Figure 1.18) 

 At least three colors of red paint are apparent in Quilcay 5 (6L3, 8L9, and 

6L5). There also seem to be two types of white: one is the white found in other 

red-white bichrome figures in Singa, the other is a more watery (and perhaps 

quickly painted) style which overlies other images. I suspect that white to be 

recent graffiti. At least five different episodes of painting are represented here, 
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with only a single instance of superposition to clarify their stratigraphic 

relationship. This instance is located at the top edge of E11 (Figure 1.17), where 

an anthropomorph from Episode 5 overlies a geometric figure from Episode 2.  

This means that the only figures described below that are exclusively in Figure 

1.16 All are the arachnoid in C 2-3 and the anthropomorph in C1. 

 

Quilcay 5 Episode 1 

 The earliest episode of painting at the site was painted in a deep, thick red 

paint (6L3) using thick lines (1cm+). Figures are defined and fairly skillfully 

rendered. Individual images range from small, geometric line drawings to the 

more elaborate and large arachnid figure on the left side of the mural. There are 

two zoomorphic, one anthropomorphic, and seven geometric figures. Corners 

tend to be curved, though there are some angles formed by the meeting of lines. 

The artists use a combination of curvilinear and linear designs and a combination 

of outlining and infilling.  

 

1. The left-most image belonging to this phase is a mostly eroded figure 

in C1 (Figure 1.18). It is unclear what shape was intended by the 

artist/s, but there appear to be a head and two appendages in the top 

portion of the figure.   
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2. The first image of note is a large (1.4 m wide by 1 m high), abstract 

figure in C/D 3-4 (Figure 1.18). The center of the image has been 

eroded, but the top and sides are intact. The central body has four 

appendages emerging from the left side and top and at least three, 

possibly four emerging from the right. The wall has spalled off, 

eliminating the extreme right of the figure. The bottom left appendage 

is 5-10 cm thick and long, with a bulbous circle (~25 cm diameter) at 

the joint, and ending in a circle (~20 cm diameter). Narrower, shorter 

appendages (~70 cm long) emanate from the top of the figure; three 

from the left and two from the right. One appendage emerges from the 

lower right that is 5 cm wide, though it has been partially removed by 

the spalling of the wall. This figure was perhaps intended to represent 

a spider, based on the number of lines emerging from it and their 

placement.  

3. Seven small geometric figures were painted, six of them in D 4-5 

(Figure 1.16) (E/F 4 [Figure 1.17]). The left-most bottom of these is a 

small, curvilinear x-shaped figure. Above and to the right of this is a 

curvilinear W-shaped image. To the right of this is a U-shaped 

geometric image with the top left line curving inward. Just above this 

is a smaller C-shaped figure.  
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4. At the center of D5 (Figure 1.16) (right of F5 [Figure 1.17]) is an abstract 

figure: a vertically bisected oval with a vertical line and arrow pointing 

upward. The arrow shape has narrowing lines at either descending 

end. A short horizontal line bisects the vertical line. 

5. On the right of D5 (Figure 1.16) (E/F 6 [Figure 1.17]) is an 

anthropomorph with the open arms and legs posture (splayed) 

common to regional rock art. This figure appears to have been painted 

with its body filled in, but later scratched out in its center. The figure 

appears also to have once had a long neck that connected the body to 

the head, also scratched off. 

6. A fairly naturalistic zoomorph can be found in the bottom right of C6. 

The length of the neck and the angle and size of the tail suggest a 

camelid. The shape of this camelid is similar to those found at 

Toquepala, and to early examples in Patagonia (Muelle 1969; Guffroy 

1999).  

 

Quilcay 5 Episode 2 

 This episode features a dark, almost brownish red paint (8L9) rendered in 

rough, wide lines (>1 cm). The skill of depiction varies and at times seems 

unskilled. The lines tend to be poorly defined and the paint is inconsistently 

applied; in some areas a thick layer of paint was used, and in others the paint 
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was not sufficient to cover the surface. The broken line work is consistent with a 

dry, chalk-like application. 

 

1. In D3 (Figure 1.17) is a partially eroded circular figure. Despite the 

erosion, an inner circle and an outer circle are clear. There are also 

clear lines at the bottom and right of the figure that run from the center 

to the exterior circle. The left and bottom of the image are badly eroded 

and it is difficult to tell what was intended in these portions. There 

appears to have been another small circle at the top of the exterior 

circle, but this may be a trick of erosion or defacement. In all, this 

figure resembles the small circular designs at Gonga. 

2. An abstracted anthropomorph is depicted in E7 (Figure 1.17). It is 

composed of a vertical line, crossed by a short horizontal line at the 

top, bisected by a longer horizontal line, and extended at the bottom 

by two curving lines. 

3. The next figure is a large, curvilinear figure located in D/E/F 8-9 

(Figure 1.17). The figure is composed of curving lines, emanating from 

the bottom. In the center, two lines begin at the bottom, run vertically 

and then curve to the left a half-meter up. On either side of this center 

pair are two more pairs of lines, beginning vertically and curving out 

symmetrically. In these outer pairs, which curve at the halfway point 
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of the center vertical, a third line is added to the lateral stretch. The 

bottoms of all three pairings meet three circles that are connected by a 

curved horizontal line. Each lateral circle has three short, curving lines 

emanating from it. The left has two lines curving upward and one 

curving down. The right has three lines curving down. These latter 

portions appear similar to bird feet. 

4. In D10 (Figure 1.17) two small geometrics are rendered in rough lines. 

They are both composed of a single horizontal line bookended by 

shorter vertical lines.  

5. A final figure is located in E11 (Figure 1.17). It is a larger geometric 

composed of two parallel horizontal lines connected in the center by a 

single vertical line. This figure is overlain by a figure from Episode 5. 

 

Quilcay 5 Episode 3 

 This episode features two curvilinear geometric figures. One is located in 

the center of the mural (D/E 6-7) (Figure 1.17). The other is located on a ledge 

significantly higher than the rest of the mural, on a portion of the rock wall that 

overhangs the floor (Figure 1.19, Figure 1.20). Both were painted in a lighter 

shade of red than the previous phase (6L5), and their lines are a more consistent 

width (~1 cm). It should be noted that because there are no portions of Episode 3 
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figures that overlap with others, it is possible that it falls before Episode 2. I have 

placed it third based on cross-dating evidence discussed in Chapter Four. 

 

1. The first image, located at D/E 6-7 (Figure 1.17), is a vertical line with 

four roughly right-angled ‘switchbacks’. At the top of the figure, a 

short vertical line connects to a line curving down to the left. This is all 

topped with a small, open circle.  

2. The second figure is composed of curving, geometric lines (Figure 

1.20). The left portion features an inward-turning spiral at its venter, 

with an adjoining line on the top left side. The spiral terminates on the 

right by turning up and diagonally right. The center has a short 

vertical line and a left-facing C-shaped curve that do not touch. Finally, 

an upside-down teardrop shaped circle completes the figure on the 

right side.  

 

Quilcay 5 Episode 4 

 This episode has only one element, a bichrome red and white image 

located at D7 (Figure 1.17). The line work is wide (1-2 cm), and the red and white 

lines run parallel to each other. The red paint used (4L5) is much lighter than 

most used in the region. The curves and squares with rounded corners used in 

this figure (and similar examples) are similar to those used in the previous 
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episode. Because there are so few examples that share styles with this one, it is 

impossible to tell whether this episode is earlier or later than, or contemporary 

with, the previous one. 

  

1. This figure is composed primarily of a squared-off U-shape with 

slightly rounded corners. The ‘U’ is painted with a white line 

sandwiched by two red lines. The top right of the ‘U’ terminates in 

a small circle: a red center surrounded by the white. From the right 

side of the circle, a curved line (red sandwiched by white) runs 

upward and to the right.  

 

Quilcay 5 Episode 5 

 Two figures were painted during this episode, both using a watery, 

orange-red paint (5K8) rendered in narrow lines (>.5 cm). Both examples use 

curving lines and are somewhat abstracted, and both use outlining and lack 

infilling. The bottom of the right figure, located in D11 (Figure 1.17), overlies a 

geometric painting from Episode 2. 

  

1. In E3 (Figure 1.17), an oval was painted using curving lines that meet 

at a point at the bottom. Eleven short, unevenly spaced, curving lines 

extend from the oval on all sides. Another curved line creates a 
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partition within the oval, on the right side, and one of the exterior 

curving lines penetrates the exterior to bisect the interior partition. The 

entire image was painted immediately beneath a meter-long crack in 

the wall of the rock shelter.  

2. The figure in D11 resembles an abstracted angel or saint in Christian 

iconography. At the top of the image are two parallel curving lines, 

similar to the halo used in Christian paintings. The body of the figure 

begins narrow at the top and widens at the bottom. Two curved lines 

depict either two feet as lines or a single foot that is now disconnected 

due to erosion. Stretching laterally are angular lines that terminate in 

long vertical lines. These give the appearance of bell-shaped arms, 

much as the sleeves of a sixteenth or seventeenth century robe would 

have made. The left arm arm ends in a vertical line that terminates in a 

C-shape at the top (similar to a shepherd’s crook).   

 

Quilcay 6 

 

This panel consists of at least seven different figures painted in white, black, and 

red (Figure 1.21). The state of preservation for this panel is poor, so I’ve digitally 

enhanced the photo with Dstretch yds (Figure 1.22). The drawing for Quilcay 6 

(Figure 1.23) is from the enhanced photo. The enhancement also means that 
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accurate information regarding the color of paint used should be considered 

speculative with one exception: The deep red color used in the figures in A/B 1-3 

and in B 3-5, while faded, was a deep, brick red (7L6).  

Three of these figures partially overlie other figures. These instances of 

superposition are as follows: the figure in A 2-3 overlies the top right of the 

figure in A/B 1-2; the figure in B 3-5 overlies the top of that in C/D 3-5; finally 

the latter figure overlies the one in C/D/E 2-3. In Quilcay 6, though the color is 

not as helpful as it is in most other panels, the instances of superposition lead to 

the identification of at least four episodes of painting. Episode 1 begins on the 

bottom left, Episode 2 adds two figures that expand the mural to the right and 

down, Episode 3 phase adds two figures to the top right and left, and Episode 4 

overlies the figure in A/B 1-2, extending it slightly upward. The circle with the 

dot at its center in A4 does not fit into any of the described episodes, and the 

only clues it offers as to chronology are negative. The circle’s paint was applied 

dry, in red lines of inconsistent width, a stylistic techniques that does not fit with 

any others used in this panel. As the design is common, simple, and used across 

different episodes at other sites, it also does not offer any clues as to circle’s 

chronological placement. 
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Quilcay 6 Episode 1 

 The sole figure belonging to this episode (Figure 1.23) is that occupying 

C/D/E 2-3.  

 

1. This figure is a circle with four inward spiraling appendages 

emanating from the top and bottom. It is painted in curving white lines 

of medium width (~1cm).  

 

Quilcay 6 Episode 2 

 This episode (Figure 1.23) is represented by two figures.  

 

1. The first is the anthropomorphic face located in C/D 3-5. While the 

figure is heavily eroded, it was originally painted in a black or dark 

grey paint. The overall shape of the head is a blocky, rounded 

rectangle. The eyes are lunate in shape and look upward. At least three 

lines extend from the top of the head, suggesting some form of 

headgear. A line surrounds the figure’s right eye, perhaps to define an 

eye socket. A line also forms the mouth, tracing a partial oval around a 

central dot.  

2. The second painting made during this phase is the zoomorph in F 2-3. 

The long neck, short horizontal tail, and ears suggest a camelid. It was 
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painted in a similar color and features a similar degree of erosion as 

the Episode 2 face. 

 

A figure from the next episode, Episode 3, partially overlies the Episode 2 

face, but does not disrupt it. Rather, they appear to be related. The Episode 2 face 

is slightly larger than the Episode 3 head above it (and its Episode 3 partner to 

the left—see below for description), at approximately 20 cm wide by 15 cm high, 

and is designed in a more curvilinear and simple style. However, the overall 

shape of all three heads, from both Episodes 2 and 3, is similar, and all three 

heads incorporate a similar black or grey color.  

 

 

Quilcay 6 Episode 3 

 Two figures were painted during this episode (Figure 1.23) that are similar 

in composition. They are painted in white, black, and red. They are close in size, 

at ~15 cm wide by 10 cm high. Each consists of a cuadrangular head with 

rounded corners painted in dark red (7L4), surrounded by a wave design in 

black and white. The interiors of the borders of the central faces are notched in 

the upper corners so that the interior shape is similar to an axe-head or a tumi. 

The eyes and mouth of each face consists of simple lines and dots. The eyes are 
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painted in black and the mouths in red. A pattern of black waves borders the 

outside of both heads. 

 

1. The first is located at A/B 1-2 and is outlined in black  

2. The second figure is located at B 3-5 and is outlined in red. 

  

The red paint overlies the black on both figures, suggesting that a) it may 

have been added at a different time, or b) a set pattern was established as to the 

correct order of placement of color. The mouth of the left figure has a primary 

layer painted in black with its corners turning down, and a second layer painted 

as a narrow, straight red line over the central section. This suggests that the red 

was added later. The red paint also seems much less eroded than the black and 

white paint, though this could be the effect of a difference in composition rather 

than a later application date.  

A later addition of the red might also help explain the superposition of the 

figure from the next episode (Episode 4, A/B 2-3) over the left Episode 3 figure, 

as the left line of the Episode 4 figure descends directly into the right border of 

the Episode 3 figure. I should note that these figures were placed in different 

phases based on this superposition, and due to a few stylistic differences: the two 

Episode 3 paintings are more straitforwardly designed, whereas the Episode 4 

figure is more highly conceptualized. The figures from Episode 3 are more 



	 56	

eroded and less cleanly delineated than the one in Episode 4, with the exception 

of the red lines inside the figure in A/B 1-2. The red lines of the figure in B 3-5 

are more diffuse than those inside A/B 1-2, suggesting more erosion, and 

perhaps were therefore applied earlier or composed of different components. If 

the red lines in A/B 1-2 were added later, during Episode 4, this would explain 

the difference. I am suggesting that this is the case and that the red is only 

original to the right figure, whereas the left figure originally contained only black 

and white.  

 

Quilcay 6 Episode 4 

 The sole example from Episode 4 (Figure 1.23) is the intriguing and 

enigmatic figure in A/B 2-3 that overlies the Episode 3 figure in A/B 1-2.  

 

1. It is painted in the same black, white, and red (7L4) polychrome as the 

latter figure and seems to depict some type of face, though surely not a 

naturalistic one. It bears a strong resemblance to a Cupisnique stirrup-

spouted bottle that depicts two faces in one vessel: half feline and half 

anthropoid (Burger 1992 Figure 83; Willey 1971 Figure 3-46). Here, a 

jagged red line separates the two sides diagonally from top right to 

bottom left. The left side is largely filled in with red, though a large 

fang is painted in white, and the space for an upturned pupil has been 
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left and filled in with black. The top of the head is flat, and red 

triangles descend from the top line. This pattern is broken on the right 

with a curved line painted in white. The right side is more difficult to 

discern, having been painted largely in black and white, both of which 

have faded far more than the red. Where the mouth turns down into a 

toothed snarl on the left side, the right side turns up into the curved 

grimace typical of anthropoid faces depicted in Chavin style. The eye 

is curvilinear and somewhat abstract, curving down diagonally from 

left to right. It bears resemblance to the right eye of the Kuntur Wasi 

monolith, though in that sculpture the loop is below the sloping line 

(Burger 1992: Fig. 102). Here, the eyes are reversed and on a much 

smaller scale. Black and white lines above and to the right of the eye 

perhaps denote an ear. There seems to be a black nostril outlined in 

white present in the center right, though a line of erosion down the 

center of the figure makes this difficult to determine. The base of the 

neck is open at the bottom of the figure, and the bottom right of the 

‘face’ is outlined in red.  
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Quilcay 7 

 

 Quilcay 7 (Figure 1.24) is composed of three large, ornate figures painted in 

different styles. All three are highly elaborate and the two right-most belong to a 

style I am naming Singa Transitional. (This style uses a resist technique, similar 

to that used in pottery. I describe in detail how this determination was made 

below.)  The left-most painting, assigned to Episode 1, is the most eroded and 

was rendered in white paint. The middle painting has been assigned to Episode 

2. It was also painted in white, but using a more complicated technique, and is 

excellently preserved. The right-most figure, assigned to Episode 3, utilizes red 

and yellow paint in the Singa Transitional style. It is well-preserved, but portions 

of the painting were later pecked off deliberately. 

 

Quilcay 7 Episode 1 

An enigmatic and badly eroded figure sits at the left of Quilcay 7 (Figure 

1.25). 

  

1. It is composed of white lines that delineate the shape and features of 

the head of a zoomorph. The overall impression is feline, though the 

head seems to have antennae and the design is somewhat abstract. 

Curvilinear white lines divide the negative space of the painting into 
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zones. The eyes are almond-shaped and on closer inspection are mirror 

images of each other: the right eye is painted in negative, while the left 

is painted in positive. The lower portion of the head is faded, and the 

mouth is poorly defined but seems to be rounded and turned down at 

the ends. A gray-white line that is much less faded, and therefore 

painted later, also disrupts the center of the face. Some poorly defined 

red lines have been painted on the top portion of the head. The entire 

figure is approximately 37 x 37 cm. 

 

 Based upon the reconstruction (created by bringing out the contrast on 

DStretch), this figure seems to be a precursor to the feline figure from the next 

episode, Episode 2. In the Episode 1 figure, the jagged bottom of the head, the 

overall feline appearance, and the use of white lines to define negative space 

rather than denote an exact outline, all seem to relate it directly to the Episode 2 

feline stylistically. The more poorly defined design and the much more faded 

paint in the Episode 1 figure support the ascription that it is earlier.  

 

Quilcay 7 Episode 2 

The center figure can be found approximately 38 cm to the right and 

slightly above the figure from Episode 1. It is a highly ornate front view painting 
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of a feline head, in white paint (Figure 1.26). The technique used in executing the 

painting is the prototype of what I am defining as the Singa Transitional style. 

The sharp lines and infilled color of the painting give it the appearance of 

having been painted from a stencil affixed to the wall. I have deduced that the 

figure was created in a three-step process. First, the outline and all areas of the 

painting currently without paint were covered in clay or mud, which was 

allowed to harden in the sun. White paint was then blown over the entire surface 

through a tube. Once the paint dried, the mud or clay was removed, leaving 

behind the painting. In other words, the artist/s who created this painting used a 

resist technique to produce this image. This conclusion can be confidently made 

based upon the following criteria:  

 

a) The infilled areas are completely consistent in thickness of paint, as 

though applied in a wash rather than with a brush. 

b) The fineness and delicacy of certain lines, listed below, is consistent 

with the use of the resist technique in ceramics (Shepard 1985: 208): the 

lines around the ear and mouth of the upper feline, the outline of the 

main body of the upper feline, the lines surrounding the irises of the 

main figure, the interior borders of the ‘eyebrows,’ the exterior right 

border of the head of the main figure, and the bottom right line which 

terminates the ‘chin’ or neck of the figure. 



	 61	

c) The shapes of the ends of the parallel lines at the side of the face of the 

main figure are squared off where they meet the transverse lines (in 

negative). The consistency with which they line up are diagnostic of 

resist painting in ceramics (Shepard 1985: 208). 

d) The lower part of the body of the upper feline makes an exact straight 

line. This is inconsistent with other forms of rock painting, but can be 

easily explained by the use of the resist technique.  

e) The consistent sharpness of the lines of paint can be diagnostic of the 

resist technique (Shepard 1985: 208). 

 

A description of the painting is as follows.  

 

1. The primary focus of the figure is the large feline head, which has 

scrollwork along the top right and left sides. Three wide, horizontal 

stripes decorate the sides of the face. The eyes are circular, and the 

pupils are slightly different from each other in size. The nostrils are 

filled in white, while the body of the nose is composed of negative 

space. The negative bridge of the nose opens upward into empty 

space: no outline encloses the top of the head above the nose. The 

mouth is assymetrical, and also composed of both negative and 

positive lines and spaces. The left side of the mouth has a small fang 
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pointing down and a smaller tooth pointing up. The right side has 

what could be another, larger, fang, or a tongue protruding to the 

right. The chin of the feline is flat on the bottom, and composed of 

stripes in positive and negative. Atop the main feline head is the body 

of a second zoomorph, surrounding the profiled head of a third 

zoomorph. Both are composed primarily of negative space. The body, 

which faces right, may represent a scorpion, but the claws that would 

typically emerge from the front are missing or eroded. The tail rises up 

in an arc to the left, and is decorated with a comb. The tip of the tail is 

large, and topped with vertical stripes echoing those in the feline’s face 

below. The profiled head of the third zoomorph faces left, has a large 

eye with an upturned pupil, and fangs protruding from the top and 

bottom of its mouth. Behind the eye is a swirl that resembles a bird’s 

ear hole. Behind the ear hole, the negative space that comprises the 

neck of the profile opens to the right: no outline encloses the 

composition here. 

 

Quilcay 7 Episode 3 

Seven centimeters to the right and slightly below the feline image, and 

executed in a similar style, is a bichrome red (6L3) and yellow (10L5) painting 

(Figure 1.27). The figure is anthropomorphic, with a complete head and most of 
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an oblong body below it. There were perhaps once shoulders and arms attached 

to the body, but the painting has been pecked (probably with a rock, as the 

pecking is rounded) and eroded at its sides. A portion of the right side of the face 

has been pecked away as well. This figure can confidently be ascribed to having 

used the resist technique based on the clean edge of the lines, the straight edge 

(uncharacteristic to free hand) at the top of the head, and the narrowness of the 

lines beneath the center three ovals in the headband. The painter/s first applied 

mud or clay with a strong yellow mineral content, as a stain to create the base of 

the image. This was followed by a neutral mud, applied as a resist for the red 

color, which was then blown on. After the mud or clay dried, it was flaked off. 

 

1. A straight line of upside-down red triangles caps the top of the head. 

Below this is a headband in solid red, decorated with five ovals. The 

eyes are rimmed in yellow, the top lid bordered by a red, arcing, 

triangular fill shape, and the bottom lids bordered with the inner 

element of the head’s red double outline. The lunate pupils are red, the 

irises yellow, and the whites red. The shape of the head is semi-

circular, with a narrow, red outer outline. Two small, red dots make up 

each ear of the figure. The bridge of the nose is formed by a solid 

wedge of red, and the left nostril is painted as a red oval. The right 

nostril has been partially pecked, but seems to be slightly lower than 
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the left. The mouth, upturned at the sides, is a row of red, 

cuadrangular teeth surrounded by yellow. It is outlined in red, but the 

bottom outline opens to the neck. The body is outlined by a single, 

wide, red line. There is a solid band of red color across the center of the 

figure at the abdomen, ~7cm up from the bottom outline of the figure.  

 

 

Quilcay 8 

 

This long panel (Figure 1.28) consists of geometric, anthropomorphic, and 

zoomorphic figures in at least five tones of red paint. There is one small instance 

of yellow paint in the bottom center and a grayish-white quadrangular figure on 

the bottom right that can be considered recent. There is a large, natural crack 

toward the bottom left of the mural. The narrowness of the ledge here did not 

allow the entire panel to be photographed in a single picture (Figure 1.29; Figure 

Figure 1.30; Figure 1.31; Figure 1.32). Every effort was made to preserve the scale 

in the drawings, but no recording was made in the field of the distances between 

the images in the left and right halves of the mural. As a result, the distance 

between columns 4 and 5 in the drawing remains unknown, and is marked by a 

widening of column 5. Aside from this exception, a 20 cm grid was used in the 

drawing. 
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No instances of superposition were observed in the field, but four 

episodes were identified based on style. Considered as a whole, the initial 

episode of painting is represented only by the bottom center of the panel. In the 

second episode, only a single, elaborate painting was added, slightly above and 

to the right. During the third episode, the mural was extended to its current 

limits, expanding upward and to the right and left. In Episode 4, a few figures 

were added to the bottom right, and in the final episode, figures were added to 

the top and left. 

 

Quilcay 8 Episode 1 

This episode consists of a grouping of four zoomorphs and an 

anthropomorph in the bottom center of the mural (Figure 1.33). The figures were 

painted in red (6L4), in lines of varying width, and all were filled in. The paint 

was applied as a liquid, and is now fairly eroded. The style here is naturalistic. 

 

1. The left-most figure, in C5, though meant to be an animal, is so eroded 

that a determination can’t be made as to which type of animal was 

intended. It measures 6.5 cm x 7.5 cm.  

2. C6 holds the largest figure from this episode. At 20 x 17 cm, it is a 

naturalistic portrayal of a camelid. Though the nose is eroded, the ears 
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and body shape closely match those of modern camelids. The legs are 

comparatively wide, suggesting the intent may have been an alpaca.  

3. The next figure to the right, also in C6, is much smaller, measuring 3 x 

4 cm. Its shape also suggests a camelid, though it is more schematic.   

4. The next figure, found in C 6-7, measures 10 x 6 cm. Its body is partly 

eroded, but the shape also resembles a camelid. 

5. To the right of this camelid, in C7, is the anthropomorph. It measures 8 

x 3 cm, including its arms. Projecting from the top right of the head is a 

long shape, possibly a llama or rabbit ear. The arms extend outward 

and upward, and the legs are proportionate to the body size. There is 

also a four-pointed shape above the head. 

 

Quilcay 8 Episode 2 

There is only a single example from this episode (Figure 1.34; B 7-8, Figure 

1.28). This interesting and complex figure was painted using the Singa 

Transitional style, and there is evidence that the painter/s used the resist 

technique in its execution.  

 

1. The figure is a humanoid head, approximately 11 cm x 9 cm, 

painted in dark red (8J4). The top of the head is flat, like the 

anthropomorph in Quilcay 7, but there is no headband here. The 
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eyes are slightly cuadrangular, with rounded corners, and wavy 

lines fill the top halves of the eyes. The nose is made up of a solid 

red line, and the mouth rounded and upturned, with no teeth 

visible. The bottom outline of the mouth is open to the neck, also 

echoing the Quilcay 7 anthropomorph, but the neck here is 

distinguished by jagged and wavy lines.  

 

Evidence of the resist technique appears in the narrow, but delineated 

spaces between the lines that compose the eyebrows. These lines are all less than 

.5 cm in width, but are sharp, clear, and run exactly parallel to each other. The 

distances between the lateral ends of the eyes and the lines that delineate the 

sides of the head are similarly narrow, clear, and consistent.  

 

Quilcay 8 Episode 3 

 During Episode 3, Quilcay 8 was expanded to the top and to the left 

(Figure 1.35; Figure 1.35s). This episode features geometric figures, 

anthropomorphs, and a zoomorph, in medium to wide (1 cm+) lines of dark red 

(7L5) paint, applied in a thick liquid. The figures appear to have been rendered 

with little skill, though with a moderately well thought-out design. Figures are 

fairly schematic and geometric, and the heads of the two anthropomorphs are 

outlined, with no features in one example and schematic features in the other. 
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1. Starting on the left, in C/D 1, and carefully fitted into a natural cavity 

in the rock wall, is a geometric figure encompassing an abstracted 

anthropomorph. Here, the paint was applied with more liquid than 

elsewhere during this phase, though this may be a product of the 

smoothness of the surface upon which the figure was painted. The top 

and top right sides of the painting are encompassed by a sharp, 

angular depression in the rock, and jagged and angular painted lines 

both echo the surroundings and outline the scene within: an 

anthropomorph with a flat head stands beside a zoomorph to the right. 

The anthropomorph is painted in narrow lines, with the eyes clearly 

marked. The zoomorph is painted with lines of the same width as the 

rest of the painting. Its shape is too general to determine species, 

though the short, upright tail and length of the neck suggest a camelid. 

A rectangle protrudes from the right outline, above the zoomorph. 

Since the figure’s creation, two scratches have been made over the 

surface, and its remaining elements are too eroded to be discernable.  

2. In the top of C1 is a geometric design. The exterior is square, while the 

internal border is curved in the bottom corners and forms three points 

at the top. The result is a shape similar to a tulip within the square.  

3. Two small circles are in the right and bottom of D1. 
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4. In B/C 4 is another geometric figure that was applied fairly dry. The 

painting measures 13.5 x 12 cm, and is roughly U-shaped in outline. 

Angular lines divide space within it, and the center of the figure holds 

a rectangle. Though the figure is flat-topped, it bears strong similarities 

to the circular design at Gonga. A portion of the top left of the figure 

has spalled off, as has a large portion of the right side of it.  

5. In A 5 and 6 are two geometric figures painted in wide (1.5 – 3 cm) 

lines. The left figure is a rectangle with a circle in the center.  

6. The right figure is a cuadrangular U-shape with two thinner horizontal 

lines, like serifs, at the top of the vertical arms. It appears to have been 

applied dry, as the paint does not penetrate to the deeper crevices.  

7. To the right of these images, in A 6-7, is another geometric figure 

composed of narrow lines (.5 cm or less). These lines were also applied 

fairly dry, and quickly.  

8. A group of rough, dark red dots that are seemingly randomly placed 

are in A/B 4-5. These dots are common along the path between Gonga 

and Quilcay and can sometimes be found high up above the path in 

places that are impossible to reach from the ground without aid. I 

suspect that passersby applied these dots with long sticks over a long 

period of time.  
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9. To the right of this, in A/B 9-10, is a schematic anthropomorph painted 

in wide lines (1-1.5 cm). The painting is simple in form, and the line 

width suggests that it may have been applied using a fingertip. The 

head is an empty circle and the neck is rather long (3.5 cm), taking up a 

third of the length of the painting. The right arm is bent up at the 

elbow, while the left one is bent down. The torso is composed of a 

single line, and the legs are short and splayed. The right foot has been 

painted as a thin line extending horizontally from the bottom of the 

leg, but the left was not. The position of the legs and arms give the 

figure the appearance of running.  

 

Quilcay 8 Episode 4 

 The images from this episode (Figure 1.36s), two zoomorphic and one 

anthropomorphic, were rendered in a lighter shade of red (6K5) than in previous 

phases. The thin-bodied, linear form here shows a disjuncture with previous 

episodes. Limbs are composed of single lines, and meet with the main bodies at 

clean angles. On the zoomorphs, two ears are depicted rather than one, which 

had been the convention in previous episodes. Yellow paint (10G2) is also added 

during this episode. 
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1. At the top of C4 is a grouping of two zoomorphs. Like the 

anthropomorph to their right, they were applied dry in lines of 

varying width. The figures are simplistic and somewhat crudely 

rendered, but the length of the neck and the erect, short tails suggest 

camelids. As noted above, unlike in previous episodes and in most 

examples of camelids in the region, both figures feature two ears rather 

than one.   

2. In the right portion of C5 is an anthropomorphic figure. The head is 

filled and is distinguished by three pointed protrusions, one quite long 

and angled up to the right, perhaps meant to be a headdress. The torso 

is filled in and rectangular. The arms are straight lines, the left angled 

downward and the right rising up with two narrow, curving lines 

flowing downward from its terminus, as though it were holding a flag 

or banner.. The legs are short and splayed, but there is an unusual 

instance of yellow paint, in an almond shape, extending from the 

bottom end of the right leg. This yellow paint also seems to have been 

applied dry. 

 

Quilcay 8 Indeterminate 

The curvilinear line in the top portion of A3 (Figure 1.28) is the singular 

instance of an orange red tone in this panel. Because the color is similar to that of 
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the camelid figures from Episode 4, but the design is more similar in style to the 

paintings of Episode 3, it is difficult to determine where the figure belongs. It 

remains indeterminate, though perhaps is an intermediate between Episodes 3 

and 4. 

 

 

CAMPANA MACHAY 

  

Campana Machay is a series of rock shelters along a ridge on Cerro Ojpay, near 

the town of Singa, in the Province of Huamalies, District of Huánuco (9.40711S, 

76.8313W). With the exception of Campana Machay 0.5, this site consists of a 

series of four panels along adjacent rock shelters in the same wall, at an elevation 

of 3793 m, near a peak of the mountain. Campana Machay 0.5 is located on a 

boulder in a wide pampa that narrows to form the entrance to the rest of the site. 

There are an unusual variety of colors at the Campana Machay site, including the 

usual reds, but also blue, yellow ochre, and white.  
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Campana Machay  0.5 

 

 En route to the site, in a clearing before the narrowing of the mountainside 

into a single path, is a small panel with a few figures on it (Figure 1.37; Figure 

1.38). Due to its direct exposure to the sun, the paint on the entire panel is faded 

and exact original colors are difficult to determine, though they are shades of red. 

There are three small zoomorphs in close proximity and a semicircular design to 

the right of the largest zoomorph.  

 

1. The largest zoomorph measures ~14 x 15 cm, was painted in a dark red 

(4L4), and has features diagnostic of a camelid. It has a long, thick 

neck, a short tail, and long ears that stand straight up. Its snout is long, 

and its mouth is open. It stands on two thick legs, and faces to the 

right.  

2. Between the legs of Element 1, a smaller zoomorph, in the same red, is 

facing the same direction. While few diagnostic features are visible in 

this figure, its proportions closely match those of the larger figure. The 

ears and tail lack precision, perhaps a challenge of the small size of the 

figure, (~6 x 6 cm). However, the long neck and similarity to the above 

figure suggests that it, too, was intended to be a camelid. Both figures 

are composed of wide, angular lines.  
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3. To the right of the two camelids is a narrow-lined semicircle 

surrounding a smaller circle, also in the same red. The smaller circle is 

divided in half by a straight, vertical line.  

4. Above the larger camelid, another zoomorph was painted in a lighter 

shade of red (5K9). This figure displays a more curvilinear style than 

the camelids below it. It faces the opposite direction and its features 

are not entirely naturalistic. Its head has a curving snout, and its long 

neck curves into the line of its back. No tail is depicted, and only a rear 

leg is shown, making the front end seem to float unsupported. Similar 

figures also appear at the main site and will be further discussed 

below.  

 

Campana Machay  1 

 

This mural was painted in a shelter, across a 4 m span of curving wall, just above 

the level of a large natural crack that exists where the angled floor meets the wall 

(Figure 1.39). A 25 cm grid was placed over the figures in the drawing (Figure 

1.40). The panel consists of 14 zoomorphic figures of varying size, painted in red 

and white, and six geometric figures in bichrome red and white. Two shades of 

red are present and one white. The white is overlain by the lighter shade of red 
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in multiple places, and the two colors were worked together into the circular 

design on the left.  

Evidence of superposition exists in this circular design (D 4-5), which 

consists of alternating layers of red and white nested circles. Close observation 

here reveals that the red overlies the white. The large zoomorph in D 6-7 also 

indicates superposition, with its neck painted over the head of the white 

zoomorph in the same location. Overall, the style of the zoomorphs painted in 

white in this panel differs from the style of the larger, light red figures. And 

finally, the darker color used in the main panel matches that of the painting in 

Figure 1.41, which seems to depict a horse, or some other zoomorph, with a 

saddle. Because saddles were not introduced by the Spanish until 1532, the 

darker color is likely the latest addition. The sequence established based upon 

this evidence, therefore, is that the figures in white paint were painted first, 

followed by those in lighter red, and followed finally by those in darker red. 

 One other detail that should be noted is that one figure (B13) in this mural 

was carved rather than painted. No evidence connects this carved figure with 

any of the stylistic phases from the rest of the mural, and because there are so 

few petroglyphs in the data sample, they are as yet impossible to connect with 

the stylistic sequences established through the present study.  
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Campana Machay  1 Episode 1 

 This episode (Figure 1.42) featured the use of white paint applied wet, 

with brushes. The paint was of a fairly thin viscosity, as the stone can be seen 

through it in places. The main subject during this episode, as during others at the 

site, was camelids. The zoomorphs here can be determined to be camelids based 

on their body proportions and short, upright tails. Stylistically, ears, legs and 

noses were rounded. In addition to camelids, one geometric figure was painted 

during Episode 1: a nested circle design. 

 

1. Starting from D 4-5 on the left, the first figure is the nested circle 

design that is white and red. The obvious stylistic differences between 

the use of the two colors in the overall panel make it clear that the 

white circle was painted first, in Episode 1. The original painting was 

of a nested circle, with the exterior circle measuring ~13 cm in 

diameter. This exterior circle has a protuberance emanating from the 

top left that then branches into two ends. More recent red paint 

splotches obscure portions of this and a smaller protuberance on the 

top right of the circle. The interior circle is divided by a vertical line 

that curves slightly to the right at its bottom.  
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2. To the right of this, in D5, is a splotch of paint in white. The top of this 

shape was later covered with the red paint of a zoomorph, so the entire 

original shape is unclear. 

 

Four small zoomorphs occupy D 6 and 7. A few things should be noted 

about the specific examples. 

  

3. The left-most camelid is the most naturalistically proportioned, though 

its front leg is longer than its rear leg.  

4. To the right of this, in the left of D7, the original painting had two 

heads. The uppermost head, however, is overlain by the neck of a large 

camelid from Episode 2.  

5. Directly to the right of Element 4, in D 7-8, is another camelid. Its nose 

has been overlain by a large zoomorph from Episode 2, though only 

the very tip of the nose is covered.  

6. The head of the final example, on the bottom of D7, has been so eroded 

that its exact features remain unclear.  

 

Campana Machay  1 Episode 2 

A few figures were added (Figure 1.43, Figure 1.43s) that share a color, a 

deep, brownish red (8J6), and a different, linear style than those described above. 



	 78	

The paint was applied dry, which is evidenced by the fact that it does not 

penetrate the pitted surfaces of the rock wall. The only exception is the small 

geometric figure in the bottom of C 7-8, which appears to have been painted wet 

and is a slightly different tone than the other figures from this episode. It is 

possible that it belongs to its own episode, but there is too little evidence to make 

a determination. 

 

1. There are two geometric paintings at the bottom of C6. The left of these 

is composed of two curving horizontal lines and three smaller vertical 

ones.  

2. To the right of this, also in C6, is a small, irregular circle.  

3. In C 7-8 is a small, geometric figure.  

4. A zoomorph is found at the top left of C8. The length of the neck and 

ears suggests that it depicts a camelid.  

 

Finally, a painting is found on the curved wall at the far right of Figure 

1.39. A separate, frontal photo was taken of this figure (Figure 1.44), and a 

separate drawing made (Figure 1.41). As in most elements from this episode, the 

paint here was applied dry. The linear style also fits the episode, but this small 

zoomorph (~5x8 cm) cannot be interpreted as a camelid. The length of the tail, 

which curves down and away from the rear of the animal, and the size of the 
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snout, which is long and rounded, suggest a different animal. The two short 

vertical lines atop the back of the creature suggest a saddle, the appearance of 

which buttresses the formal evidence that this figure was intended to represent a 

horse. 

 

Campana Machay 1 Episode 3 

 This episode of painting (Figure 1.45s) includes three large zoomorphs in 

the center of the panel, as well as seven smaller zoomorphs, added to each side 

and to the center. Eight or nine geometric figures were also added in a similar 

style. All figures were painted in the same red (6L6), though the color becomes 

lighter and more faded in some areas. The paint was applied dry, evidenced by 

the fact that it does not consistently penetrate the uneven surface of the wall.  

Camelids were more squared in their nose and legs than in other instances 

from the data sample, and were more linear in their depiction. The figures to the 

far left, right, and bottom of the panel were heavily eroded, and corresponding 

photos required enhancement (DStretch lre) (Figures 1.46, 1.46d).  

 

1. In E 1-2 stands a zoomorph. The length of its neck, its short, erect tail, 

and its ears all support identification as a camelid. 

2. Immediately to the right of this, in E2, another figure was painted, but 

its form is too eroded for identification, even after enhancement.  
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3. In E3 is a small nested circle design. The bottom of the exterior ‘circle’ 

may have been included originally but is now eroded, or was never 

intended.  

4. Episode 2 shows modification to the white nested circle design in D 4-

5. The external circle is the original white, now followed by a red circle, 

followed by another original white. Inside the smallest white circle is a 

new red arrow shape, pointing toward the left of the figure. A thin red 

line connects this internal arrow with the central red circle, and 

extends slightly past it diagonally to the bottom left.  

5. Below and to the right of this, in E5, another nested circular design has 

been painted, though here the outer portion is a semicircle, and the 

bottom is unpainted. 

 

All three of the zoomorphs in the center of the panel (~20-22 cm long each) are 

larger than the figures around them, and were executed in a linear style. Again, 

their short, upright tails and ears, the length of their necks, and the size and 

shape of their heads suggest that they were intended to represent camelids.  

 

6. The large camelid in D 5-6 overlies a smaller camelid from Episode 1. 

7. The large camelid in D 6-7 does as well. 

8. The third large camelid stands in D 7-8. 
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Beneath the large camelids, three smaller figures have been painted. Again, the 

proportions of their body parts suggest that all three figures were meant to be 

camelids. 

 

9. The leftmost of these, in E7, faces left  

10. The center one, in D/E 7-8, faces right.  

11. The rightmost camelid, in D/E 8, faces left, and its head terminates in 

the foreleg of the larger camelid in D 7-8.   

12. Just above the back half of the third large zoomorph, in the top of D7, 

are two oblong circular figures. The left has a smaller circle within it, 

and the right has a dot in its bottom left. They were painted in the 

same color and consistency as the camelids. 

13. A small, partial zoomorph sits in D 8-9. Only the body, tail, and rear 

leg remain.  

14. Another zoomorph is below Element 13, in the upper left corner of D9, 

and faces right. 

15. A figure that could be the head of a zoomorph is in the center right of 

D9. The rest of the figure is missing. 

16. Another zoomorph is in D10, again with camelid-like proportions. 
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In D11, two circular designs were added. In each, the exterior circles are 

incomplete: the left opens to the left and the right opens to the right. 

 

 

Campana Machay 2 

 

Campana Machay 2 is a small rock shelter located on a wall surface 

adjoining Campana Machay 1 (Figure 1.47).  It is approximately 2x3 m in size, 

and was painted on a similarly curving wall as the previous panel. The curve in 

the wall is denoted in the drawing by a hatched line that stretches from A6 to D7. 

A small hole sits just to the right of the curve. A 50 cm grid was superimposed 

over the figures in the drawing (Figure 1.48).  

The figures on this panel are predominantly zoomorphic, though three 

anthropomorphic figures are present. Styles similar to those in the later episodes 

of Campana Machay 1 are found here, but the early style in white paint is absent. 

In addition, figures were painted in blue and yellow. 

 

Campana Machay 2 Episode 1 

 The single example from this episode is not a part of the main mural 

(Figure 1.49). It is located in B8, to the right of the curve, on the exterior wall of 

the cave.  
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1. The figure, which is deeply eroded and integrated into the rock wall, 

was applied in a dark red liquid paint (7L4). It is a semi-naturalistic 

zoomorph with thick legs and rounded ears, and the length of neck 

and short, upstanding tail suggest that a camelid may have been 

intended. 

 

Campana Machay  2 Episode 2 

 A linear style, in a light shade of red paint (5J4), is used in Episode 2 

(Figure 1.50). The lines are wide (1-3 cms) and the paint was applied dry. Four 

camelids were painted in this style, and an irregular splotch of paint appears in 

the same color. All four of the zoomorphs have the familiar proportion of the 

camelid (long neck, upstanding ears and tail), and the standard for the period 

seems to have been two ears depicted as opposed to one. Forms are abstracted 

rather than naturalistic.  

 

1. In B 1-2 is a linear zoomorph that faces the left of the panel. Its overall 

size is 20 x 25 cm. Its body is composed of straight lines, with a long 

neck and a short tail. The front legs of the animal are jointed, which is 

unusual in zoomorphs in the region for any time period. As noted 

above, the proportions fit with the identification of the figure as a 
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camelid. Here, the neck is slightly curved and the nose faces upward to 

the left. The two ears emerge from the top of the head in a V. 

2. A small zoomorph (~12 cm) was painted in B4, also facing left. Its ears 

also form a V.  

3. The larger example to its right, in B5, has two distinct, more parallel, 

ears. It features a long body, like the example in B 1-2.  

4. A large, inverted U-shaped splotch can also be found in B5. 

5. Finally, the element in B7 was incompletely documented in the 

photograph, because a portion of its body occupies the curve in the 

cave wall (denoted in the drawing by the hatched line). The visible 

portion shows that it was painted in the same linear style as other 

Episode 2 examples, but its ears are more widely separated. 

 

Camapana Machay  2 Episode 3 

 Zoomorphs and anthropomorphs are featured in this episode (Figure 

1.51), in a linear, abstracted style and a brick red color (7L6). As in the previous 

episode, the paint was applied dry and camelids are depicted with two ears. The 

most interesting addition here is the apparent introduction of reins and a saddle, 

also in abstract, linear form. 
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1. The first figure, in B 2-3, is a large, linear zoomorph that measures ~40 

x 60 cm. This figure is enigmatic, as it appears at first glance to be a 

cervid with a saddle. The body proportions—long neck, no ears, short 

upright tail, and a long diagonal line extending from the back of the 

head with a short crook at the end—all suggest that some kind of deer 

is being represented. The two short, vertical lines in the center of the 

back are what make this determination unsure. What might explain 

this, however, is if the diagonal line that extends from the back of the 

head is intended to represent the reins of a horse. 

2. Just above the head of this zoomorph, in A3, are two much smaller 

zoomorphs. The leftmost one has a head that is enigmatically depicted 

as a single curve. To its right is a zoomorph whose body is half eroded, 

with upright ears and an upright tail, but a short neck. It is unclear 

what animal may have been intended with either of the figures in A3. 

3. In A4 are two highly schematic anthropomorphs. They were painted as 

‘stick figures’, with arms and legs outstretched in straight lines.  

4. In B5, we see two small zoomorphs in this episode’s style: schematic 

and linear and each with two ears. The left faces left, the right faces 

right, and both have the proportions of camelids.  

5. Finally, in B/C 6, is another zoomorph, facing left. Again, the 

proportions suggest a camelid.  
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6. Also facing left is an incomplete zoomorph in C6. 

 

Campana Machay  2 Episode 4 

 This episode (Figure 1.52) features the first recorded example of 

European-style portraiture in Andean rock art. There is only one figure in this 

style, but it is nonetheless distinctive. Figures in this episode were painted in a 

deep, burgundy red (8J4), in liquid paint, and using medium wide lines (1-2 cm). 

  

1. The first Episode 4 figure, located in B1, is a front-facing portrait 

measuring ~18 x 8cm. The color is similar to the last two paintings 

described in Campana 1 Episode 3. The style is linear, using narrow 

lines, and the paint appears to have been applied fairly thick and wet. 

The nose of the figure is long and narrow: a single line with two short 

diagonal lines delineating the nostrils. A small mouth is depicted by a 

single downturned curve. The left eye is open and almond-shaped, 

and the right closed with a single, curved line. These features are set 

within an oval-shaped head, and the neck and shoulders are also 

delineated. A horizontal line dividing the top of the head from the 

facial features suggests that the painter is referring to a Franciscan or 

Dominican monk: these sixteenth century monks wore their hair in this 

shape, and sometimes wore a cap over the hair in the same shape. The 
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style here is different than painting styles derived from the Andes, 

where heads are depicted with the body or as a head alone, with no 

neck and shoulders attached. The shapes of the heads also tend to be 

rounder and the features less placid. Finally, a thin layer of blue paint 

was applied over the initial painting, integrating the later application 

with the original without obscuring it.  

2. The only geometric painting in this episode is located in B4. It is a 

figure composed of interconnected lines with three circles, the left two 

of which are incomplete. 

3. To the right of this, in B 4-5, is a pair of camelids with arching backs: a 

stylistic feature that is specific to this episode and to the second 

episode of Campana Machay 0.5. The latter painting was also rendered 

in a similar color to this one. Here, two ears were painted on the upper 

camelid and are separated along the line of the head. The ears, nose, 

and feet all terminate in curves. The figure between its legs has similar 

proportions, but is smaller and the head can no longer be seen. 

 

Camapana Machay 2 Episode 5 

 This episode features yellow ochre, rarely used in the rock art of the 

region (Figure 1.53). Two zoomorphs and an anthropomorph were added,  

composed in lines of medium width (~1-2 cm).  
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1. A zoomorph in A4, with the proportions of a camelid, has two ears 

separated by some distance, a slightly arching back, and feet. The latter 

feature is rare for camelid paintings in the data sample.  

2. An anthropomorph in A 4-5 has straight, horizontal lines for arms, and 

bowed legs with feet pointing out.  

3. The third figure here is the zoomorph in B5, its torso a straight, 

horizontal line with a short tail extending backward. Its legs are four 

short vertical lines, and its head is a single curved line, a distinctive 

feature of this phase. 

 

Camapana Machay 2 Episode 6 

 This episode features the use of blue paint, added to figures from Episode 

4 (Figure 1.54).  

1. On the left, the lines of the portrait in B/C 1 have been partially traced 

in this blue.  

2. In B 4-5, the camelid figures have been almost completely painted over 

in blue, with only a thin strip of the original paint showing through in 

places. 

 

 



	 89	

Campana Machay 3 

 

Campana Machay 3 was painted on the exterior wall of a small cave, 

along the same long surface as the previous two panels. Again, zoomorphs 

predominate here, and again the later styles are shared with the previous two 

panels (Figure 1.55). However, the Pre-Columbian styles present on this panel 

differ from the previous two panels, and red is the only color used here. The 

panel is eroded overall, though some of the earlier paintings seem to have 

weathered better than the later ones. This may be due to the composition of the 

paint from Episode 2, during which the color is consistent and the paint tends to 

embed into the rock better than during any other episode. At least four different 

shades of red and four different styles are present. A 50 cm grid was utilized in 

the drawing (Figure 1.56) 

One clear instance of superposition can be seen in A4, where a stripe of 

paint from Episode 2 overlies a zoomorph from Episode 1.  

 

Campana Machay 3 Episode 1  

There is a single figure, faded and eroded, painted in the style of this 

episode (Figure 1.57). The paint used to create the image was certainly in a liquid 

form, as the color is well integrated into the stone.  
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1. The figure is zoomorphic, with three legs painted: two in the front 

and one in the back. It is unclear if the animal’s nose has eroded away, 

or if its head was meant to be turned. One example of the latter type 

(head turned to viewer) of camelid painting can also be seen at 

Liuyagmachay 2.  

 

Campana Machay 3 Episode 2 

 Three figures were added during this episode (Figure 1.58), and an 

extension was added to the Episode 1 zoomorph that partially overlies it. The 

paint used here was consistently thick and wet, as evidenced in the way it fills 

pits in the wall and integrates with the surface. The color used was a deep, red 

ochre (7L5), and the style is fairly naturalistic and employs infilling.  

 

1. The first figure, located in B1, is a small circular design adjacent to a 

natural circular hole in the rock.  

2. In A4 are two zoomorphs. The larger figure measures ~34 x 40 cm. It 

has a curving neck, a slightly curved body, short ears, and its tail 

curves diagonally down away from its rounded rump. Its nose 

narrows toward the tip. 

3. The smaller figure is directly connected to the back of the larger figure. 

Its foreleg is curved, as though it is running, and its tail curves 



	 91	

downward: the natural anatomical position of a llama’s tail. The neck 

is long, curving continuously into the back of the figure. The ears are 

short, and the nose of the figure has been eroded, incompletely 

rendered, or partially removed. The length of the neck and curve of the 

tail suggest that this, too, was intended to be a camelid.  

4. In A4, to the right of the large camelid, are three lines—two vertical 

and one horizontal—in the Episode 2 red. The right vertical line 

overlies the back leg of the Episode 1 zoomorph.  

 

Campana Machay 3 Episode 3 

 The paint used during this episode (Figure 1.59; Figure 1.59s) is a chalky, 

light red. The exact tone of the color could not be determined due to the high 

degree of erosion in all three figures. 

  

1. In B1 is a design composed of nested circles, the exterior of which have 

eroded away. To the extent that it is visible, the line of the most 

exterior circle follows a natural protuberance in the rock.  

2. In A3, a small circular design was painted in wide lines.  

3. A partial zoomorph is found in B4. Its features are too eroded to allow 

identification of intended species. 
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Campana Machay 3 Episode 4 

Episode 4’s sole figure is a zoomorph, in B4, painted in a linear style 

(Figure 1.60; Figure 1.60s).  

 

1. The back forms a straight line, the ears and tail are erect, and the nose 

is a horizontal line. The ears are also tall, and one is angled slightly. 

The legs and neck of the figure are vertical lines. The proportions of 

the zoomorph are clearly that of a camelid. The color of the paint is a 

slightly purple shade of red, similar to the anthropomorph from 

Gonga Episode 7.  

 

Campana Machay 3 Indeterminate 

 This episode (Figure 1.61s) consists of two zoomorphic figures, both in B3, 

and both with the curved back seen in the later episode at Campana Machay 2. 

Both have the long necks and upright ears of camelids, and both face left. Both 

have two ears that are close together and rounded, unlike ears from other 

episodes. Because the color is too far eroded, and because of the lack of 

stratigraphic information, the chronology is indeterminate. 

 

1. The figure on the left has both legs still visible.  

2. The legs on the right figure have eroded away. 
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GONGA CUCHU MACHAY 

 

Gonga Cuchu Machay is near the town of Singa, in the district of 

Huamalies, at 9.40901S, 76.8271W. The site is a long rock wall on a narrow 

rincón, approximately 25-30 m above the level of the valley floor, and at an 

elevation of 3921 m. The width of the rincón floor ranges from roughly 5 m to 

less than 1 m. Two existing paintings were not documented, due to the 

narrowness of the ledge beneath them and the precipitous angle at these farthest 

points from the entrance: the rincón surrounds a steep basin.  

The rock art here is on four panels of large single figures and five smaller 

panels of small figures, alone or in groups. These panels are all found along the 

same rock wall. As elsewhere, a panel is distinguished by being separated from 

the next painting by a meter or more. Color varies from panel to panel. Shades of 

both red and white were used, and in three cases the figures are bichrome red 

and white. Panels have been numbered, beginning with the farthest from the 

ledge’s entrance and ending with the closest. It should also be noted that this is 

one of the few sites where figures are painted on grey stone: most other rock art 

panels in the region are painted on calcite, ranging from cream to orange.  
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Gonga Cuchu Machay 1 

 

 This panel is farthest from the entrance to the rincón. The drawing (Figure 

1.62; Figure 1.63) has a 10 cm grid sumperimposed over one figure: a large, 

slightly abstracted head within an exterior circle measuring ~30 cm in diameter.  

 

1. It is painted in bichrome white and red (6L6) with wide lines (1-2.5 

cm). The eyes are white ovals with the appearance of goggles. The 

mouth is a curving, white, downturned line. The headdress is 

represented by two white lines, spiraling upward and inward above 

the eyes and separated by a single vertical white line. All of these 

features are surrounded and connected by a narrow, red line. The 

wider red circle surrounding the head has an indent at the top center, 

above the headdress. A smeared, red shape within that indent 

resembles the stem of an apple. 

 

 The red paint appears to outline the white paint here, noteworthy because 

it was added after. Like the paintings from the Singa Transitional style, the 

design appears to have been somewhat carefully planned, but unlike that style, 

this is less finely delineated and a bit more haphazard. It is clear that the desired 

image was attained, but it is asymmetrical, the lines aren’t consistent in direction 
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or width, and the white paint is, in some places, smeared in a manner that seems 

to be accidental rather than intentional. 

 

 

Gonga Cuchu Machay 2 

 

 The next panel (Figure 1.64) consists of a pair of figures that are eroded 

and difficult to identify. After enhancement (Figure 1.65), lines became 

discernable, but the pattern of the lines remains difficult to determine. A 10 cm 

grid has been superimposed over the figures in the drawing (Figure 1.66).  

The panel seems to consist of two figures. 

 

1. The left figure is a zoomorph, measuring ~17 cm x 16 cm and painted 

in red lines (6L3) that are now faded. The shape resembles a viscacha 

(a large rodent common to the Andes). The snout is entirely filled in, 

and the eye is depicted with a single, V-shaped line. A spiral line that 

curves inward at the rear of the creature resembles a viscacha tail, 

further supporting the above identification.  

2. The right figure is composed of several lines painted in a seemingly 

chaotic manner, making identification difficult. Despite this difficulty, 

a few things can be noted about it. First, it was painted in a watery, 
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pinkish color (5K1), much lighter than the left figure, and clearly from 

a different time period. Second, two sets of four lines each descend 

diagonally toward a central figure. The spacing and irregularity of 

these lines suggests that they were made with the artist’s fingers. 

Finally, the central portion of the figure vaguely suggests a face.  

 

 

Gonga Cuchu Machay 3 

 

 This panel was also faded, and required enhancement to reveal its shape 

(Figure 1.67; Figure 1.68; Figure 1.69). It is ~25.5 x 38 cm, and was painted in ~ 1 

cm watery lines with red paint (7H6). The lines appear to have been applied 

quickly and a bit haphazardly. As in the right figure on the previous panel, 

fingers were used to apply a much lighter, more watery paint (5H3), here in an 

initial layer of smudges over the top edge of the design.  

 

1. The image consists of an interior shape, rectangular on the bottom, 

with two curved semicircles at the top. These semicircles do not 

connect at the center, and within each is a curving line, making a 

shallow U similar to a smile or a closed eyelid. A partial rectangle also 

encloses the top of the figure.   
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Gonga Cuchu Machay 4 

 

 The next figure at this site (Figure 1.70) is fascinating and somewhat 

unique. It is over 2 m long, painted in white, and composed mostly of wide (3-7 

cm), curving lines. A 50 cm grid has been superimposed over the figure in the 

drawing (Figure 1.71). The painting is stylized, and similar in effect to Singa 

Transitional, however, the application technique here does not seem to be resist: 

the lines appear to have been painted using brushes of varying width.  

 

1. The body of the figure is composed of 10 U-shapes, disconnected and 

lined up like vertebrae. Underneath the main row are two more U-

shapes: one bridges the first and second U (from the left), and one 

bridges the seventh and eighth. To the right and slightly below the 

main row is a circular configuration. It consists of a circle, with a 

central dot, and 10 curving forms arrayed around it like petals. The 

design is abstract and somewhat insectoid.  
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Gonga Cuchu Machay 5 

 

 The next panel (Figure 1.72; Figure 1.73) consists of four or five small 

figures, apparently painted in two different episodes. A 10 cm grid was 

superimposed over the images in the drawing (Figure 1.74). There are three 

geometric designs and one anthropomorphic. It should also be noted that two 

zoomorphic figures have been sketched in charcoal at the bottom of the panel. 

These are likely recent additions and were not rendered in the drawing. 

 

1. To the left of the panel, in C/D 2-3, a circle was painted in medium 

lines (1-2 cm wide) of a darker red color (6I6). The inner circle, which 

measures ~10 cm in diameter, is surrounded by another circle 

measuring ~15 cm in diameter.  

2. A short diagonal line was painted in the same color a few centimeters 

away in C4. 

  

All of the figures to the right of this share the same faded, lighter red color 

(5L5).  

 

3. In C/D 4 is a filled-in blotch.  
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4. In C/D 5 is a roughly painted circle, ~5 cm in diameter, with medium 

lines (1-2 cm wide) around a triangular center.  

5. Just below and to the right of this is a 6 cm line running left to right on 

a shallow diagonal.  

6. An anthropomorph is in A/B 5-7. The figure’s arms and legs are 

splayed and painted in wide lines (~1 cm). The right foot is depicted, 

while the left is not. The most interesting part of this anthropomorph is 

its head, which is rendered as an indiscriminate line with two loops 

extending from its sides. This design is clearly linked to the right 

anthropomorphic figure at Gonga, whose head is similar. 

 

 

Gonga Cuchu Machay 6 

 

 This panel consists of a single aviform figure, common in the Huánuco 

region. The paint is faded and the photo had to be enhanced to analyze the figure 

(Figure 1.75; Figure 1.76; Figure 1.77).  

 

1. A bird was revealed, identical in size and form to others found above 

the site of Pilcomozo, and similar to ones found at Parara and Relave. 

The figure is 7 x 8 cm and entirely filled in with paint. It has curved 
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wings, a solid body with no legs, and a head that ends in a beak 

pointing upward.  

 

 

Gonga Cuchu Machay 7 

 

 This painting is a stylized head, in bichrome red and white (Figure 1.78; 

Figure 1.79; Figure 1.80). Exact colors and shape are difficult to gauge, due to the 

fadedness of the paint. However, enough of the image became visible when 

enhanced (DStretch_lab) to merit discussion.  

 

1. The painting depicts a head, 29 cm in diameter, with two curved lines 

making up its mouth, or teeth. The eyes are circular, ~3 cm in 

diameter; the right one painted in white and the left in bichrome red 

and white (again, as this paint does not show up without 

enhancement, the tones cannot be determined). The nose is a single, 

curved line of ~4 cm in length. Interestingly, there is an inverted tumi-

shaped marking on the forehead of the figure. To the right of the head 

is a series of forms, or a discontinuous line varying in width and 

shape, beginning at the top of the head and continuing below it. To 
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the left is a long, horizontal form, narrowing as it extends away from 

the head.  

Judging from the interior of the head, where the red is obscured by the 

white, the red seems to have been painted first, with the white painted over it. In 

places, the white is opaque, as though it was sprayed on in liquid form.  

 

 

Gonga Cuchu Machay 8 and 9 

 

  These paintings are quite faded. Their color and shape do not allow for 

assessment of style.  

 

 

Gonga Cuchu Machay 10 

 

This panel consists of a single polychrome red (5K4 or 5J5), white, and 

orange painting (Figure 1.81; Figure 1.82; Figure 1.83) of a large (~31 x 32 cm), 

abstracted head shape. The sharpness of some lines suggests that parts of the 

figure may have been resist-painted, but the results here could also be attributed 

to the use of high quality brushes of varying thicknesses. The paint was applied 
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thick and saturated, and the surface does not seem to have been specially 

prepared.  

 

1. The figure is comprised of: a primary face, a small secondary head, 

and an eroded shape below the face. The eyes on the primary face are 

large and circular, without pupils. Although the lines here are eroded 

and broken, the shape and line width (<1 cm) can still be determined. 

Just inside the left eye, a wider, vertical line runs downward toward 

the mouth and curves at the bottom, as would a human nostril. Inside 

this, two more vertical lines form the ‘bridge’ of a nose, but are 

notched by a series of short, horizontal lines. The overall impression is 

of a vertebral column. This impression is underscored by the presence 

of a smaller, circular head at the upper terminus of the column. This 

smaller (5 x 7.3 cm) oblong circle has curving lines in the position of 

eyes and mouth, subtly suggesting a face rather than overtly depicting 

one. Erosion has made it unclear whether these features were 

originally depicted with a single line or with three discontinuous ones. 

The rightmost upper line ends in a small bulbous shape reminiscent of 

a serpent’s head. The bottom third of the painting contains the ‘mouth’ 

of the primary face: a long, narrow, red oval, surrounded by a larger 

white oval painted in a wider line (2-3 cm). The white oval is then 
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surrounded by red, with a narrow line at the top (<1 cm) and a much 

wider one below (~3 cm). There is a wide, orange line below the 

bottom red. Lines extending from left of the mouth suggest that 

another, connected shape was intended to be a part of the overall 

painting. Unfortunately, this shape has eroded away and is impossible 

to discern, though white and red lines show that it also consisted of 

multiple colors. 

 

 

Gonga Cuchu Machay 11 

 

The final painting at Gonga Cuchu Machay is bichrome red and white 

(Figure 1.84; Figure 1.85; Figure 1.86).  As in the previous painting, the red is 

light in color (5J5) and the lines are wide (~1.5-2 cm).  

 

1. The overall size of the piece is 49 x 46.5 cms. The image is a large star 

or flower shape, made up of three concentric circles surrounded by 

seven rays (or petals). The concentric circles are red, and the largest is 

~20 cm in diameter. The white rays, variously pointed or rounded at 

the ends, are connected at their bases by an incomplete white ring. The 

entire shape is outlined in red, which is then outlined (partially) in 
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white. The two colors do not overlap, and seem to have been painted 

concurrently.  

 

SHUYU ALTO 

 

 This site is located on a cliff face approximately 300 m above the floor of 

the valley of Rio Huancachaca, near the town of Singa, in the province of 

Huamalies (9.3926 S, 76.8326 W). Access to the site, though it appears possible 

from the valley floor, would be gained by scaling the rock wall through a narrow 

crack. This was not attempted, and the photo (Figure 1.87, Figure 1.88) of the 

panel was taken from the valley floor with a 55 mm lens, so some of the finer 

detail in the image is lacking.  

 The panel consists of three main figures, and shows evidence of three 

different episodes (Figure 1.89). Later figures overlie and appear to incorporate 

portions of images from earlier episodes: a dark red overlies a bright red in the 

left figure, white overlies the same bright red in the central figure, and dark red 

overlies white in the right figure. The left figure, an anthropomorph, displays an 

angular, wide-lined style, the central figure is an example of relief painting that 

features an unusual example of positive and negative design, and the right figure 

is painted in a more static outline.  
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Shuyu Alto Episode 1 

 The first episode features a bright red paint (4K6) and a wide-lined, 

angular style. 

 

1. On the left side of the panel is an anthropomorph, its arms and legs 

splayed, initially painted in bright red, wide lines. The body is 

presented in right angles, with a division down the middle of the torso 

and a gap in its left side. The left hand holds up three fingers, and the 

right is horizontal. Lines radiate from the figure’s head.  

2. To the lower left of the anthropomorph is a bright red, filled-in circle. 

3. At the center-right of the panel is another bright red, filled-in circle, 

which will later be incorporated into another figure.  

 

Shuyu Alto Episode 2 

 This episode features a style similar to that of Chavin. The approach, 

different from any other in the region, is shared with just five other paintings, all 

near the town of Singa. It features segmented, blocky designs, and tends to 

define negative space as well as positive. The shapes curve dramatically, though 

there is an angularity about them. Unlike both earlier and later styles, paintings 

in this style appear more carefully and deliberately planned. The application 

technique looks to be some form of relief painting: the negative areas of the paint 
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would be defined by laying on clay, mud, or some other material that is 

malleable when wet, but hardens when it dries. The paint is then sprayed over 

the hardened material, which in turn is removed after the paint is dry. 

 

1. In the center of the panel is a highly stylized avian figure (Figure 1.90), 

the design of which confounds the eye: it was rendered in white paint 

on a lightly colored surface, and the segmented outline is not clear 

until the image is studied. Whereas other styles in the sample use 

unbroken outlines, the design here uses broken, smaller lines to define 

portions of the figure. Each line segment is itself its own interesting 

design, and together they compose a larger figure. This example also 

features the use of kenning, or metaphorical substitution, in the center 

of the head: the ear here appears to form a serpent. The claws and beak 

of the bird are sharply hooked, as seen in multiple representations of 

harpy eagles on sculptures at Chavín de Huantar (Roe 2008; Burger 

1992) (Figure 1.91; Figure 1.92; Figure 1.93). The eyes are composed of 

open ovals. The interior of the head features a curving line, which ends 

in a shape resembling the head of a serpent. This is the common 

practice of kenning in Chavin art mentioned above. The body is 

composed of a series of interlocking curves that define the shape while 

leaving much of it open. The back of the figure has four lines 
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emanating from it: three of these are connected to each other and to a 

larger design that itself abstractly suggests an avian shape. The fourth 

is connected to a long line that seems to suggest the tail of the bird. 

Directly beneath this fourth line are three sharply hooked curves that 

resemble the claws of a raptor. These are disconnected from each other 

and the line of the ‘tail’. While the relief technique would be difficult to 

identify in this image alone, a careful comparison was made with 

another painting (Quilcay 8), and a determination was made that this 

image was painted in relief according to the same standards of 

definition as those seen in relief painting on ceramics. The technique 

would have been difficult to execute for this panel, but not impossible. 

It is certainly conceivable that there is sufficient mud present on the 

ledge from which this figure was painted to execute this design. 

2. Also painted during this episode were three white spots, to the right of 

the avian figure, which would later be incorporated into the mouth 

and nostrils of the cross-shaped face in Episode 3.  

 

Shuyu Alto Episode 3 

 This episode adds darker red tones (6L8, 6L9), and is painted in outline 

with no infilling. The lines are fairly static and corners are rounded. Abstracted 

anthropomorphs predominate.  
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1. To the left of the Episode 1 anthropomorph is an abstract, or eroded, 

shape. It is composed of an irregular, shallow arch with three oblong 

spots hovering above it.  

2. This episode also sees a second layer of paint (6L9) on the Episode 1 

anthropomorph. The torso, arms, and legs have had the new, darker 

red added in the form of a stripe overlying the original line, and the 

head has the addition of a single, vertical oval added where the face 

would be. 

3. Another figure was added to the right of the central avian figure, 

partially overlying it. Outlined in a dark red (6L8) similar to the new 

color on the left figure, it is presented in a different style. It features a 

cruciform head: a primary rectangle containing facial features, with 

squared protrusions at the sides. The figure’s legs and feet are 

represented by single lines, protruding directly from the bottom of the 

head, ending in ovals. It is the left foot here that partially overlies the 

back of the avian figure. Within the cruciform head, the eyes are oval, 

and the pupils look upward. The mouth is also in an oval, with three 

interior curving lines descending from the top lip. The central of these 

lines divides the mouth in half, and all three lines curve to the right. 

The central and right lines enclose and possibly overlie an earlier spot 
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of white paint. The most distinctive feature of this figure is its nose: 

two lines break the plane of the top of the head and meander to the 

right, as though descending into the head from the sky, making up the 

bridge of the nose. The lines end in two oval-shaped nostrils, askew in 

relation to an otherwise symmetrical head. I suggest that the design of 

the nose breaks the planes of the head so that the nostrils can 

encompass earlier spots of white paint. Finally, the right line of the 

nose also extends up from the top of the head and curls to the right. 
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CHAPTER TWO 

THE HUÁNUCO SUBREGION 

 

 The sites in the Huánaco subregion are all are within 25 kilometers of the 

capital of Huánuco, and largely found to the west and southwest of the city. Of 

the nine sites discussed in this area, two of them, Huancanyacu 1 and 2, are 

adjoining each other.  

One site not discussed here is Quillarumi, which has been well 

documented in the past (e.g. Morales 1993; 2000; Pulgar 1962). It is located 

roughly 1000 m above the archaeological site of Kotosh, which dates to the 

Preceramic era and continued to be occupied into the Early Horizon (Izumi and 

Terada 1972). Furthermore, the contemporaneous site of Shillacoto was an 

important early temple within this subregion (Kano 1972).  

 The region immediately surrounding the modern city is rich in rock art 

sites, but these tend to be the most damaged and eroded panels: their proximity 

to a major Peruvian city and its population means that they are frequently 

vandalized. The panels discussed in this section, which were chosen in part for 

their good to excellent state of preservation, are the exception to this rule, largely 

due to the commitment of the farmers whose land is adjacent to the sites. Some 

of these farmers have, commendably, chosen to protect the sites and keep watch 

for those who might harm them.  
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HUANCANYACU 

 

 The Huancanyacu complex is located in the vicinity of the local secondary 

school in the town of Huancanyacu, which is roughly 8 km southwest of the city 

of Huánuco (9.9841 S, 76.3214 W). There are three panels. Huancanyacu 1 and 

Huancanyacu 2 are located approximately 1000 m directly above the school, 

occupying a rock shelter approximately 10 m high by 7 m wide. Huancanyacu 1 

is painted onto a large boulder about waist high, and Huancanyacu 2 is painted 

above the boulder, on the rock wall of the shelter. Huancanyacu 3 is 

approximately 500 m along a road that forks away from the school, on a large 

boulder beside the road. As is true of almost every site we visited, the paintings 

on all three panels adorn calcite surfaces of white to yellow to orange-yellow in 

color. 

 

 

Huancanyacu 1 

 

This panel (Figure 2.1, Figure 2.2, Figure 2.3) is painted onto the surface of 

a boulder, roughly rhomboid in shape, that measures ~2.1 m high on its left side, 

~3 m high on its right side, and ~2.5 m in width. It consists of over 40 (at least 43, 

but some may have eroded away) individual paintings from 4 to 5 different 
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episodes. The panel is faded, due to exposure to the direct rays of the sun, and 

there is a wide swath in the right-center that has eroded to the point that images 

have been lost. Though enough of the color remains in the rest of the panel to be 

able to ascertain tonal differences in the reds, the image was enhanced to 

determine the shape of some figures in the center, far left, and bottom-right of 

the piece. Clear stylistic similarities and differences can be seen among figures—

multiple anthropomorphs and zoomorphs are present here, with a few abstract 

figures—and there are three clear instances of superposition.  

The first and second instances of an image superimposed over another lie 

in C/D 5-6, where a figure with the headdress appears to be holding two severed 

heads. Here, the left hand on the central figure overlies the large head to the left 

of it, and the outline of the head of the central figure is painted in a different 

(later) color than its eyes and mouth. The third clear instance of superposition 

appears in the left of H8, where a line is painted over the wing of an avian figure, 

and the final example is at the top left of E7, where the hand from Episode 3 

overlies the bottom right solar ‘ray’ from Episode 2. There is a clear disjunction in 

degree of fading between the paint on the hand from Episode 3 and that of the 

‘ray’ from the Episode 2 figure.  

 The drawings from all episodes were divided into grid squares of 25 cms.  
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Huancanyacu 1 Episode 1  

 In this episode (Figure 2.4), two figures are present, roughly equal in size: 

a zoomorph and a humanoid. Both are drawn in wide lines and rendered with 

no facial features. The style is semi-naturalistic and fairly skillfully rendered, if a 

bit schematic.  

 

1. The zoomorph is located in F/G 6, near the center of the panel. Two 

legs were painted, and a short, upstanding tail. The neck, which is 

roughly 2/3 as long as the body, splits into two diagonal lines that 

terminate in split lines. This painting represents a cervid, likely a 

Taruca. This deer is indigenous to the North Andes, with forked horns 

that end in two tines. It should be noted that the antlers, while present, 

are eroded and the tines are not clearly visible without enhancement. 

2. In G7 is an anthropomorphic figure without a typical torso. Instead, 

four limbs emanate from a central point below a floating head. The 

legs are in an upside-down V and the right has a short line indicating a 

turned-in foot. The arms are spread, and the left curves downward, 

terminating in a vertical line that perhaps indicates a weapon or a 

walking stick. An open circle with no internal features represents the 

head. Two curving lines extend outward from the top of the head, 

perhaps indicating headwear. 
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Huancanyacu 1 Episode 2 

 Episode 2 was distinguished from the others based mainly on stylistic 

characteristics, though there is an instance of superposition of a later image over 

one from this episode. The underlying image was determined to be from Episode 

2 based on stratigraphic and stylistic criteria, as well as cross-dating with art 

from other media. The style here consists of medium width lines (~1-1.5 cm), 

with no infilling (Figure 2.5). The paint is faded, and exact color is impossible to 

determine. Images are abstract and simple in form, with curving lines 

 

1. This painting, located in C/D 3-4, is faded, but the still existing paint is 

in wider lines (~1 cm) of red. The image’s outer border is curved on 

the sides and bottom, but flat across the top, much like a ceramic bowl 

or jar. A horizontal line divides the form into upper and lower sectors. 

Two vertical lines divide the lower sector into roughly equal thirds. 

The top sector is bisected vertically, and the top right is then further 

divided into four by a cross. Four short vertical lines descend from the 

bottom of the design, and two short vertical lines of similar width and 

color were painted beside it.  

2. A simple design of similar style is located in E 6-7. It consists of a rayed 

circle painted in medium width lines (~1 cm).  A hand from Episode 3 

overlies the bottom right ray.  
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Huancanyacu 1 Episode 3 

The style here consists of narrow lines (.5 cm) with no infilling (Figure 2.6; 

Figure 2.6s). Semi-naturalism predominates, though there are abstract figures. 

This episode features flat-topped human heads: a characteristic frequently seen 

in the northern Andes during the Initial Period. The style is static, somewhat 

minimalistic, and tends toward stolid symbolic assertion rather than the 

expressive playfulness seen in the subsequent phase. The images resemble, and 

seem to mimic, those created by engraving. 

 

1. Beginning on the far left side of the panel, in the top right corner of E2, 

is an abstract figure. Like the other figures in this phase, it was painted 

with fine, red lines. Unlike the others, however, it is angular and 

abstract, and calls to mind the patterns on Waira Jirca and Shillacoto 

grooved ceramics, both of which bear strong similarities to 

Tutishcainyo ceramics of the Ucayali Basin and Pangotsi phase 

ceramics of the Alto Pachitea. The figure itself is composed of a series 

of vertical, horizontal, and diagonal lines, forming an abstract pattern 

that is internally subdivided into chambers.  

2. In the bottom left of F4 is a bird’s head shape attached to an upside-

down U. It is possible that this is simply an avian figure, like the avian 

figure at the top of the panel (in C 4-5).  
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3. In the center of the panel, at E 4-5, is an abstract figure: a roughly 

rectangular shape with two diagonal lines descending from the bottom 

center, and two small dots within it. Just above the rectangle is a U-

shape.  

4. In E5 is another abstract design, this one composed of a central square 

with a single internal dot, two diagonal lines descending from its 

bottom, and a rhomboid attached to its top. Six short, diagonal lines 

emanate from the rhomboid. 

5. Two heads, side by side, occupy D 5-6. The one to the right (~7.5 cm 

wide, in D6) is assuredly from this episode. Outlined in narrow lines, it 

has a flat-topped head, and, remarkably, ears (unlike human heads 

painted in rock art during any other phase at all sites). The hair stands 

on end, the eyes are closed, and the ears are depicted as part of the 

overall outline of the head. The closed eyes are a common feature in 

depiction of deceased subjects in the Andes from the IP to the EIP. The 

overall style here—the line, the head shape, and the U-shaped closed 

eyes—bears a very strong resemblance to the carvings on monoliths 

found at Cerro Sechin (e.g. Bischof 1994, Fig. 16e). 

6. It should be noted that the left of the two heads, in D5, is part of a 

larger figure, of a color and style that belongs to Episode 5, that has not 

been drawn for this episode. Close inspection showed that the eyes 
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and mouth, which are a lighter, more faded red than the rest of the 

figure, were painted earlier and belong here in Episode 3. The overall 

shape of the head shows the same diagnostic features as others from 

Episode 3: flat-topped, with the ears and neck clearly indicated. The 

circular eyes and oval mouth suggest that this figure depicts a living 

subject, unlike its neighbor. The finished figure shows no evidence of 

overpainting, so it cannot be determined with certainty what section 

was original. It seems likely, for example, that the headdress may 

belong here in Episode 3, but because there is no stylistic evidence to 

show that it (or another section) is from this phase, I have left it out.  

7. Located in D7 is an avian figure similar to others found at Parara. It is 

composed of a bird-shaped head with a single dot for an eye, an 

upside-down U-shape that represents the wings, and a series of 

vertical lines that represent the body and tail as a single unit. This 

latter figure has portions that are so eroded as to be invisible even 

when enhanced. 

8. The figure in D/E 8 is comprised of horizontal line, a diagonal line 

extending up from it with a semicircle bisecting the top portion, and 

vertical lines descending from each end of the horizontal line, 

terminating in short, bulbous extensions resembling feet. The figure 

appears to be an abstracted zoomorph.  
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9. In G/H 8, a severed head similar to Element 5 has been painted in its 

exact style: an almost identical outline, including the ears, and the eyes 

are closed. The mouth, however, is open to the right, rather than being 

depicted as a straight line. This head also has a solid red patch beneath 

the neck, likely to denote blood, and it is slightly larger than the 

example above.  

10. Located in G 8-9 is an odd, curving snake or worm with a curling tail. 

Its eyes are depicted as dots, and its mouth is a curving line.  

11. In H 8-9 is another figure, geometric, with a line curving above it. The 

body of the figure consists of a large rectangle with two smaller 

rectangles extending underneath it. The curving line terminates in a 

large flame or leaf shape. 

 

Huancanyacu 1 Episode 4 

Most of the images painted in this episode are found in the lower right of 

the portion of the panel that is above the crack in the boulder (Figure 2.7; Figure 

2.7s). This group of images is painted in a brighter red (6L4) than the paintings in 

the subsequent phase, and features the transformative and dynamic imagery also 

common at Pillcomozo and Quillarumi (both of which are within 10 km of 

Huancanyacu). In addition to the new images in the lower right area, two images 

have been added in the bottom center of the panel. 
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The distinctive traits of this episode’s style are: bright red paint; 

incorporation of some of the narrow line work from the previous phase, in 

combination with the practice of infilling; frequent anthropomorphization of 

(otherwise non-human) images; heavy borrowing of Amazonian elements; and 

faces that are composed of solely two eyes (shown as either lines or circles) and a 

mouth (frequently represented by a single curving line, but sometimes a circle). 

Some of these anthropomorphizations could be considered kennings. In 

addition, there is a playful expressiveness to the paintings from this phase, a 

freedom of design not seen in the previous phase: whereas paintings from 

Episode 3 are stolid and straightforward, the paintings from this phase tend to be 

more imaginative, and frequently blur the boundaries between zoomorphic, 

anthropomorphic, and abstract, at times utilizing all three in the same image.  

 

1. In E8, an interesting, perhaps zoomorphic figure has been painted. At 

its center is a circular face with points for eyes and a curved line for a 

mouth. Above the face, a body is filled in, and arms zigzag out. The 

left arm ends in a circle, and the right branches into two lines, one up 

and one down. The top of the body narrows into a neck, above which 

is a diamond shape containing a dot. A long tail descends from the 

central face, curling to the right at the end: a visual trope frequently 

used for monkey tails in Andean art.  
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2. In E 7-8 is a large paint splotch, the bottom left of which ends in a hand 

shape. It is unclear if this splotch was deliberate or accidental, and its 

color is so similar to that of the surrounding figures that it seems to be 

contemporaneous with them. The hand is outlined, rather than filled 

in, with six fingers rather than five, and imitates the style of hands 

carved as petroglyphs in the Amazon: outlined, though they usually 

have just five fingers.  

3. Beneath the large red splotch, in E/F 7, is a figure both abstract and 

anthropomorphic. At the figure’s center is a face, its eyes depicted as 

downturned crescents and its mouth depicted as an upturned crescent, 

at the center of a rounded rectangle or trapezoid ~6 cm wide. A 

curving, tail-like appendage surrounds the face and ascends above it 

like an upside-down comma. Three straight lines descend from the 

face: two in fine line, ending in three digits, and a third between them, 

wider and ending abruptly and without elaboration.  

4. In F 6-7 is another anthropomorph, this one with a square head, a 

single arm and two fine line legs descending from the bottom corners 

of the square. The face is comprised of two hollow circles for eyes and 

a horizontal line for the mouth. The arm, entirely filled in with paint, 

curves up from the bottom right of the square and ends in a five 

fingered hand just above the top right. The right leg of the figure ends 
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in three short, horizontal lines. The left leg curves in and ends in a 

shape that resembles a webbed foot. 

5. The next figure, located at the bottom center of F7, is composed of a 

wide, filled in, curving line for a body, a circular head with two small 

dots for eyes and a downturned mouth, and two curving lines for 

‘legs’. It was painted so close to Element 4 that it may be superimposed 

over it, or vice-versa. The paint is too faded in this section to make a 

definite determination.   

6. Located in F 4-5 is a largely abstract figure in bold, wide lines. It begins 

with a U at the top. At the bottom of the U is a line that connects to a 

circle. Below that is an indeterminate component, perhaps the 

suggestion of a face, with two dots and a shape below them 

resembling a uvula or proboscis. A short line provides a border for the 

right side of this section, and a long line borders the left. This line 

continues down, widens, and curves in, ending in a triangle with a 

more definite face in it: two dots and a horizontal line.  

7. In F/G 5 is an interesting figure, the right half of which is eroded. 

From what remains, it appears that the original intention was a face: 

one half of a heart shape encompasses one half of another heart-like 

shape, and within that is one eye and one half of an open, smiling  

mouth.  
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8. Above the heart, in F5, is a circle with two lines extending below it. 

Within the circle, along its right wall, is a series of segments 

resembling a caterpillar. 

9. At the top left of E5 is an anthropomorphic figure, entirely filled in, 

with a tall head, long arms, and short legs. 

10. A headdress was added to the face in D 5/6. The headdress is conical, 

with three hatch marks along each side, suggesting feathers, or 

perhaps textiles. 

11. Another anthropomorph is in D6. Like the one in E5, it is entirely filled 

in. It has a long, straight torso, a head balanced on a narrow neck, and 

limbs bent at right angles. The left arm bends up, ending in what look 

like pincers. The right arm bends down, ending in a T shape. The legs 

are positioned in a squat, with horizontal lines for feet. 

12. A filled in circle appears in the bottom-right corner of E8. 

13. In H 7/8 is a bird: a filled in, diamond-shaped torso; a round head 

with a straight beak extending to the right; wings extending straight 

out, as horizontal lines with short, vertical hatch marks hanging below 

them, and legs extending diagonally out, the left ending in an upside-

down V and the right ending abruptly.  
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Huancanyacu 1 Episode 5 

 The style during this episode is characterized by a darker paint color 

(8L1), less erosion than previous phases, a combination of naturalism and 

abstraction both within a single image and between images, medium-width lines 

(1-2 cm), and a combination of infilling and outlining. The majority of images 

have been added to the top left-center of the panel, though a few filled in circles 

and lines have been added at the bottom right (Figure 2.8s).  

 

1. The figure at D 5-6 first appeared in Episode 3, as only a head and face. 

The headdress was added in Episode 4. The body appears here, in 

Episode 5, and the head has been outlined again, in the same darker 

red. The left hand overlies the larger severed head to the left (also new 

to Episode 5), but that head is nevertheless included here in the same 

episode because the line width and color are an exact match to that of 

the D 5-6 figure’s body and new head outline. The body of the figure is 

filled in, and the limbs are painted in medium-width lines. A large 

blotch of paint, in the same color, partly overlies the right leg. Perhaps 

it was an attempt to repaint the leg during the same episode, or 

perhaps it was unintended.  

2. The head in D5, although its line width and color match this episode’s 

portions of the headdress figure, is of a very different style than the 
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two heads to the right. It is dome-shaped, the lower third is filled in 

with dark red paint, and the head is quite wide (~14 cm). It has large, 

round eyes, similar to those of the central figure, but with lower-lid 

lashes. The filled in section contains a mouth, but it is difficult to 

determine its shape.  

3. Below and to the left of the high-status, head-taking figure, occupying 

the left half of E/F 4, is a zoomorph with a semicircular head. This 

figure has four legs, a curving tail, and a straight line above the top of 

the head that may represent a tongue. If so, the figure being 

represented is likely a lizard. These reptiles are commonly seen in the 

region (and throughout the Andes), and frequently appear on Moche 

fine line and modeled ceramics.   

4. The simple, rectangular head in D/E 4, just above the previous 

painting, shares the line width and color diagnostic of this phase. Two 

lines descend from it, the left short and straight and the right curving 

in to the left and reaching beyond the left line. Another vertical line 

descends from this, then becoming diagonal and cutting through a 

partial circle. 

5. To the right of Element 3, in E/F 4, is a combination of two vertical and 

four shorter horizontal lines in the configuration of a ladder.  



	 125	

6. In the center of E 4 is a figure formed by the bisection of a vertical line 

with an upside-down U-shape. The overall impression is of a 

downturned pitchfork.  

7. Just above this, in the top right of E4, is a six-fingered hand that is 

filled in with paint. The right-most digit overlies the earlier figure in 

the top right of E5.  

8. A geometric design with three short vertical lines capped by a 

horizontal line can be found in E 5-6. The lines here are wider than 

elsewhere during this episode, but the paint color is similar enough to 

belong here.  

9. Just above and to the left of this, in E5, is a reverse S-shaped line.  

10. Below this, in the bottom left corner of F9, is an oblong splotch of solid 

paint.  

 

The final two linear images, both in H8, do not clearly belong to this 

episode, and it is possible that they belong to Episode 3. They are eroded to the 

point where it is unclear whether they are overlain by or overlie the Episode 4 

avian figure in H 7-8.  

11. The left is composed of a vertical line that terminates at the top with 

short, diagonal lines that form a ‘V.’  
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12. The right is a vertical line, with a short horizontal line at the bottom, 

and a vaguely wing-shaped appendage extending to the left.  

 

Huancanyacu 1 Indeterminate 

 The filled in circle above the main boulder, located in the top of B 8, is of a 

color that is very different than any on the main panel: a bright, almost orange 

red (4J6). Because it does not share a color with any other elements here, the dot 

can’t be attributed to a specific episode based on color alone. As these dots are 

inherently devoid of stylistic characteristics other than color, it is therefore 

impossible to securely determine its chronology from this single image. 

  

 

Huancanyacu 2 

 

Huancanyacu 2 is directly above the boulder that bears Huancanyacu 1. It 

was painted on the vertical surface of the rock face (Figure 2.9; Figure 2.10; 

Figure 2.11). This panel is in a much better state of preservation than 

Huancanyacu 1, presumably because it is sheltered from direct sunlight for most 

of the day. Aviforms dominate here, though there are two abstract figures that 

are both aesthetically interesting and serve as an important link between Andean 

and Amazonian art (Episode 2, Elements 5 and 6, discussed in Chapter Five). As 
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the rock face could not be accessed, there are no measurements for the drawings’ 

grid squares.  

 

Huancanyacu 2 Episode 1 

    The three figures belonging to Episode 1 share a lighter shade of red (5K6) 

than the rest of the panel. 

 

1. At the bottom of the panel, at F/G 3, is a large, filled in splotch of 

paint. 

2. Above the splotch, in F3, is a sinuously curving pair of converging 

lines.  

3. The bird on the top right, in B5, has a long bill that points upward, and 

its head is a hollow circle with a single dot for an eye. A long neck, 

represented by a single fine line, is buttressed by a horizontal line that 

turns at right angles to create ‘wings’: vertical lines notched by shorter, 

horizontal ones. The body is composed of two vertical lines between 

the wings, and two short, horizontal ones between those.  
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Huancanyacu 2 Episode 2 

Episode 2 figures share the same color (6L5-6), and the avian figures are in 

a different style than that of Episode 1. These birds are composed of curving lines 

and filled in parts.  

The birds in both episodes do, however, share a common convention for 

their heads: a circle with a single central dot, and a line for the beak (though one 

example has two lines). This is further evidence that there are shared 

conventions in the styles, indicating that these episodes are likely from 

conjoining time periods. 

 

1. An avian figure was painted diagonally in B4. The wings curve in a U 

shape, and the body and wings are filled in. The bird seems to be 

harrying, or at the least interacting with, the Episode 1 bird. This 

theme is repeated elsewhere on the panel, and can also be seen at the 

site of Relave (within a few kilometers of this painting, in the same 

valley at a lower elevation).   

2. At the bottom right of B3 is a positive print of a left hand. 

3. Another pair of birds flies in C 3-4. The bird on the right is angular, 

and the torso is filled in but the wings are not. The beak is depicted by 

two vertical lines, and a long neck is flanked by two curved lines, 

suggesting the motion of a head turn. 
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4. The bird on the left is smaller, and seems to be harrying the larger bird, 

as a small bird will harry a larger bird of prey to protect its nest. The 

smaller bird has a filled in torso, and right-angled lines for wings. Both 

birds are depicted without legs, as are most from this and the previous 

period. 

5. Between the two sets of birds, in the right side of C4, is a figure that is 

barely visible in the photo (Figure 2.9; Figure 2.10). It was painted 

under a natural crack in the rock face, which casts shade and renders 

the area difficult to see. This figure is thematically very similar to one 

below and to the left of it in D3, though with some differences in 

detail. Both have an upside-down, hollow crescent at the top. Below 

this is a rectangular form containing a central dot. The rectangle is 

flanked by two spirals that originate at the rectangle’s upper corners. 

Both figures also have two short lines protruding from the top of the 

rectangle, and two from the bottom. Beneath the upper figure are two 

hollow circles. 

6. In the similar D3 figure, the upside-down crescent is creased, and the 

spirals face up (opposite of those in C4). There are three hollow circles 

instead of two, and they contain dots. Finally, a long line runs from the 

bottom right corner of the rectangle, out beyond the right-most hollow 

circle, turns, and continues down into E3. 
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7. Another aviform is in E3. The head shares the convention of a circle 

with a single dot, and a single line for the beak. The egg-shaped and 

entirely filled in body, however, is wingless. The legs protrude 

diagonally from the bottom of the torso, and end in three diverging 

lines. If this figure is meant to depict a rhea, the large flightless bird of 

South America, it has been painted far from its modern natural habitat, 

the northern reach of which is the southern Andes of Peru. However, 

the environment has changed significantly in the thousands of years 

since the likely time of this painting: the bird may have had a much 

larger territory in Precolumbian times. Also, it may have been known 

through contact with southern peoples rather than directly a part of 

the experience of the person/s who painted it. 

8. In the top of F3 is an upside-down U shape.  

 

Huancanyacu 3 

 

 This site is a rock wall on a large boulder, near the school in the town of 

Huancanyacu (Figure 2.12; Figure 2.13). The vertical face that provides the 

surface for the panel is fronted by another, smaller boulder, relatively flat-

topped, which served as the surface on which the painter(s) stood. The painted 
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portion has no overhang, slopes at a 70 degree angle, and is partially covered 

with lichen.  A 20 cm grid has been utilized in the drawing (Figure 2.14). 

Most of the paintings on this panel appear to be conceived independently 

of each other, rather than as part of a unified composition. Three different shades 

of red are present: light with an orange tone (5I/J5), light with a purple tone 

(6F/G6), and dark red (7A6). The lighter colors were painted over the darkest 

lichen, which in turn grows over the darker red. Three different styles can be 

discerned, and the evidence shows that paintings here were made during at least 

three different time periods.  

 

Huancanyacu 3 Episode 1 

 Only two examples exist of paintings in this style (Figure 2.15; Figure 

2.16). The color in Episode 1 is eroded, but is darker than paintings from Episode 

2 by a few shades (7A6). The paint is diffuse, the lines are wide, and the figures 

are filled in rather than outlined.  

Two anthropomorphic figures are in B3. Their arms and legs are short, 

and reach in straight, diagonal lines from just below their heads, which are small 

and filled in. 

  

1. Although the figures are approximately the same size and shape, the 

figure on the left has a slightly narrower trunk.    
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2. The figure on the right has a slightly wider trunk, and also has a 

brighter red line painted down its center (this line was likely painted in 

Episode 3.)   

 

Both anthropomorphs are heavily eroded and have dark lichen partially 

covering them.  

 

Huancanyacu 3 Episode 2 

This style is rudimentary in design, and consists largely of clear, narrow to 

medium lines (.5 to 1 cm), using no infilling except in the case of the avian figure 

in E11 (Figure 2.17). The reason for this latter figure being infilled is unclear, and 

perhaps suggests that it is from a different episode, but I have included it here 

because it is in an identical color to other figures.  

During this time, the mural was expanded rightward and down. There is 

a zoomorph, two aviforms, an anthropomorph, three geometrics, and a figure 

that appears to be an abstracted or simplified drawing of a plant. The 

anthropomorph is also abstracted, and its arms and legs are rendered splayed. 

 

1. To the right of the Episode 1 anthropomorphs, in B/C 3-4, is a double 

hook-shaped design. A dot has a straight line descending from it, 

which then splits and curves to the right and left.  
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2. Below and to the left, in the top right of D2, is a line drawing. An 

upward-facing C shape tops a vertical line. Two diagonal lines branch 

from the vertical line, one on either side. 

3. In B/C 4-5 is a figure that appears to be an abstraction of a plant. 

Painted in rough lines, it has a central, vertical line with a short, 

horizontal line at the base and four pairs of short, upward diagonal 

lines branching from the vertical. The orientation and angle of the lines 

suggest a maize plant, but another plant could have been intended.  

4. The lone anthropomorphic, though abstracted, figure from this period 

can be found in D7. A vertical line represents the torso, hooks to the 

right to suggest a head, and is bisected by a horizontal line serving as 

arms. The vertical is buttressed by a horizontal line that turns 90 

degrees at each end and becomes legs. Close inspection shows that 

portions of this figure are painted over the dark-colored lichen. 

5. In D 8-9 is a line drawing, perhaps originally a zoomorph, composed 

of a long horizontal line from which four shorter vertical lines extend 

below. The right end of the horizontal ends abruptly under a thick coat 

of dark lichen, in the place where the head would be. (During the 

following episode [3], a group of lines was added to the right of the 

lichen that form the shape of an animal’s head, and a similar curving 

line was added to the left of the figure as a tail.)  
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6. In E8 is a small, avian figure measuring 3 cm wide by 6 cm high. This 

image is also partially overlain by the charcoal-colored lichen. The 

body of the bird is rectangular with rounded corners. Short, curved 

lines represent the wings, though both are largely obscured by lichen. 

The head is rounded, and the beak is a diagonal line running upward 

from the right portion of the head. Paint seems to have been dragged 

in a short, narrow line along a small natural crack in the rock, perhaps 

to suggest an eye.  

7. A sideways D-shaped figure can be found in F9, measuring ~7 cm in 

diameter. It is also partially obscured by lichen, and shows evidence in 

its center of having been eroded by water. 

8. An avian figure was painted in E11. It is very small (approximately 3 

to 4 cm from wingtip to wingtip) and shaped like a songbird in flight. 

The wings are hook-shaped like those of a thrush or a sparrow, the tail 

angles, and no beak was painted. The figure is entirely filled in. (Close 

inspection showed that this figure was painted in the same darker red 

of the Episode 2 figures, but was expanded into a larger design during 

Episode 3). 
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Huancanyacu 3 Episode 3 

 While the line thickness varies in Episode 3, all images share the same 

bright red color (FJ5) (Figure 2.18s). Figures tend to be geometric, though 

simplistic facial features were added to circles here in the form of two dots for 

eyes and a slightly curved line for a mouth. Additions were made during this 

episode to two figures from the previous episode (2), and have been included in 

the drawing and discussed below. The mural expanded rightward during this 

time.  

 An additional drawing detail was made for the figure in E 10-11 (Figure 

2.19) and a photo detail (Figure 2.20) and enhanced photo detail (Figure 2.21) can 

be referenced. 

 

1. An anthropomorph from Episode 1 (the right of the B3 pair) has had a 

diagonal line painted over the center of its torso and into a portion of 

its left leg.  

2. In C/D 5-6 is a large circular design (~20 cm in diameter) painted in 

wide lines and containing a filled in circle (3.5 cm in diameter). A 

vertical line descends from the bottom right of the main circle.  

3. In D 8-9, the zoomorph from the previous phase has been extended to 

the left and the right. On the left, a triangle and curling line were 

added, perhaps to create the appearance of a tail. On the right, another 
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triangle shape has been added, with short lines extending above and 

below it, perhaps to create a head.  

4. To the right of this, in D9, is an anthropomorphic figure composed of 

an an open circle for a head, a straight, diagonal line for its body, one 

curved line for an arm, and a zigzag representing two bent legs, 

perhaps running. Two dots and a short, horizontal line were painted 

within the circle, as eyes and a mouth. The head is quite large in 

proportion to the body. Portions of this figure are painted over the 

dark, charcoal-colored lichen. 

5. Just below the anthropomorph, in D/E 9, is a circular face (~7 cm in 

diameter). Dots have been painted for the eyes, as has a short, 

upturned line for the mouth. A rectangular stain extends from the 

right side of the face. Portions of both the stain and the face overlie the 

dark lichen.  

6. A vertical line (~9 cm in length) with a small, filled in circle at either 

end (each ~2cm in diameter) can be found in G9.  

7. The figure on the far right, in E11, was difficult to make out in situ, and 

the photo needed to be enhanced to see in its entirety (D-stretch lre) 

(Figure 2.21). The left portion of the figure, the only part easily visible 

without enhancement, is a line running diagonally up to the left. It 

curls in on itself at the top, much as a monkey’s tail is often depicted in 
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Andean iconography. The rest of the image is faint, and partially 

painted over the dark lichen. A series of dots, dabbed with a thick 

brush, make up a fairly indistinguishable shape, roughly in the pattern 

of a basket or a ceramic bowl. Within this larger shape, the design 

incorporates the E11 avian figure from Episode 2. Here in Episode 3, a 

curving line was added that extends the line of the right wing to the 

right, and another sinuous line extends upward from the same point.  

 

Note that the photo of the overall panel (Figure 2.12), which was taken 

from the ground beneath the boulders, was unable to capture the four elements 

listed below, so the approximate location of this group has been indicated in 

Figure 2.18 as “Approximate location of Huancanyacu 3 Canoa”. A photo detail 

was taken (Figure 2.13) and a separate drawing was made (Figure 2.22).  

 

8. Beginning on the right of Figure 2.22 is a small anthropomorph, 

painted in narrow (less than .5 cm) lines, and standing on a curving 

line, likely meant to be a totora reed boat or a canoe. The head of the 

anthropomorph is hollow, with no facial features represented. Three 

lines radiate from the head: one (disconnected) runs vertically from the 

top, and two run horizontally from the sides. The short (1-2 cm total) 

lines for the figure’s arms curve downward, and the legs are bowed in 
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a diamond shape. The line forming the base of this figure curves 

upward at either end.  

9. Directly to the left of this figure is a larger circle (~5 cm in diameter) 

painted with a wide (1.5-2 cm), diffuse line: it may have been painted 

using a finger rather than a brush.  

10. Above and to the left of that circle is a smaller one (~2 cm in diameter), 

painted in narrow (>.5 cm) lines.  

11. Approximately 4 cm to the left of that circle is another, in a similar size 

and line width. 

 

 

PARARA 

 

 Parara is approximately 5 km west of the city border of Huánuco (9.99536 

S, 76.3124 W). It is in the same valley as the site of Cabeza de Mono, and on a 

different face of the same mountain as the sites of Huancanyacu and Relave. It is 

located above several farms, at an elevation of 2740 m. This rock art site is 

immediately above, and was integrated into, a larger archaeological site.  

The overall panel (Figure 2.23; Figure 2.24) measures 2.7 x 6.8 m and bears 

more than thirty figures in at least three different shades of red. There are at least 

three well-defined episodes of painting, and perhaps one other, displayed 
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around the periphery of the panel. Because these peripheral paintings are 

beneath lichen, it is difficult to determine their characteristics, and whether their 

style is actually different from other episodes’ paintings. As elsewhere, episodes 

were determined based upon shared stylistic features including color, presence 

of infilling or outlining, line width, and other features. Patterns of stylistic 

progression here follow the same pattern as with Huancanyacu, which is less 

than 10 km away. 

The drawing and the description below include all of the figures that are 

clearly visible. A few of the paintings that are obscured by the lichen were able to 

be viewed through enhancement (Dstretch LDS), and are also described below 

(Figure 2.25). Each grid square is 20 cm on a side. 

Five instances of superposition were observed on the panel, though one 

was between images of the same color and style, suggesting they were actually 

from the same episode. In C2, the wing of an Episode 3 aviform overlies an 

Episode 2 abstract curvilinear figure. In C5, two lines have been painted over the 

wing of an Episode 3 aviform. The lines are in the same color as the bird, so are 

most likely from the same episode. In D6, the bust of an anthropomorph was 

painted during Episode 2, and a torso was added in Episode 3. In E6, the left 

border of an Episode 3 mask (or head) overlies the right-most reach of an 

Episode 2 figure in E5. Finally, in D7, an Episode 3 line touches and partially 

overlies the corner of an Episode 1 curvilinear aviform. 
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The stratigraphic evidence here is sufficient to affirm the sequence of the 

first three episodes. The instances in C2, D6, and E6 show that Episode 3 is later 

than Episode 2, and the final example, in D7, demonstrates that Episode 3 is later 

than Episode 1. Because Episode 3 can be shown to have been painted later than 

Episode 2, it follows that the episodes are in the correct sequence, and this 

evidence is also in accordance with the data discussed in Chapter Four The only 

episode with no clear stratigraphic evidence is Episode 4, and its chronological 

placement is also uncertain for other reasons, discussed below. 

 

Parara Episode 1 

 This episode (Figure 2.26) features the distinctive style seen during 

Episode 3 at Huancanyacu: fine line paintings with no infilling. Line width here 

measures less than .5 cm, and paint color (5L9) is a lighter shade of red than in 

subsequent episodes. The subject matter is more straightforward, and focused 

solely on zoomorphic forms in semi-naturalistic style. These animals tend to be 

somewhat schematic in form, but are fairly accurately depicted, with one 

exception (Element 4). The stylistic rules here (and in other correlating 

sites/episodes) tend toward the flattening of some curves, especially those at the 

top of the head.  
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1. Toward the top left of the panel, in the center of C3, is a fine line 

outline of a cervid. The antlers, with four points each, and head, which 

is squared at the top, are disproportionately larger than the body. The 

animal has a long snout and a single, unfilled eye, and its body is 

crescent-shaped, with legs depicted as four short, vertical lines.  

2. A sinuous, curving line begins in the bottom left of D6 and curves up 

into C7. Later, during Episode 3, a darker color was added over the left 

segment of this line. 

3. Two avian figures were painted at the bottom right of the panel during 

this period. The first, in C7, is a boxy bird with stripes on the body and 

wings. The head, pointing up to the right, is proportionally small and 

rectangular, with a single dot for an eye and an open beak. The wings 

are set diagonally and are squared at the end. The torso is a rectangle. 

Later aviforms can be striped, as this one is, but the wings are pointed 

and the base flares out to suggest a bird’s tail. 

4. Another aviform is ~10 cm below, in D7. This bird is curvilinear, and 

painted in fine lines, without infilling, except for a curving stream that 

runs upward from the mouth. As this was painted in the same color as 

the rest of this figure, it would appear that this is a rare instance of 

infilling during this period. The beak of the bird, depicted as two lines, 

is slightly open and facing upward, and the head is circular, with a 
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single dot in the center. The wings curve diagonally down to the left 

and right, both ending in points, and the body flares at the bottom.  

5. There is a large stain on the top right portion of the panel. As the color 

of the paint is consistent with the shade and state of erosion of the 

images from this episode, it is likely that it was made during this time.  

 

Parara Episode 2 

The selection of images from Episode 2 (Figure 2.27; Figure 2.27s) is more 

varied, eclectic, and imaginative. Artists during this period enjoyed a freedom of 

experimentation, with forms that are not seen during other episodes. Stylistic 

guidelines during Episode 2 (and those that cross-correlate with it at other sites) 

encouraged experimentation with combinations of forms: human and animal, 

abstract and naturalistic. An interesting junction of dynamic animation and static 

stoicism can also be seen. For example, the zoomorph in B3 is depicted in motion, 

whereas the head in D6 is static. The artists here used a combination of outline 

and infilling, and lines are wider than in previous episodes (.5 to 1 mm). The 

color (6L6) is slightly darker than the previous episode, but is not the deep, 

almost maroon red of the following period (8L6). Finally, paintings were added 

to the panel largely at the top left and bottom center, with two images also added 

to the bottom right.  
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1. At the top left of the panel, in B1, is an S shape (5 x 3.5 cm) with lines 

that are wider than usual for this period. The color, however, is 

slightly less orange and darker than the Episode 4 images directly 

around it. This S is the same color as the image of the zoomorph to its 

right, and as the curving line below and to the right of it.  

2. This curving line, in C2, is a sideways U shape with squared corners. It 

is 6 cm high, and the top horizontal line is slightly shorter than the 

bottom, the right end of which is overlain by the wingtip of an aviform 

from the following episode (3).  

3. Directly below the sideways U shape is another, reversed and smaller, 

whose bottom horizontal line is connected to (but may or may not be 

associated with) the shape beneath it.  

4. This amorphous curvilinear shape is an oblong oval (6.5 x 3 cm) 

containing five dots. 

5. Above and to the right, in B2, is a zoomorph (~ 13 x 14 cm) painted 

with crisp edges and fairly fine details. The head of the figure is a 

crescent, with its points as ears. The eyes are narrow and catlike, and 

the mouth is a slightly upturned, curving line. The head is large, 

almost 7 cm long, taking up half the length of the entire figure. The 

body is filled in, and its tail is long, curling inward on itself. The legs, 
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just two, end in well-defined, hooked claws: two in the front and three 

in the back. 

6. To the right of this figure, occupying B/C 3, is a similar zoomorph, 

though this one has four legs and a shorter tail. The head is flat on top, 

with one ear on its right side, and within the head is a single dot. The 

legs are curving lines that end abruptly.   

7. Below and to the right, in C 3-4, is another zoomorph (~9 x 6 cm), 

painted in thick outline. The head is circular, with a single dot for an 

eye, and a small, pointed shape is on the top of its head, resembling a 

beak or a snout. Beneath a short neck, the body is rectangular, with a 

single dot in the upper left quadrant. The arms and legs are splayed 

and there is a short diagonal line, presumably representing a tail.  

8. In D4, ~15 cm below and to the right of the latter figure, is a starburst-

like shape that is entirely filled in. The central circle is ~6 cm in 

diameter and the overall figure is ~20 cm tall. Nine curving rays 

emanate from the center on all sides except the left, where a series of 

dots shoot outward and divide into four streams: two on the top and 

one on the bottom. These streams fall back toward the figure.  

9. A pair of interesting and eclectic figures occupy D/E 4-5. Viewed 

together, they seem to interdigitate with each other. To the left is an 

abstractly aviform figure (~13 x 15 cm). Two pairs of curving lines 
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loosely wing a circle that is slightly pointed on the bottom. Two dots 

within the circle suggest eyes. Two more dots are beneath the circle, 

between the bottoms of the curving lines: a placement similar to birds 

painted during the same time period at other sites in the region. The 

dots may imply (female) gender, perhaps suggesting fertility and/or 

motherhood in an abstract, cosmological sense.  

10. The right figure of the pair is an exemplar of the freedom of form 

enjoyed in the region during this period. The center of the figure 

consists of a circular line surrounding a configuration of lines and dots, 

perhaps representing a face. A vertical line roughly bisects the circle, 

perhaps a nose, ending in a horizontal line with three short, vertical 

lines extending below that, perhaps teeth. Large, infilled dots are on 

either side of the nose. Another vertical line sprouts up from the 

bottom left of the circle and splits into two short branches. The right 

side of the circle is made up of another line that splits into branches. 

This circular section is topped by a stovepipe-shaped ‘headdress’:  two 

parallel lines extend up and take a sharp right. They are capped at the 

top, narrower end with a vertical line, and at the bottom, wider end 

with a horizontal one. Extending from the bottom of the circle is a 

long, filled in triangle, pointing down. Two long, wing-like horizontal 

lines extend from the lower sides of the circle, each with a series of 
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short, vertical lines hanging below them at regular intervals: the left 

with five vertical lines and no line at the lateral end, and the right with 

six vertical lines, one of which directly connects with the lateral end of 

the horizontal line. Dots were also painted around portions of this 

figure during the same period: six or seven around the tip of the 

‘headdress’ figure, five below the wing configurations, and one 

between the pair of figures, just above the point where they are closest. 

A group of three horizontal lines are above that dot, and two clusters 

of dots float above and between this figure and the starburst in D4. 

11. In the top left corner of D6, a face was painted atop a trapezoidal 

shape. The face is made up of a circle, with a vertical line extending 

from its top center to its center. This is a common feature in 

anthropomorphic heads during the EH. Two eyes are represented by 

dots, and the mouth is an open semicircle. The trapezoid beneath the 

face is entirely filled in (and connected to a long line and body, painted 

in the next episode [3]). 

12. Finally, a configuration of lines is at the left of D7, ~10 cm below and to 

the right of the D6 head. A vertical line is capped by a horizontal one, 

which in turn has an extension hanging from each side: on the left, a 

rectangle containing two dots, on the right, a downward-pointing 

triangle.  
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Parara Episode 3 

A number of elements were added throughout the mural during this 

episode, but the center was especially filled in and elaborated on (Figure 2.28; 

Figure 2.28s). Stylistically, the period features similar line width to its 

predecessor, more use of infilling, darker paint (8L6: a deep, blood red), and an 

increased reliance on a more restricted set of acceptable images. It should also be 

noted that any lines or stains not already described were painted during Episode 

3. Added in what seems a somewhat chaotic fashion, they are not diagnostically 

helpful and would be difficult to describe in detail, so I have omitted them from 

the list below. 

 

1. Beginning from the top left in C2, the first figure from this period is an 

aviform with a curved beak. The head, pointing to the right, has a 

single dot in the center to represent an eye. The wings curve to the 

right and left, coming to filled in points at the bottom. Five dots were 

painted across the chest of the bird, and the body, containing four 

more dots, flares outward from the waist and ends in a horizontal line. 

Two legs descend from this, each ending in a curved foot represented 

by short, curving lines. 
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2. To the right of the aviform is a grouping of lines forming an irregular, 

broken circle. 

3. To the left of the aviform is another grouping of irregular lines. Two 

are joined at their top, and capped by a shallow V shape. 

4. In C/D 3 is a circular head (~12 cm in diameter), with a vertical line 

running from the top center down to the mouth, a horizontal oval. The 

eyes are semicircles, open to the left, and the head has a corona of ten 

dots painted around and above it.  

5. A short, straight line of five dots runs horizontally from the bottom 

right portion of the circle, in the very top right of D3. 

6. Just below the dots is a V-shape, or downward pointing triangle, 

almost entirely filled in. 

7. To the right of the V is a small, abstract figure composed of four 

vertical lines connected to a small, filled in trapezoid. 

8. Just above and to the right of this, in C/D 4, is a tall, rectangular, filled 

in shape with a narrow protrusion at its top right.  

9. Below the (Element 5) V, at the right of D3, is a long (~10 cm), filled in, 

vertical shape that bends to the right at its bottom. Two narrow, 

horizontal, curved lines extend from the shape’s top to the right and 

left.  
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10. To the right of the previous element are two filled in shapes, one on 

top of the other. The top is a triangle tipped to the left, and the bottom 

is a vertical, irregular, oblong shape. 

11. Above and to the right are four curvy, vertical lines, topped by a large 

dot. 

12. In D/E 3-4, a circle containing four dots sits directly above a larger 

shape, an irregular arc, containing twelve dots. 

13. Beginning at the top right of C3, a long line curves downward to the 

right, ending just above the starburst in D4 and overlying the Episode 

2 aviform in C 3-4. It is capped at its top by a semicircle opening 

downward, and ends with another semicircle, also opening 

downward.  

14. Just above and to the right of the top of the Element 10 line, at the 

conjunction of B/C 3-4, is a small geometric figure. A central rhombus 

has two lines extending diagonally left and right from its bottom 

corner. A short, wider line extends up and to the left from its top left 

corner, and a curved line extends from its top right corner, forming the 

base of another, smaller rhombus. A dot was placed above the central 

rhombus.  
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15. A C shaped, broken line begins near the center of B4 and curves down 

to just above the center of C4. 22 small dots form irregular groupings 

inside and as part of the C.  

16. A small circle was painted at the right of C4. 

17. At C/D 4-5 is an irregular cross shape: a vertical line bisected by a 

horizontal line that extends to the left with a deep bend. 

18. A configuration of lines is in the top left corner of C5. Three parallel 

lines reach up to the right on a diagonal, with a horizontal base line 

connecting them. A fourth line reaches from the left of the base line, up 

and then bending to the left, longer than the others.  

19. To the right of the lines, in the top right of C5, a configuration of 

seventeen dots was painted.  

20. Below and to the left of the dots in C5 is an enigmatic figure. It is 

composed of an irregular, curving line, outlining a shape that is 

roughly square on three sides and more irregular on the (right) fourth. 

Toward the top of the interior space is an oval, and below the oval are 

two curving lines, roughly vertical. Within the edges of the interior 

space, nine dots were painted. 

21. Two parallel lines extend diagonally from the Element 19 dots down to 

the bottom right of C5. The right line overlaps the right wing of the 

aviform to its right, discussed next. Because the lines and the aviform 
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are in exactly the same color, it is difficult to say which was painted 

first. 

22. The aviform is at C 5-6. The figure’s head is turned to the right, a circle 

with a central dot and a large, curving beak that resembles that of a 

parrot or a toucan. The wings are straight lines, sloping gently down 

on either side, with three shorter vertical lines hanging from the 

underside of each. The body of the bird is trapezoidal, and contains a 

fine lined cross. The feet are hooked, with three toes on the left and 

two on the right.  

23. Below the aviform is a curving line of irregular width that ends in an 

elongated triangular shape to the right of the bird’s wing.  

24. To the right of the aviform is another line of irregular width, this one 

forming a deep curve. 

25. At the top left of D5 are two roughly parallel vertical lines, the left 

wider than the right. 

26. At the bottom left of D5 are three roughly parallel vertical lines above 

three roughly parallel horizontal lines. 

27. Beginning in the center of D5, a curving set of lines resembling railroad 

tracks makes its way to the bottom center of C6. Made up of two 

parallel lines connected by a series of shorter lines at regular intervals, 

this figure may represent a snake, but no discernable head can be seen, 
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so intention remains uncertain. The far right end of the figure becomes 

parallel sets of three dots each. 

28. Below the left end of the railroad tracks, in D5, is an abstracted figure, 

perhaps an anthropomorph. The top of the figure is a circle, with two 

short lines running diagonally up, to the right and left, from the top. A 

long vertical line runs downward from the circle, splitting at its bottom 

into two short, diagonal lines. The figure resembles the Greek symbol 

for the god Mercury, but any similarity could not have been intended.  

29. Above Element 28, five dots were painted.  

30. A larger dot is below to and to the left of Element 28. 

31. Below the right end of the railroad tracks, in D6, the head and 

trapezoidal neck from Episode 2 has expanded. A filled in, oblong 

shape now extends below the trapezoid. Four dots were painted to the 

left of the oblong, and five to the right. A pair of filled in, boxy zigzags 

is beyond the dots, making up the arms or chest of the figure. 

Extending from the bottom right of the trapezoid and capping the top 

of the right zigzag, a long line runs ~10 cm right, turns sharply up for 

~28 cm, then turns left for ~2 cm and ends.  

32. In the bottom left corner of D6 is a figure shaped like a peanut shell 

standing on one end. In the right of its top pod is a dot, its waist is 

crossed by a diagonal line, and the bottom half of its bottom pod is 
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filled in. The top pod is surrounded by a semicircle, each end of which 

is decorated by three short, horizontal lines reaching out. 

33. To the right, also in D6, is a sinuous, curving line that halfway into D7. 

After this, the line transitions into Episode 1’s lighter red, suggesting 

that the full length of the line was painted during Episode 1, and the 

left segment was painted over during Episode 3. 

34. Directly to the right of the D6 anthropomorph is an avian figure. It has 

a semicircular head with a single, right-pointing line for a beak and a 

single dot for an eye. The wings are triangular, and extend down from 

broad, angular shoulders. There is a single dot in each wing. The body 

of the bird is trapezoidal, and crossed with two horizontal lines. 

35. At the very bottom of D7 is a figure that appears to be a small 

zoomorph, facing left. 

36. In E6, below the D6 curving line, is a serpent-like figure. In detail it is 

very different than most serpent figures in the region. First, the body is 

only about one and one-half times the length of the head. Second, the 

shape of the head is beaked, similar to that of a turtle. Third, the eye of 

the figure is enormous, occupying about two-thirds of the head.  

37. Also in E6, below and to the left of the serpent, is a square head. The 

exterior was painted in a wide line (2-3 cm), and a semicircle ear was 

added to each side. The eyes are two large dots, and the nose is a filled 
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in triangle. The mouth is a rectangle that shares its bottom side with 

the bottom side of the head. Eight teeth, short lines, extend from the 

rectangle’s top and bottom. Four small dots ring each eye, and another 

tops the nose. Two curling lines extend up from the top of the square, 

and attached to the topmost curves of those are two vertical lines, cross 

hatched with short, horizontal ones.  

38. In E5 is a small figure composed of two circles and a right-facing hook. 

The hook is filled in, and its base connects the circles. 

39. In E7 is a horizontal, oblong blotch. 

40. In the top right of E7 is a rounded rectangle containing four dots. Just 

above this is a circle with a single dot and a line running diagonally 

upward and to the right from its right side. 

41. Another aviform is in D/E 8. It has a right-pointing, curving beak, like 

that of a parrot, and a single dot for an eye. The wings are two 

downward-pointing triangles with alternating infilled and hollow 

sections. Here again, the trapezoidal body is crossed by two lines. 

 

Parara Episode 4 

Finally, a few symbols were added during what appears to be a separate, 

fourth episode (Figure 2.29s). Despite being covered in lichen, enough paint is 

visible to recognize the distinct color, a light orange-red (5K7). Episode 4 images 



	 155	

are abstract and painted in wide lines, and appear exclusively in the top left 

corner of the mural. 

 

1. A circular design (~15 cm in diameter) is in B1. Similar to those found 

at Gonga, the circle’s interior is divided by ten diagonal lines that meet 

at a central, filled in circle. The bottom line that runs from the 

periphery to the center is much wider than the rest, and all are 

somewhat irregularly spaced. 

2. To the right of this, also in B1, is a small, abstractly anthropomorphic 

figure. It has body proportions of a human, but its neck is extended 

and curves left at the top, toward the circular design.  

3. To the right of this is a small (3 cm high), anthropomorphic figure with 

a small head.  

4. Finally, at the left of B2, is an abstract, perhaps zoomorphic figure. A 

single, diagonal line ends in a bulbous top, and two S curved lines 

branch off from the bottom, to the right and left. 
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WAMALLI COMPLEX 

 

This group consists of four spatially distinct sites, less than 1 km east of the 

village of Huamalli and about 22 km west of Huánuco. There is a small 

habitation site (Wamalli Bajo), on a pampa at the foot of Mt. Illimani that 

stretches toward the village. There are also three rock art panels on the slopes of 

the mountain. Wamalli 1 (9.9293S, 76.4597W) is in a small rock shelter near the 

peak of Mt. Illimani, on the north-facing slope, at an elevation of 4050 m. 

Wamalli 2 is on a rock face (9.9323 S, 76.4588 W) on the same north-facing slope, 

just below the twin peaks of the mountain, at an elevation of 4068 m. Wamalli 

Ucru (9.92207S, 76.4596W) is on the west-facing slope of the mountain, 

overlooking the habitation site and the village, at an elevation of 3999 m.  

 

 

Wamalli 1 

 

Wamalli 1 is painted on the wall and roof of a small rock shelter, and the painters 

likely worked from a narrow ledge about a meter above the floor. The roof of the 

shelter is narrow, and does not exceed 15 cm at its widest point. Both the wall 

and roof are smeared with a thin coat of red pigment, and a large, natural, 
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roughly vertical, crack on the wall divides the panel into two parts. Erosion and 

fading have left the figures on the roof the best preserved.  

 The overall dimensions of the panel itself are approximately 100 cm by 60 

cm, and a 10 cm grid is superimposed on the figures (Figure 2.30; Figure 2.31). In 

all of the Wamalli 1 illustrations, the roof and wall sections are flattened out, so 

as to make them easier to render in two dimensions. Two distinct colors were 

used to paint the panel: a dark red, and a lighter, orange-red. The majority of the 

figures are located left of the crack; three are located to the right. There are no 

instances of superposition on the panel. However, on the basis of stylistic and 

color differences, there appear to be at least two episodes of painting. 

 

Wamalli 1 Episode 1 

 The paintings from this episode (Figure 2.32) share a similar dark red tone 

(7L6), medium line width (.5-1cm), slight inconsistency of application (some 

bleeding of lines so that edges are jagged rather than straight), and simplicity 

and abstractness of design.  

 

 The following four elements are located on the roof. 

1. In D2 is a cross (3 cm x 3 cm). 

2. In C 3-4 is an elongated S (~5 cm long) lying on its side. A small dot 

was painted beneath its center.  
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3. Just above Element 2, in C 3-4, is an irregular circle (~3 cm in 

diameter). 

4. In A7 is an irregular blotch. 

On the wall, three elements are located to the left of the crack. 

5. At the conjunction of B/C 7-8 is a zigzag (~5 cm x 4 cm). A horizontal 

line takes a diagonal turn down to the left, and turns again to the right 

in a curving flourish.  

6. In D 7-8 is an M shaped zigzag (~7 cm across). 

7. A large circle design (~5 cm in diameter) is in G6, comprised of an 

irregular circle containing a dot.  

Three elements are located to the right of the crack.  

8. A circle in D10 has three lines extending out: two short lines from the 

top, and a longer, wider one from the bottom right. 

9. In C11 is a vertical oblong shape with six lines extending out: two 

longer lines from each side, and a shorter one in each direction from 

the bottom point. The figure resembles a beetle.  

10. In D11, a horizontal line has two short, vertical lines hanging from its 

underside. This figure is eroded and probably incomplete.  
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Wamalli 1 Episode 2 

 The elements in Episode 2 (Figure 2.33s) share a lighter, orange-tinged red 

(5K/L9), a more complex design, abstracted naturalism, and more consistent 

paint application than those in Episode 1.  

 

 Three figures from this episode are on the roof. 

1. A large circle design (~6 cm in diameter), in the bottom left of A6, 

curves in part onto the vertical face above the roof. An outer circle 

contains a dot.  

2. ~2 cm to the right, in A/B 6, is an anthropomorph (~7 cm tall) with 

splayed arms and legs. Portions of the head and left arm of the figure 

have spalled off, so it is not clear if the head of the original figure was 

intended to be split (like the anthropomorph below it in C 8-9, 

discussed below), rounded, or with some form of headgear. Whatever 

the intention, the current state of the head does not suggest that it was 

ever round. 

3. Just above, also in A6, is another circle design (~4 cm in diameter). 

Again, an irregular circle contains a dot. 

 

The rest of the figures from this episode are on the wall, to the left of the 

crack. 
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4. In C/D 4-5 is an abstracted serpentiform figure (9 cm x 16 cm). The 

shape, roughly a rounded W, is closed at the left end and open at the 

right. Short horizontal lines protrude from various points: one from 

the left end, two from the bottom left curve, three from the middle 

right curve, and two as a right-turning extension to the open right end. 

Whether the element was intended to be two-headed or one, a snake or 

a centipede, or some other element, is unclear.  

5. Down and to the right, in D6, is a meandering line that encloses four 

dots roughly configured as a face. The overall figure is ~8 cm in length. 

The central dot, in the nose position, is twice as large as the others. The 

overall impression is ghost-like and perhaps comical.  

6. In C 6-7 is a curving line of varying width, in an elongated C that is 

open to the right.  

7. In D7 are two irregular circles. The left measures ~2 cm in diameter 

and the right ~3 cm.  

8. In the bottom left of C8 is a star- or flower-shaped figure. A central 

circle, divided by a curved line, is surrounded by five triangular, filled 

in petals or rays, except at the bottom.  

9. An abstracted anthropomorph, with arms and legs splayed, is in C 8-9. 

Here, the legs splay out in a gentle bow, rather than the usual right 
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angles. The large hands extend horizontally from the angled, raised 

arms, and the right hand and arm follows the curved shape of the rock 

face. The head of the figure is a V, a vertical line descends from the 

torso between the legs, and a dot floats on each side of that line. These 

elements may indicate that the figure was intended to be male.  

10. In D 8-9 is a figure composed of two symmetrical, curving lines 

surrounding an irregular circle. It is possible that this image could 

represent a vulva. 

11. Down and to the left, in E5, is a filled in shape, possibly a right-facing 

zoomorph. The shape is made up of points that could represent an ear, 

a nose, a front leg, a back leg, and a rump.  

12. In F5 is a circle (~4 x 4 cm) with two lines extending from it: one 

horizontally to the right, one almost vertically from the top.  

13. ~4 cm to the right, in F6, is a small circle (~3 cm in diameter) with a 

meandering line extending from the top.  

   

Wamalli 1 Indeterminate 

There are other elements on the panel, but they are, for the most part, too 

faded to aid in the analysis undertaken here. Enhancement (Figure 2.34) allows 

for a closer study of just one figure. 
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1. In E5 is a faded junction of diagonal and horizontal lines, resembling a 

linear zoomorph. A central, horizontal line turns at its right end, 

sloping up on a long diagonal and becoming bulbous at the top. Four 

shorter lines extend below the horizontal line. The figure’s proportions 

correspond roughly with those of a camelid. Since the original color 

cannot be determined and the original shape is somewhat eroded, it is 

impossible to determine its chronology. 

 

 

Wamalli 2 

 

 This panel is set high onto a rock wall, directly beneath the peak of Mt. 

Illimani, at a juncture where one may pass the panel in order to ascend further. 

Access to the painting is from a rock shelf beside it. The shelf is steep and now 

covered with moss and lichen, so the measurement of the painting was estimated 

on site. There is just a single, large, abstract figure (~30-35 cm high) (Figure 2.35; 

Figure 2.36), partially eroded. The color is a light shade of red (6L5-6).  

To address the eroded portions, the photo was enhanced (Dstretch lre and 

auto-contrast) (Figure 2.37; Figure 2.38). Details could then be reconstructed for 

the drawing.  
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1 The painting is an abstract anthropomorph, with medium-wide to 

wide lines. The head, in profile, is squared at the top, and five waving 

lines extend from it in the manner of a feathered headdress. The eye is 

a dot, and a diagonal line encloses the top portion of the head into a 

triangle, leaving the bottom portion open. Below the triangle are two 

horizontal lines extending left from the neck, possibly representing a 

mouth. A semicircle protrudes from the back, beginning at the top of 

the head, curving down to the shoulders, and containing a filled in 

circle of a rather large diameter. An arm (eroded) reaches left, bending 

up at the elbow, to an open hand with (seemingly) four digits. A leg 

(eroded) extends slightly upward to the left, and bends down at the 

knee to a foot, also pointing left. The front of the torso (eroded) 

protrudes like a belly, while the back of the torso is straight. This side 

view is an unusual pose for an anthropomorphic figure during any 

time period in the region, except when depicting flute players. A line 

resembling a tail originates at the bottom rear of the torso and curves 

up to the right. A peripheral semicircle (eroded) begins above the 

hand, curves out and down to the left, and back under the body. It 

then becomes less eroded and runs parallel to the tail. A second 

curving line (eroded) branches from the first just below the torso, and 

curves down and to the right, behind the figure.  
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Wamalli Ucru 

 

 Wamalli Ucru is painted onto different facets of the fractured face of a 

large, granite boulder. The formation offered the painter/s multiple areas to 

paint on, each with different dimensions. A crude stone wall (30 cm - 1 m high) 

was built recently, in front of the boulder at ground level. The painted facets are 

in the lower left center of the boulder face, and the paint is fairly eroded due to 

exposure to the sun and the rain. 

The panel (Figure 2.39; Figure 2.40; Figure 2.41) measures 80 cm x 100 cm, 

and a 20 cm grid is superimposed on the drawing. Nine elements can be 

discerned, using photographic enhancement (Dstretch lre) (Figure 2.42). The 

lines are of medium width (.5-1 cm). Two colors were used: eight elements were 

painted with a light orange-red (5K8-9), and a ninth was painted using a bright, 

plum red (5E/F6). The latter element is similar in color and style to paintings 

from Episode 4 at Huancanyacu 1. While there is no superposition of elements at 

Wamalli Ucru, color and stylistic factors suggest two episodes of painting. 

 

Wamalli Ucru Episode 1 

In E5 is the only figure painted in the plum red. It also exhibits varying 

line widths, infilling of the body, and outlining of the head. It is semi-

naturalistically rendered, with deliberately distorted facial features.  
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1. The painting depicts an anthropomorph with splayed limbs. The arms 

extend diagonally from the torso, and the hands are vertical lines. The 

head is an open circle, with dots for eyes and a short line for a mouth. 

A crook-shaped line extends up from the center of the head. The legs 

are bowed, and two small, curved lines descend from the center of the 

torso.  

 

Wamalli Ucru Episode 2 

 This episode features a light orange-red (5K8-9) similar to the color used 

in most of the paintings from Wamalli 1. A majority of the figures were rendered 

in medium wide lines (~1 cm), but a few narrow-lined exceptions exist, such as 

the curve in the left of C3. The figures include an abstracted zoomorph, five 

anthropomorphs, and a few geometrics. The anthropomorphs’ faces were 

rendered without features, with the exception of the top figure, whose features 

are highly abstracted.  

 

1. At the top, in B4, is an anthropomorph (~15 cm high) with an antenna-

like protrusion rising from the center of a round head. The face is 

simple, with two small dots for eyes and an upturned, curving line for 

a mouth. The left arm of the figure ends in a well-rendered, four-
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fingered hand, and the right arm is eroded. The neck and torso were 

painted as a single line, ending at the waist. 

2. Below the first element, at the bottom of B4, is a small, crudely 

rendered figure that could be an anthropomorph or a zoomorph. Its 

arms and legs are outstretched and of equal length. Two vertical lines 

extend from the head, and could represent a snout or a headdress. The 

right arm is crossed at the end by a vertical line, and the left has a 

short, vertical line extending above it. A short line extends between the 

legs, which could be interpreted as a tail or as the gendered marking of 

a male.  

3. Just below, in C4, is an abstracted avian figure (~12 cm x 7 cm). A 

vertical oval is divided into three sections: a horizontal line creates a 

top third, which contains two dots for eyes, and the bottom two third 

is divided in half by a vertical line. A short, vertical line extends from 

each side of the head, near the eyes. Two diagonal lines extend from 

the bottom in an upside-down V. It appears to be an abstracted owl, or 

perhaps a bat with folded wings.  

4. To the left, in C3, is an anthropomorph with a filled in circle for a head, 

a long line for a torso, and splayed arms and legs. The right arm 

branches into a V, and the left into a lopsided V with a long left line.  

Both designs may have been intended to represent hands holding 
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objects. The legs are short and bowed, and the vertical line of the torso 

descends between the legs, perhaps suggesting male gender. 

5. To the left, also in C3, is a smaller figure. It is perhaps 

anthropomorphic in shape, but it is difficult to tell what was intended 

here. A semicircle, open to the bottom, contains a large, black dot. 

From the nadir of the semicircle, a vertical line extends up, becoming 

bulbous at its top. Another line originates just below this top, and 

curves up to the right. Finally, a thin line extends from the bottom left 

of the semicircle and curves up to the left. 

6. Directly below this, in C/D 3, a large V shape has been painted, with a 

half circle inside the top of the ‘V’. The shape follows the natural 

contour of the rock, which comes to a point below the figure.  

7. On its own facet, in D4, is an anthropomorph that appears to be 

climbing or sitting. Its head is an open circle containing a single dot, 

and its torso is again a vertical line. It has just one arm and one leg, 

both extending to the right: the arm bends up at the elbow and ends in 

three fingers, and the leg bends down at the knee. The line of the torso 

extends below the pelvis. 

8. The final figure is to the far left, in D1: a conjunction of straight lines 

that are vaguely anthropomorphic in orientation. A straight, vertical 

line is topped by a large dot. The bottom of the vertical meets a 
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horizontal line, and a vertical line extends from each end of the 

horizontal. A diagonal line originates at the center of the 

primary/torso vertical, reaching up to the right. A horizontal line 

extends from just below the dot, meeting the diagonal in an open 

triangle. To the right is a free floating vertical line. This figure is too 

eroded to be clear, even under enhancement, so description must 

remain vague. It is also possible that the figure belongs to the previous 

phase. 

 

 

RELAVE 

 

 This site is approximately 30 m from the river Relave, just south of the 

town of Huancanyacu, and roughly eight km southwest of the city of Huánuco 

(10.0157 S, 76.304 W). The panel is approximately 2 m high, and painted to the 

left of a long, vertical crack in an enormous upright calcitic boulder (Figure 2.43). 

The painting is well preserved, thanks to tree cover and the commitment of local 

farmers to preserve the site.  

Unlike most sites, where paintings were added progressively over 

successive generations, the majority of figures here seem to have been painted at 

the same time, while just a few elements at the bottom of the mural differ from 
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the rest (Figure 2.44). Three styles are present, with the earliest and latest 

episodes being represented by a single figure each. The drawing has been 

overlain with a 30 cm grid. 

 

Relave Episode 1 

There is just one example from this episode, lighter in color than the rest 

of the mural (5K5), and more weathered. 

 

1. In H/I 3 is a small, filled in, anthropomorphic figure. It has been 

painted upside down, with legs akimbo. There is a dot and a line 

floating in the space between the legs. The figure is semi-

naturalistically rendered. 

 

Relave Episode 2 

It was during this episode that the majority of the panel was painted. 

Stylistically, Episode 2 utilizes a combination of narrow-lined outlining and 

infilling. The paint was of medium thickness and the color is a vibrant red (5L5). 

The work is well defined and the figures were applied skillfully, combining 

naturalism with abstract and visionary/mythical elements.   
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1. There are ~78 small dots, painted around figures, throughout the top 

third of the panel: A/D 1-3.   

2. Aside from the dots, the top-most figure is in A/B 2-3. Small and 

indeterminate, but vaguely anthropomorphic, it is more faded than the 

rest of the mural. Close inspection of the photo shows that the bottom 

of the filled in body is darker and differentially eroded than the rest of 

the figure, which could suggest that it was painted at an earlier time 

than the majority of the mural and retouched at the bottom. 

Stylistically, however, the figure fits with the rest of the piece, and, 

alternatively, the figure may receive more sunlight or rain than the rest 

of the mural, due to differential vegetative cover or other factors. A 

final possibility is that the figure was painted later than the rest of the 

mural, in a thinner paint and in a style that mimics the mural, and that 

thinner paint is now more eroded than the thicker paint. Examples of 

paintings from the Colonial Period in Singa were all painted in a thin, 

watery paint, suggesting that the techniques for making lasting rock 

art had been lost, and then poorly imitated.  

3. Below this figure, in C 1-2, is a vaguely aviform shape. A long, 

horizontal ‘beak’ extends to the left from a hollow, central circle, and 

comes to a point. The circle sits on top of a short, vertical, rectangular 

shape. In the context of this mural, which contains three other 
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aviforms, it seems likely that this was meant to be a bird’s head, but 

something else may have been intended.  

4. To the right of this, in B/C 2-3, is a large bird’s head with its long beak 

open to the left. The head, which is painted directly bordering a large, 

natural crack in the rock, is composed of a large (7-8 cm in diameter), 

filled in circle with a central negative dot for an eye. The beak is at 

least 10 cm long and opened wide, as though singing or calling. The 

type of bird is difficult to ascertain, though my guide, Fernando Zarate 

(pictured in Figure 2.43), is convinced that it is a female Torrent duck. 

This foul is indigenous and common to the region, and although males 

have a stripe across the face, females have a solid, slate-grey pattern 

and a reddish beak.  

5. In C 2-3, directly below the previous element, is a circle with a thick, 

wavy line extending to the left. The overall shape resembles a tadpole. 

Both ducks and tadpoles would be available subjects, as the boulder 

sits by the side of a river.  

6. A large, filled in circle is in C 3-4. 

7. In D 2-3 is a very large, roughly circular shape (~10 cm), topped by a 

pointed cleft that is part of a natural crack in the boulder. A small 

rectangle extends from the bottom of the circle.  
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8. Just below, in D 3-4, is another filled in circle. Lines extend out from 

the circumference, in a manner similar to the way we depict our sun. 

9. To the right, in D4, is a wide, diagonal line.  

10. In the bottom left corner of D4 is a smaller (~3 cm diameter), filled in 

blob. 

11. In E3 is a semicircle, open to the right, containing a dot. The line 

forming the semicircle widens at its upper end, branching into two 

points. From the left point, two short, narrower lines reach out. 

12. A legless anthropomorph, similar to ones found at Wamalli Ucru (B4), 

and Liuyagmachay (panels 6.1, 6.3, 8.1, and 9) in the highlands, is in 

E2. The head is a circle with a wide outline, the eyes are two dots, and 

the mouth is a short line. A short, vertical rectangle protrudes from the 

top of the head. The body is a larger vertical rectangle, filled in, 

extending from the bottom of the circle. The arms reach out and up 

from the body, and the hands are splayed with three (left) and four 

(right) digits. 

13. Another anthropomorph is located in F/G 2, larger (~18-20 cm tall) 

than the above element. It is entirely filled in except for the eyes and 

mouth, which were created by leaving two dots and a line free of 

paint. The head is flat across the top except for a small, rounded 

protrusion at the center. The torso is long, and the arms reach out and 
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up. The right hand is splayed into four digits. There is no left hand. 

The left leg is a short, straight line that ends in a block foot. The right 

takes two ninety degree turns on its way to a larger foot, ending in 

three toes. Between the legs, the torso narrows, extends downward, 

and ends in an open circle. This somewhat ambiguous gender 

ascription is also present at Gonga (C8), and will be discussed in 

Chapter Five. 

14. In G/H 2 is another aviform. The head and neck are filled in, and in 

profile, with the beak hooked to the left. The eye is left empty of paint, 

except for a dot in its center. The head and neck sit on top of a large, 

outlined shape representing both wings: the top line arcs, and the 

bottom line is dramatically wavy. Three small dots are within the 

shape, and a series of short lines sprouts from the inside edge of each 

outer plume. Two vertical lines, with a series of short, horizontal lines 

between them, extend down from under the wings. This ladder-like 

configuration is also found in a bird in I2 (discussed below) and at 

Huancanyacu, in F4. It could represent the body or the tail.  

15. Directly to the left of the aviform, in H/I 1-2, is an oddly shaped 

figure, with attributes that might suggest a large, possibly 

anthropomorphized or zoomorphized, peanut. The top portion is filled 

in, extending up and hooking left, where it becomes bulbous and 



	 174	

contains an unfilled dot, like an eye in a profiled head. Below this is a 

wide, sock-like body, extending down and curving, with irregularities, 

to the right. A vertical line divides this section, turning right with the 

bottom, and horizontal lines cross the body, creating many partitions. 

It is this portion of the figure that looks very much like a peanut, 

perhaps the fruiting bottom of the plant, where the nut is found just 

below the ground. Along with the surrounding valleys, this valley is 

currently one of the primary centers of peanut growth in the Andes. It 

is also possible that the intention here was something other than a 

peanut. 

16. In G/H 3 is an indeterminate series of shapes, possibly one or more 

zoomorphs, following a diagonal line up to the right. The lower left 

features a large, filled in shape, pointed at the bottom. Smaller, 

interconnected shapes continue up to the right, and a series of small 

hatchmarks hover above the shapes. 

17. In I2 is another aviform with a ladder-like body or tail. The head and 

wings here are filled in, and the bird’s long beak is closed and pointed 

to the left, as in other birds in this mural. Three short, vertical lines rise 

from the top of the head, similar to a rooster’s comb (likely not the bird 

intended, as chickens were domesticated in South Asia and brought to 

South America in postcolonial times). The wings of the bird form an 
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arc, and the ladder-like formation again descends from the center. This 

bird distinguishes itself within this mural by having legs, clearly 

depicted, on either side of the ladder. Each leg is a straight line, 

terminating with two nested, fine line arcs, which gives the appearance 

of four toes. In these details, the legs are similar in style to those found 

on an outlined aviform in the highland site of Liuyagmachay 10.  

18. Eight circles have been painted around and among Elements 13 

through 17, all filled in except one (to the right of Element 13’s head), 

which was painted around an existing pit in the rock. The remaining 

circles are situated as follows: one below Element 13’s right arm, one to 

the left of its left leg, one to the right of Element 14’s head, one under 

the left wing, one under Element 16, one to the right of Element 17’s 

head, and one at the bottom of its ladder feature. 

 

Relave Episode 3 

 This episode features a single, unique, geometric figure.  

 

1. The fadedness and diffuse lines of this image, located in J2, might 

suggest antiquity, but a closer look at the subject matter and overall 

style suggest otherwise. The orange-red paint color (5K8) is much 

lighter than any other in this mural. The figure is composed of a cross, 
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encompassed by a pentagonal outline, and giving rise to a smaller 

cross from its top peak. I suggest that the figure may have been 

intended to represent a church. 

 

Relave Indeterminate 

Below and to the right of the I2 aviform are a set of more diffuse figures, 

belonging to a different style than the greater panel.  

 

1. In I 2/3 is a somewhat U shaped line, with a bulbous left end. 

2. In the bottom right of I2 is a configuration of lines: a horizontal line 

with a semicircle and a half semicircle sitting on top of it, and with a 

vertical line extending down from its right end. 

3. Below the cross figure is a wide line, curving up to the right. Two 

small, straight lines hang below it from the same point. 

 

This style is similar in design and paint type (5J9) to that used on a 

boulder less than 100 m downstream. The boulder looks remarkably like a 

human head (Figure 2.45). One of its surfaces has sheared off (or perhaps was 

deliberately removed), and is painted with multiple meandering lines. The 

design is completely abstract, and offers few clues to its proper placement in the 

larger stylistic corpus of the region.  
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CABEZA DE MONO 

 

 The complex of Cabeza de Mono is roughly 7 km southwest of the city of 

Huánuco (9.98438 S, 76.3124 W), and consists of two boulders: an enormous 

boulder that overlooks the steep banks of a dry creek bed, and a smaller boulder 

a few meters away and toward a road. The site is named for the similarity 

between the profile of the larger boulder and the head of a primate (Figure 2.46). 

This boulder cantilevers out, over the steep slope and down toward the arroyo.  

On the smaller boulder, two large and unique images were painted on two 

separate faces of the stone (Figure 2.47; Figure 2.48; Figure 2.49; Figure 2.50). The 

paint in both figures is faded, currently appearing translucent and light red (4I6). 

Enhancement (D-stretch lre) revealed that both images were well-painted and in 

the same style: outlined and somewhat elaborate (Figure 2.51; Figure 2.52).  

 

1. The first figure, painted on a surface facing the arroyo, is of a 

zoomorph, or perhaps more correctly: a therianthrope, or 

transformational figure. The body is vertical and almond-shaped, with 

a flat-topped head and a pointed bottom. It is divided into three 

partitions by two horizontal lines: one at neck level to demarcate the 

head, and one at pelvis level to separate the point, which resembles a 

bee’s or spider’s abdomen. From the top of the head, a vertical line 
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extends down, probably representing the nose. On either side of the 

nose is a half-circle for an eye, as if the creature were looking upward. 

The mouth is a wavy, horizontal line with upturned ends. Two 

elements emerge from the top of the flat head. Each is painted as a pair 

of parallel lines containing negative space, closed at the end, and 

smaller lines branch out from each. The effect is antler-like: perhaps a 

headdress, or crown, or the representation of liquid, or some less 

tangible substance, shooting from the top of the head. The middle 

portion of the body, shaped like a rounded rectangle, contains within it 

two quadrangular shapes: one at the top right and one at bottom left. 

Each quadrangle has five lines extending from its interior sides, giving 

the appearance of stitched patches. These patches resemble the spots 

on a frog, and may be a reference to them. The pointed bottom of the 

body has six short lines extending out: three on each side. The figure’s 

arms and legs are splayed at right angles, much as can be commonly 

seen throughout the region in depictions of anthropomorphs. Each 

limb ends in three fingers or toes.  

2. The second figure is painted on the surface facing away from the 

arroyo, and depicts a centipede or millipede that is over 50 cm long. 

The design is comprised of two parallel lines, winding in a sinuous 
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curve, and approximately 80 shorter lines, extending out from the 

primary shape and representing the legs of the centipede. 
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CHAPTER THREE 

THE LAURICOCHA SUBREGION 

 The Lauricocha Province lies west of the Huánuco Province, and consists 

of several towns organized around the Marañon River and its subsidiary, the 

Lauricocha River. The capital of the province is Jesús, where the Early Wamalli 

site of Quinaj and the Late Wamalli site of Gongui are located (Salcedo 2012). The 

Lauricocha Subregion, the reach of which is shared with the Province, represents 

the southern center of archaeological remains belonging to the Wamalli, whereas 

the Huamalies Subregion represents the northern center. Like Huamalies, 

Lauricocha consists largely of highland populations organized as follows: towns 

occupy lower Quechua zone elevations, farms tend to be in the Suni zone, and 

grazing lands tend to be in the upper Suni and Puna zones.   

This subregion is also home to Chaclarragra, the cave site where the 

earliest human remains in the region were found (Cardich 1958). It is one of 

several sites surrounding the highland Lauricocha Lake, the source of the river of 

the same name. Several of the caves at these sites house panels of rock art that 

were discussed by Cardich (1964), and form part of the collective information 

that aids in understanding rock art in the region.  

This subregion contains a wealth of rock art, but only two sites with a total 

of eleven panels are discussed here.  
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CAMPANA RUMI 

 

 This panel (Figure 3.1, Figure 3.2) is on a large boulder approximately 10 

m from the Lauricocha River. It is just south of the town of Jivia, which is located 

roughly 50 km west-southwest of the city of Huánuco (10.02317 S, 76.681), at 

~3,300 m in elevation.  

At least two episodes of painting are represented: the portion from the 

first episode was painted in a light, diffuse red, and the portion from the second, 

the majority of the panel, was painted in a deep red. The paint is partially 

eroded, and the upper section has been affected by graffiti. Unlike many 

highland panels, the majority of the painting here appears to have been 

accomplished in a single episode.  

 There are two possible instances of superposition. 1) At least the central 

portion of the figure in C 1-2 was painted during the first episode, as evidenced 

by the color, line width, and consistency of the three interior marks. The outer 

portions were added (or more likely painted over) during the second episode. 2) 

The infilled circle in B/C 3 was added above the Episode 1 geometric design. 

Erosion at the conjunction of the two components makes it difficult to determine 

stratigraphy, but it appears that the stem at the base of the circle overlies the top 

of the geometric design, suggesting that the addition was made during Episode 2.  

Measurements for this site are approximate. 
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Campana Rumi Episode 1 

 The episode features the use of diffuse, light red (5F6) paint, likely watery 

when applied, and outlining in clear, medium-width lines. The patterns used are 

regular and geometric. 

 There were two figures painted in Episode 1 (Figure 3.3).  

1. The first, smaller figure is in C 1-2. A half-circle contains three marks, 

and below that, an infilled, concave triangle points down. Above the 

half-circle, six lines reach up and out: three to the right and three to the 

left. All but the three marks within the half-circle are actually in the 

color of Episode 2, but it is apparent that there was an initial layer in 

the lighter red of Episode 1. It is impossible to discern whether the 

second layer was an exact tracing of the first, or just features added. As 

infilling was common during the second episode, I suspect that the 

triangle was filled in then.  

2. The predominant figure is a grid of horizontal and vertical lines 

located in C/D 2-4. The lines form 20 conjoined rectangles, some 

oriented vertically and some horizontally. Each rectangle contains 

between one and three hatch marks, also vertical or horizontal. One 

rectangle sits on its own extension, a line reaching to the left, and 

almost meets Element 1. The two elements seem to relate to each other 



	 183	

and likely belong to one original composition. Erosion has affected 

some areas of this element.   

Campana Rumi Episode 2 

 This episode features the use of infilling, with the exception of an outlined 

head on an otherwise infilled anthropomorph (Figure 3.4s). The color is dark 

(6L6), and the paint thick, with consistent lines. Skill is evident in the execution 

and layout of the panel, and naturalism and abstraction are used in combination.  

1. In D1, a right arm and leg are all that remain of an anthropomorph. 

The two limbs emulate those of other anthropomorphs on the panel.  

2. To the right, at D 1-2, is an intact anthropomorph. Its arms and legs are 

splayed at right angles, with no hands or feet depicted. The head is 

filled in, and no headdress is present. The vertical line of the torso 

extends below the pelvis, indicating gender or the presence of a 

loincloth (itself an expression of male gender).  

3. At the bottom of D 1-2 are two parallel, curving lines, broken in the 

middle due to erosion. The lines serve to divide the above elements 

from those below.  

4. A large anthropomorph occupies E/F 1-2. The figure’s arms and legs 

are splayed, though the right arm turns down at the elbow (arms on 

splayed figures in this region typically point up). The hands and left 
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foot have three digits each, and the right foot has one digit. What 

remains of the head suggests it was infilled, rather than outlined and 

containing facial features. It is also possible that facial features were 

rendered in negative: in the sliver of the originally circular head that 

remains, a small portion is without paint in precisely the location that a 

mouth would have been placed. What remains of the body is V 

shaped, and genitalia or a loincloth hangs between the legs. The body 

is hollow, which may have been the original intention, but may also be 

credited to vandalism having removed the infilling: portions of the 

head, body, and loincloth have been deliberately pecked away. The 

pecking here only reaches down to the center of the chest, while the 

body is hollow to the waist, suggesting that the absence of paint was 

intentional, or perhaps due to natural erosion. 

5. In F 1-2 is a figure that appears zoomorphic, although portions of it 

have been obscured by erosion. A long body faces left, with a long 

nose, one ear, and one front and one rear leg. A tail extends out to the 

right, capped by an arrow mark pointing right. 

6. A small, splayed anthropomorph is located in G2. Its head has eroded 

(or perhaps never existed), and a loincloth is again present. Its arms 

and legs terminate with no distinguishable hands or feet. 
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7. A large, splayed anthropomorph is in D/E/F 3-5. It dominates the 

panel, and is by far the largest humanoid depicted. Each hand has four 

digits, and the left is holding an object, perhaps a stick or a rod. The 

feet have no digits, and point outward. The most distinctive feature of 

this anthropomorph is its head: there is only the right half of an 

outline, a dot for a right eye, and a straight line for a mouth. A short, 

vertical line extends up from the top of the head. Closer examination 

reveals no evidence of paint on the left side, suggesting that this design 

was intentional and not a result of erosion. Portions of the overall 

figure, however, do appear to have been pecked away. 

8. Directly beneath the large anthropomorph, in F4, is an irregular, 

infilled rectangular shape.  

9. In B/C 3, a large circle was painted above the Episode 1 geometric 

design. It is infilled, but contains a smaller circle of unpainted negative 

space. A stem connects it to the design below, appearing to overlap it 

and corroborating that the circle was painted later. The color of the 

outer portion of the circle matches other figures in Episode 2, but the 

body of the circle (excepting the negative space) appears to have been 

painted in a thinned version of the same color, so has largely eroded 

away and faded. 
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LIUYAGMACHAY 

 

 Liuyagmachay is an enormous cave at an elevation of 3780 m, below the 

peak of Cerro Angawilca (9.950438 S, 76.6258 W). It is 7 km northeast of the town 

of Huarín, which is the capital of the District of San Francisco de Asís in the 

Province of Lauricocha. A large, irregularly circular cavern is set into a sheer cliff 

wall on the southern face of the mountain (Figure 3.5, Figure 3.6). Access to the 

cave is via a narrow path from the southwest, wide enough for only a single 

person or animal to fit. The mouth of the cave measures ~82 m wide and the 

interior stretches over 40 m deep beyond the dripline. The cliff face above curves 

under itself dramatically to form the ceiling of the cave, and then curves down to 

form the walls, where the majority of the rock art is located. The circular 

footprint of the formation extends out from under the roof, with two thirds of the 

circle inside the cave, and one third outside. At each side of the opening, rock 

walls continue out, forming the edge of the circle and diminishing until they 

meet the ground at 10 m from each other. Here at the outer edge is another long, 

sheer drop down to valley floor. The floor of the cave is white sand composed of 

calcite particles, ostensibly caused by deposition from the roof of the cave.  

The first published report on Liuyagmachay was by geographer Javier 

Pulgar Vidal in 1962, through the Universidad Nacional Mayor de San Marcos. 

In it, he illustrated five of the cave’s paintings, describing their color, 
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composition, and state of preservation, but grouped all five paintings together 

without regard for their actual location or relationship with each other (Pulgar 

1962). Teodórico Ampudia, a local historian and schoolteacher, visited the site in 

1978 and left his name and the date of his visit among the other modern graffiti 

covering the walls of the cave. He published reports on the same limited set of 

paintings, with illustrations copied from Pulgar’s work. This initial set of 

illustrations has also been recycled in at least two subsequent inventories of rock 

art in Perú (Ravines 1986; Hostnig 2003).   

There are more than forty paintings in the cave, in eleven panels, with 

multiple colors and styles present. In addition to the graffiti mentioned above, 

many paintings have been outlined in chalk. A practice of local schoolteachers 

bringing groups of students here on field trips, this may have made my drawings 

and measurements slightly inaccurate: the chalk outlines were not applied with 

exactness and have covered some of the edges of the paintings. Local officials 

have been advised of the importance of abstaining from touching the art to its 

preservation.  

The panel numbering system at Liuyagmachay moves from right to left, 

and the subpanels (Liuyagmachay 1A, 1B, and 1C) also move from right to left. 

Note: Previous publications by both Luis Salcedo-Camacho and myself 

have employed a lettering system for this site (Salcedo 2012; Dubois 2013). 



	 188	

Letters were changed to numbers here for consistency within this dissertation. A 

key can be found in Appendix B for reference between systems. 

 

 

Liuyagmachay 1 

  

Luiyagmachay 1 is the closest panel in proximity to the exterior of the 

cave on its eastern side (the right side if one is facing the cave). It is divided here 

into 1A, 1B, and 1C. A large area to the left of the panel has been blackened by 

campfires at one or more times in the past.  

 

Liuyagmachay 1A  

 

Liuyagmachay 1A is located on the eastern wall nearest the entrance of 

the cave, directly below 1B, and less than 1 m off the ground (Figure 3.7). A crack 

divides the panel into two portions, and large cracks and spalls are also evident 

to the right and the left. A 10 cm grid has been superimposed over the elements 

in the drawing (Figure 3.8). 

Two episodes of painting were identified, based on color and stylistic 

differences. Because the entire panel appears to be exposed uniformly to sun and 

to water erosion, color disparity likely indicates a shift in painting episode. The 
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color from the first episode is darker and the color from the second is much 

lighter. All of the figures on this panel are composed of rays surrounding a 

central focal point. However, the designs from the first episode exhibit less 

symmetry, with rays of a consistent width, and the designs from the second are 

more symmetrical, with rays wider at the ends. 

An unusual use of black color medium occurs in one figure on this panel. 

It overlies some red (in Episode 1), but cannot be placed chronologically, as there 

are no other instances of this type of medium in the data sample. It is possible 

that the black here is a more viscous application of modern and ubiquitous 

charcoal graffiti at Liuyagmachay. 

 

Liuyagmachay 1A Episode 1 

Three of the four figures on this panel were painted during Episode 1. The 

color is a darker red (7L6) and the style is less symmetrical. 

1. In A/B 1-2, a medium-sized circle (~8 cm in diameter) contains a 

central dot. Nine rays extend from the circle: three red and six black 

(this is the black medium mentioned above.) Three of the black rays on 

the right are connected on their outer ends by an additional line, and 

red paint shows underneath this configuration.  
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2. To the far right, in B4, is another circle and ray design: ten lines extend 

out from a central circle. In this case, the central dot within the circle is 

composed of negative space.  

3. In B/C 4 is an irregular, vertical, oblong shape with six lines extending 

out. The lines vary in width and in distance from each other.  

Liuyagmachay 1A Episode 2 

  Episode 2 features a single, more symmetrical element in a much lighter 

red (5K/L6).  

 

1. In C3 is a circle and ray design with ten rays (or petals) surrounding a 

large dot. Unlike in the Episode 1 figures, these lines do not meet the 

central component. They are also shaped more carefully and 

distributed more evenly.  

Some paintings occupying the center of this panel have been obscured by 

graffiti, and therefore do not appear on the drawing. 
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Liuyagmachay 1B  

 

Liuyagmachay 1B is located directly above 1A, near the eastern wall of the 

cave opening. It is just above eye level at slightly more than 2 m high. The top 

left portion of this small panel appears to have spalled off (Figure 3.9 ).  

All three figures here share the same color (6L7) and style, and so can be 

organized into one episode. The line work is crisp and well executed, and 

infilling is used in the designs. The images also elaborate creatively on a shared 

theme, one that is unique to this site, but which occurs in various styles 

throughout the cave (the largest and most prominent of these can be found in 

Liuyagmachay 4, described below.) The designs in this theme were originally 

called alacran by Pulgar (1962), for their apparent resemblance to scorpions. I am 

unconvinced by this ascription, but lacking a better name for them will call these 

related figures the alacran motif.  

A 20 cm grid was implemented in the drawing (Figure 3.10).  

1. One of the more well-elaborated examples of the alacran motif is at the 

top of the panel. A face lies on its side, so that the chin points left and 

the top of the head points right. The face is unusually finely rendered, 

using negative space to create form and provide detail in the head and 

its features. The neck tapers off to the left and ends, but the top of the 

head extends into a trunk-like shape that balloons into a large circular 
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component on the right. At the juncture of the trunk and the circle, a 

cone-shaped protuberance containing negative circular shapes points 

right, pushing the negative space within the larger circle into a lima 

bean shape. (This is the only example of an alacran design ending in a 

closed circle. Usually, the trunk branches into two rounded arms that 

don’t quite meet. Also, the smaller circles within the cone shape can 

vary, and even be elaborated into a more complex, face-like 

arrangement.) Some of the lines here, such as the horizontal line above 

the face, are so finely rendered they were likely painted with a thin 

brush. 

2. The figure on the bottom left is partially missing, due to spalling of the 

rock wall. A circle contains three negative shapes: two circles, which in 

turn contain dots, and a half-circle below those. The composition 

resembles a face. The circle serves as a joint, with a branch extending to 

the left (broken off by spalling), and another branch extending 

upward. At the top of the vertical branch, an arm reaches left (and 

breaks off), and another reaches right and then rounds left into a 

tapered point. Part of the motif’s standard cone-shape is also present, 

between the two arms.  

3. The bottom right figure is badly eroded, and only the terminal 

component is present. Two arms are visible, with their opening to the 
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right, along with a cone-shaped protrusion, but the base portion to the 

left has spalled off.  

Another figure, in the same color as those discussed above, was painted 

below and to the right of Element 3, but it is badly smudged and eroded.  

 

 

Liuyagmachay 1C 

 

Liuyagmachay 1C is located directly to the left of 1B (Figure 3.11 ). The 

panel features a large zoomorph on the left and an anthropomorph on the right 

(Figure 3.12). The body of the zoomorph and everything but the head of the 

anthropomorph have spalled away. The paintings share the same color (5L5) and 

style, including the use of outlining in wide (1-2 cm), fairly well executed, but 

inconsistent lines. This quality is due to a relatively dry application. 

1. The head of the anthropomorph is vertically oblong, and contains two 

dots set one above the other. Four lines extend from the the head and 

reach right, toward the zoomorph, giving the impression of feathers. 

To the left of the head, a single line representing a forearm and hand 

reaches up from the spalled area. Three disconnected marks float 

above the line, representing digits.  
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2. The zoomorph to the right is large (~53 cm tall) and painted in the 

shape of a frog or toad as seen from the top. It has a pear-shaped head, 

with bulbous eyes extending from the sides, each eye containing a dot. 

A mouth or lip arcs across the front, or top, of the figure. Two arms 

extend out, in the splayed position seen frequently in the region. The 

left arm has three fingers and the right appears to have four, but has 

been affected by erosion. Most of the body below the arms has broken 

off, but a line at the left suggests a bloated belly or curved rear leg was 

represented. The left foot is still visible, with three lines extending out 

as toes. The head and arms are filled with dots. 

  

 

Liuyagmachay 2 

 

Liuyagmachay 2, located on the eastern wall a few meters into the cave from 

Liuyagmachay 1, is distinctive at the site for its multiple figures and fairly 

complex organization (Figure 3.13 ). The panel is just above the ground surface, 

and the erosion affecting it is advanced, with portions of the painting spalled off. 

There is a large, curving crack running to the left and beneath the painting.  

All of the work here can be attributed to one episode. The paint color is a 

rich, fairly bright red (5L7) and is deeply embedded in the rock. The style is 
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naturalistic and carefully rendered. The subject is a herd of camelids, and the 

painter/s clearly had intimate knowledge of the local animals, judging from the 

accuracy with which they were rendered. A 20 cm grid was superimposed over 

the elements in the drawing (Figure 3.14). 

The identification of the figures as camelids is based on the length of their 

necks in proportion to their bodies, the shape of their heads, and the shape and 

size of their tails. All of these features closely resemble those of guanacos and 

llamas, which are native to the Andes.  

At least 82 individual animals are visible, though the location of spalling, 

and the presence of paint marks abutting the breaks, suggest that the panel 

originally contained a few more figures. The camelids are organized in a circular 

pattern, with smaller animals around the outside and six larger camelids at the 

center, facing the right, towards the cave entrance.  

 

1-3. In C1, three small camelids stand with bodies facing left. The topmost   

appears to have its head turned back, facing right. 

4-29. 26 small camelids arc across B/C 2, A/B 3, and A 4-6. With the 

exception of one small camelid in A3, which appears to be pointing 

right, the rest are standing or walking with bodies pointed left. This 

arc can be divided into an upper row and a lower row. In the upper 

row, the existing heads are looking left. Several heads and limbs are 
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missing, and one figure is only a pair of legs. In the lower row, at least 

three of the existing heads are looking back to the right. 

30. A large, filled in circle at the juncture of B/C 2-3 is surrounded by 14 

teardrop-shaped rays or petals. 

31-38. A group of large camelids runs upward to the right, across B/C 3, 

A/B/C 4, A/B 5, and A/B 6, with their front legs reaching up and out. 

They can be divided into two rows, with two large camelids in the top 

row and four in the bottom row. Between the rows, a small camelid 

runs with them. Below the rightmost large camelid is a partial body, 

possibly a rump with the beginnings of two legs. 

39. At the top of B5, under the front feet of a large camelid, is a horizontal, 

outlined oval with six points, or short rays. 

40-87. 48 small camelids make their way across C/D 2, C/D 3, C/D 4, 

C/D 5, C/D 6, and B/C 7, mostly toward the right. One headless 

camelid in the bottom right of C2 faces left. That area appears to be the 

turning point of the design, where the left-pointing and right-pointing 

camelids are intentionally interwoven. Several heads on right-pointing 

camelids in C 3-5 are either turned back toward the left or, possibly, 

facing out to the viewer. Many heads, and some necks and limbs, in 

this large group are missing, and some figures are just a set of legs. 

One figure at the left of D5 appears to be pointing left. It has no 
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apparent head, but could be related to the final figure, described 

below, which is just to its left. 

88. A series of five dots sits in a horizontal line in D4. The dots resemble 

the teardrop shapes surrounding the circle in Element 30. 

 

 

Liuyagmachay 3 

 

Liuyagmachay 3 (Figure 3.15) is located between Liuyagmachay 2 and 

Liuyagmachay 4 on the eastern wall of the cave. The design features a simplified 

version of the alacran motif that was later partially painted over with a thin, 

probably watery paint. As the original image is largely faded and obscured by 

the later paint, assessing chronology is not possible and no drawing was made. 

 

 

Liuyagmachay 4 

 

Liuyagmachay 4, located just before the point where the line of the roof 

turns sharply toward the back of the cave and begins to descend, is the largest 

and most enigmatic panel in the cave (Figure 3.16). It is comprised of just two 

figures: the two largest in the sample. The image on the left was painted in a 
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single style, while the one on the right was painted in an initial style that was 

then overlain by another. A 1 m grid was used in the drawing (Figure 3.17). 

 

Liuyagmachay 4 Episode 1 

 On the right of the panel, in A/B/C 3-5, is an enormous painting 

measuring ~2 m x 1.9 m (Figure 3.18). It has both zoomorphic and 

anthropomorphic qualities, not depicting any known creature but featuring 

turtle-like aspects. The color in the right half of the figure (4K6) is much lighter 

than that in the left half (which matches the companion figure and is ascribed to 

Episode 2).  

 

1.   The figure is a vertical oblong shape, created with a wide (5-30 cm) 

outline and surrounded by six appendages. The negative space within 

the oblong is rectangular, but irregular and with rounded corners. 

Within this rectangle are an outlined circle, a crescent, and several 

other marks, some of which likely formed another circle. This 

arrangement could suggest a face. To the left and right of the rectangle, 

the wide outline is chipped away by erosion. At the top, the outline 

comes to a point. To the left of the point, at the juncture of A/B 4-5, is a 

crescent-shaped appendage, curving up and to the right, with a small, 

outlined circle floating just below its tip. To the right of the point, in 
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B5, another small appendage reaches up to the right. Its bulbous tip is 

cleft, suggesting a crab claw. At the bottom right, in C5, a larger 

crescent-shaped appendage curves down and to the left. It is a bit more 

elaborated than the two previous, and looks more like an anatomically 

correct turtle fin. To the left of this, the bottom of the outline comes to 

another point, and another small, outlined circle floats to the left of the 

point. Continuing clockwise, a large spall breaks the outline here, and 

then another appendage, at the right of C4, curves down to the right. It 

mirrors the C5 appendage, but is much more eroded. The fifth 

appendage, which begins in C4 and extends left into C3, is far longer 

and wider than the first four. The C4 portion, shaped somewhat like a 

trunk, is filled in and similar in width to the central shape’s outline. It 

widens further as it moves out, and then the trunk ends abrubtly. Two 

abstractly designed heads appear to grow from this wide end of the 

trunk, one after the other. They are painted in narrow lines, and 

outlined rather than filled in. The first, bordering C3 and C4, is on its 

side and somewhat squashed, so that it is unnaturally wide in 

proportion. A circle suggests a left (top) eye, an almond shape may 

suggest a right (bottom) eye, and curving lines suggest a nose and 

mouth. The right (bottom) of the face is eroded. Two short lines extend 

up from the left (top) of the head. Two longer lines extend left from the 
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bottom (left) of the head, forming the top of the next head, fully in C3 

and upright. Another line from the bottom of the first head reaches 

around in a semicircle to form the bottom of the second head. Within 

this new shape, two circles form eyes, and a short horizontal line and a 

curved line represent a nose and a mouth. Below the bottom of this 

head, another irregular and eroded line reaches left from the first head. 

The final appendage extending from the central shape is in B4. It is 

wide, but short, shaped somewhat like a rectangle, and reaches 

diagonally up to the left. At its end, three short, narrow lines reach 

further up, resembling claws.  

 

Liuyagmachay 4 Episode 2 

The paint used in Episode 2 is a deep red (7J5), darker than in Episode 1. It 

was applied as a partial second layer on the Episode 1 figure, as well as in the 

entirety of the Episode 2 alacran figure.  

 

1. The Episode 1 figure appears to have been repainted, from just below 

the A/B 4-5 appendage, counterclockwise down its left side to include 

the long appendage in C 3-4, and not including the B4 appendage. It is 

the border between the B4 appendage and the main body that betrays 

the repainting. (It is also a possibility that the B4 appendage was 
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added at a different time, but its lighter paint is a close match with the 

lighter portions on the right side of the figure, suggesting the scenario 

described above.)  

2. The painting on the left side of the panel, occupying B/C 1-3, is the 

largest painting in the data sample, at ~2.8 m wide. The paint was 

applied from a wet, medium thick base, and infilling is used in 

combination with sharp line work. This painting appears to be the 

archetype for Liuyagmachay’s alacran motif, setting the rules for 

others to follow. The root of the design is a wide, horizontal line 

running along the bottom of B 1-3. 12 alacran extensions grow from it: 

one on each end, five from the top, and five from the bottom. Each 

extension is comprised of a stalk, a cone or point at the end of the 

stalk, and a pair of tapering appendages branching out just below the 

cone, then curving up and back in but not quite meeting one another. 

Just below each cone, at the origin of the appendages, is a circle. 

Various elements can be contained within each circle; in this figure’s 

case a dot, another circle, or nothing. There is also a circle in the center 

of the horizontal root line, and no circles within both the center top 

and center bottom stalks. These center shapes measure ~25 cm each 

and are significantly smaller than the rest, which tend to be close to a 

half a meter. The placement of the alacran extensions in this figure 
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results in a design of six opposed pairs of ‘terminal units’: five vertical 

pairs, with each of the five top units having a match below it, and one 

horizontal pair, with the central horizontal line serving as a stalk for 

the left and right units.  

  

 

Liuyagmachay 5 

 

The one figure on Liuyagmachay 5 (Figure 3.19), located just inside the 

eastern edge of the vestibule, seems to be a poor imitation of an alacran motif. It 

was painted in a thick, watery orange-red (5K9) and applied with little skill or 

care. Someone seems to have added elements in a dry, poorly applied red, and 

the entire figure has been outlined in chalk. The design is comprised of a single, 

long (1.25 m), horizontal line crossed by six vertical lines and with a circle at its 

left end. Some of the vertical lines are in the second, drier red, and the chalk 

outline assumes terminal circles at the top and bottom of each vertical line, as 

well as at the right end of the horizontal line: these outlined circles do contain 

some remnants of the drier red. Between evidence of erosion and the possibility 

of alteration, the authenticity and chronology here was too ambiguous to 

warrant a drawing.  
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Liuyagmachay 6 

 

Liuyagmachay 6 lies at the far back of the cave, on the sloping roof of a 

vestibule, the ceiling and floor of which angle down and meet at the back. The 

panel’s three figures are separated by <1 m each, but not enough distance was 

available to take an overall photo, so three photos were taken and three separate 

drawings were made. The first figure is on the left (Figure 3.20, Figure 3.21), an 

anthropomorph. The second figure is in the center (Figure 3.22, Figure 3.23) and 

features both anthropomorphic and insectoid, or perhaps avian, qualities. The 

third figure is on the right (Figure 3.24, Figure 3.25) and features a square head 

that could be a mask. 

1. The anthropomorph on the left measures ~37 x 22 cm. It is painted in a 

deep, rich red (6L4), in medium width lines (1-2 cm), and with a 

combination of outlining and infilling. A conical, filled in headdress 

tops an outlined, square head. The eyes are outlined, upright triangles 

and the mouth is a single line that turns up slightly at the corners. The 

outline of the head continues into a narrow neck and then into 

shoulders and arms. The right arm extends directly out and then 

angles slightly up, ending in three fingers and a thumb. The left arm 

turns down and then out at a right angle, ending without a hand. The 

throat contains a dot, and the upper arms contain two dots each. The 
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bottom outlines of the arms connect to each other at chest level. A 

curving, vertical line hangs below the left elbow. 

2. This central figure measures ~16 x 33 cm. It is painted in a deep, bright 

red (5L5), in medium width (1-1.5 cm) lines, and is largely comprised 

of line work, with the head being filled in. A vertical line with a slight 

bulb at the top makes up the torso and head. Two lines extend from 

the top of the head that resemble antennae, but are perhaps meant to 

be ears. The arms and legs are splayed at right angles, in the manner 

that many anthropomorphs in the region are depicted. The feet on 

both legs face the left side of the painting. Two long, bowed lines 

extend from the center of the torso and turn up near the ends. Between 

these lines and the arms is another pair of lines, disconnected from the 

torso, that mimic the curve of the arms. Two short, vertical lines float 

to the left side of the figure.  

3. The right, mask-like figure measures 18.5 cm x 13.5 cm. It is painted in 

a watery, light plum red (5I5) in medium width lines (~1-2 cm) and 

uses outlining only. A square head contains two slightly flattened dots 

for eyes, a high, T-shaped nose with a wide vertical, and a single 

horizontal line representing a mouth. Two looping lines extend from 

the sides of the head to represent ears, or perhaps loops to secure to 

ears, if the figure is intended as a mask. Four wavy, vertical lines 
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extend down from the bottom of the head: two short lines on the left 

and two longer lines on the right. Two long lines extend from the top 

of the head, resembling antennae, curving up and away from each 

other.  

 

  

Liuyagmachay 7 

 

Liuyagmachay 7 is located toward the back center of the cave, on the wall above 

the entrance to the rear vestibule. As was the case with the previous panel, this 

panel’s three figures are separated by <1 m each, but no overall photo was 

possible. The first figure is on the right (Figure 3.26, Figure 3.27), a zoomorph. 

The second is in the center (Figure 3.28), an ambiguous stain for which no 

drawing was made. The third is on the left (Figure 3.29, Figure 3.30), an alacran 

figure. 

 

1. The first figure is zoomorph measuring ~13 x 13 cm. The color is a 

bright red (5L8), applied dry, and the quality of the painting is fairly 

rough, with poorly defined edges. The figure suggests a camelid, with 

a horizontal torso, a long, vertical neck, a long, upturned tail, and four 

legs. Two ears point up from the top of the head, and an elongated 
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muzzle ends in an open mouth. The proportions depicted are 

consistent with those of a camelid. 

2. The second figure is a large stain in a light red (5L9) (the same color as 

the anthropomorph and the pisciform figure in Liuyagmachay 8). A 

large, irregular, horizontal oblong shape is at the top. At its left end, a 

wide vertical line extends down and connects to a wide horizontal line, 

which extends left. At its left end, the stain reaches down and 

disappears.  

3. The third figure here is also the third example of an alacran figure in 

this cave. It is large, measuring ~64 x 93 cm. The color is fairly dark 

(6I6), and was applied dry and unevenly over the entire piece. It is 

unclear if the edges were originally more defined. Lines are wide, with 

some at 5 cm across. The figure has been outlined at least twice: once 

with charcoal and later with chalk. The design is centered on a 

horizontal line and a vertical line, arranged in a cross. Each end of each 

line ends in a terminal design, totaling four. Each terminal design 

follows the established pattern: a stalk, a cone containing a circle, and 

two curving branches. Variations are as follows. On the horizontal line, 

the circle in the left terminus contains a dot, while the circle in the right 

terminus contains three dots, positioned as facial features. On the 

vertical line, the circle at the top contains a horizontal line dividing it 
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into two parts, while the circle at the bottom contains a vertical and 

two diagonal lines, dividing it into three parts. The top extension has 

an extra set of branches, positioned halfway down its stalk, and the 

branches on the bottom curve upward toward the center of the figure, 

instead of away from the body. The top also has one short, vertical line 

extending from the top of its cone. 

  

 

Liuyagmachay 8 

 

Liuyagmachay 8 is toward the back of the cave, to the left of Liuyagmachay 7, 

also on the wall above the entrance to the rear vestibule. As was the case with the 

previous two panels, an overall photo was not possible. The first figure is 

isolated on the right (Figure 3.31, Figure 3.32), an anthropomorph. The 

remaining two figures (Figure 3.33, Figure 3.34), are separated by <1 m from the 

first. 

1. The first figure, measuring 24 x 35 cm, is a depiction of an 

anthropomorph. It is painted in light red (5L9), in lines of medium 

width (1-2 cm), and uses a combination of outlining and infilling. It has 

been outlined in, and partially filled in with, chalk. A round, outlined 

head contains two round, outlined eyes and a curved, downturned line 



	 208	

for a mouth. Extending from the bottom of the head is an inverted, 

filled in cone. A negative circle floats within the cone, just below the 

head. Halfway down the cone, spindly arms reach right and left, each 

branching into three long fingers. The overall impression of the figure 

is spectral. 

2. The next figure (on the right in Figures 3.33 and 3.34) measures ~36 x 

26 cm. The paint is a faded red (too faded for accurate color 

attribution), applied in wide (2–3.5 cm) lines that are well-integrated 

into the surface of the rock. The image is a vertical oblong shape in 

wide outlines, divided into an upper and lower quadrant by a 

narrower horizontal line. Each quadrant contains three dots (possibly 

more, but the image has been partially covered in chalk). A short, 

small line points up from the top of the figure, and four larger, 

triangular lines, resembling fins, are distributed along the left side 

pointing diagonally down. Another small line points out from the 

bottom left. On the right side is a wavy series of filled in shapes: 

toward the top a small, rounded point, below that a large bump, and 

below that a wedge with two points. At the bottom right, a rounded, 

wide protrusion extends horizontally. The design suggests a pisciform 

subject. 



	 209	

3. The last figure (on the left in Figures 3.33 and 3.34) measures ~39 cm in 

overall height. It is painted in the same color (5L9) and consistency as 

the anthropomorph to its far right. It is outlined in chalk. The design is 

comprised of a vertical zigzag, sometimes rounded, with a filled in 

triangular shape at the top right. Just below the triangle, on the top 

most curve, three horizontal lines extend left and then turn downward. 

The middle and bottom lines appear to be connected by a filled in 

joiner at their left ends. 

 

 

Liuyagmachay 9 

 

Liuyagmachay 9 (Figure 3.35, Figure 3.36) is located in the left (west) far 

interior of the cave, on a wall above the entrance to a crawlspace.  

  

1. This panel’s one figure is a cuadrangular head measuring 28 x 23 cm 

(this measurement does not include three peripheral objects in the 

painting.) The color is a fairly light red (6E6), applied partially dry, 

and the narrow line work is rough and quick, with no infilling. The 

figure has been outlined in chalk, and written over in charcoal. The 

head here is similar to the mask figure in Liuyagmachay 6, but in a 
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different style. A vertical rectangle contains two horizontal lines as 

eyes, and a curving, downturned line represents the mouth. The nose 

is painted as a vertical line begininning at the center top of the 

rectangle, extending down to the center, and landing in a U shape. A 

horizontal line sits beneath the mouth, perhaps representing a chin or, 

if this is a mask, a slit for breathing and speaking. Two diagonal lines 

extend up and out from the center top of the rectangle. Seven short 

vertical lines hang down from the bottom of the rectangle, 

representing a fringe or beard. Mirrored C lines represent ears or 

mask loops on the left and right of the rectangle (as in Liuyagmachay 

6.3), the left here being slightly higher than the right. A single vertical 

line, slightly longer than the mask and floating slightly higher, is just 

to the left. (This line appears to have had an earlier iteration, as it 

shows two marks in a faded pigment under the red: a horizontal stain 

at the base, and a horizontal crosshatch halfway up the line.) A circle 

floats below the mask, slightly to the left. To the right of the mask and 

also floating slightly higher, just above the ear, is a short vertical line 

with an even shorter diagonal line reaching up to the right from its 

bottom. The vertical is topped with a flame-like shape, which could 

also be seen as two curved branches, similar to the termini in the 

alacran figures. The simple line work here makes it difficult to say 
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whether this was the intention, but the frequent examples of the 

alacran motif at Liuyagmachay makes it a possibility.  

 

 

Liuyagmachay 10 

 

Liuyagmachay 10 (Figure 3.37) was painted onto a boulder toward the 

rear center of the cave, below and in front of Liuyagmachay 7. At first glance, it 

appears to be a simple panel with four or five distinct images and some red 

stains along the bottom. However, under enhancement it becomes apparent that 

the panel is more complex and multilayered (Figure 3.38). Unfortunately, most of 

the images along the bottom are too faded to identify. Those that have been 

made visible through enhancement have been included in the drawing (Figure 

3.39), which uses a 20 cm grid for ease of reference. A second drawing was made 

(Figure 3.40) to clarify Episode 3. 

 Episodes were separated based on differing colors and styles, and one 

instance of superposition. Episode 1 was painted in a faded red in a simple, semi-

naturalistic style. Episode 2 is a single hand print in a bright red. Episode 3 

features three similarly proportioned figures in a light red and in medium width 

lines. Episode 4 includes just one fine lined anthropomorph, in a light reddish 

orange. This figure, in C 5-6, overlies the top of an abstract figure from Episode 3. 
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 This panel is partially outlined in chalk, and partially overwritten with 

graffiti in both charcoal and chalk. 

 

Liuyagmachay 10 Episode 1 

 Just one figure can be identified as belonging to Episode 1. Its deep red, 

faded paint is well-integrated into the rock. 

 

1. The leftmost figure in the panel, in B/C 1, is a small, left-facing 

zoomorph, measuring 12 x 8 cm. It was simply depicted, with a bowed 

head and sloped back. It has just one front leg and one back, and its 

long, heavy tail appears to rest on the ground. 

 

Liuyagmachay 10 Episode 2 

And just one figure can be placed in Episode 2. The color is a bright, bold 

red (5L6).  

 

1. To the right of the previous figure, in B/C 2, is a positive right palm 

print. The size of the figure, ~19 x 20 cm, is consistent with a human 

hand. This suggests that paint was applied to the artist’s palm, which 

was then used as a stamp.  
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Liuyagmachay 10 Episode 3 

 Three figures can be included in Episode 3, all painted in the same plum 

red color (6L5). All three of these figures are fully outlined in chalk.  

1. The left figure, in A/B 3-4, is diamond- or flame-shaped, with a short 

horizontal line at the center. It measures ~30 x 20 cm. 

2. To its right, in A/B 4-5, an incomplete circle or crescent is open to the 

left. A small, filled in flame-like shape rises from the bottom of the 

circle, and a short vertical line descends below that. This figure 

measures ~50 x 40 cm, and the paint is further eroded than in other 

figures in this episode. 

3. Finally, at the bottom right of the panel, is an abstract figure measuring 

29 x 41 cm. This image was confounding at first, but close inspection 

revealed that the image we see today is the result of two different 

phases of painting. Contemporaneously with the other paintings from 

this phase, a rectangle was painted with lines extending out diagonally 

from each corner. Figure 3.40 can be referenced to view this episode’s 

design as separated from later additions. 
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Liuyagmachay 10 Episode 4  

An anthropomorph, painted in light reddish orange (6K9), was added to 

the panel in Episode 4. Enhancement (Dstretch lre) (Figure 3.38) revealed that 

this later figure was painted over the Episode 3 abstract figure.  

1. A fine lined anthropomorph stands at the conjunction of B/C 5-6. Its 

torso and neck are one vertical line, and its head is a wide horizontal 

line. Atop its head, a short line extends up and bends to the right. Its 

arms are straight lines reaching diagonally down, with the left twice as 

long as the right and ending in an irregular zigzag. Its legs are also 

straight lines reaching diagonally down to the left and right. This is 

where the new figure overlies the Episode 3 figure. At the top end of 

the top left diagonal line from the Episode 3 figure, the left leg of the 

new figure crosses over the old line, and the right leg runs alongside 

the old line. (A similarly drawn figure, though much larger and in a 

different color, can be seen at Gonga. There, a figure with a horizontal 

head overlies an earlier painting of a camelid.) Here, in addition to the 

overlain legs, a short wide line was added during Episode 4 to the top 

left end of the same Episode 3 diagonal. This new line extends down, 

and the effect is to make the top portion of the abstract figure appear to 

be a camelid or a horse, with the added line as the head.  
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Liuyagmachay 11 

 

Liuyagmachay 11, located just inside the southwest opening of the cave, 

contains one of its most intriguing paintings (Figure 3.41, Figure 3.42) 

 

1. This figure, a highly abstracted zoomorph, measures ~31 x 61 cm. The 

color is a deep red (7L7), applied in thin lines, with no infilling. The 

general design is aviform, but some of the details are anomalous to 

that category. The head is squared, with a hooked extension on its top 

right resembling a raptor’s beak. The hook points down, has a squared 

end, and a short vertical line hangs just below its right edge. The eyes 

are two small circles, and a small square sits at the interior of the 

head’s bottom left corner. Both the circles and the top and right side of 

the interior square are more faded than their immediate surroundings, 

suggesting that the figure may have been repainted. The bottom of the 

head creates a flat top on an irregular oval-shaped body below. A 

roughly vertical line bisects the oval, starting at the center top and 

connecting to the left foot. The vertical has two short horizontal 

branches on its left, both hooking down at their left ends, and four 

branches on its right. Three of the right branches are short, and one 

continues into an arm (or wing). There are three of these arms 
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extending from the right side of the body, and each is long and 

narrow, formed by two roughly parallel lines. The lines in the high 

arm converge at the right to form points, as do the lines in the low arm, 

while the lines in the middle arm remain parallel and open at the right 

end. The high arm begins just below the head and angles up to the 

right. The middle arm (the top line of which meets the center vertical 

of the body) extends straight out to the right. The low arm reaches out 

to the right, drooping just a bit. The top line of this low arm reaches 

back into the body and then turns down to meet the body’s bottom 

line, creating a boxed interior boundary (the bottom line of the body is 

also the bottom line of the low arm.) Hanging from the bottom line of 

the high arm are four L shapes. Three of these are repeated on the low 

arm, extending up from its top line and flipped vertically so that they 

also point right. All of these L shapes are slightly more faded than the 

rest of the figure. Given the design of the three arms, it is likely that 

two were intended as wings, and one as a tail. The high and low arms 

mirror each other in design, so they could be the wings, with the 

middle arm as the tail. One could also interpret the high and middle 

arms as wings and the low arm as a tail. Hanging from the bottom of 

the body are two feet that resemble bird claws as well as the termini of 

alacran figures. Each has a vertical stalk that branches into two 
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mirrored, curving lines, almost meeting at the bottom. Inside the left 

terminus, a short stalk grows from the base of the branches, turning 

into a roughly oval shape, leaning leftward, and with two finger-like 

extensions pointing right. On the right, a short stalk grows from the 

base of the branches, and is bisected by a fine lined inner oval, which 

meets the branches on its left and right side. Within the bottom of the 

oval is a small protrusion that matches the top of the short stalk above 

it. Outside the bottom of the oval, a curved line reaches from the right 

and curls inward, and another line reaches down from the left, 

meeting the tip of the left branch in an irregular shape. The 

configuration here resembles a crab or a spider. These shapes are 

reminiscent of those within the termini of the alacran figures and are 

likely related to them.  

 

Note: When Luis Salcedo Camacho visited this site in 1999, he noticed two other 

paintings associated with Liuyagmachay 11, but we were unable to find them in 

our 2009 visit. The photos he took at the time reveal an oblong head with 

antennae-like extensions (Figure 3.43), and a face with no outer boundary 

(Figure 3.44), also with antennae-like extensions, and a hooked line on its right 

side.  
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CHAPTER FOUR 

CROSS-DATING 

 

 

METHOD AND THEORY 

 

The chronological framework that this chapter begins to uncover was 

arrived at using a deceptively simple approach established by John Rowe in the 

1950s and 1960s, and elaborated by Tom Patterson in the 1960s. Rowe set down 

in a series of articles an interconnected set of theories and methodologies, for 

establishing a set of relative chronological sequences, that were not only reliable, 

but that allow archaeologists employing them to arrive at chronological episodes 

that span a few decades, rather than centuries (Rowe 1959; 1960; 1961; 1962). 

Rowe’s premise is simple: in order to determine more precise relative 

chronologies, look exclusively at individual stylistic features, using as many of 

them as can be determined to be chronologically significant (Rowe 1959; 1961). 

Style is the set of formal qualities and visual characteristics, and rules pertaining 

to their production, through which the outlook of a group is visible at a given 

time (Schapiro 1994). Rowe defines a feature as “any characteristic or detail of an 

object which can be observed and isolated, whether of material or workmanship, 

or decoration” (Rowe 1959:320). 
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 Chronological significance is determined by linking the sequence through 

association with chronometrically dated materials (Rowe 1959:321; 1962). The 

data is first analyzed synchronically to establish the relevant patterns, and then 

diachronically to determine cultural change: the methodology Patterson 

employed in his dissertation (Rowe 1959:322-323; Patterson 1966). Rowe noted 

that this combination of precise chronology, analysis of pattern, and examination 

of stylistic changes allows inferences to be made as to changing cultural interests 

and social organization (Rowe 1959:324).  

Patterson added to this by providing a method of accurately cross-dating 

archaeological data (Patterson 1963). Through the observation of similar stylistic 

features in samples from different locations, one can compare archaeological 

materials from different sites, and even different regions, to determine 

contemporaneity (Patterson 1963:391). The logic is again simple: if samples at 

different sites can be observed to follow the same rules of stylistic patterning, 

and if the same or similar sequences of changes were followed, then the sites can 

be assumed to be contemporary. As in stylistic seriation, the precision of the 

cross-dating is dependent upon the number and complexity of shared features 

between sites (Patterson 1963:391). Using this combination of straightforward 

methodology and an internally coherent logic, Rowe and his students established 

a cultural master sequence, based upon the pottery of the Ica Valley, that is the 
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chronological standard used to this day in the Andes (Menzel, Rowe, and 

Dawson 1964).  

Alison Wylie has argued that an archaeological hypothesis is most 

convincing when multiple lines of evidence lead independently to the same 

conclusion. She calls this method of reasoning cabling, relating each individual 

data strand to the individual wires that make up a cable (Wylie 1989). Cabling 

has proven invaluable to uncovering the chronological sequence outlined below. 

The style of an individual painting, and the clues it offers, never contains enough 

information to securely determine chronology. However, when styles are cross-

compared with each other, stratigraphic clues are considered, and particular 

examples are cross-compared with art from other, more securely dated, media, 

we can begin to form a clearer understanding of chronology.  

This chapter comprises my attempt to establish a chronological sequence 

for the rock art of Huánuco, Peru. It is organized into two parts. This first section 

has outlined the method and theory used herein. Following this is a series of 

sections, divided into time periods, that discusses the interrelationships between 

episodes and proposes common chronological placement.  

For ease of reference, I have created a chronological matrix that includes 

all of the episodes of painting placed in their proposed time period (Figure 4.1). 
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CHRONOLOGY 

 

Archaic Period 

 

 The Archaic Period (AP) is by far the longest in the data sampled here, 

possibly spanning from the earliest recorded inhabitants of the region, in 9000 

BCE, to the beginning of the Late Preceramic Period, around 3000 BCE. 

Interestingly, but perhaps understandably, it is also one of the most poorly 

represented periods in the sample. At the beginning of the period, both coastal 

and highland people were gatherer-hunters who practiced seasonal 

transhumance, moving seasonally to follow available resources. Toward the end 

of the period, beginning around 4400 BCE, people on the coast began to settle 

into permanent dwellings and early evidence appears of experiments with 

agriculture (Benfer 1986).  

The paintings assigned to this earliest period of painting are:   

 

Gonga Episode 1   Figure 1.3 

Campana Machay 3 Episode 1 Figure 1.57 

Huancanyacu 1 Episode 1  Figure 2.4 

Relave Episode 1   Figure 2.44 
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Liuyagmachay 2   Figure 3.14 

Liuyagmachay 10 Episode 1 Figure 3.39 

 

The style employed during this period is sparse and simple. The color 

used is red, but the exact tone is unclear because these paintings are often the 

most eroded. Application appears to have been by brush and the paint is well 

integrated into the rock, suggesting it was applied wet. Other features of this 

style are: medium wide lines, infilling, except the open-circled, featureless heads 

of some anthropomorphs, a predominance of zoomorphs, mainly cervids and 

camelids, and semi-naturalistic, simplified images. Figures tend to be small and 

roughly equal in size to each other, disregarding natural size differences between 

species. There is no clear canon of depiction, with the morphology of individual 

species varying from panel to panel, unlike during later periods. There are also 

disparate patterns of organization. These differences are easily explained by the 

much longer time span represented by this period compared to its successors, 

and the relatively egalitarian social organization of the groups of people painting 

rock art at the time.  

Both Gonga Episode 1 (Figure 1.3) and Huancanyacu 1 Episode 1 (Figure 

2.4) feature a few sparse figures: a combination of anthropomorphs and 

zoomorphs. At Gonga, an anthropomorph in C6 and an ambiguous figure in 

B/C 6 display no facial features and simple, curved lines for limbs. At 
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Huancanyacu (Figure 2.4), the head of the anthropomorph is drawn with a 

single, looping line and no facial features. The zoomorphs on both panels are 

fairly naturalistic and also rendered in simple line work. At Liuyagmachay 10 

Episode 1, the simplistically rendered zoomorph in B/C 1 was the sole figure 

painted in this period. 

It is possible that the disparate patterns of organization evident in the 

samples from the AP actually reflect different chronological periods, but there 

are too few examples to allow secure determination. Most panels contain only a 

few figures, like Gonga Episode 1 (Figure 1.3) and Huancanyacu 1 Episode 1 

(Figure 2.4). However, two examples exist of panels with large groups of 

camelids organized into patterns. The first is Liuyagmachay 2 (Figure 3.14). Here, 

a group of more than 80 camelids is organized into a circular pattern with no 

anthropomorphs among them. The second, from outside the sample, is a panel 

from Chaclarragra, next to Lauricocha Lake in Huanuco (Cardich 1964, Figure 

4.2. The painting depicts a line of camelids with anthropomorphic figures among 

them. 

Another explanation for the lack of a clear canon of depiction and the 

disparity in organizational patterns during this period is the reflection of a 

difference in context rather than a change in a style connected to chronology. The 

chronological placement I have assigned these episodes of painting should be 
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considered as a provisional hypothesis, as there is currently insufficient evidence 

to make a clear determination.  

 

 

Late Preceramic Period 

 

The Late Preceramic Period (LP) lasted from roughly 3000 BCE, the end of 

the preceding period, to 1800 BCE, the date that ceramics become evident in the 

archaeological record at the site of Kotosh (Izumi and Sono 1963). During the 

Late Preceramic Period, sometimes called the Cotton Preceramic, people began to 

rely increasingly on agriculture, first by growing cotton and bottle gourds along 

coastal riverbeds, and later by growing domestic food crops like squash and 

beans. In the highlands, people continued to practice seasonal transhumance: 

following the herds that they had now domesticated, and continuing to gather 

plants and hunt wild species. Monumental architecture appeared during this 

period, both in the highlands (e.g. at Kotosh, mentioned above), and in sites 

along the coast. An abundance of textile remains have also been found in coastal 

sites. Iconography is evident, in the form of designs on textiles and gourds, at 

Huaca Prieta in the coastal Chicama valley. This iconography is simple and 

schematic, depicting both figural and geometric designs. 
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The rock art episodes that correspond to this period are:  

 

Gonga Episode 2    Figure 1.4 

Huancanyacu 1 Episode 2  Figure 2.5 

Huancanyacu 3 Episode 1  Figure 2.16 

Campana Rumi Episode 1  Figure 3.3 

Liuyagmachay 8.2   Figure 3.34 

 

Stylistically, these paintings exhibit a number of features in common. By 

far the majority of figures are geometric, with only two anthropomorphs and one 

zoomorph represented. The figures tend to be painted in simple, geometric, 

linear designs, in medium wide to wide lines, and in a thin, watery paint. The 

color tends to be a brighter red than those used in the previous and subsequent 

periods, though because of the thinness of the paint the color is only clear at 

Gonga and Campana Rumi. The line work at Campana Rumi is slightly narrower 

than at the other sites, suggesting that it was painted latest of the samples from 

this period (line work in the subsequent Initial Period tends to be narrow). 

Figures are entirely outlined except the two anthropomorphs, which have 

infilled heads.  

The only theme preference evident during this period is for geometric 

figures. In most of these, the subject is not obvious, but a design of curving rays 
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emanating from a circle at the center of Huancanyacu 1 Episode 2 (Figure 2.5) 

could represent a sun. Another figure in C 3-4 could be a clay vessel: the pattern 

is quite similar to that on the subsequent Initial Period’s Waira Jirca ceramics at 

Kotosh (e.g. Izumi and Terada 1972). This style used incisions to create wide 

bands of space within the ceramic. The overall shape of the Huancanyacu 1 

figure resembles that of a bowl, and the interior design delineates bands and 

compartments of space like those in the ceramics (Figure 4.3). This pattern is also 

evident in the vessel shapes and zoned incisions of Early Tutishcainyo ceramics 

(e.g. Lathrap 1970, Figure 4.4), and it is to these examples that I propose the 

painters of the Huancanyacu 1 figure are referring. The reason for this is twofold. 

First, the Waira Jirca ceramics appear fully formed and resemble the 

Tutishcainyo ceramics of the Amazon, estimated to have first appeared by 2000 

BCE, and which themselves were derived from earlier Amazonian ceramic styles 

(Lathrap 1970:89). Second, the Initial Period’s clear canon of depiction 

corresponds closely to extant cultural materials from that time, and the 

Huancanyacu 1 painting does not fit into this or subsequent styles. For these 

reasons I propose that this image was painted prior to the Initial Period. 

There are also stylistic similarities between the rock art of this period and 

the mural and sculptural art from the Preceramic sites of Punkurí, in the Nepeña 

valley on the coast, and La Galgada, in the Tablachaca valley in the highlands. A 

stone bowl from a female burial at Punkurí was incised with geometric patterns 
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that form wide bands (Bischof 1994 Figure 4.5). This has been identified as part 

of a larger Punkurí style shared with other sites in the Santa and Nepeña valleys 

on the Central coast (Bischof 1994:179, Figure 4.6). Henning Bischof (1994:179) 

also extends this style to include the Huaca Prieta gourds, which feature 

geometric bands (Bird 1963: Figure 4.7) similar to the Huancanyacu 1 painting 

discussed above. The murals from the first construction phase at Punkurí 

(Figures 4.8, 4.9) are also composed with wide, geometric bands, and one 

includes both geometric patterns and simplified zoomorphic figures, as do the 

paintings from the data sample attributed to this time period. At La Galgada, a 

stone mortar (as a burial offering) shares the use of medium wide and wide 

bands (Grieder et al. 1988: Figure 4.10). 

Two anthropomorphs appear in this period, at Huancanyacu 3 Episode 1 

(Figure 2.16). They share anatomical references to humans and the same, static 

pose, but are relatively featureless. The one zoomorph, at Liuyagmachay 8.2 

(Figure 3.34), has clear links to Late Preceramic material culture. The painting is 

the sole example of a pisciform in the data sample, and while little iconographic 

material exists from this time period, what does survive often refers to creatures 

of the sea. For example, a textile from Huaca Prieta depicts interlocking crabs 

and snakes or eels (Stone-Miller 2002, Figure 4.11). During an excavation in the 

Chancay valley in 2009, I observed a whale vertebra in Preceramic layers at a site 

that was several kilometers inland. The effort to get such an enormous and heavy 
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bone that far upvalley would not have been undertaken without an inherent and 

potent symbolic value. Examples have also been noted of shellfish in the 

Preceramic material remains, at the highland site of La Galgada (Grieder et al. 

1988). The sole example of a pisciform painting existing at a high elevation site, 

and over a hundred kilometers inland, lends support to the ascription of this 

style to the Preceramic Period.  

 

 

Initial Period 

 

The Initial Period (IP) began with the introduction of ceramics into the 

Huánuco region (1800 BCE), evident at the site of Kotosh in the form of Waira 

Jirca ceramics (Izumi and Sono 1963; Izumi and Terada 1972). The period ends 

with the appearance of ceramic motifs and techniques inspired by the material 

culture of Chavín de Huantar, in the Ica valley on the South Coast (900 BCE). 

Stylistically, the Initial Period is characterized by the use of fine line etching in 

stonework at coastal and highland sites, and by a related group of monolithic 

architectural styles at coastal sites, one being the U shaped pyramid typified by 

the architecture at La Florida in the Rimac Valley (Patterson 1985). During this 

time the coastal peoples were fully engaged in agriculture and lived in 
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permanent settlements, while highland peoples continued to practice seasonal 

transhumance, although the number of highland monumental sites multiplied.  

Episodes dating to this period are:  

 

Quilcay 6 Episode 1   Figure 1.23 

Huancanyacu 1 Episode 3   Figure 2.6 

Huancanyacu 2 Episode 1   Figure 2.11 

Huancanyacu 3 Episode 2   Figure 2.17 

Parara Episode 1    Figure 2.26 

Liuyagmachay 11    Figure 3.42 

 

This period presents a consistency of simplistic designs with shared 

features across sites. The prevalent elements evident in the style here are: fine 

line painting, lack of infilling, flat-topped anthropomorphic heads with circles or 

U shapes for eyes, a predominance of curved lines and corners, and 

seminaturalistic and slightly stylized designs. The colors tend to be a range of 

bright reds. There is a slight preference for zoomorphs, though there are a 

number of geometric figures as well. The only anthropomorphs are the heads 

mentioned above, which are disembodied. Zoomorphs are slightly stylized 

toward simplification and geometricity, and within that category, avimorphs 

predominate. There is one example of a cervid.  
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A number of features in the rock art match those evident in sculptural 

designs from the site of Cerro Sechin in the Casma Valley (Bischof 1994, Figure 

4.12). This is especially evident in the disembodied heads painted at 

Huancanyacu 1 Episode 3 (Figure 2.6) in E 5-6 and G/H 8. The anthropomorphs 

from Cerro Sechin include, but are not limited to, disembodied heads, and the 

heads at both sites feature a flat-topped, generally rectangular shape, curved 

corners, and ears formed by curving lines at the sides of the head.   

 Geometric figures during this time tend to display a preference for curves 

over angles. The figure in E 2-3 of Huancanyacu 1 Episode 3 is painted in 

slashing lines, breaking the design into compartments containing single or 

double dots. This figure shares the line width, lack of infilled color, and the 

simplicity of design common in other IP artwork, and I suggest that it belongs 

early in the IP (whereas other designs from this period are later) for two reasons. 

First, the painters here seem to be referring to the banded geometric patterns 

from the earliest ceramic styles, and Kotosh Waira Jirca is the first episode of 

ceramics in the region, a style that is replaced by Kotosh Kotosh in the ensuing 

centuries. Second, it is similar in style to the geometric painting in C 3-4 above it, 

which I am arguing belongs in the Preceramic. The figure in E 2-3 is linked to the 

IP by iconographic associations and stylistic qualities, but it connects to the 

geometric paintings of the late Preceramic in overall design.  
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IP art tends to be curvilinear, simpler than EIP styles, and painted (or 

carved) in narrow lines. These preferences are apparent in Huancanyacu 1 

Episode 3, in G 8-9, where a serpentiform figure is ascribed to this period 

because of its simplicity, curves, narrow lines, and lack of infilling. Despite the 

apparent preference for curved lines and curved corners in geometric figures, 

there are a few sharp corners: the figures in both E5 and H 8-9 at Huancanyacu 1 

Episode 3 include square elements, but the color, lack of infilling, and 

narrowness of lines are all consistent with the design conventions of the period. 

The figure in H 8-9 is especially interesting, combining squared corners with a 

curving ‘tail’.  

As mentioned, avimorphs predominate among zoomorphs in the IP. 

Again in Huancanyacu 1, the upside-down U shape in F4 has a vertical line 

extending upward and ending in an apparent outline of a bird’s head. This may 

be referring to monumental architecture on the coast: there are several examples 

of this motif in the Amazonian province of Satipo, to be discussed in Chapter 

Five (Figure 4.13). Perhaps the painter here was referring to a particular temple 

that had a symbolic association with a bird, or perhaps the image is simply an 

incomplete representation of a bird (these two interpretations might not be 

mutually exclusive.) It may be that there is some shared convention between the 

shape of Central Coast temples and the wings of birds. Benfer (2013) has noted 



	 232	

that some mounds from the Late Preceramic were built in the shape of the bodies 

of animals, one of which was a bird (Figure 4.14).  

Other birds from the IP are internally divided with narrow lines and/or 

dots, and the wings are geometric. Two avimorphs were painted at Parara 

Episode 1 (Figure 2.26), in C7 and D7, and there were also birds painted at 

Huancanyacu 2 Episode 1 (Figure 2.11), in B5, at Huancanyacu 3 Episode 2 

(Figure 2.17), in E8, and Liuyagmachay 11 (Figure 3.42). The latter is a unique 

rendering of a bird, but it nonetheless fits stylistically into this time period: it 

uses bright red paint and curving, fine lines with no infilling. It is more 

abstracted and elaborate than zoomorphs tend to be during this time, which 

suggests that it belongs late in the IP. 

A rare cervid, whose body is a crescent-shaped curve rather than a natural 

shape, was painted in C3 at Parara. While the choice of animal to depict is rare, 

the rest of the attributes fit well with the ascription of IP chronology: fine lines 

with no infilling, and a simplified version of the animal rather than a naturalistic 

one.  

An exception to the color usage in this period is in Quilcay 6 Episode 1 

(Figure 1.23), where white paint was used rather than bright red. As white was 

commonly used during the subsequent Early Horizon, this painting might be 

considered to be late in the IP. 
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Transitional Initial Period to Early Horizon 

 

 Five paintings show evidence of stylistic influences and shared features 

from both the IP and the EH. They can therefore be considered to have occurred 

at the end of the Initial Period and/or the beginning of the Early Horizon: 

 

Quilcay 6 Episode 2   Figure 1.23  

Quilcay 7 Episode 1   Figure 1.25  

Shuyu Alto Episode 1  Figure 1.89  

Cabeza de Mono   Figures 2.49, 2.50 

 

Shared styles and features in this transitional period include: the use of 

black paint, outlining with some infilling, and, most significantly, the beginning 

of experimentation with positive and negative space (to be more fully realized in 

the Singa Transitional style). 

 Quilcay 6 Episode 2 (Figure 1.23) and Quilcay 7 Episode 1 (Figure 1.25) 

feature black paint, outlining and infilling, and designs with positive and 

negative space. This is most clear in the Quilcay 7 example, where a curve is 

formed at the ears by the space the painted line leaves, rather than by the line 

itself.  
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The feline figure from Quilcay 7 Episode 1 (Figure 1.25) shares an eye 

shape with feline images from the Initial Period: designed as a central circle or 

oval, it is encased in another circle or oval, and features points or extensions 

resembling medial and lateral canthi or extended sclera. Examples from this 

period are: a large sculpture from the second phase of construction at Punkuri in 

the Nepeña Valley (Bischof 1994 Figure 4.15 [from Tello 1961]), and a petroglyph 

from the Jequetepeque Valley site of Quebrada del Felino (Bischof 1994 Figure 

4.16). 

 The anthropomorph at Shuyu Alto Episode 1 (Figure 1.89) is outlined in a 

bright red that fits with the IP, but in much wider lines than other IP examples. 

Its position at the transition between the IP and the Preceramic would allow it to 

incorporate features of both. The painter may also have understood that the 

painting could not be viewed from the valley floor if s/he did not use wider lines 

than was customary for that time.  

 Finally, both of the paintings at Cabeza de Mono (Figures 2.49, 2.50) use 

narrow, bright red lines to outline their figures. In the case of the ‘rana’ figure, 

however, a uniquely busy pattern of lining was used rather than a simplified, 

naturalistic one. Also, this figure appears to be a frog/human hybrid, and such 

transformational figures are more common to the subsequent Early Horizon. 

Because the figures share paint style and line width, they can both be attributed 
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to the same period (perhaps by the same artist), some time late in the IP or 

transitional into the Early Horizon. 

 

 

Early Horizon 

 

 The beginning of the Early Horizon (EH) is defined by the first 

appearance of Chavin influence in the pottery sequence of the valley of Ica, on 

the southern coast of Peru (900 BCE). It ends when the polychrome slip painting 

that represents the beginning of Nazca culture begins to replace it (200 BCE) 

(Rowe 1962). The material culture of a vast area of the Andes during this time is 

dominated by the iconographic corpus and stylistic rules that are associated with 

the monumental site of Chavín de Huantar in the Mosna valley of the Callejon de 

Huaylas, just northwest of the study area.  

The stylistic rules that govern Chavin art are defined by the corpus of 

sculptural work from the temple itself. It is a representational style that uses a 

series of embellishments to mystify and obscure the elements represented. The 

style is also characterized by metaphorical substitution (kenning) the use of 

agnathic jaws and eyes that look upward, a density of figurative elaboration, and 

contour rivalry—the sharing of an outline by two separate wholes that each have 

their own shape (Burger 1992:146-148; Rowe 1962).  
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In rock art, two distinctive styles can be identified that originate in this 

period. One is a more conventional style, in keeping with the progression of rock 

art styles in the region, and discussed here as belonging to Early Horizon. The 

second is a more distinctive style I am calling Singa Transitional, discussed in the 

next section.  

The sites where the EH style is evident are:  

 

Quilcay 8 Episode 1   Figure 1.33 

Campana Machay 1 Episode 1 Figure 1.42 

Gonga Cuchu Machay 11  Figure 1.86 

Huancanyacu 1 Episode 4  Figures 2.3, 2.7s 

Huancanyacu 2 Episode 2  Figure 2.11 

Parara Episode 2   Figures 2.24, 2.27s  

Wamalli Ucru Episode 1  Figure 2.41 

Relave Episode 2   Figure 2.44 

Campana Rumi Episode 2  Figure 3.4s 

Liuyagmachay 4 Episode 1  Figure 3.17 

Liuyagmachay 6.1   Figure 3.21 

Liuyagmachay 10 Episode 2 Figure 3.39 
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 Stratigraphic evidence for the correct chronological placement of this 

style exists at both Huancanyacu 1 Episode 4 and Parara Episode 2. At 

Huancanyacu 1 (Figures 2.3, 2.7s), the hand attached to the splotch in E7 overlies 

an earlier painting, and in H 7-8, the avian figure is overlain by lines painted in 

the following episode, which I will argue belongs the Early Intermediate Period. 

At Parara (Figures 2.24, 2.27s), the bust of the anthropomorph in D6 was later 

painted over and incorporated into a larger figure. The notch in the forehead 

could also be related to the forehead’s open channel on the figure adorning the 

Lanzón at Chavín de Huantar (Figure 4.17). In C2, a curving line was painted 

over the tip of the wing of an avian figure from the previous episode, already 

established as belonging to the IP. 

The EH style features bright red paint, the combined use of infilling and 

outlining, a mixture of naturalistic and geometric representation, sometimes 

within single images, skillful rendering, clear line work, and a freedom of 

experimentation with form that is not seen during other time periods. There is a 

clear canon of depiction in place at the time, as certain stylistic rules are 

consistent in regards to line width and the use of naturalism in the depiction of 

animals. Forms vary widely, however, and some used during the EH were not 

evident in earlier or later periods. 

The mix of infilling and outlining, and the bright red color, is exemplified 

in the paintings from Episode 2 at Huancanyacu 2 (Figure 2.11). These include 
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the avian figures in B4, C 3-4, and E3, and the geometric figures in C4 and D3. 

While a similar combination of features can be found during the following 

period, a darker red would be used. Additionally, anthropomorphs with markers 

of status tend to dominate in the next period, which is not the case here, and the 

avian figures share features with avian figures found at Relave Episode 2 (Figure 

2.44). For instance, the head of the bird in C4 at Parara is similar in shape as that 

in B/C 2-3 at Relave, and the body positioning of all those (except E3) at Parara 

are similar to those in H2 and I2 at Relave.  

The subjects of some images from this period are difficult to identify due 

to their experimental or transformational nature. Many anthropomorphic figures 

depict only the upper body, leaving out the legs. A few examples at 

Huancanyacu 1 (Figure 2.7s: F 6-7, E/F 7) emphasize the upper body, but include 

just ‘stick’ legs composed of single lines.  

Metaphorical substitution, the replacement of individual elements with 

analogous ones, was a common convention in EH art (Rowe 1962). For example, 

hair and the hanging portions of belts are frequently replaced with snakes 

(Burger 1992:146).  This practice can be seen in the figures in E8 and E/F 7 from 

Huancanyacu 1 (Figure 2.7s). The location of faces at the center of the figures, 

rather than at the top, is a trope that can be seen in many examples at Chavin de 

Huantar. On the eastern frontice of the Old Temple (Burger 1992 Figure 4.18), the 

central body of a crested eagle is composed of a face, or multiple faces. While the 
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visual confusion created by the figures at Huancanyacu is not equivalent with 

those at Chavin de Huantar, it is certainly related. At Parara (Figures 2.27s), the 

figure in D/E 4-5 creates visual confusion using both metaphorical substitution 

and a density of visual information. A face can be perceived at the center of the 

figure, but the configuration of lines and dots seems intended to both confound 

the viewer and impress that whatever is being depicted is not (or not solely) 

human.  

Where anthropomorphs are depicted, as at Relave Episode 2 and 

Liuyagmachay 6.1, they are either partial figures or proportions are distorted. 

The image in F/G 2 at Relave has an elongated torso and its arms are long and 

thin (Figure 2.44). Its head is infilled except for the dots and line of eyes and 

mouth, and is flat at the top except for a small protuberance. An athropomorphic 

head with a protuberance can also be found in the D/E/F 3-5 figure at Campana 

Rumi Episode 2 (Figure 3.4s), even though the head is incomplete. The motif also 

appears on many of the tenon heads that once adorned the walls of the temple at 

Chavín de Huantar (Tello 1961: Figures 90, 97, 100, 101, 106, 107, 108, 109, and 

114; e.g. Figure 4.19). Also at Relave, in E2, is a disembodied torso with arms and 

head. Liuyagmachay 6.1 (Figure 3.21) features a similarly disembodied 

anthropomorph. The figure in Liuyagmachay 6.1, which has no body below the 

shoulders, has a triangular headpiece, triangular eyes, and one oversized hand 

with three fingers and a thumb. These disembodied, legless, and/or distorted 
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figures exemplify the freedom of experimentation that exists during this period: 

while stylistic rules are followed, each figure has distinctive features. 

Interestingly, the figure at Liuyagmachay 6.1 bears similarities to a figure found 

on a flute at Caral, a site that dates to earlier than 2000 BCE, in the Supe valley on 

the coast (Shady 2006: Figure 2.9; Figure 4.20). The flute has a head of an 

anthropomorph, with triangular mouth and eyes and a rectangular mouth. This 

would appear to indicate that Liuyagmachay 6.1 was painted earlier, except that 

it otherwise uses all of the stylistic hallmarks of the EH. Perhaps it is an example 

of an archaism.  

 

 

Singa Transitional Style 

 

 Singa Transitional is a distinct style that begins in the Early Horizon, but 

extends into the Early Intermediate. As its name implies, the style is only found 

around the modern town of Singa in Huamalies.  

 Paintings belonging to this style can be found at the following sites:  

 

Shuyu Alto Episode 2  Figure 1.90 

Quilcay 7 Episode 2   Figure 1.26 
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Quilcay 7 Episode 3   Figure 1.27 

Quilcay 8 Episode 2   Figure 1.34 

 

The style features several characteristics that seem meant to obscure the 

subject of the painting and confuse the eye of the viewer, while advertising the 

power and importance of the painting, and by extension, the painter/s. First, 

white paint on a light-colored stone hides symbolism in plain view (whereas the 

red paint in other periods contrasts with the natural color of the stone.) Second, 

the paintings are composed using a resist technique and in negative: painted 

areas fill what would usually be empty space, and empty space occupies what 

would be lines. Third: the negative space is inconsecutive and sometimes 

contains its own shapes, which makes the compositions initially confounding. 

After some study, a viewer is able to make out both the overall design and any 

hidden designs. The visual confusion created by the style, the baroqueness of the 

lines used in the images, the use of visual metaphors in some images, and the 

subject depicted all suggest that Singa Transitional shares the Early Horizon 

timeline. 

As in the Early Horizon, Singa Transitional employs a visual confusion 

created by individual elements within an image: a common trope in Chavin 

iconography. The Black and White Portal that once lined the entrance of Chavin 

de Huantar features two anthropomorphic birds (Figure 4.21). These birds 
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contain elements, many of which form independent images. Viewing a drawing, 

the overall image is clear, but someone entering the temple would have been 

looking at lines incised into a stone column, only a portion of which would have 

been visible at one time, so the smaller elements may have been clearer than the 

larger whole. A complex avian figure at Shuyu Alto is an example of this visual 

confusion (Figures 1.89, 1.90), as is the feline painting from Quilcay 7, Episode 2 

(Figure 1.26). Both images are difficult to see except from quite close, and so rich 

with internal imagery that the eye can easily be sidetracked into focusing on a 

single part. This appears to be a part of the intention of Chavin symbolism: one 

viewer might see something entirely different than another.  

 The avian figure at Shuyu is also notable for its use of metaphorical 

substitution—its ear forms a serpent—and for featuring shapes found elsewhere 

in this period, like those in a bird on a mortar from the site of Matibamba (Burger 

1992; Figure 4.22). 

 The Singa Transitional color tends to be white. An exception is Quilcay 7, 

Episode 3 (Figure 1.27), where a combination of red ochre and yellow was used. 

This painting is somewhat more straightforward than others that fall under the 

Singa Transitional style, but still uses the defining resist technique. Other style 

markers used are: straight lines at the top of the head, delicate line work in the 

circular elements of the headdress, and narrow and consistent lines in the eyes. 

Because the deep, red ochre is consistent with the colors used during the 
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subsequent Early Intermediate Period, and because anthropomorphs with 

headdress elements are one of the defining features of the EIP, I hypothesize that 

this is the latest Singa Transitional painting from this sample, and that it was 

painted at some time in the early EIP.  

Other paintings appear to be related to Singa Transitional, but were not 

painted using the resist technique. These can be seen at:  

 

Quilcay 6 Episode 3   Figure 1.23 

Gonga Cuchu Machay 4   Figure 1.71 

Gonga Cuchu Machay 7   Figure 1.80 

Gonga Cuchu Machay 10  Figure 1.83 

 

The serpentine form at Gonga Cuchu Machay 4 (Figure 1.71), for example, 

features characteristics of both the Early Horizon, such as metaphorical 

substitution and segmentation, and Singa Transitional, like white paint and 

geometricization, but without the complicated organization and resist technique 

employed in Singa Transitional. It likely precedes the rest of the ST corpus, and 

may therefore be understood as an early prototype, painted during the EH. 

Other paintings at Gonga Cuchu Machay 7 (Figure 1.80) and 10 (Figure 1.83) 

appear to be related to Singa Transitional, but are too eroded to be certain. 
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Early Intermediate Period 

 

 The Early Intermediate Period (EIP) is marked by the appearance of Nasca 

style pottery in the Ica Valley (0-700 ACE) (Menzel, Rowe, and Dawson 1964). 

The Nasca are considered roughly contemporary to the Moche and Lima cultures 

on the coast, as well as the Recuay culture in the highlands of Ancash (Willey 

1971:131-157).  

While the period saw a wide divergence of artistic styles throughout the 

Andes, common features among them are instructive to review here. All four 

cultures used a deep, dark red color in their ceramic media, often interpreted to 

represent blood (Donnan 1978), based on evidence of human sacrifice in the 

Moche, Lima, and Nasca cultures. The importance of blood to the people of the 

north and south coast of Peru has been well noted by scholars (e.g. Bourget 2006; 

Doyon 2006; Verano 2001).   

 The EIP was characterized by the formation of early states. 

Iconographically, this is illustrated by a general increase in anthropomorphs, 

concomitant with an escalation of the importance of anthropomorphs in some 

artistic styles. The latter can be seen in a hierarchy of scale: anthropomorphs 

appear larger than other figures. In addition, markers of status such as 

headdresses, elaborate costumes, and ear decorations become more widespread, 

in some cases distinguishing specific anthropomorphs over others. Multiple 
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scenes in Moche iconography, on ceramics and murals, feature central 

anthropomorphs much larger and more elaborately dressed than peripheral 

ones, generally considered to be an illustration of status (Stone-Miller 2002). In 

numerous examples of Recuay ceramics, a central anthropomorph wearing a 

headdress is surrounded by smaller and less well dressed anthropomorphs (e.g. 

Eisleb 1975:Figures 175-186; e.g. Figures 4.23, 4.24). In Moche society, these 

iconographic changes are accompanied by high-status interments, within temple 

fill, of individuals wearing the costumes depicted on the ceramics and murals 

(e.g. Alva and Donnan 1993; Donnan and Castillo 1992).     

Additions were made to most sites in the survey during this time period, 

which is represented by painting at:  

 

Gonga Episode 3   Figure 1.5s 

Quilcay 5 Episode 1   Figures 1.16, 1.17, 1.18 

Campana Machay 0.5  Figure 1.38 

Campana Machay 2 Episode 1  Figure 1.49 

Campana Machay 3 Episode 2  Figure 1.58 

Gonga Cuchu Machay 1  Figure 1.63 

Gonga Cuchu Machay 5   Figure 1.74 

Shuyu Alto Episode 3  Figure 1.89 

Huancanyacu 1 Episode 5   Figure 2.8s 
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Parara Episode 3   Figures 2.28, 2.28s 

Wamalli 1 Episode 1  Figure 2.32 

Liuyagmachay 1B   Figure 3.10 

Liuyagmachay 4 Episode 2  Figure 3.17	

  

Rock art styles in the EIP are represented by dark red paint colors, fairly 

accurate representational forms along with geometric designs, medium wide 

lines, a combination of infilling and outlining, crisp, well-rendered line work, 

and skillful painting. There was also an increased proportion of anthropomorphs 

and an increase in the scale and elaboration of anthropomorphs relative to 

zoomorphs, along with the frequent appearance of markers of status on 

anthropomorphic figures.  

 During the EIP, the concave wall at Gonga went from bearing a few small 

figures to being a large, cohesive mural (Episode 3, Figure 1.5s). Two 

anthropomorphic figures dominate, both with headdresses and gender markers. 

The line work is clear and skilled, denoting hand positions: the extended finger 

in the A/B 7 figure and the open right hand of both figures. Certain proportions 

are exaggerated and/or underplayed: the lack of facial features makes the neck 

appear lengthened, and the artist instead emphasizes the headdresses.  

 These headdresses are themselves diagnostic and support the attribution 

of these paintings to the EIP. The figure in B/C 8-9 bears a crescent-shaped 
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headdress, a common feature on male figures on Moche and Recuay pots, 

though the particular shape shown here is more typical of headdresses that some 

Moche warriors bear (Donnan and MacClelland 1999:Figures Donnan 3.48-3.52; 

e.g. Figures 4.25, 4.26). Although many Recuay figures on ceramics are depicted 

with fan-shaped headdresses, there are a few examples of sculptures with a 

crescent (Lau 2011:Figure 4.27). Additionally, the circles on either side of both 

Gonga figures’ heads likely refer to earspools, which are markers of status 

appropriate to this period. The gender attribution on the A/B 7 figure appears 

decidedly female, and the headgear likely refers to the headwrap or hood seen in 

depictions of both Moche and Recuay women. One Moche pot depicts a group of 

women, each touching her thumb and forefinger together and wearing a cloth 

headdress (Donnan and McClelland 1999:Figures 4.62, 4.17; e.g. Figure 4.28). The 

right hand on the Gonga figure appears to mimic this position. It is also possible 

that the design represents a hairstyle, but as this figure is equivalent in size to the 

B/C 8-9 anthropomorph with the crescent-shaped headdress, we can assume 

that she is of equivalent status. At Gonga Cuchu Machay 5 (Figure 1.74) the 

anthropomorph in B6 bears similar earspools to both anthropomorphs at Gonga, 

but is much smaller. 

 Some anthropomorphs were elaborated on during the EIP with the 

addition of bodies. At Huancanyacu 1 Episode 5 (Figure 2.8s), an earlier 

anthropomorphic head was given a body, which in turn connects to another, 
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much larger head. At Parara (Figure 2.28, 2.28s), an earlier anthropomorphic 

head in D6 was given a body during Episode 3, making the figure more 

prominent.  

The large, slightly abstracted head at Gonga Cuchu Machay 1 (Figure 1.63) 

prominently displays its headdress: left and right coils divided by a short, 

vertical line. The headdress resembles one seen on a Moche Janus headed 

warrior ceramic (Figure 4.29), and is dissimilar to any of the scarce headgear 

from the EH or IP (in any media): simple with no adornment (e.g. Tello 

1961:Figure 4.30) or bearing a single, sometimes repeating, motif (e.g. Tello 

1961:Figures 4.31, 4.32). Because the Gonga Cuchu Machay head uniquely 

combines stylistic elements from the EH (a lighter red, paired with white) with 

EIP dress, it is most likely an example from early in the EIP, or perhaps from the 

interim between periods (200 BCE and 100 ACE), before stylistic norms were set 

for the EIP.  

 Zoomorphs painted during the EIP tend to be smaller than 

anthropomorphs, but are no less skillfully rendered. Multiple examples at Gonga 

show naturalistic proportions and delicate lines allowing for species-specific 

features. For instance, the zoomorph in the right half of C5 was painted to 

emphasize a short tail and upright ears, leaving little doubt a camelid was 

intended. Although camelids are the sole animals depicted during later periods 

(with the exception of a few paintings made during the Post-Conquest Period), 
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other species appear in the EIP. At Gonga, a zoomorph in C 7-8 appears 

crocodilian, an apparent turtle is in the top right of C6, and at Huancanyacu 1 a 

lizard emerges from a natural crack in the rock in E/F 4. Even within species, the 

zoomorphs during this period are distinct and do not follow a strict formula. 

This suggests multiple artists were at work, or a single artist deliberately 

individuated the figures. 

 Prominent geometric themes during the EIP include a repeating circular 

motif, a curving, ladder-like motif, and filled in spots. The circular motif appears 

only at Gonga during this period. The design features an external circle, a smaller 

internal circle, and a small central circle or dot. Typically, radiating lines connect 

the layers, but some examples are partitioned asymmetrically. In one unique 

example, in D8 at Gonga, the radiating lines make the bottom portion resemble a 

camelid. The ladder-like motif appears as long and sinuous at Parara in C/D 5-6, 

and as short and straight at Huancanyacu 1 in F4. 

 

  

Middle Horizon 

 

 The Middle Horizon (MH) (700-1000 ACE) saw the spread of two related 

states, the Wari and Tiwanaku, throughout the Andes, except in Huánuco where 

there is no material evidence relating to either culture, nor any evidence of craft 
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specialization. Wari architecture and other material culture can be found in the 

Andes north of Huánuco, to the west along the coast, and to the south, where the 

majority of Wari sites are located. Wari artistic styles tended toward abstraction, 

linearity, and a high degree of skill. Ceramic and textile examples demonstrate 

that craft specialists existed in both of these media. Tiwanaku material culture 

can be found from its center in the Lake Titicaca region and stretches southward 

into what is now Bolivia and Chile. Its artistic styles are similar to those of the 

Wari, but tend more toward naturalism and curvilinear rather than angular 

shapes. Material evidence demonstrates that craft specialization was practiced at 

major Tiwanaku sites, especially at the capital city. In Huánuco, however, there 

is an architectural style unique to the region, and few ceramics that bear no 

resemblance to ceramics elsewhere during the MH. 

Sites included in this period are: 

 

Gonga Episode 4   Figures 1.6, 1.6s 

Quilcay 5 Episode 2   Figure 1.17 

Campana Machay 1 Episode 2 Figures 1.43, 1.43s 

Campana Machay 1 Episode 3 Figure 1.45s 

Liuyagmachay 1A Episode 1 Figure 3.8 
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While the matter of connecting paintings from the previous episode at 

Gonga with the EIP involved referring to other styles and motifs from that 

period, it was not so simple during this period. As I will discuss in the following 

chapter, the social groups of Huánuco did not follow larger Andean social trends 

of the Middle Horizon, making it more difficult to prove that the paintings from 

this series of episodes belong to this time period. 

What is clear is a major disjunction with paintings from the previous 

period. There are striking differences between EIP and MH paintings in skill 

level and the consistency of the artistic canon. The paintings included in the MH 

sometimes appear haphazard and/or quickly painted. Whereas the skill and care 

in the EIP suggest that the artists were employing techniques passed on to them, 

the inconsistency of skill in the MH suggests that skills were beginning to be lost, 

or that the painting of rock art was more democratized during this period. 

The sparsity of sites at which rock art shares MH stylistic qualities is a 

second factor that supports this chronological placement. Like other horizons in 

the chronology of the Andes, the MH lasts only a brief two centuries, whereas 

the subsequent LIP lasts almost five centuries. In his survey of the surface 

remains of the Alto Marañon, Salcedo (2012) discovered there were far fewer 

sites during his Wamalli Temprano phase, which roughly corresponds to the 

MH, than during his Wamalli Tardio, which corresponds to the LIP and included 

roughly four times the number of sites. The ratio of paintings from the MH as 
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compared to the LIP is similar: roughly 1:5 (Salcedo 2012). When considered with 

this evidence, the existence of only five rock art sites with episodes from the MH 

makes sense.  

Stratigraphic evidence for the chronological placement of these paintings 

comes from Gonga. As discussed in Chapter One, paintings from Episode 4 

overlie paintings from Episode 3 in three places (Figures 1.6, 1.6s). The geometric 

design in C/D 8-9 overlies the foot of the large anthropomorph above it, and the 

circular design in B/C 7-8 overlies the foot of the other large anthropomorph. 

The headdress of the abstracted anthropomorph in D/E 9 was also painted over 

the neck and head of a camelid from the previous episode. 

The MH is distinguished by a dark, brownish-red paint, applied dry and 

rough, in medium to wide lines. As mentioned, a lack of skill is apparent relative 

to the previous period. Also noticeable is a preference for linearity, angularity, 

and abstraction over naturalistic representation. 

Anthropomorphs and zoomorphs were painted at Gonga Episode 4 

during the MH, but the preference was to geometricize: the anthropomorph in 

D/E 9 has no facial features, and the rectangular head in the right half of E9 has 

circles for eyes. Quilcay 5, Episode 2 (Figure 1.17) and Liuyagmachay 1A, 

Episode 1 (Figure 3.8) both feature only geometric forms (Quilcay includes an 

abstracted anthropomorph in E7). Campana Machay 1, Episodes 2 (Figure 1.43s) 
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and 3 (Figure 1.45s), geometrics are accompanied by abstracted, linear camelids, 

painted in wide, rough lines, usually with two ears, and thick, upright tails.  

While Campana Machay Episode 2 features the same dark reddish-brown 

as elsewhere during this period, a variation in color during Episode 3 appears to 

be a function of erosion. This can be seen most convincingly in the panel photo 

(Figure 1.39), in the camelids that occupy D 7-8 and D/E 8 in the drawing (Figure 

1.45s). In D 7-8, the head is dark reddish-brown, but the color fades into paler 

shades in the significantly more eroded neck and body. The figure in D/E 8 is 

darker toward the top left, where it meets the figure in D 7-8, and lighter as the 

line becomes more eroded toward the right. Although the darkest paint from 

Episode 3 is slightly lighter than that found in the rest of the period, the dry, 

rough line work and angularity suggest that these paintings fall in the late MH. 

 

 

Late Intermediate Period 

 

           During the Late Intermediate Period (LIP) (1000-1400 ACE), the expansive 

Wari and Tiwanaku states ceased to exist, and once again we see the 

differentiation of material culture, among Andean regions and societies, 

characterizing an Intermediate Period. During the LIP, a type of burial structure 

called a chullpa allowed remains to be accessed regularly by descendants (Isbell 
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1999). In the highlands, settlement patterns were dispersed and decentralized. 

Economically, peoples in the highlands practiced a balance of horticulturalism 

and agropastoralism, achieved by uniting lowland farmers with highland 

pastoralists through a ritual program still in evidence during the colonial period 

(Salomon and Urioste 1991).  

In Huánuco, there is little evidence of iconography aside from rock art: the 

only other predominant material cultural evidence from this period is 

architectural. There are a few face-necked jars in a style called Chupaychu, but 

their iconography is simple or non-existent (Onofre 2013). There is evidence of 

iconographic representation in other regions during both the MH and LIP, but it 

has no noticeable relationship to that in Huánuco. The iconography evident in 

Huánuco’s rock art during these periods does not resemble any outside 

iconography, with one exception (see discussion below). 

Paintings proposed to originate during this period are abundant:  

 

Gonga Episode 5    Figures 1.7, 1.7s 

Gonga Episode 6    Figures 1.8, 1.8s 

Quilcay 1     Figure 1.11 

Quilcay 3    Figure 1.13 

Quilcay 5 Episode 3   Figures 1.17, 1.19, 1.20 

Quilcay 8 Episode 3   Figure 1.35s 
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Campana Machay 3 Episode 3 Figure 1.59s  

Huancanyacu 3 Episode 3  Figures 2.18s, 2.22 

Parara Episode 4   Figure 2.29s 

Wamalli 1 Episode 2  Figure 2.33s 

Wamalli 2    Figure 2.36 

Wamalli Ucru Episode 2  Figure 2.41 

Liuyagmachay 1A Episode 2 Figure 3.8 

Liuyagmachay 1C   Figure 3.12 

Liuyagmachay 6.2   Figure 3.23 

Liuyagmachay 6.3   Figure 3.25 

Liuyagmachay 7.1   Figure 3.27 

Liuyagmachay 7.3    Figure 3.30 

Liuyagmachay 8.1   Figure 3.32 

Liuyagmachay 9    Figure 3.36 

Liuyagmachay 10 Episode 3 Figure 3.40 

 

Instances of superposition that support the placement of these paintings in 

the LIP are again found at Gonga. The Episode 4 (MH) abstract anthropomorph 

in B/C 3 was added to during Episode 5, and the Episode 4 anthropomorph at 

B/C 8-9 was smeared over in the genital area with the Episode 5 color. This same 

smear is also superimposed over an Episode 4 geometric figure at the bottom of 
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C8 (Figure 1.7s). This stratigraphic evidence demonstrates that paintings sharing 

the style of Gonga Episode 5 should be placed later than the MH, during the LIP. 

Additionally, there are significantly more panels painted in the later style than in 

the previous one, which fits with the dramatic growth in population evident 

during the LIP, in Huánuco and elsewhere in the highlands (Mantha 2009; 

Salcedo 2012).  

 Paint from the LIP tends to be in a lighter color than that from the MH, 

and most was applied evenly and wet. Lines are generally medium to wide, well 

defined, and more skillfully rendered than during the MH, though not quite as 

sharply defined as in the EIP. Infilling was used sparingly, with outlining 

predominant. Some naturalism appears, but most designs are simple and spare, 

as opposed to the styles in the EH and EIP. Geometric and anthropomorphic 

motifs dominate, and feature curving lines. Anthropomorphs are abstracted and 

stylized. Facial features tend to be composed of simple dots and lines, and 

headdresses are prominently represented in anthropomorphic figures. Paintings 

from this period were often large and prominently placed. 

Within the lighter LIP paint, variations exist. Gonga Episode 5 features a 

light red which shifts to an even lighter red in Episode 6, though it remains much 

closer to the Episode 5 red than it does to the color of Episode 7. (Episode 6 line 

width is also similar to that of Episode 5, suggesting it was painted closer in time 

to Episode 5 than to Episode 7.) The majority of Wamalli 1 Episode 2 was painted 
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in a light orange-red, and most of Wamalli Ucru Episode 2 was painted in a 

similar color. Wamalli 2 features a range of light plum reds almost identical to 

those used at Liuyagmachay during this period, and also similar to the color at 

Quilcay 1. Quilcay 8 Episode 3, and Liuyagmachay 6.3, 7.1, 8.1, and 9 all feature 

variations on the LIP light red. Luiyagmachay 9 appears to have been applied 

dry, and may represent a slightly earlier example than those from 6.3 or 7.1. 

Liuyagmachay 7.3 was applied dry in a darker color. Because the consistency of 

the paint is more closely related to the MH, but its color is more similar to the 

LIP, this example may well be transitional between periods. The erodedness of 

the painting, as well as the possibility of formal alteration by the recent addition 

of chalk, makes any determination unsure. 

Abstracted anthropomorphic and geometric motifs dominate in the LIP, 

though zoomorphs were also added. At Wamalli Ucru (Figure 2.41), abstracted 

anthropomorphs account for at least five of the eight figures. The 

anthropomorph at the top of B4 is similar to another example at Quillarumi, a 

panel 1000m above the site of Kotosh (Morales and Echevarria 2012). Wamalli 1 

(Figure 2.33s) features two abstracted split-headed anthropomorphs, in A/B 6 

and C 8-9, and an odd face in D6, shaped similarly to modern representations of 

ghosts. An immense abstracted anthropomorphic figure was painted at Wamalli 

2 (Figure 2.36). One of few examples of a figure in profile, it is wearing a distinct 

headdress and is prominently placed at the split of a path. At Quilcay 1, painted 
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in the same medium-wide lines used elsewhere during this period, is an 

abstracted face, or perhaps an anthropomorphized boulder or mountain (Figure 

1.11; see Chapter Five for a discussion of this). Smaller than the Wamalli 2 figure, 

the design is again abstracted and in profile. Liuyagmachay 6.3, 8.1, and 9 all 

feature disembodied anthropomorphic heads, or partial bodies (Figures 3.25, 

3.32, 3.36). Square heads are in 6.3 and 9, sharing details such as antennae-like 

and beard-like extensions. Liuyagmachay 8.1 includes a head, torso, and 

proportionally large hands. Facial features on all three are painted in simple 

strokes. 

As in Wamalli 2, a headdress is prominently represented on an 

anthropomorph at Huancanyacu 3 Episode 3 (Figure 2.22), and perhaps in the 

series of square-headed anthropomorphs at Liuyagmachay. At Gonga Episode 5 

(Figure 1.7s), an anthropomorph was added in D 10-11, wearing a similar 

headdress to the one in A/B 7 from Episode 3. Also at Gonga Episode 5, the 

abstracted Episode 4 anthropomorph in B/C 3 was elaborated on, resulting in a 

figure wearing a headdress with dangling elements. Large, prominently placed 

figures also appear at Quilcay 1, Quilcay 3, Quilcay 5, and Gonga Episode 5 

(Figures 1.11, 1.13, 1.20, 1.7s). 

An abstracted snake in C/D 4-5 at Wamalli 1 can be identified as an 

amaru, a two-headed serpent, based on similarities to examples discussed by 

Smith (2009:321-326; Figures 4.33, 4.34). The two heads, and the set of three lines 
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extending from the main body, are typical in representations of serpents in the 

Andes. This figure is the exception to the rule, mentioned in the introduction to 

the LIP, regarding the disjuncture between iconography in Huánuco and 

elsewhere. The shape and design here are most similar to a painting on a ceramic 

pitcher from Tiwanaku (Smith 2009:Figure 4.35), affirming that the image was 

painted after the MH. The latter example has a squared tail and a three-fingered 

hand protruding from its right side, echoing the Wamalli 1 serpent. At Gonga 

Episode 5, an earlier zoomorph in C5 was painted over and enlarged (Figure 

1.7s), and an abstracted zoomorph was painted in C5 at Wamalli Ucru, perhaps 

representing an owl.  

 Liuyagmachay 7.3 (Figure 3.30) may represent an archaism. The artist had 

clear familiarity with the canon of depiction for this motif, and access to the 

earlier example at Liuyagmachay 4. However, some of the rules are broken: there 

is an extra set of appendages on the top branch, and the terminal appendages on 

the bottom branch point up rather than down. These anomalies are 

understandable if the figure is an archaistic recollection of or reference to an 

earlier motif. 
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Late Horizon 

 

The Late Horizon (LH) is marked by the spread of Inca material culture 

into territories outside of the valley of Cuzco, beginning around 1400 ACE, as the 

Inca state expanded throughout the Andes and along most of the west coast of 

South America, and ending with the Spanish arrival in 1532. The Huánuco 

region was invaded during the middle of this century-long imperial expansion 

(Morris and Thompson 1985), and the city (and site) of Huanuco Pampa was 

established by Topa Inca Yupanqui late in the century, as an administrative 

center for regional Inca business. The LH, therefore, begins in Huánuco in the 

late fifteenth century, rather than at 1400 ACE. Qapaq ñan, the great Inca road 

that stretched from Chile to southern Colombia, ran straight through this 

imperial center, and branched just east of what is now the modern city of 

Huánuco, with the eastern road running into the Amazon.  

Little Inca material culture has been found in the region outside of the 

Huanuco Pampa site or the Inca roads. A few Inca style buildings were built at 

the sites of Garu and Miraflores, but with little to no pottery extant (Salcedo 

2012:51-57). We see a marked decrease in the production of rock art during this 

period: of all of the periods in the sample, the LH presents the fewest number of 

paintings.  
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The only sites with examples from the LH, with no representation from 

the Huánuco or Alto Marañon subregions, are:  

 

Gonga Episode 7   Figures 1.9, 1.9s 

Quilcay 8 Episode 4   Figure 1.36s 

Campana Machay 2 Episode 2 Figure 1.50 

Campana Machay 3 Episode 4  Figure 1.60s 

 

Stratigraphic evidence for chronological placement can be seen at Gonga 

Episode 7 (Figure 1.9), where new figures overlie paintings from Episode 3: the 

B/C 5-6 anthropomorph overlies the A/B 5 circle and the C 5-6 zoomorph, and a 

circle surrounds the abstract figure in B6.  

LH designs are linear, minimalist, and abstracted, and present a 

disjuncture from the rules of previous layers. Previously unseen colors appear, 

and new ideas and influences are apparent in the designs of anthropomorphs 

and zoomorphs.  

At Gonga, and at Campana Machay 3 Episode 4, paint is a pale purplish 

color rather than the red to reddish brown tones used previously. The reds at 

Campana Machay 2 Episode 2 and Quilcay 8 Episode 4 are similar to each other 

and unlike paint color and texture of previous episodes at both sites. Also, an 
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anthropomorph in C 9-10 at Quilcay 8 (Figure 1.36s) displays a rare example of 

yellow ochre. 

Zoomorphs predominate in the LH, with examples at three of the four 

sites. At Quilcay 8, two of Episode 4’s figures are zoomorphs, with features 

suggesting they were meant to be camelids: long necks, and upright ears and 

tails. Noses are longer than proportions established during previous periods. 

Campana Machay 2 Episode 2 presents four camelids (Figure 1.50). Bodies 

and/or necks show a slight curvilinearity, and two angled rather than a single 

upright ear. The sole figure from Campana Machay 3 Episode 4 also exhibits a 

linearity and two angled ears (Figure 1.60s). These camelids bear a similarity to 

those painted in the Cusco valley during the LH, sharing the linearity, 

abstraction, and frequent incorporation of curves. Some examples, like those in a 

panel from the site of Cedrobamba, located near Macchu Picchu (Hostnig 2007: 

Figure 4.36) also feature the two angled ears. South of Cusco, in the Urubamba 

valley, a panel features linear camelids with two angled ears, this time in white 

and yellow ochre paint (Hostnig 2007:Figure 4.37).  

Previous regional rules for depiction of anthropomorphs were not 

followed in the LH. At Quilcay 8, Episode 4’s third figure is an anthropomorph, 

with a somewhat linear head, squat legs, and arms and (short) legs formed by 

straight, diagonal lines, rather than the squared, splayed limbs of earlier periods. 

At Gonga, the head of Episode 7’s anthropomorph is a horizontal line rather than 
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a sphere, its body is a single line rather than a vertical rectangle, and its legs form 

a diamond-shape rather than a square. These changes suggest that a foreign 

influence was introduced into the rock art of the region during the LH.  

That this foreign influence is Inca can be supported as follows. First, 

stratigraphic and stylistic evidence place the paintings in the LH, with the Inca 

expansion. Second, the design of the Gonga anthropomorph’s head is echoed in 

several examples of Inca and Inca-influenced dress. A short band at the top of 

headdresses worn by high-status Inca officers, as depicted by Felipe Guaman 

Poma in the 17th century (Figure 4.38), creates a line reminiscent of the Gonga 

head. In an anonymous painting from the 16th century, Atahuallpa wears a 

crown with a strong horizontal line at its top (Figure 4.39). Additionally, the 

small circles at the sides of the Gonga head may represent the earspools of a high 

status figure. Finally, the head’s horizontal line bears a striking resemblance to 

the flat, broad-brimmed, shallow hats of modern Quechua people in Cuzco, 

worn for formal occasions such as a weddings (Figure 4.40) and festivals (Figure 

4.41).   
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Post-Conquest Period 

  

Andean social relations were thrown into disarray beginning in 1532 ACE 

with the Spanish conquest of the Andes. Traditional principles and institutions 

were sometimes used in the rearrangement, but always fitting the agenda of the 

conquerors: the extraction of wealth and the Christianization of the conquered 

population. These changes dramatically altered the artistic production of 

indigenous Andeans, and disrupted their ability to assert sovereignty and 

identity. Rock art, an important form of expression prior to the conquest, was no 

longer valued as an artistic medium. A sporadic and disjointed stylistic 

progression followed. 

The sites and episodes represented in the Post-Conquest Period are:  

 

Quilcay 5 Episode 5   Figure 1.17 

Campana Machay 2 Episode 3 Figure 1.51 

Campana Machay 2 Episode 4 Figure 1.52 

Campana Machay 2 Episode 5 Figure 1.53 

Campana Machay 2 Episode 6 Figure 1.54 

Gonga Cuchu Machay 2  Figure 1.66 

Gonga Cuchu Machay 3   Figure 1.69 

Relave Episode 3   Figure 2.44 
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Liuyagmachay 5    (no drawing) Figure 3.19 

Liuyagmachay 10 Episode 4 Figure 3.39 

 

The rock art of the Post-Conquest Period appears to have lost its formerly 

recognized role. Without a single, coherent canon, it is defined by stylistic 

features, elements, and influences not present in the region’s rock art prior to 

Spanish arrival. Previous rules for depiction are non-existent, have shifted, 

and/or were unknown to the painter; commonality is rather in the disjuncture 

with previous traditions, and in the lack of shared rules across sites. New 

variations on anthropomorphic and zoomorphic features appear, as do 

previously unused paint styles. Elements and influences that logistically could 

not have been conceived of before the arrival of the Spanish include: a possible 

horse, a Spanish-inspired portrait, and biblical references.  

At Campana Machay 2 Episode 3 (Figure 1.51) the ears on two camelids in 

B4 are farther apart than previously seen. The anthropomorphs in A4 are similar 

to a ‘stick figure’ that a modern child might draw. In Episode 4 (Figure 1.52), the 

arched back of the camelids in B 4-5 is a form dissimilar to that used during pre-

colonial times. In Episode 5, the camelid in A4 has some of the same curve, but 

now includes feet.  

The figures in Campana Machay 2 Episode 5 were painted in a rare yellow 

ochre, and during Episode 6, the arch-backed camelids from Episode 4 were 
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painted over in a previously unseen blue. Biblical figures from the period, such 

as the one in D11 at Quilcay 5 Episode 5 (Figure 1.17) were painted using a 

watery, light orange-red.  

At Campana Machay 2 Episode 3, in B 2-3, a zoomorph tentatively 

identified as a horse features a long line trailing behind its head, resembling 

reins, and two short vertical lines on its back, appearing to represent a saddle. 

The short, upright tail looks more like that of a deer, or perhaps a llama with a 

rope tied to it, but the lines on its back lack any explanation other than a saddle, 

and cervids and camelids were not ridden in South America.  

Though llamas were used as pack animals, the bundles on their backs would 

have hung down the sides of the animal, and they were led from the front. As the 

Andean people had never seen horses prior to the arrival of the Spanish, they 

might have considered them related to llamas, and so painted them using some 

of the same features. A likely explanation could be that a local inhabitant painted 

the horse to memorialize or contextualize the momentous arrival of foreigners. 

With a linear style similar to that used in the LH, the figure can be placed shortly 

after the arrival of the Spanish.  

  A bust was painted during Episode 4 at Campana Machay 2, in B/C 1, 

that indicates a familiarity with European portraiture. The proportions of the 

face, with a long, thin nose, and slight, thin-lipped frown, the use of only the 

head and shoulders, and even the positioning of the eyes, mimic, for example, a 
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1604 self-portrait of el Greco (Figure 4.42). In a 1609 portrait of Fray Hortencio 

Felix Paravivino (Figure 4.43), the face is similarly proportioned, but more of the 

friar’s body is visible, showing his inner robes and an outer vestment that covers 

the upper torso and arms. The design of the shoulders at Campana Machay 

suggest similar coverage, and a cap also resembles one a Dominican or 

Franciscan priest or monk would wear over his tonsured head. 

In D11 at Quilcay 5 Episode 5, an angel, complete with a halo around its 

head, resembles those in European paintings. This angel is part of a larger corpus 

that includes paintings from Singa (Coaquira 2008). Two of these figures are at 

the site of Ahuila Gencha Machay. The first seems to represent the Virgin Mary, 

with hands steepled and again wearing a halo (Figure 4.44). The second, to the 

left of the first, has a halo of dots and appears to be in a nave (Figure 4.45). These 

Biblically-related subjects and details assure the ascription of these figures to the 

post-conquest period.   
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CHAPTER FIVE 

ON THE ROLE OF ROCK ART IN HUÁNUCO  

AND WHAT IT TELLS US ABOUT THE PEOPLE WHO MADE IT 

 

 

 With chronology established, two essential sets of questions remain. First: 

what was the purpose of rock art in Huánuco? Why did people make it? What 

function did it serve for the painters and viewers? And second: what do the 

material expressions in Huánuco’s rock art tell us about the people who made it? 

How does it reflect and/or refract changing social relations in the region? What 

does it tell us about beliefs and ideas? This chapter will explore these questions, 

which are interdependent, interwoven, and can only be untangled for the 

purpose of analysis.  

Previous rock art researchers have answered the first set of questions 

variously. Some have viewed rock art purely as evidence of shamanic practice 

(Lewis-Williams and Dowson 1988; Whitley 2000). Others have viewed it as 

serving to elucidate changing landscape practices (Chippindale and Nash 2004; 

Taçon 2008). Still others have attempted to interpret the pictures individually 

and synchronically, usually from a structuralist perspective (e.g. Leroi-Gourhan 

1967; Muelle 1969). More recent theorists warn us to resist the “tyranny of 

figures”, which constrains our ability to interpret rock art by forcing us to focus 
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on the images, and instead to investigate how rock art was used to create 

changes in social practices, evident when the art is examined in the context of 

other material and landscape practices (Helskog 2010; Dubois 2013).  

 The data presented here reveals no single answer to this first set of 

questions. Rock art was certainly instrumental in influencing, and was 

influenced by, social change within the region. Evidence also shows it was both 

affected by and resisted the influence of neighboring societies. We must consider 

how the uses of this material practice transformed with the people of Huánuco: 

creating and/or reinforcing changes in social relations, marking territory, and re-

telling mythohistorical events. One panel could serve several functions 

simultaneously, and several do. 

In seeking answers to the second set of questions, I will attempt to 

explicate the patterns in the data, including apparent themes and choice of 

location. I will explore how styles evolve and why this might be, and examine 

variation in content, such as the predominance and elaboration of 

anthropomorphic figures vs. animal and transformational ones. My analysis will 

reveal changes in social relations in Huánuco, reflected in its pictographs. 

I have made two commitments in the organization of data presented and 

in my approach to analysis. First: to investigate rock art as a form of material 

cultural production with a particular history. And second: to view rock art as a 
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meaningful practice that actively engaged in re-creating traditional patterns of 

social relations and in dynamically creating new ones. 

In order to honor the context of history, I will examine the evidence in 

chronological order wherever possible. Artistic media reflect social relations in 

particular ways at particular times: as a society changes, the media used and the 

way they are used also change. People develop new ‘ways of seeing’ according to 

their changing social needs (Berger 1972). This chapter is organized to reflect this 

commitment. 

Following Barrett (1999:255), who draws his inspiration from Marx’s 

Eighteenth Brumaire, I am arguing in my second commitment that the artists 

who painted on the rocky surfaces of the Andes inherited a world that was 

already imbued with meanings received from their ancestors, and which served 

as the framework for their understanding of the landscape they marked (Marx 

1979). Barrett also argues persuasively that the process of creating and re-

creating a meaningful landscape involved the act of appropriation of previous 

beliefs and ideas, thereby legitimating and explaining the prevalent social 

changes (Barrett 1999:155-156). Rock art is an effective means of imparting the 

cosmovisión of the creator of the art, and by extension, the society into which the 

creator is weaving him/herself (Broda 1982). 

Cosmovisión implies a structured view by which people of the past 

“combined their notion of cosmology into a systematic whole.” (Broda 1982:81) 
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The term describes understandings that members of a particular society or social 

group would have shared about the nature of the world. These worldviews 

underpin the ideological aims of those in the past actively attempting to change 

or maintain social relations. Those who viewed the art did not necessarily view it 

as ideological, while the creators of the art may or may not have. The act of 

creating and re-creating society was both deliberate and unconscious, sometimes 

simultaneously, but both resulted in a changing view of the world, and peoples’ 

relation to it and to each other. The cosmological nature of the art viewed in this 

context is all the more important to understand.  

In summary, my analysis will explore evident patterns, in light of 

historical context and cosmovisión, in an attempt to better understand how and 

why rock art was used in actively creating and re-creating social relations.  

 

 

THE ARCHAIC COSMOLOGICAL FOUNDATION 

 

 The earliest rock art in the region is the most difficult to explicate due to 

sparsity of examples. Stylistically, the Archaic Period is the most varied because, 

as I argued in the previous chapter, there was no established canon of depiction. 

I also noted that this period represents the longest time span in the sample, 

which means that styles may have arisen and changed, but the lack of the 



	 272	

evidence precludes identification. There is, however, evidence pointing to an 

absence of hierarchical relationship among animals and humans, as well as a 

cosmology wherein animals and humans were interrelated.  

Rock art from the Archaic Period presents humans and animals seen as 

equal participants, evidenced by the relative equality in scale between them. 

Individual figures in this period tend to be small, never exceeding 10 cm in 

height. Zoomorphs predominate, and the few anthropomorphs tend to be the 

same size as the zoomorphs (e.g. Figures 1.3, 2.4). This can also be seen at the 

famous panel of Chaclarragra, near Lake Lauricocha, that Cardich (1964) 

surmised was one of the earliest paintings in his sample (Figure 4.2).  

Because a hierarchy of scale did exist in later Andean art, we can surmise 

that the absence here is consistent with the socioeconomic makeup of early 

populations. Based on the materials evident in the archaeological record, these 

people were known to have been hunter-gatherers. Cultural remains have been 

recovered that date to as early as 10,500 BCE from Guitarrero Cave in the Central 

Andes, and 9900 BCE in the Lauricocha caves of Huánuco (Lynch 1980; Cardich 

1958). Though the peaks of the Andes were glaciated, these hunter-gatherers 

made their living following herds and resources between the highlands, the 

intermontane valleys, and the lomas vegetation on the western slope of the 

Andes (Lanning and Patterson 1967; Lynch 1980; Salcedo 2012a). They likely did 

so as part of a generalized foraging strategy, practicing seasonal transhumance – 
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living a part of the year in the highlands and part in the lomas (Lynch 1980; 

Lanning 1967).  

The sites people chose to mark with rock art varied. While the panels at 

Liuyagmachay and Campana Machay were highland caves, and Huancanyacu is 

on a boulder beneath an overhang near the peak of a mountain, Relave is on a 

boulder near a river at low elevation with no overhang. In common among all 

are light-colored rock surfaces, chosen as the canvases to express peoples’ 

relationship with their environment. This practice of painting on light surfaces is 

maintained throughout the history of rock painting in Huanuco, with few 

exceptions.  

Salcedo (2012a) divided what I am referring to as the Archaic Period, from 

7000 to 1800 BCE, into three phases, based on stylistic changes in spear points, 

evidence of a shared material culture between the highlands and the coast, and 

evidence of changes in animal and plant domestication. He also refers to a Late 

Paleoindian Period, which precedes his Early Archaic (Lauricocha I). It is 

possible that some data assigned in this dissertation to Early Archaic is actually 

concurrent with Salcedo’s Late Paleoindian, but there is insufficient data to be 

certain. For the purposes of this analysis, I am dividing the Archaic Period in 

Huánuco into two phases. The first features images representing strictly hunter-

gatherer relationships among animals and humans, and suggests a cosmology 

wherein humans and animals were interrelated as equals. The second chronicles 
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the early domestication of animals, which begins during Salcedo’s Middle 

Archaic (Salcedo 2012a:48-49; Wheeler 1995:59). 

The earliest examples, from the first phase, are Huancanyacu Episode 1 

(Figure 2.4), Gonga Episode 1 (Figure 1.3), and Campana Machay 3 Episode 1 

(Figure 1.57). The focus here is on individual zoomorphs and anthropomorphs. 

Huancanyacu suggests that these humans were concerned with their relationship 

to their non-human counterparts. The artist, who could have placed the cervid 

and the human in separate parts of the boulder, chose to place them together. 

The human holds something that might be a spear, but could just as easily be 

interpreted as a staff, or some other symbolically laden instrument.  

The practice of depicting animals as the main symbolic focus was shared 

with other hunter-gatherer cultures, based on studies of earlier Paleolithic 

peoples of Europe and elsewhere, who had a similar focus on animals in their 

rock art (e.g. Clottes 2003; Lewis-Williams 1983). This most likely reflects a 

cosmological focus on the animals these hunter-gatherers spent so much of their 

time observing (e.g. Clottes 2003). There is no evidence the Archaic people of 

Huánuco viewed animals as totemic, but they did view them as symbolically 

important. The anthropomorphic figure/s at Gonga suggest that some form of 

shamanic trance may have been practiced: the figure in C6 is either depicting a 

human in motion, as if dancing, or perhaps transforming into a reptile. The 

figure at B/C 6 appears anthropomorphic in its upper half, but has no legs. These 
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may indicate some form of transformation of human to animal, but the evidence 

is not clear. The anthropomorph in Relave, who is upside down, may refer to 

someone entering the earth in a shamanic trance (Figure 2.44). Alternatively, it 

may have indicated death or injury or simple falling. Regardless, humans were 

depicted as enmeshed in a world where animals were symbolically significant 

participants. The evidence for shamanic trance is far from clear and cannot be 

convincingly argued at this time, but this practice becomes more evident during 

the Initial Period and is predominant in paintings from the Early Horizon. 

 The second phase of rock art within the Archaic Period reflects a focus on 

the newly emerging practice of domestication of animals in the region. Evidence 

for domestication can be found at the cave of Telarmachay, in the neighboring 

District of Junin, where a high incidence of neonates in the archaeological record 

appears around 5000 BCE, followed by a predominance of these animals in 

subsequent layers at the cave (Lavallee 1987; Wheeler 1995).  

This trend might be recognized as evident at Liuyagmachay 2 (Figure 

3.14), and also at the painting from Chaclarragra near Lauricocha (Cardich 1964: 

Fig. 114; Figure 5.1). At both, the focus is on groups of camelids. As discussed in 

the previous chapter, the Chaclarragra painting depicts a line of camelids with 

two or three anthropomorphs among them, two of which have vertical lines 

ascending from their hands. Two of the camelids have a diagonal line ascending 

from their shoulders, and the neck of the far left camelid is horizontal rather than 
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vertical. This has been interpreted as a hunting scene, which may be the case, but 

it could also be a herding scene: the two visible anthropomorphs are at the 

beginning and the end of the line of camelids. A third, partially eroded, 

anthropomorph stands below the line of animals, completing what could have 

been a herding formation. In addition, the lines extending from the hands of the 

anthropomorphs and the shoulders of the camelids might be interpreted as 

something other than weapons: materially depicted spirits, noises, or some other 

incorporeal form or process. Liuyagmachay 2 shows no explicit evidence of 

human intrusion into the animal world, but human presence is implied both in 

the understanding that the work was painted by a human artist, and by the 

organization of the camelids. Here, the largest camelids are at the center of the 

herd and a few smaller animals are at their feet. Several camelids surround them 

in a highly organized circular pattern.  

Whether there are two distinct periods or one, the cosmology evident in 

the earliest rock art was one in which the relationship between humans and 

animals was central. People saw themselves as actively engaged in, and equal 

members in, a symbolically charged world where animals played a central role.  
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INTERREGIONAL INTERACTION 

 

Information from ethnohistoric documents shows that interregional 

exchange of ideas and social groups undergirds much of Andean social relations 

during the 16th century. The idolatrías of Cajatambo, created to extirpate the 

supposed heathen beliefs held by Andeans, report that two different social 

groups existed in the region. One, the Llacuaz, was originally highland 

pastoralists whose patron deity was Llibiac, the god of thunder and lightning 

(Duviols 2003; Urton 1999). The other was the Guari, lowland farmers who 

worshipped the god of the same name and celebrated the fecundity of the earth. 

The Llacuaz conquered the Guari at some point in the mythic past, and people of 

each group adopted some of the rituals of the other, following their 

confederation (Duviols 2003; Urton 1999). In Huarochirí, a highland community 

in the highlands east of Lima, a similar dynamic is built upon traditions of 

interaction between mountain dwelling pastoralists and agriculturalists 

originating from the desert coast of Perú (Salomon and Urioste 1991; Spalding 

1984).  

I propose that a similar dynamic may have existed in Huánuco between 

lowland agriculturalists of Amazonian origins and highland camelid pastoralists. 

Material evidence for interrelations between Amazonian and Andean people is 

apparent in the rock art, a theme that will be more fully explored below. Based 
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on the data in this dissertation, I posit that this relationship began during the 

Late Preceramic Period and continued into the Early Horizon.  

The evidence is: 

1. The appearance of Amazonian motifs in the Andes beginning in the 

Late Preceramic Period. 

2. The appearance of fully formed ceramics at Kotosh at the beginning of 

the Initial Period, in styles similar to Amazonian. 

3. A continuation of Amazonian motifs in the region, in the Initial Period 

and the Early Horizon, and strong influence of these symbols in the 

Early Horizon Chavin phenomenon. 

4. The appearance of Amazonian motifs in rock art from both highland 

and lowland contexts. 

5. The use of Amazonian motifs as symbols of power and their possible 

eventual use to legitimate social changes at the beginning of the EIP. 

 

 

Late Preceramic Interregional Interactions 

 

 Evidence for interregional interactions with the Amazon first appears in 

the rock art of Huánuco during the Late Preceramic Period. Two figures, from 

Huancanyacu 1 Episode 2 and Campana Rumi Episode 1, show a stylistic 
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similarity to material culture from the Amazon, and serve to support this 

contention.  

 As discussed in the previous chapter, the figure in C 3-4 at Huancanyacu 1 

bears a resemblance to Waira Jirca and earlier Tutishcainyo bowls (Figure 4.3). It 

is my contention that the paintings from this period precede the introduction of 

ceramics from the Amazon, and that the Huancanyacu figure is an example of 

Tutishcainyo ceramics. Ceramic ware would have been rare and poorly 

understood prior to the beginning in the Initial Period, and local acquisition of 

ceramics skills, so would have served as an example of the power and mastery of 

Amazonian people. Any extant examples would have been highly prized and 

well protected. With one possible exception on the same boulder, from the Initial 

Period, the practice of depicting ceramics in rock art did not continue. These 

points demonstrate the great symbolic value in this depiction of a ceramic vessel.  

 Another Late Preceramic example of Amazonian influence in the Andes 

can be found at Campana Rumi Episode 1 (Figure 3.3). This apparently abstract 

painting is a configuration of agglomerated rectangles, each containing varying 

numbers of lines, next to a figure resembling a turnip or a child’s top with 

curving lines extending from its upper surface. The painting, while difficult to 

interpret, is similar to collections of abstract geometric patterns at many sites in 

the Amazon. At the site of Cerro Azul de Guaviare in the Guaviare River basin of 

Colombia, for example, a massive panel of rock art features numerous abstract 
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patterns and geometric shapes (Figure 5.1). Dates associated with this panel are 

from 0 to 200 CE (Universidad Nacional de Colombia 2015). Far to the south, in 

the Peruvian province of Madre de Dios, the site of Pusharo is home to a number 

of abstract geometric petroglyphs, including one similar in design to the painting 

at Campana Rumi (Hostnig and Carreño 2006 Fig. 28aj; Figure 5.2). Closer to the 

study area, in the Amazonian province of Satipo in the District of Junín, 

geometric figures are nearly ubiquitous at rock art sites. One example, at the site 

of Teoria, bears a pattern composed of rectangles similar to Campana Rumi’s 

(Figure 5.3).  

Despite the above examples, abstract geometric patterns occur far less 

frequently in the Highlands than the Amazon, especially after the Early 

Intermediate Period. Geometrics appearing at Andean sites outside Huánuco 

tend to be either step motifs, also a common pattern on ceramics, or zigzags, like 

those seen at the site of Toro Muerto in the desert coast of southern Peru, 150 km 

west of Ayacucho (van Hoek 2001; 2003). Abstract motifs in the rock art of the 

Andes in general tend to resemble the abstract motifs found in other Andean 

artistic media. Figures in most Andean pictographs during most periods tend to 

be naturalistic or semi-naturalistic, with few geometrics, while the opposite is 

true of Amazonian rock art. While the above is not absolute proof, it remains that 

the patterns most convincingly resembling the Campana Rumi Episode 1 design 
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are drawn from the Amazon. We will see that related patterns become more 

frequent in Huánuco in subsequent periods, and later die out.  

Gamonal (2010:147) has argued that uniquely Amazonian art styles begin 

to appear at rock art sites in river basins of the Alto Marañon region of the Andes 

in the ‘Pre-Formative’ era. Evidence here supports Gamonal’s conclusion, and 

suggests that this influence can also be seen in the highlands beside the 

Lauricocha River, a tributary of the Marañon. This is significant, as hundreds of 

kilometers separate Jaen, Peru, where Gamonal worked, from the region studied 

here. Other Amazonian cultural materials have been observed hundreds of 

kilometers away from their sites of origin, but still within the Amazon basin, 

credited to ease of travel along the broad rivers of the lowlands (Lathrap 1970). 

Data in this dissertation, however, shows evidence of Amazonian influence 

having spread into the Andes through the medium of rock art. 

Ethnographic study of the Yekuana people of the southern Venezuelan 

Amazon offers some insight into the possible significance of abstract motifs to 

Amazonian peoples (Guss 1989). The Yekuana were observed to weave abstract, 

cosmologically significant patterns into their basketry: when questioned about 

the meaning of the patterns, the people connected particular designs to 

significant myths and stories. Patterns of abstract motifs that, to the untrained 

eye, appear purely decorative are revealed by the Yekuana to have considerable 

significance. One symbol, for example, is called mado fedi, or Jaguar Face (Guss 
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1989: 110, Figure 5.4), and resembles a capital I, or a square with a central 

division and discontinuous sides. It not only represents a jaguar, but by 

extension the fearful power of a shaman (Guss 1989: 110). These symbols are 

meaningful to the Amazonian people that create them, as is most likely true of 

abstract rock art motifs. 

Such culturally loaded symbols might have served a similar purpose to 

the Huancanyacu figures representing ceramics, and are probably directly 

related. The Amazonian motifs would have been potent reminders of the power, 

both spiritual and political, of those who mastered the symbolic language. In 

addition, the images may have advertised a cultural affiliation with Amazonian 

peoples.  

The nature of the exchange between Andean and Amazonian peoples is 

not yet clear. Consideration of the relationship between Waira Jirca and 

Tutishcainyo ceramics, in addition to the data in this dissertation, demonstrates 

that Amazonian ideas, in the form of designs, were imported to the region at 

some point in the Late Preceramic. We can also surmise that such designs had 

symbolic value beyond simple decoration. I have previously proposed one 

possible explanation: Amazonian peoples migrated into the Andes at some point 

in the prehistoric past (Dubois 2013). I suggested at the time that a close analysis 

of both the landscape context and the chronology would reveal whether this 

were true or whether another explanation, such as interregional trade, might be 
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most applicable (Dubois 2013). The evidence as it stands is insufficient to make a 

secure determination as to the nature of the interaction, but the data are sufficient 

to inspire future archaeological work, to determine whether either hypothesis 

stands, or whether another explanation is more likely. Such research might 

examine the material culture evident at habitation sites, for example, and might 

compare that found in lowland vs. highland locations.  

 

 

Amazonian Influence in the Initial Period 

 

Symbolic sharing with the Amazon does not end in the Late Preceramic 

Period, but reaches its height in the Early Horizon with the spread of ideology 

related to Chavin de Huantar. In the intervening Initial Period, there are also 

examples of symbolic sharing with Amazonian societies.  

During the IP, Huancanyacu (Episode 3) again provides evidence of 

Amazonian symbol sharing: the figure in E 2-3 again shows clear references to 

design conventions from Waira Jirca ceramics (Figure 4.3). The lines are finer 

than the previous period, but divide its internal spaces similarly.  

In the highlands of Singa, at Quilcay 6, an image shows clear parallels to 

Amazonian motifs: Episode 1 features a circle with four spirals extending out 

(Figure 1.23). This is similar to the figures in the panel at Oriwari, a site in Satipo, 
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in the province of Junín (Figure 5.5), which presents multiple spirals, both 

extending from anthropomorphic figures and in independent figures comprised 

of interlocking spirals. Fairly common in Satipo, spirals and/or concentric circles 

adorn several boulders, including the sites of Estabridis, Alto Chavini, and 

Huanacaure. These spirals, however, are far less common in the highlands, 

which makes examples like that at Quilcay 6 notable. 

As discussed in the previous chapter, the rock art style of the Initial Period 

is close to the sculptural styles with which they are contemporary. I would 

suggest that the artists painting in lines without infilling during this time were 

emulating the sculptural styles of the coast and perhaps the petroglyphs of the 

Amazon. 

Again, while these observations are interesting, they are not sufficient to 

prove interaction between the Amazon and the highlands of Huanuco. The Early 

Horizon, however, shows us a number of convincing examples of artistic 

borrowing from Amazonian traditions.  

  

 

Amazonian Influence in the Early Horizon 

 

The clearest example of artistic borrowing from the Amazon, aside from 

that seen in the Late Preceramic Period, occurs at Huancanyacu 2 during the 
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Early Horizon. Episode 2 features two configurations of geometric patterns, in 

C4 and D3, painted amidst five different avian figures (Figure 2.11). Each 

configuration features a central geometric form from which spirals emerge, with 

an upside down U shape above and circles below. The D3 example has three 

circles beneath it, and a meandering line extending to the right, and the C4 

example has two. The C4 figure also utilizes a crevasse in the boulder as a frame. 

In multiple Amazonian sites sampled near the modern city of Satipo, in 

Junín, a theme emerged: patterns of circles, spirals, and meandering lines carved 

into the tops of boulders, often with designs incorporating the topography of the 

rockface. At the site of Estabridis, single circles connect to a meandering line, the 

entirety of which uses the top of the boulder to form a unique pattern (Figures 

5.6, 5.7). Under both sides of the design are a number of circles within circles and 

dots within circles. The top and faces of the boulder at the site of Huanacaure, in 

Satipo, bear patterns that involve circles and lines (Figures 5.8, 4.13). On the front 

of the boulder (Figure 4.13), configurations of circles and lines, as well as several 

upside-down U-shapes, are similar to the two geometric configurations at 

Huancanyacu. The site of Oriwari features two spirals linked by a single line on 

one of its faces (Figure 5.9). A spiral (Figure 5.10), and another example of an 

upside-down U-shaped motif, can be found at the Valley of Petroglyphs (Valle 

de los Petroglifos), also in Satipo, and a spiral can be found at the site of Teoria in 

Satipo (Figure 5.11).  
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If these examples from Satipo are any indication, configurations of spirals, 

circles, meandering lines, and upside-down U-shaped motifs are exceedingly 

common in the Amazonian regions that border the Central Andes. They are 

uncommon, however, in the Andes themselves, and their presence at 

Huancanyacu 2, a site in the Ceja de Selva region indicates the cultural influence 

of Amazonian peoples on Andean ones.  

Huancanyacu 1 presents a second EH example seeming distinctly related 

to Amazonian traditions, both in its use of a triangular face and its connection to 

an apparently anthropomorphic feature to a meandering line: the abstract design 

in F 4-5 (Figure 2.7s). Similarly shaped faces can be seen at Oriwari (Figure 5.10), 

for example, and Huanacaure (Figure 4.13) has examples of anthropomorphic 

features attached to meandering lines.  

Finally, evidence of borrowing from the Amazon can be found in the 

highlands, as well. The anthropomorph in E/F 1-2 at Campana Rumi is depicted 

wearing a long loincloth (Figure 3.4s). The smaller figure in G2 might also be 

interpreted as an anthropomorph with a loincloth. Anthropomorphs in the 

Amazon are frequently depicted with similar loincloths, while few are depicted 

in this manner in the Andes: logical if we consider the difference in climates 

between the high elevations of the Andes and those in the Amazonian rainforest. 

In one example, the central figure on the Oriwari boulder in Satipo was carved 

with a long loincloth (Figure 5.12). The wavy line design at Campana Rumi, in D 
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1-2, represents another similarity shared with Amazonian rock art. While the 

center of it appears to have been eroded away, it bears a strong resemblance to a 

design on a rock art panel in the jungle near the Guaviare River, in Colombia 

(Figure 5.2).  

Within the larger social context of the Early Horizon, the data here adds 

significant detail to what we already know about Amazonian influence in the 

Andes. Beginning with Tello, archaeologists have observed influences in the 

iconography of Chavin de Huantar. A common zoomorph depicted in sculpture 

at the temple, for example, is the harpy eagle, a species found only in the 

Amazonian Lowlands (Roe 2010). This eagle and the cayman, another species 

found only in the Amazon, are featured in the Tello Obelisk, which is thought to 

have been created contemporaneously to the New Temple at Chavin (Burger 

1992). Lathrap (1971; 1973) observed that all of the creatures depicted in Chavin 

art are species native to the Amazon. The Tello obelisk features not only animals, 

but also Amazonian plants like the manioc (Lathrap 1973).  

It has been observed that the Amazonian site of Bagua served as a route of 

interchange between the coast and the highlands prior to Spanish arrival (Shady 

1987; Burger 1992:117), but this site is quite distant from Chavín de Huantar. 

Other routes of connection between the highlands and the lowland Amazonian 

plains have been suggested, but rarely has the Higueras River, which runs 

through the modern city of Huanuco and drains into the Marañon River in the 
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Amazon, been suggested as a likely route. Not only is the Higueras route 

between Huánuco and the modern Amazonian city of Tingo Maria a commonly 

traveled tourist route, but remains of Inca roads have been found along the 

Higueras between the two cities (Lazarro 2014).  

In summary, the earliest ceramics in the Highlands were uncovered in 

Huánuco, skillfully made and similar to contemporary and earlier ceramics from 

the Amazon. The rock art data presented here supports the contention that the 

study region played a central role in exchange between the Amazon and the 

Andes. Iconographic themes derived from the Amazon begin to appear in the 

Huánuco region beginning in the Late Preceramic Period, and the influence 

continues to be evident into the Early Horizon. As I will demonstrate below, the 

influence reaches its peak late in the Early Horizon, but continues to be present at 

sites in Singa, Huamalies into the Early Intermediate Period.  

 

 

SOCIAL TRANSFORMATIONS 

 

Social Change in the Early Horizon 

 

 Several researchers have put forward theories as to the nature of social 

relations in the Andes during the Early Horizon. These theories tend to relate 
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directly to the nature of the temple at Chavín de Huantar, and offer broader 

arguments about the character of social relations across time. For simplicity’s 

sake, I will divide the arguments into two general categories.  

One argument holds that relations were largely egalitarian during the 

early part of the period, with the beginnings of social divisions becoming evident 

late in the period. This is typified by the position of Burger (1992), who believes 

the temple served as an oracle, with a small group of functionaries maintaining 

the site, receiving offerings, and serving to interpret the oracle. He sees these 

functionaries as eventually capitalizing on their role in order to separate 

themselves into a wealthier group than the pilgrims who visited the site. They 

used their position at the center of a network of disparate peoples, united under 

the ideology represented by the iconography at Chavín de Huantar. The 

symbolism associated with Chavin served as the mechanism to articulate these 

disparate societies with each other. Wealthy individuals at sites all over the 

Andes began to use the symbols of the cult to legitimize their positions (Burger 

1992:203). These individuals, both at the Chavín site and abroad, were few in 

number, but those at Chavín had access to exotic gifts brought from abroad and 

choice cuts of locally grazed llama meat (Burger 1992; Miller and Burger 1995). 

This wealth, and the central role of Chavin symbolism in legitimating the 

authority of rulers outside of the temple, likely served to elevate the temple 

functionaries into the beginnings of a priestly class, but there is no evidence that 
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a state existed at Chavín de Huantar. Although class formation was beginning to 

take hold, states did not begin to form until the Early Intermediate Period. 

The opposing argument holds that states had formed long before Chavín 

de Huantar was built, with this site as the center of a state. Rick (2005), who 

traces his position to earlier ones held by Lumbreras and others, typifies this 

argument. He sees the site’s architectural complexity as evidence of social 

complexity: monumental architecture needed a centralized authority in order to 

organize labor to execute construction (e.g. Rick 2004:74-75). Rick sees the artistic 

program of Chavín de Huantar as designed to impress and manipulate visitors, 

in an effort to convince them that the priests associated with this iconography 

deserved to belong to a separate class.  

Rick’s argument ignores data reported by Patterson (1985; 1991), Burger 

and Salazar (2008) and others, who have found evidence that Initial Period 

temples on the coast were built gradually over hundreds of years, and therefore 

did not require centralized authority structures to coordinate their construction. 

Furthermore, Burger (1992) carefully considers a large body of evidence from 

multiple artistic media in forming his ideas about social relations at Chavín de 

Huantar, including burial data, a useful indicator of the relative stratification in 

past societies. Rick considers only the architecture and his interpretation of the 

iconography at the temple site. The data presented in this dissertation supports 

the argument made by Burger. 
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Anthropomorphic figures in the Early Horizon tend to be abstracted. 

Where they are not, as at Campana Rumi (Figure 3.4s), they are similar in size to 

the zoomorphic figures of this period. EH anthropomorphs also tend to be 

incomplete, and certain parts, usually the upper torso and/or head, are 

emphasized over others. A lack of indicators of social status, like headgear or 

special clothing, supports Burger’s argument that there was no clear social 

hierarchy present during the early portion of the EH. Highly stratified societies 

commonly controlled public media to emphasize their right to rule. Indicators of 

social status are a prevalent feature in the art during the subsequent Early 

Intermediate Period.  

It is quite possible that this lack of stratification in early EH societies of 

Huánuco and the relationships with Amazonian peoples that appear to flourish 

during this period are not coincidental. Unfortunately, too little is currently 

known about Amazonian prehistory to address this question. Future work might 

more fully investigate the relationship between Amazonian and Andean societies 

by examining other material culture present in both Huánuco and bordering 

Amazonian regions.  

While the conventional EH style does not contain indicators of incipient 

social divisions, the Singa Transitional style exemplifies them. Chavin-related 

images in this style were used to demonstrate exclusive access to esoteric 

knowledge in two ways. 1) The visual confusion suggests the images were meant 
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to be understood by only a limited number of well-informed individuals. 2) The 

paintings were difficult to approach: in the case of the avian figure at Shuyu, the 

panel is virtually inaccessible (Figures 1.88, 1.89). Despite restricted access, 

however, most of these panels remain highly visible, likely meant to advertise 

both the paintings and the artist/s.  

The combination of high visibility and physical and symbolic 

inaccessibility suggests that individuals who were attempting to separate 

themselves from the rest of society used the imagery of the Singa Transitional 

style to project their power. They implemented this highly technical style in an 

attempt to change social relations to favor them and their allies. While this may 

have had some limited success in elevating the status of certain families or 

lineages, state level society is not evident in Huánuco until the Incas impose it 

from the outside in the fifteenth century. However, there are clear examples of 

the elevation of certain individuals in EIP art at Gonga, Huancanyacu, and 

elsewhere.  

The Singa Transitional style may have been painted by people associated 

directly with Chavín de Huantar, or simply people who had visited it, seen its 

art, and attempted to emulate it. The specialized relief technique and the 

uniformity of implementation suggest that the painter/s were highly skilled, and 

were initiated both into the application methods and the meaning/s of the 

symbols explicit in the paintings.  
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Burger (1992:226) has suggested that religious ideology played a critical 

role in promoting and legitimizing changing social relations in the Andes. It 

would seem that the Singa Transitional style, existing at the time of the end of 

the Chavin cult and continuing into the early EIP, was utilized for this purpose. 

He proposes that Chavin de Huantar was a pilgrimage site in the vein of the later 

Pachacamac oracle on the central coast, for which we have ethnohistoric 

evidence (Burger 1992; Patterson 1985). That the Singa Transitional paintings 

were created just as classes and states began forming to the north and west of 

Huánuco should not be overlooked (Patterson 1991).  

The evidence reviewed by Burger (1992) shows that a group of individuals 

associated with the Chavin cult were rising to prominence during the EH, at sites 

throughout the Andes and on the coast. Several examples of goods considered to 

be valuable, and bearing Chavin imagery, are in individual tombs at the sites of 

Chongoyape and Moro de Eten on the coast, and the sites of Kuntur Wasi and 

Pacopampa in the northern highlands, among others (Burger 1992:203-207; Seki 

et al. 2008:90). Gold crowns and jewelry, highly elaborated pottery, and other 

examples of exotic material culture indicate that the deceased warranted special 

treatment. The materials were roughly contemporary with Janibarriu pottery, a 

style originating late in the Early Horizon (Burger 1992:204-205). That these 

diverse examples of Chavin-related material culture were found in well-
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endowed burials suggests that the artifacts were used to subvert local (kinship 

and reciprocity emphasizing) traditions to benefit themselves (Burger 1992:203).   

The evidence reviewed here supports Burger’s interpretation, and 

supports the inclusion of rock art, most specifically seen in the style of Singa 

Transitional, as a form of material culture used to spread Chavin ideology. The 

visibility, esoteric subject matter, location, and elaborate technique in these 

paintings show they were highly political in nature, and that they were likely 

used to advertise and project the power of both the artists and the few 

individuals who understood the images. This particular practice of creating 

social divisions continued into the EIP, but does not appear to have resulted in 

the formation of state level societies in Huanuco. 

 

 

Early Intermediate Period Social Transformation 

 

 The closest well-known sociopolitical entity to Huánuco was the Recuay 

culture, centered in the neighboring state of Ancash. These people exhibit a 

distinct material culture represented by ceramic, sculptural, and architectural 

styles. Archaeological evidence suggests that there was some level of social 

complexity: certain individuals were celebrated with elaborate burial goods, and 

some elevation of these people over others is apparent in the iconography. Lau 
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(2011:14) argues that Recuay was a chiefdom comparable to the ethnographically 

recorded kurakazgos from colonial Ancash: there were a few large sites, associated 

with apparent leaders, but little evidence of a formalized priesthood, a multi-

tiered social hierarchy, a class of craft specialists, or a state-level society like those 

on the north or central coasts (Lau 2011:14). (A Kurakazgo [Quechua] is a social 

formation headed by a kuraka, which is a local leader.) 

 There is not enough evidence of social stratification in Recuay for it to be 

considered a state. Whether or not it can be considered a ‘chiefdom’ is unclear, as 

is the definition of chiefdom. Pauketat (2007) has convincingly argued that all 

societies exist along a continuum, from egalitarian to hierarchical, and that the 

classification of chiefdoms has been used to marginalize Native American and 

other societies, as qualitatively inferior to the ‘civilized’ states that are privileged 

in our biased narratives of prehistory. Gailey and Patterson (1988) have noted 

that state formation is characterized by uneven development, with centralized 

states articulating with peripheral regions in varying ways. The people 

represented by Recuay material culture are known to have frequently interacted 

with the people on the north coast, beginning as early as the first century ACE, 

based on the common use of resist painting in Recuay fancy pottery 

simultaneously with Gallinazo pottery, shared pottery shapes between the two 

styles, the use of modeled human and animal figures, and the shared use of the 

crested animal design (Lau 2011:246). These shared practices began during a time 
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of social transformation in Andean societies, especially on the coast. The thesis 

that the Recuay people were reacting to these transformations by integrating 

some level of sustainable hierarchization is supported by the evidence presented 

in this dissertation: the people of Huánuco were reacting to the same set of 

phenomena at the same time in their own distinct way.  

Social transformations in the Andes are apparent in widespread evidence 

of human sacrifice, in the archaeological record of the first millennium ACE. 

Burials containing stone-headed maces, spearthrowers, and depressed skull 

fractures also appear, in the period between 200 BCE and 200 ACE, along with 

over 700 hilltop fortresses, constructed in inland valleys near the coast (Daggett 

1987; Patterson 1991; Wilson 1987). These lines of evidence, when considered in 

combination, suggest that, following the eclipse of Chavin as a major Andean 

center, warfare, raiding, and the threat of violence was widespread throughout 

the Andes (Patterson 1991:26-27). This activity preceded the formation of the 

Moche state (or states) on the north coast, the Lima state on the central coast, the 

Topará state on the south coast, and the Pucara state on the shores of the 

highland Lake Titicaca. 

 The people of Recuay responded to these changes by allowing some form 

of social hierarchy to take hold. There is evidence in Huánuco that elements of 

society were attempting to exploit the changing sociopolitical environment by 

elevating themselves above their contemporaries: the widespread change in 
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frequency of anthropomorphic figures, the increase in size of anthropomorphs 

relative to other figures, and the frequent use of status markers.  

This attempt to aggrandize can also be seen in the use of the specialized 

Singa Transitional style in Huamallies, continuing into the EIP. As discussed 

elsewhere, the style straddles the EH and the EIP, and represents a specialized 

technique with accompanying rules of depiction. It also features the deliberate 

confoundment of the viewer through the use of white paint on light-colored 

stone, the use of visual contrast, metaphorical substitution, and the outlining of 

negative space rather than positive form. In combination with prominent 

advertising in high, sometimes difficult to reach places, these style features 

support the contention that Singa Transitional was used to project the 

importance and supernatural power of the artists. Rock art was used, among 

other forms, to legitimate the attempt by some individuals to elevate themselves 

above the rest of Huanuqueño society.  

No evidence exists, however, that this effort was successful in the study 

area. There are no burials with elaborate goods indicating a different treatment in 

life and death. There are no urban centers that grow around temples or 

administrative buildings. There does not even appear to have been any fancy 

ceramic ware to indicate elaborate rituals with attendant specialists. During the 

subsequent Middle Horizon, designs connected to the Wari state (whose capital 

is in Ayacucho) appear as far north as the north coast and in highland Cajamarca 
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(Isbell 2008), but during this time there is no evidence of Wari influence in 

Huánuco (Salcedo 2012:12): no pottery, no architecture, and no burials. This area 

was somehow resistant to attempts at class formation, simultaneously with the 

resistance of imposition of ideas and/or practices from external states.  

Evidence does appear in the region, beginning late in the EIP, of 

architecture allowing people to publicly access their dead. This funerary 

architecture, called chullpas (Quechua: funerary towers or tombs), allowed 

descendants to access the remains of their honored dead. According to visitas 

conducted in Cajatambo, to the west of the study area, seventeenth century 

Andeans accessed ancestral remains to leave offerings for them, to change their 

clothing, sometimes to parade them through their descendants’ towns, and to 

pray for the ancestors to intervene in the supernatural realm on the descendants’ 

behalf (Duviols 2003). We see these chullpas appearing around 750 ACE in the 

Alto Marañon and Huamallies portion of the study area, but not in the area 

surrounding Huánuco (Salcedo 2012).  

There is an unfortunate gap in the material record both in the Alto 

Marañon and the Alto Higueras following the EH, until approximately 750 ACE. 

All three subareas discussed in Chapter One lack material evidence, other than 

rock art, during the EIP. During the same period, abundant material evidence 

exists for Recuay material culture. Far to the north, the Cajamarca culture is also 

well-represented and there is clear evidence of their interaction with Recuay (Lau 
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2006). Cajamarca pottery was imported widely throughout the Andes, and this 

fine ware can be found in many burials of elites (Lau 2006:162). There are stylistic 

similarities between these two pottery types and, presumably, underlying social 

similarities, though less is currently known about social relations in EIP 

Cajamarca than the Recuay.  

The absence of discussion of EIP material culture in Huánuco is notable, 

considering the current level of knowledge about their neighbors to the north 

and west. I suspect that this absence is due mainly to two factors: first, there was 

and has been a dearth of archaeological research in the study area during and 

following the Sindero Luminoso revolution in the region beginning in the 1980s, 

and second, the focus of Peruvian and North American archaeologists has been 

in sites that are monumental in nature, and most heavily focused in regions 

where there are multiple such sites. Because Huánuco lacks these sites after the 

Early Horizon, archaeologists (with the notable exception of some Japanese and a 

few individual poorly funded Peruvian researchers) have largely ignored the 

region.  

Isbell (1997) has explored Andes-wide trends in social changes he believes 

were instituted during this period. Colonial documents reveal the widespread 

use of ayllus, a traditional Andean means of organizing communities along 

kinship lines, as the structure for Andean social groups (Salomon and Urioste 

1991). Ayllus were ranked based upon genealogical closeness to a founding 
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ancestor (Isbell 1997:93; Salomon and Urioste 1991). These groups were flexible 

and relationships within them were negotiated. Their material correlate is 

chullpas, which allow access to mallquis (Quechua: mummies), and began to 

appear in the northern Andes during the EIP (Isbell 1997:287). By the Middle 

Horizon, chullpas could be found as far south as Ayacucho (Isbell 1997:287). 

Most importantly for our present purposes, such structures begin to be found 

throughout the Alto Marañon portion of Huánuco late in the EIP, around 750 

ACE (Onofre 2013; Salcedo 2012).  

This suggests that by 750 ACE, some form of ayllu social structure was 

entrenched in the highland areas of Huánuco, so the groundwork had to have 

been laid some time earlier than this. I am arguing here that some of this work is 

evident in the mural at Gonga, as well as elsewhere in the rock art record in the 

study area in the EIP. The data analyzed here reveals at least two aspects of the 

nature of social change during this period. First, the social substrates were being 

laid for regional developments, evident in the material culture of the subsequent 

Middle Horizon and LIP. Second, distinct ethnic groups formed in the study area 

during the EIP. 

 

 

 



	 301	

Early Intermediate Period Foundations for Middle Horizon and Late 

Intermediate Period Social Structure 

 

A review of the architectural evidence from the EIP in the highland 

subregions suggests that Isbell’s characterization of social organization in the 

Andes is accurate. Chullpa-type structures began to appear in the Alto Marañon 

beginning late in the EIP (Salcedo 2012). Onofre (2013) identified six basic types 

of architecture, labeled A1, A2, B1, B2, B3, and B4, as existing during the MH into 

the LIP. Two of these building types he associates solely with the MH (A1 and 

A2), and three were innovated in the LIP, with one straddling both periods. One 

type of structure, Type A1, is a rectangular building with double-jambed, 

trapezoidal niches (Onofre 2013:178). He identified a rare, local ceramic type 

called Calpish, also from the MH, with Type A1 structures at two different sites 

(Onofre 2013:179). Simpler forms of these face-necked jars, called Yaro, were 

found distributed throughout the region (Onofre 2013:181). Sites consist of 

agglomerated buildings of varying types, leading Onofre to the conclusion that 

the sites were occupied during both during the MH and the LIP (Onofre 2013).  

Based on his observations over a two-year visit to the region, Salcedo 

(2012) identified 15 different building types. The temporal difference was 

identified by the quality of construction, with more rough and shoddy 

construction built in the LIP (Salcedo 2012:27). Interestingly, Salcedo attributes 
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much of the variety in the archaeological record of Huánuco to differences in 

chullpa type. He identifies three types, called A1, A2, and A3, as belonging to the 

MH (which he calls Wamalli Temprano), and four from the LIP (his Wamalli 

Tardio)(Salcedo 2012:27-28). He also identifies two types that he associates with 

the Inca occupation of the region in the LH (Salcedo 2012:28). Certainly there 

exists ample evidence of chullpas in the region beginning late in the EIP, 

suggesting that the ayllu social structure was practiced in Huánuco during the 

MH and the LIP.  

Ethnohistoric records show colonial era Andeans regularly accessed the 

mummified remains of ancestors for a variety of reasons related to the 

reproduction of society (Duviols 2003; Salomon 1995). These ancestral mummies 

were actively used to reinforce colonial Andean social structure and to 

renegotiate traditional social relations after the Spanish occupied the Andes 

(Salomon 1995: 345-347). The founding ancestral couple formed the central pair 

around which relations revolved. Rights to status, land, and produce were 

gained and maintained based on the closeness to these founding ancestors 

(Salomon 1995). Each local ayllu was centered around these founders, who were 

often enshrined in burial structures, but could also be housed in caves (machays) 

or under standing stones (wank’as) (Duviols 2003). Andean people accessed their 

ancestors for rites of renewal, to bless marriages, to pray to them for rain and 
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fertility, and to bless the planting and harvest of food crops (Duviols 2003; 

Salomon 1995).  

Isbell’s explanation of ayllus and their material correlates, while 

accurately describing an Andes-wide trend, is too broad to allow an explanation 

for why some regions of the Andes, like Huánuco, did not appear to experience 

state formation, while others did. The social formation in the region that emerged 

in the EIP can be described as a kinship-based, heterarchical confederation, 

arising to hold back state-level societies likely attempting to insert themselves 

into local peoples’ lives, through some combination of overt force, political 

pressure, and ideological justification.  

Onofre (2013) first characterized the nature of the regional social structure 

as a confederation, though he described it as a confederation of chiefdoms.  

Pauketat (2007) has convincingly argued that the conceptual use of chiefdom to 

describe Native American social structures is inadequate as a descriptive tool 

and obscures the nature of social structures in the ancient Americas. He makes 

this argument in favor of conceiving of Cahokia, the enormous North American 

city composed of packed-earth mounds built in the eleventh century ACE, as a 

state-level society (Pauketat 2007). In Huánuco, the same argument can be 

applied, though I am arguing that the social formation was heterarchical rather 

than state-based. The category of chiefdom, in Service’s (1962) classification of 

societies, conceives of chiefdoms as societies of five to twenty thousand people, 
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with hereditary leadership and central accumulation and redistribution. This 

does not describe the evidence present in Huánuco, nor does it adequately 

account for larger Andean social trends. The Incas, like the Wari before them, 

were extensive states that allowed local affairs to proceed according to local rules 

and customs, provided they could meet tribute obligations to the state. While 

this does involve centralized accumulation, the logic of reciprocity that was 

fundamental to Andean social relations underwrote the practice. Furthermore, 

the evidence does not support the evolutionary framework provided by Service 

and adhered to by subsequent generations of archaeologists. In other words, 

societies are not changing inexorably toward ever-more complex hierarchy.  

There was a form of social organization in Huánuco that resisted 

increased hierarchization by attributing increased status to lineages tied to 

certain honored ancestors, while somehow limiting individuals’ power to 

accumulate. There is currently no evidence in burials or architecture that this 

status difference according to lineage translated into class formation or 

hierarchization, but there was a need for organized resistance to the 

encroachment of states forming around the Andes beginning in the EIP and the 

MH. This organized resistance was most likely led by the heads of the lineages 

whose ancestors were displayed in chullpas. 

Past researchers have argued an empire existed called the Yarowilca, 

centered in Huánuco during the MH and LIP (e.g. Espinoza 1975). Evidence 
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reviewed by archaeologists having worked in the region more recently does not 

support this contention (Onofre 2013; Salcedo 2012). Instead, a series of dispersed 

villages existed, with inhabitants loosely organized into an easily mobilized 

larger group when they needed to defend themselves (Onofre 2013). Based on 

evidence reviewed here and elsewhere, these people likely saw themselves as 

related to each other based on distant ancestral ties; ties which could be the basis 

for their organization in resistance to imperial attempts to invade.  

The foundations for what would later develop into ayllu social structure: 

honoring kin whose descendants would become the kurakas of subsequent 

generations, were laid in murals like that at Gonga Episode 3 (Figure 1.5s), 

Huancanyacu 1 Episode 5 (Figure 2.8s), and Parara Episode 3 (Figure 2.28s). 

Evidence of this practice is most apparent at Gonga. As discussed above, two 

anthropomorphs with headdresses dominate the mural, with gender attribution  

marked. The individual on the left, in A/B 7, is female. Her headdress is close to 

her head, as other EIP females in the northern Andes are depicted in ceramic 

iconography, and her labia are clear. The right figure, in B/C 8-9, is wearing a 

headdress associated with male figures in Recuay and Moche iconography. The 

circle in the region of its body where the genitals would be must therefore denote 

a male. Also, Recuay sculptures often depict male gender with either one or three 

circles (Lau 2011:199).  



	 306	

The Gonga mural can be understood as the depiction of the founding 

ancestors, as well as the wealth, in the form of the many llamas that were painted 

during this episode, they passed on to their descendants. Salomon (1995: 325) 

notes that mortuary practices in the Andes make an uncertain process—

readjusting social relations to incorporate members’ absence—more stable and 

certain. In addition, the founding ancestors were considered the source of the 

wealth and fertility of the ayllu (Salomon 1995). The painters of the Gonga mural 

advertised the founders upon which local social relations were based. The EIP 

was an uncertain time in the development of Huanuqueño societies. While the 

practice of accessing the mummified remains of important ancestors was 

established in the region’s architecture in the Middle Horizon, the practice of 

mythologizing those ancestors appears to have begun in Singa during the EIP, as 

evidenced by the Gonga mural.  

The additions made to this mural during the EIP appear to have to the 

purpose of legitimating changes in status between the founding group and other 

kin-based groups in the region. While this change in status was not as severe as 

those experienced in north and central coast societies at this time, it was 

sufficient to warrant some publicly visible statement. The markers of status, 

which rarely appeared in rock art before this time, are emphasized. Other aspects 

of the mural suggest that these two important figures are depicted amongst, or 

perhaps as a part of, other narratives.  
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Considering these points, we can now begin to interpret the mural 

incorporating some of its social relevance. The male anthropomorph in B/C 8 is 

directly above a large circular design with a camelid at its center. To his right, 

two zoomorphs face each other, the right of which appears crocodilian. A circled 

camelid is directly beneath the female figure, and just beneath and to her right is 

an apparent turtle and another zoomorph resembling a fox or a dog. Two large 

circular designs are to her right, and small camelids are dispersed throughout the 

mural. Assuming a hierarchy of scale, which has long been understood to be part 

of the canon for depiction in Andean art, the overall message imparted by this 

mural is that the two anthropomorphs are the most important functionaries in 

the mythical and/or reproductive cosmological cycles depicted (Stone-Miller 

2002).  

I am further arguing that, during the EIP, local myths were invented or re-

created with these founding ancestors at their center, serving to legitimate the 

concurrent shift in social relations happening in Huánuco (as it was elsewhere in 

the Andes). The founding ancestors did not merely provide the initial basis for 

social relations, they were also actively used to negotiate and renegotiate 

changing relations (Salomon 1995). As we shall see, the contestation and 

transformation of this founding myth was re-negotiated in future episodes of 

painting on this mural. 
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In a related vein, the disembodied heads of figures from previous periods 

are elaborated with bodies during the EIP, at Huancanyacu 1 Episode 5 and 

Parara Episode 3. At Huancanyacu 1, the IP bust of the individual with a 

headdress in D 5-6 was given a body, which in turn holds a larger disembodied 

head with dark paint along its lower face (Figure 2.8s). Similar markings were 

made on Moche portrait pots, interpreted as heads belonging to victims of 

sacrifice (Bourget 2006). The Huancanyacu figure likely represents a local hero, 

depicted as having conquered another warrior, perhaps the representative of a 

local enemy or a regional rival, and taken his head. The head was a potent 

symbol of power for Andean peoples. This might have served a similar function 

as the founding ancestors depicted at Gonga: the original subject was elaborated 

(perhaps by his/her descendants) to emphasize his/her importance as a 

founding ancestor of a kin group. The figure in D6 at Parara (Figure 2.28, 2.28s) is 

more abstract, but its head is split at the top, likely referring to the Lanzón at 

Chavín de Huantar. Perhaps this is an example of an archaism associating the 

painter/s with the EH: the subject may be an honored ancestor from that period.  

Again, these changes and elaborations may have been implemented at this 

time to justify a change in social relations from previous periods.  
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Interlude: The Circular Motif 

 

 Building upon the argument I began during the previous section, I would 

like to suggest an interpretation of the circular motif, which played a prominent 

role in the mural at Gonga during the EIP and continued to appear into the LIP. I 

have argued that 1) the EIP Gonga anthropomorphs were the founding ancestors 

of a local ayllu, 2) they were painted as the most important elements on the 

panel, 3) the surrounding elements suggest a mythic story or series of stories was 

retold to include them, or was perhaps made to revolve around them, and 4) this 

was done to legitimate changing social practices at this time. I would like to 

suggest that the circular motif was introduced during the EIP as a symbol of the 

new social arrangement beginning to take hold at this time: the ayllu. 

 The flexibility of the ayllu structure, wherein the rights to resources were 

organized along kinship lines, allowed application at the smallest scale around a 

portion of a village, and at the largest at the level of the state. One of the most 

well-known material representations of this type of social organization is the 

ceque system of Cuzco, the imperial city of the Inca empire. A ceque is a distinct 

radial line or pathway, of which there were 41 in Cuzco, emanating from a 

central point, the Coricancha (Bauer 1998; Zuidema 1964). Along these pathways 

was a series of 328 wak’as (Quechua: persons, things, or places with potent 

agency), connected to social groups entrusted with their care and obligated to 
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make regular offerings (Bauer 1998). The ceque system was a spatial 

representation of the Inca empire’s system of social organization and the groups 

that composed it (Bauer 1998; Zuidema 1964).   

 While the Inca ceque system is the most well-known representation of an 

ayllu-based system, the ayllu itself was flexible: it could be applied at multiple 

scales and be comprised of any number of segments. This flexibility was part of 

its utility, allowing societies of different scales to interface with each other. I 

would also argue that the heterarchical nature of the ayllu-based system allowed 

variously hierearchical societies to be integrated into a single unit such as the 

Inca state. It allowed state-level societies like the Chimu to be incorporated 

alongside non class-based societies, like the ethnic groups that made up the 

Huánuco region. The Incas exploited this flexibility when they conquered other 

groups; it facilitated interfacing with a society, to extract resources and labor, 

while neatly incorporating the existent social structure.  

 The repeating circular motif at Gonga (Figure 1.5s) is radially organized, 

into varying numbers of segments, and without necessarily being divided all the 

way to the center. The circles tend to contain a central dot or circle, and a 

peripheral, segmented ring. Considering that the anthropomorphs are argued to 

represent founding ancestors, and (along with their mummies) are introducing 

and justifying an organizational idea, I suggest that these circles are symbols of 

this new system of social organization.  
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 These symbols could have simultaneously represented the structure of 

society and the idealized relationship of the people to their landscape, as does 

the ceque system of Cuzco. In D8, for instance, the design contains a zoomorph, 

likely a camelid, and most sections of the circle contain dots. This symbolism 

could reflect socio-cosmological organization. Social groups of varying numbers 

of families occupied certain segments of mountains, or apus (Quechua: mountain, 

understood to have agency), and had access to certain proportions of herds 

and/or the distribution of water. Perhaps the circle represents the mountain on 

which the people were found: a two-dimensional representation of a three-

dimensional landscape, with the central circle as the peak (possibly associated 

with the kuraka or another leader tied directly to the founding ancestors), and 

with the outer segments organizing and enumerating the groups who occupied 

the mountainside.  

 It is also possible that the circular motif is derived from similar geometric 

motifs abundant in the Amazon: circles within circles, and geometrically divided 

and connected circles. This argument is difficult to make because of the ubiquity 

of circles in rock art in general, but should nonetheless be noted. At least twelve 

circles, some with circles within and some with lines, are on Huanacaure 

boulder, for example (Figure 4.13). At Alto Chavini, one of four evident circular 

designs is similar to the motif at Gonga (Figure 5.13): an exterior circle divided 

into sections. The center is composed of a cross, rather than an interior circle, but 
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the similarity is striking. If the artist/s of Gonga Episode 3 are drawing their 

inspiration from the Amazon, my hypothesis about Andean-Amazonian 

interrelationships is supported, and a more lasting influence than already argued 

is suggested. 

 I would further suggest that most representations of the circular motif at 

Gonga do not appear to assign stratified divisions. This supports the proposed  

existence of a heterarchical social organization in the region during the MH and 

LIP. As there does not appear to be an upper class per se, but likely kin groups 

around whom society was organized, perhaps the direct line of descendants of 

the ‘honored ancestors’ was afforded some differences in lifestyle, status, and/or 

ability to draw resources from the commons, as occurred elsewhere in the Andes. 

In return, these direct descendants would serve as the organizing unit of the 

larger group, through which other groups were interconnected, perhaps serving 

as the central hub during times of need, such as war. Whereas in Inca Cuzco 

there were social classes, with status dictating who could draw more or less 

resources from the commons, all social groups in Huánuco may have been 

considered relatively equal.  

 Whatever future archaeological researchers determine to be the nature of 

social organization of the region, the interpretation of the circular motif as a 

representation of that system has precedent in material representations other 

than the ceque example. Individual Andean groups are known to have 
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considered themselves related to particular aspects of the landscape, making 

explicit these connections in their modifications of its features. The rock 

outcropping at Kenko Grande (Figure 5.14), contoured landscape features at 

Pisaq and Macchu Picchu, and the Intiwatana at Saywite (Figure 5.15) utilize 

landscapes in a manner that suggests importance and potency simultaneously 

with relevance as social entities and the source of water and resources (Dean 

2010). The above four examples are Inca, but this was not solely an Inca practice. 

During a visit to Huaca de la Luna, I observed that the outline of the natural 

stone that occupies the corner of Plaza 3A, at whose feet more than 70 

individuals were found sacrificed, resembles the outline of Cerro Blanco, the 

mountain upon which the temple was built. This appears to serve the same 

function as Inca mirror stones like the one at Machu Picchu, where the distant 

peak could receive offerings without the attendant having to make the journey. 

Other examples of anthropogenic landscapes include the multitude of wank’as, 

which were stones understood to be the petrified remains of the ‘owners’ of 

places, and landscape wak’as like caves and springs that were spread throughout 

the Andes in antiquity (Dean 2010).  

These examples are part of a larger Andean practice: recognizing the 

landscape and features within it as playing an active role in the creation and 

recreation of Andean societies. Rather than simply being the backdrop for social 

events and the source of resources, Andean peoples tended to conceive of their 
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landscape (and still do) as alive and actively participating in the lives of the 

people. Apus were not only understood as the sacred location of villages, herds, 

and crops, but were people in their own right, with genders, personalities, and 

histories (Sikkink and Choque 1999). The painters of the Gonga mural, if we 

understand one of its functions to have been the legitimation of social relations, 

would have understood the landscape as the source of resources as well as an 

active participant in forming and re-forming social relations, and incorporated it 

into their justification. First, they utilized the mountain by placing the mural just 

beneath its peak, in a highly visible and auspicious location. I am further 

suggesting that the second way they incorporated landscape, in order to 

represent and reify their new social structure, was by framing their ideas in a 

symbol of the mountain: the circular motif. 

  

 

Middle Horizon and Late Intermediate Period Social Change Represented at 

Gonga 

 

 The changes evident in the art at Gonga provide a rare window into the 

negotiations and re-negotiations of social relations in Huánuco during the MH 

and LIP. During the Middle Horizon, represented by Episode 4 at Gonga, the 

painting established during the EIP, represented by Episode 3, was left intact and 
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added to in a few significant ways (Figures 1.6, 1.6s). One of the ways that artists 

could incorporate or build upon past myths was to paint over portions of earlier 

pictograms. This was seen frequently throughout the sample analyzed here: 

some earlier examples can be seen at Huancanyacu, Parara, and at Quilcay 6 and 

7. At Gonga, two new figures were painted directly over the right foot of each of 

the two Episode 3 anthropomorphs.  

The first of these is an oddly shaped, not quite circular design in B/C 7-8. 

The artist has indented the top left corner to accommodate the placement of the 

foot, thereby assuring that the anthropomorph can be seen almost in its entirety. 

This is significant: overlays often obliterate or scratch out earlier artwork 

entirely. At Huaca de la Luna at Plaza 1, a central anthropomorph has been 

expunged from a mural through defacement. Such an action is interpreted to 

signify the subject (or her/his descendants) fell into disfavor, or was perhaps 

defeated, or can be also be interpreted as a sign of resistance (Joyce et al. 2001; 

Swenson 2006). The overlay at Gonga, and elsewhere in the rock art examined 

here, must have had a different intention.  

As in the circular figure in D8, the lines that divide the bottom right 

portion of the B/C 7-8 figure resemble a camelid. Unlike the other circular 

figures, however, there is no central circle, but rather small interior loops in the 

design of the interior camelid. Lines also extend from the bottom of the figure to 

incorporate an earlier, crocodile-like zoomorph in C8. The new figure painted 
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over the foot of the B/C 8-9 anthropomorph is a geometric composition of 

straight and curving lines, whose shape is perhaps an abstract anthropomorph or 

zoomorph, though its identification remains uncertain. The bottom lines of this 

figure also extend to overlie the large Episode 3 circular design in D8.  

The placement of each new figure is significant: each has been carefully 

painted over the tip of the right foot. The intention appears to be to associate the 

meaning of the new figures with these significant earlier figures, which I have 

argued represent the ancestral founders of a prominent local lineage. I have 

further argued that the circular motif might be understood as a symbolic 

representation of local social groups and the lands and herds that they are 

connected to and/or have rights to use and inherit. The circular figure from the 

MH, like the largest example from the EIP, has a camelid at its center. It 

simultaneously incorporates a smaller zoomorph below that I have suggested 

represents a player in a mythic tale. If I am correct about the circular motif, 

perhaps the MH figure is an attempt to more explicitly or directly connect the 

descendants of the female figure in A/B 7 with the rights to lands and herds.  

The only anthropomorph added to Gonga during the subsequent Episode 

5, painted in the LIP, is female and placed next to three new circular designs 

(Figures 1.7, 1.7s). The genitals of the Episode 3 male figure were also painted 

over, as if to eliminate or belittle them. Some form of re-negotiation of social 

relations is evident here, giving the female subject’s descendants more power. 
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This negotiation, or perhaps struggle for control, played out over the MH and 

lasted into the LIP. First, a circular design with a camelid was added, explicitly 

connecting the female with lands and herds. Later, the male’s genitals were 

smeared and another female anthropomorph was added, associated with three 

circular designs.  

The smear of paint over the male’s genitals might be seen as a de-

emphasis of his and his descendants’ power. There is a long history of bilateral 

inheritance in the Andes, which means women inherit lands from their mother’s 

line and men inherit property from their father’s. The genital alteration could 

have been an attempt to re-negotiate inheritance rights, or perhaps represent an 

agreed upon re-negotiation, shifting rights to the female’s descendants.  

The addition of the new paintings in Episodes 4 and 5 to this particular 

mural is socially significant and relates specific people to the land via the rock 

face. The larger argument here is: the mural, and by extension rock art in general, 

was used to express and even actively renegotiate changing social relations in the 

region. This trend continued into the subsequent Late Horizon, when the Incas 

conquered Huánuco in the 15th century, to be discussed in a later section.  

Finally, the practice of partially painting over earlier art, in an effort to 

associate present people or groups with earlier figures, is not unique to Gonga. 

This custom can be seen at both Huancanyacu and Parara, where later designs 

were built around early figures, elaborating and associating them with symbolic 
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actions, like the severing of heads. While little is known about the depicted 

storylines, we can surmise that they all play a similar role: to reify particular 

myths and the central players in them—players argued to be the honored 

ancestors of local groups—thus legitimizing their claim to land and power.  

 

 

Middle Horizon Disjuncture With Larger Andean Trends 

 

 Outside of Gonga, there are few examples of Middle Horizon rock art in 

the region. As discussed in the previous chapter, the stylistic trend in the MH is 

darker in color and much rougher than previous periods, also tending toward 

abstraction and line work over naturalism. I also argued that the lack of skilled 

painters during this period has some likely social ramifications. Two related 

trends offer further evidence: the iconographic disjuncture between the EIP and 

the MH and the implications of the lack of Wari material cultural influence in the 

study area.  

Until the MH, styles appear to build from the previous periods, but the 

disjuncture between the EIP and the MH styles is severe, and only links through 

color, which continues a darkening trend, and stratigraphy. Episode 4 follows 

Episode 3 stratigraphically, but Episode 3 is part of a larger style, arguably one of 

the most sophisticated and skilled in rock art up to that point. Only Singa 
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Transitional may demonstrate more skill in execution than the EIP style, which is 

characterized by skilled line work and well-rendered naturalistic 

anthropomorphic and zoomorphic motifs. That this creative explosion was 

followed by a period of roughness, inconsistency, and far less skill, must have 

social significance, with the disjuncture in styles representing a concomitant 

disjuncture of social form. 

The Middle Horizon has been characterized as a period of political 

centralization and the widespread proliferation of architecture and other 

material culture associated with the Wari and Tiwanaku states (Isbell 2008). The 

spread of Wari-related material culture to sites like Marcohuamachuco and 

Viracochapampa in the northern Andes has tended to encourage the idea of the 

expansive Wari state penetrating into the entirety of the Peruvian Andes. Maps 

of Wari influence ubiquitously include Huánuco within the imperial sphere of 

influence (see Moseley 2001 or Isbell 2008). However, as has been discussed 

elsewhere, no evidence of the influence of any MH state has been found in 

Huánuco. Wari influence was either actively resisted or never sought in the 

study area.  

Understood together, these two lines of evidence—the disjuncture of local 

styles with larger Andean trends and the lack of Wari influence in Huánuco— 

suggest that Huánuco in the MH saw a rejection of larger Andean social trends 

toward increasing hierarchy. The new, ayllu-based social structure, discussed 
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previously, was emergent throughout the Andes during the MH (Isbell 1997; 

2008). However, the same social practice that was used to legitimate increasing 

hierarchization elsewhere in the Andes—the establishment of honored ancestors 

as the founders of high-status lineages—appears to have been used to resist 

profound class formation in Huánuco. The high-status lineages established 

through the mythologization of ‘beautiful grandparents’ in the study area may 

have served as the fulcrums of organized resistance to imperial encroachment.  

Onofre (2013:174) argues that local ethnic leaders in Huánuco could 

mobilize armies when the need arose. These were the kurakas of the Guanucos 

and other regional ethnic groups, receiving special privileges in exchange for 

service as war leaders, administrators of justice, and for assuring of the well 

being of their fellow group members (Mayer 2002:50). The benefits they enjoyed 

were couched in terms of reciprocity and could include: farming, herding, 

weaving, and specialized craft production (Mayer 2002:50). In other words, in 

exchange for their time and effort maintaining the needs of the group as a whole, 

a kuraka did not have to engage in the same day-to-day labor as her/his fellows. 

This is technically a separate socioeconomic status, and has certainly been 

attributed the classification of a separate class by some researchers (e.g. D’Altroy 

2002). However, the class formed by kurakas would have been exceedingly 

small, numbering only the kuraka and her/his immediate family, or one 

household per ethnic group. In addition, we have thus far encountered no 
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evidence that they enjoyed anything we would consider exceptional wealth—in 

burials, architecture, or any other form of material culture. Thus, while some 

level of social differentiation may have been in play, there was nothing on the 

level of class formation that leads to state formation.  

This suggests that rather than responding to the pressures of state 

formation from without the region with internal class formation and increasing 

hierarchy, the local people relied on indigenous traditions of heterarchical social 

formations. Crumley (1987:156) has proposed that we employ the neurological 

concept of heterarchy to describe the dynamic relationship between structure 

and process in order to better understand social change (McCulloch 1945). Social 

heterarchy functions as a flexible patterning of social elements that allow them to 

either be unranked or ranked differently to serve different needs (Crumley 

1995:3). This concept more productively describes the social formation/s evident 

in the archaeological record in Huánuco during the MH and the LIP, formations 

that I am arguing began to be formed during the EIP.  

Local structures arose in resistance to state formation. Huánuco was not 

incorporated into the Wari state, and does not show any material cultural 

influences from the state, while areas to the north and west did. Furthermore, the 

lack of material cultural evidence for social differentiation suggests that there 

was some social mechanism in place to prevent the accumulation of wealth and 

power by kurakas in Huánuco prior to the time of Inca conquest. Future studies 
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might investigate the possibility of material correlates that such social 

institutions would have left behind, but such work is beyond the scope of this 

dissertation.  

 

 

Late Intermediate Period Social Change 

 

Aside from the eloquent expressions made in rock art at Gonga during 

Episode 5, there are three trends evident in the rock art of the LIP: 1) a dramatic 

expansion in the number of panels painted, 2) an increase in skill suggesting an 

emerging canon of depiction and a skilled group of painters, and 3) panel 

placement and figure sizing suggesting an intent toward conspicuousness and 

high visibility. In conjunction with the continuing absence of evidence for social 

differentiation in the region, these trends support the thesis that the 

transformation to a heterarchical confederation of ethnic groups, established 

during previous eras, led to the prosperity of these same groups during the LIP.  

 First, 21 panels in this sample were painted during the LIP, compared to 

Five during the previous period. Over these four centuries, more than four times 

the number of painting episodes occurred than during the previous four 

centuries (years are according to the 2008 version of the Handbook of South 

American Archaeology, assuming that Topa Inca invaded Huánuco in roughly 
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1450 ACE). This is close to the ratio of Early Wamalli to Late Wamalli structures, 

corresponding roughly to MH and LIP structures respectively, at approximately 

five to one (Salcedo 2012). So, as the population of Huánuco grew dramatically 

during this period, the number of paintings grew along with it.  

 Second, paintings were more stylistically consistent and carefully 

rendered than during the previous period. The line work was cleaner, the paint 

more consistent, and the skill with which panels were painted was considerably 

greater. Abstraction and simplicity were hallmarks, with simple designs 

composed of curving lines predominating. The facial features of 

anthropomorphs continued to be de-emphasized, and status markers continued 

to appear. All of this suggests a movement toward a simple style that could be 

used commonly across a wide area, one based upon earlier traditions of 

depiction but serving to express a newly unified social identity.  

 Finally, five of the paintings from this period were painted in places that 

were prominently visible on the landscape. Of these, the largest and most 

conspicuous is the enormous Wamalli 2 panel (Figure 2.36), placed on a rock wall 

beside a path leading to the peak of Mt. Illimani, as well as to Wamalli 1 and 

Wamalli Ucru. The panel features a single figure, with a headdress composed of 

five rays or lines, perhaps meant to represent feathers. A semicircular shape on 

the upper back might represent a bedroll, pack, or shield. The back leg is up and 
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the front deeply bent. Half of the figure is eroded, but enhancement shows that 

the front of the figure was originally enclosed in a semicircular line.  

There are two possible interpretations of this figure: a soldier or war 

leader in motion with a shield on its back, or the bundled remains of an honored 

ancestor. I favor the latter interpretation for two reasons. First, previous 

paintings, when depicting violence, do so with either a weapon or a severed 

head, and neither appears here. Second, as has been amply demonstrated in this 

dissertation, there is precedent for the depiction of honored ancestors in the rock 

art of Huánuco. Furthermore, ethnohistoric research shows that traditional 

Andean beliefs conceive of the dead as metaphorical seeds who travel into the 

mountain and/or the sky, in a continuum of moisture to desiccation, over the 

course of life and death (Gose 1993). In other words, traditional Andean beliefs 

conceive of the dead as engaged in a journey into a realm outside of ordinary 

reality, and away from access to water (Gose 1993). Thus, in addition to serving 

as the source of an ayllu’s connection to land and herds, the honored ancestor 

was able to provide the living with water. The mummy bundle, which on special 

occasions was wrapped and re-wrapped, publicly paraded, and presented with 

offerings, was symbolically connected to a seed within the earth, through the 

Quechua name, mallqui—a word that also means seed (Duviols 2003; Gose 

1993:494). 
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The subject of the Wamalli 2 painting might represent this symbolic 

connection: the line that encases the front portion of the figure might represent 

the wrappings of the mummy bundle, also metaphorically connected to the seed 

casing. The semicircular shape might represent the offerings that accompanied 

such burials, meant to increase the likelihood that the ‘seed’ would bear the 

‘fruit’ of responding to the needs of the living for water (Gose 1993). In the 

idolatrias of Cajatambo, the thirst of the dead is referred to multiple times (Gose 

1993:494), and this thirst was quenched with an offering of chicha, or corn beer. 

The idolatrias also refer to times of drought as being one of the occasions for the 

removal, public display, and propitiation of the dead through offerings (e.g. 

Duviols 2003:376). The dead were seen as connecting the living with much 

needed water, and the reciprocal relations between the living and the dead 

required the offering of beer in return for the delivery of water through rain. I 

suggest that the Wamalli 2 painting represents an honored ancestor connected to, 

and perhaps once interred within, the mountain on which it was painted.  

Whomever the painting represented, its placement near the peak on a 

main path has another implication. The figure served as a public symbol of unity 

through a shared identity. The conspicuous location and size of this figure can 

only mean that its painter intended the work to be viewed by everyone who 

climbed the mountain. The contemporaries of the painter and their descendants 

would have known the subject, as well as any attached myths and legends. The 
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placement of the figure onto the side of the mountain, near the peak would have 

been symbolically loaded, simultaneously signifying the connection between the 

subject and the mountain, the lands and herds it hosted, the subject’s 

descendants, and the mythical or historical territory endowed to them through 

this connection.  

Wamalli 2 was not the only LIP painting that served to advertise local 

identity and connection to territory. Though smaller than Wamalli 2, Quilcay 1 

and Quilcay 3 were placed at prominent locations, near the entrance to the path 

leading to the the rest of the Quilcay panels. Quilcay 1 (Figure 1.11) appears to 

depict a human face looking upward. This face, unlike others painted throughout 

the sample, is marked by complex lines dividing it into portions. It appears to be 

sleeping and looking toward the horizon, and I suggest that this might be both 

an anthropomorphization the mountain and the representation of an ancestor 

connected to it. Mountains are frequently treated as persons in the Andes, 

complete with genders, personalities and particular preferences, as they were 

during the time of Spanish colonization, and possibly before (Salomon and 

Urioste 1991; Sikkink and Choque 1999). Stories about mountains refer to them as 

individuals with agency, who get married, have disagreements, and produce 

resources in order to feed themselves and their ‘children’, the local communities 

of humans who inhabit them (Sikknink and Choque 1999). One local mountain in 

Huánuco was frequently referred to by a local guide as ‘La Bella Durmiente’ or 
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the sleeping lady, a reference to the similarity between the shape of the mountain 

and the profile of a woman sleeping on her side. All of this supports the 

interpretation of the painting in Quilcay 1 as an anthropomorphic representation 

of the mountain upon which it is painted. 

Quilcay 3 (Figure 1.13) also depicts an abstracted anthropomorph, here 

bearing a large circular shape in the right hand, while the left is upraised. The 

figure might be interpreted as engaged in battle, bearing a shield and upraised 

weapon, or s/he might be playing a drum. Again, I prefer the latter 

interpretation to the former. The ledge of Quilcay, bearing 5 paintings, would 

have been considered a wak’a, and so would have been a source of supernatural 

power. As such, local religious specialists would have attended to it, leaving 

offerings and conducting ceremonies at appropriate moments. Ethnohistoric 

accounts of such ceremonies frequently refer to musical accompaniment, 

especially drums and/or tambourines (e.g. Duviols 2003:301; 376). Local people 

would come to sacred places in the landscape, where ancestors were often 

interred, to dance, sing, and make offerings (Duviols 2003). It seems likely, then, 

that Quilcay 3 commemorates a particular ceremony, officiant, or advertises 

Quilcay as a place where such ceremonies are held. Those who conducted the 

ceremonies were the heads of lineages, powerful men and women who held 

prestige and honor in the community (Duviols 2003). Based on what we know 

about the nature of prestige in pre-Columbian Peru, this would have come from 
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their connection to important ancestors, such as those buried in chullpas, and 

also interred within caves and under wank’as (Duviols 2003; Salomon 1995).  

Quilcay 1 and 3 both serve to mark Quilcay as a wak’a, and wak’as were 

associated with ayllus. While the painting at Quilcay 3 may advertise a specific 

person, it need not do so in order to serve as an advertisement of a particular 

group with the place. It would have been understood that such places were 

associated with definite groups and that they were to be respected and/or 

avoided by outsiders. Such a place would simultaneously increase the prestige of 

the group associated with it and serve to instantiate the rights of access to land 

and resources of the ayllu. Paintings like Gonga and those at Quilcay, along with 

Wamalli 2 and others, can be understood as serving a purpose similar to that of 

deeds and treaties Western societies. They connect a particular group of people 

to a particular place, mark it as belonging to them, and award to them the 

attached herds and lands, all by virtue of their connection to ancestors and the 

accompanying mythohistorical events.  

 Finally, a general interpretation can be made of social trends during the 

LIP in Huánuco based upon these three lines of evidence: the increase in 

paintings, the formation of a coherent style, and the placement of paintings in 

prominent places to advertise the connection between groups and/or 

representatives with wak’as and/or landscape formations. The social formation 

instantiated through the establishment of ayllus during the EIP, and tested by 
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pressure from without the region during the MH, bore fruit during the LIP. 

Population appears to have increased dramatically, based on both the rock art 

and evidence of settlement studies (Salcedo 2012; Onofre 2013). Rather than 

basing their social models on those outside the region, this population had its 

own form of local governance, one which was heterarchically organized. While 

they created no enormous architectural works, these people formed a coherent 

artistic style that is evident in their rock art. There does not appear to have been a 

group of artistic specialists, as there was during the EH and EIP, but rather a 

subpopulation familiar with the techniques and clean, consistent styles of the 

region during this time. Paintings often advertised the landscape as the source of 

local power, and as the connection of local ayllus to that landscape.  

 

INCA AND COLONIAL CONQUESTS 

 

The Legitimization of Inca Rule Through Rock Art During the Late Horizon 

 

 Mayer (2002:53), based on his understanding of the work of his mentor 

John Murra, has described the impact of Inca colonization on provincial peoples 

in the following way: “The economy of the Inca state…relied on leaving “intact” 

the capacity of local people to provide for themselves, while extracting surpluses 

from the farming population through increased work output.”  The scarcity of 

material cultural evidence for Inca presence during the Late Horizon in the 
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Huanuco region, outside the center of Huanuco Viejo or the Qapaq ñan, directly 

supports this statement. An examination of the rock art evidence supports the 

conclusion that Inca colonization did, however, drastically alter local social 

practices. Two main lines of evidence can be used to support this contention, and 

one minor one. First, the dearth of rock art from this period suggests that either 

local people were prohibited from publicly practicing their local religion/s or 

that their efforts to fulfill Inca demands required so much of their time that they 

had none left for rock art production. Second, the disjuncture between the styles 

of previous periods and that of the Late Horizon, combined with the similarities 

between local rock art and that produced around Cusco during this period, 

suggest that rock art painting was the purview of the colonial powers rather than 

local ones, or perhaps local specialists were trained by the Incas. The third line of 

evidence, the predominance of camelids and absence of geometric motifs during 

the LH, might be understood as reflecting the role of the region in state 

economics and the loss of previous traditional practices relating to rock art. 

 It was noted in the previous chapter that this period features the fewest 

painting episodes of any period in the sample. I should further note that this 

could be a sampling error. In other words, it may be that during the LH, new 

locations were chosen to receive rock art and those locations are not included in 

the sample investigated here. This, however, does not seem likely to me. 

Coaquira (2008), a secondary school teacher who lives in Singa, has thoroughly 
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documented all of the rock art near Singa. Of the many sites he recorded that I 

was unable to visit, a few do have images appearing to match the style of the LH 

and present two things worth noting. First, all figures appear to be camelids. 

Second, the yellow ochre color that appears in Quilcay 8 is underrepresented in 

my sample: two panels recorded by Coaquira were comprised of camelids 

matching the LH style and painted entirely in yellow (Coaquira 2008:Figs. 85; 

116). The vast majority of sites documented by Coaquira, however, and not 

documented here, do not include examples that appear to have been painted in 

the LH. In other words, the trend holds: the LH saw far fewer new paintings than 

any previous period.  

 This absence is significant. The region continued to be inhabited during 

the Inca occupation, but the flourishing of iconography seen during the previous 

period appears to have ceased after the Incas conquered. Two possible reasons 

for this are: 1) local people were actively prohibited from creating new paintings, 

or 2) they were too busy creating the new surplus that Inca rule demanded. 

Spanish colonial documents support the interpretation that local people 

continued to revere local wak’as and to make offerings to their ancestors well 

into the Colonial Period (Duviols 2003). Unlike previous periods, however, they 

made few paintings and their subjects were almost entirely livestock.  

Paintings around Cusco from this period had three major subjects: 

humans dressed in elaborate garb, solar/celestial phenomena, and camelids 
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(Hostnig 2007). Non-camelid paintings from the region during the LH only exist 

at Gonga and Quilcay 8. The example from Quilcay includes an anthropomorph 

whose foot connects to a yellow ochre oval. Perhaps this oval denotes a star or 

celestial formation.  

The example from Gonga can be considered noteworthy because of the 

exceptional nature of the panel. I have argued previously that the Gonga mural 

served to legitimate the position of a local family by retelling a myth centered 

around a pair of honored ancestors. During Episode 7, an anthropomorph was 

added connecting to an Episode 3 circular figure, and whose legs are painted 

over an Episode 3 camelid (Figure 1.9, 1.9s). I argued in the previous chapter that 

the figure’s headdress connects it to the Incas. Inca conquest meant not only that 

local households owed labor to the state, but also that a portion of local lands 

and herds were claimed for the state and its official church and dedicated to Inti, 

the Inca sun god. Gonga’s placement suggests it was intended to legitimize Inca 

claims to local lands and herds on behalf of the state. In addition, the circle in B6 

was drawn around an earlier figure resembling the upper torso of the 

anthropomorph added in Episode 7. I suspect that this was placed as a way to 

underwrite the legitimacy of the Inca claim, based on its connection to a previous 

iteration of the mural. In other words, the painter/s of Episode 7 are placing the 

circle as a way of saying, “We were a part of this origin myth and the proof is 
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right here. We were there at the beginning.” This would have added additional 

legitimacy to Inca claims in the region.  

Finally, as I noted in the previous chapter, there are similarities between 

local rock art and that painted around Cusco during the same period. There is 

also a disjuncture between the progression of styles leading up to the LIP and 

that seen in the LH. This suggests that, while local economic practices were left 

intact by Inca occupation, local religious and/or symbolic practices were not. 

When we add this disjuncture to the scarcity of painting and the limited 

repertoire of motifs as compared to previous periods, we can conclude that there 

was some stricture on overt symbolic practices during the time the region was 

occupied by the Incas.  

This is a significant finding, and one that deserves to be more deeply 

examined than it is possible to undertake here. It means that the liberal policy 

toward honoring local practices, often attributed to the Inca state, did not 

necessarily apply to local belief systems. In fact, when we consider that 

Pachakuti’s reorganization of Inca cosmology to favor the sun god Inti over the 

creator god Wiracocha and other deities, we can see that his religious reforms 

had implications beyond Cusco. Pachacuti created an Imperial cosmology that 

put Inti at the top of the hierarchy of divinities and incorporated other local 

deities into one comprehensive imperial cosmology (Patterson 1991:84). 

Patterson (1991:84-85) has argued that this reform served simultaneously to 
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rationalize the restructuring of Inca social relations and incorporate local origin 

myths while diminishing the importance of the ambiguities created by having 

multiple myths connected to multiple places.  

This appears to have been an enforceable aspect of the regime of changes 

the Incas brought to territories through conquest. Rather than denying local 

origin myths, the Incas asserted the dominance of the imperial sun god while 

acknowledging the existence of local variants. This assertion is evident in the 

Gonga mural. Furthermore, the lack of rock art during the LH suggests that local 

Inca officials were watchful over local, especially public, religious observations,. 

It is possible that when the Spanish arrived, the local people of Huánuco were 

already accustomed to practicing their beliefs in secret, away from the watchful 

eyes of state officials. 

 

Rock Art After Spanish Conquest 

 

Following their defeat of Atahuallpa at Cajamarca in 1532, the Spanish 

relied on the aid of local Andean allies to consolidate their rule of western South 

America. On the one hand, they used the Inca tactic of administering their new 

colony using the same institutions of extraction, whereby local kurakas were 

used as intermediaries between the state and local populations, to enforce tribute 

at the local level. On the other hand, the initial economy created by the Spanish 

revolved around the plundering of resources from Andean people and their 
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lands (Spalding 1984:115). Added to this was the new practice of granting 

encomiendas, which authorized local Spanish lords to utilize the labor of Andean 

people on allotted lands.  

These encomiendas, while they used traditional institutional principles 

and practices to extract tribute, profoundly transformed the lives of local 

peoples: their aim was to create profits for Spaniards who did not value local 

traditional principles or institutions (Mayer 2002:76). In addition, there was 

resistance and rebellion throughout the Andes, including in Huánuco, for more 

than a century following the initial defeat of Atahualpa by Pizarro and his allies. 

One of these rebellions was partially fought in Huanuco Viejo, burned during a 

battle between Illathupa, a local Andean warlord, and Spanish forces (Barnes 

2015:88). The rapid shifting of social relations created new opportunities for some 

Andean people, but caused upheaval, intolerable workloads, and increasing 

alienation for many (Patterson 1991:136-151; Mayer 2002:75-101).   

Much of the Andean art discussed in academic literature from the 

Colonial and subsequent eras was created for the upper class of both Spanish 

and Andean descent. In addition to the continuation of the production of 

sumptuous textiles and silver work, Andean people were now exposed to and 

began to practice the European tradition of portraiture. Because the objects made 

for the aristocracy are the most likely to survive, and perhaps because art 

historians and archaeologists tend to focus on the most elaborate works of art, 
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these are the objects that have been written about in great detail. Little is 

currently understood about how local peoples not engaged in the creation of art 

for the upper class perceived and understood the changes their societies were 

undergoing.  

 Cummins (1998:111) notes that “The possession of objects of antiquity is 

one of the Andean means of providing continuity with the past in the present, for 

such objects were…the records of history and memory before the arrival of the 

Spaniards.” We have seen in this dissertation that rock art was one of the most 

highly regarded and publicly consumed forms of transmitting history and 

memory in pre-colonial Huánuco. Future work might explore how the practice of 

viewing and creating rock art changed after the Spanish began to disrupt 

traditional Andean social institutions. 

 The few works analyzed here can shed only some light in the many dark 

corners of our current understanding of the production of rock art in the post-

conquest Andes. A primary observation we can make about post-conquest rock 

art is its inconsistency: styles appear and disappear without their influence 

carrying over into subsequent periods. Previous periods show established 

conventions for painting on rocks in Huánuco, and this pattern undoubtedly 

extends to other areas of the Andes. Such conventions require widespread 

knowledge of works from outside the artists’ region, which suggests the artists 

were traveling to and viewing rock art in other areas, as well as being familiar 
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with local panels. However, artists do not appear to have traveled interregionally 

following the conquest. Rather, the collection of styles suggest that artists created 

single paintings, and sometimes groups of paintings such as at Ahuila Gencha 

Machay, but did not view each others’ works. The painters were atomized, 

which may have been due to the restrictions on traveling and increase of 

workload that life under the imposed hacienda system imposed. Also, the 

Toledan ‘reforms’ of the 1570s resettled people, so that they could be 

conveniently supervised by government and church officials, undoubtedly with 

a devastating impact on access and ability to practice their painting tradition.  

Indeed, the result of these changes has been widespread disinterest in 

local traditions, if my experiences in the field are any indication. I visited many 

of the local towns of Huánuco, asking if anyone knew where rock art was located 

and if they would be willing to guide me there. Those who were familiar with 

the locations and content of rock art panels were exceedingly few in number. Of 

those who did know of them, most were only familiar with the panels on their 

own land. In addition, much of the graffiti that was created near the city of 

Huánuco was made by local college students and graduates who added their 

titles and degrees to their names: it appears modernization and education has not 

fostered an appreciation for local traditions.  

One of the more notable works from this period is the portrait painted in 

B/C 1 at Campana Machay 2 during Episode 4 (Figure 1.52). As discussed in 
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Chapter Four, this is likely a portrait of a Franciscan or Dominican priest or 

monk, or perhaps a Christian saint. That this man was memorialized in this way 

on a mountain in the Andes is significant. For one thing, it demonstrates that 

local people syncretized Christianity in ways that were meaningful to their lives. 

This man must have been important to the people of Singa. One cannot help but 

think that if this church official knew he was being represented in the same way 

that the heathen ancestors of local people were, he might not have approved. For 

the artist, though, it tied this man to the mountain, to the people who inhabited 

it, and to their ancestors.  

 The painting at Campana Machay 2 also demonstrates that local people 

were familiar with the art of their conquerors and could emulate it. While this 

painting is contemporary with artists like el Greco, the Campana Machay artist 

did not have the expensive schooling in techniques, or the canvas and brushes 

that the former did. Again, the painter honored the subject in this style of 

representation, which might hold its own significance for the subject, but the 

canvas the artist chose to paint on was a rock wall in a shelter that s/he likely 

considered sacred. While s/he could not likely afford the expensive materials of 

the European-style painters, s/he could have chosen to paint on an adobe wall in 

her/his own village, for example. The choice s/he made honors both the 

Christian subject and the artist’s own traditions.  



	 339	

 Like the painting at Campana Machay, those at Quilcay 5 (discussed in 

this dissertation) and Ahuila Gencha Machay (Coaquira 2008:Figs. 57, 58, 67) 

represent Christian themes. Much of what was said about the painting at 

Campana Machay 2 might also be said of these paintings, but, though they 

feature the same watered down red paint, they share a style different than 

Campana Machay. The Quilcay and Ahuila Gencha Machay paintings present 

some of the more iconic themes of the Catholic religion: angels, the Virgin Mary, 

a niche containing a saint or apostle, and a cross. The placement on the landscape 

of these Catholic symbols of reverence and power suggest that local people were 

trying to contextualize them in a way that was meaningful. To Andean people, 

even ones  embracing Christian symbols, the people are a part of the landscape 

(Sikkink and Choque 1999). It stands to reason that their new foci of adoration—

the saints, the Virgin Mary, and the crucifix—were also incorporated into the 

body of the mountain. They painted them onto the mountain, as they had been 

practicing for millennia.  

 Cummins (1998:140) claimed that there is a meeting ground in the Andes 

between Europeans and Andeans “in the customs and in the objects of tradition.” 

As some of the most important ‘objects’, or more precisely locations, onto which 

the customs and traditions of the Andean peoples of Huánuco were inscribed, 

rock art deserves to be more seriously investigated and better understood. 
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CONCLUSION 

 

 Though a few of the interpretations and conclusions I have drawn in this 

dissertation are tentative, the overall document has demonstrated that the 

creation of rock art was a practice far more actively engaged in the initiation, 

documentation, and negotiation of the social arrangements of Andean people 

than has heretofore been acknowledged or understood. The methodology 

employed here has allowed new, socially relevant information to emerge that is 

situated in its cultural context. It is my sincere hope that this dissertation has 

offered not only a more robust approach to analyzing rock art, but has also 

revealed new understandings of the past peoples of Huánuco.  

The themes that emerged during this analysis fall into two broad 

categories. First, a considerable amount of information about social practices in 

Huánuco was revealed, too much to discuss fully in this conclusion, but some of 

the main ideas will be synthesized. Second, some understanding was brought to 

the role/s and functions of rock art in the study area specifically, which might 

also be applied to the Andes in general. These themes also relate to larger 

discussions about the role of rock art and the uses of landscape worldwide: I 

have attempted to weave in some of these theoretical discussions where possible. 
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Finally, I will explore some questions that have arisen as a result of this research, 

which future work might address as well.  

 

First, though, I should note that the dissertation work undertaken here 

would have been far less fruitful had I not encountered the site of Gonga. The 

seven layers of painting at this site represent a span of occupation lasting several 

millennia. The nine evident instances of superposition allowed me to distinguish 

these layers, and added considerable security in establishing the chronological 

sequence to the degree that I have. I came across Gonga by accident, but knew it 

would be profoundly important to this work when the layering in the mural 

began to become apparent in the field: the site was the keystone of this analysis. 

Future researchers wishing to undertake similar work might want to actively 

seek out similarly endowed sites (if they exist elsewhere) to anchor their work. 

Interestingly, most layers of the painting share thematic elements in their 

iconography, indicating that the artist/s shared ideas enduring over multiple 

generations, though undoubtedly changing over time. The mural was 

fundamentally important to better understanding the basis upon which social 

relations were built in Huánuco following the Early Horizon. Beginning in 

Episode 3, the painting offers a pictorial representation for the practice of 

honoring the ‘beautiful grandparents’, discussed by Salomon (1995), that 
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archaeologists had already established through architectural analysis (Onofre 

2013; Salcedo 2012). By providing a legitimating representation painted onto the 

mountain, this layer’s artist/s were arguably establishing the lineages that later 

Pre-Columbian societies of Huánuco were built upon.  

The Gonga mural is also one of a few in the region with representations of 

gendered figures. The idea that gender played a role in the contestation of the 

social relations established in previous generations has implications that impact 

multiple levels of our current understanding. First, it is clear that the lineages, set 

forward by the first generation of descendants of the honored ancestors, were not 

accepted, static traditions, but rather actively negotiated and contested—

sometimes quite publicly. We can see this through the themes established in 

Episode 3 and repainted in new ways during Episodes 4 and 5. Second, the 

simple act of ‘painting out’ the genitals of the male figure during Episode 5, and 

adding an additional female to the mural, invites us to reconsider our 

assumptions about who held power in Pre-Columbian Andean society. The 

earliest person to found buried with what can be considered sumptuary wealth 

in the northern Andes was a woman, the ‘Dama de Pacopampa,’ who was 

determined to have been buried between 1200-800 BCE (Seki et al. 2008). She was 

buried beneath the principal temple in the large ceremonial site of Pacopampa in 

the Department of Cajamarca, set beneath three layers of large, different stones 

(Seki at al. 2008:89-90). Accompanying her burial were four gold and four 
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ceramic objects (Seki at al. 2008:90). While this does not rival the wealth found in 

the EIP burials of the Priestess of San Jose de Moro and the Lords of Sipan, both 

on the north coast, it does suggest that from the earliest episodes of class 

formation in the northern Andes, women were able to hold positions of 

considerable power (Alva and Donnan 1993; Castillo and Donnan 1992).  

While the social formation in Huánuco during the periods that the mural 

was painted and repainted does not appear to have been as stratified as 

contemporaneous societies on the north coast, the evidence from Gonga Episode 

5 suggests that women continued to maintain prominent roles in society in the 

Central Andes. With the female figure being the same size and level of 

elaboration as the male in the original Episode 3 painting, the intriguing 

possibility is presented that power relations between genders in Huánuco were 

at least equal prior to Inca conquest. Of course, the female lineage is being 

emphasized here, which may or may not have implications on who held power 

or who could attain high status in the region. However, it is intriguing to 

consider that by upholding the rights associated with the female ancestor, the 

painters of Gonga were upholding women’s rights to the power that came with 

owning land and making decisions about its produce and inheritance.  

This maintenance of the position of women at the head of society also fits 

with what we understand about state formation as it relates to gender. Gailey 
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(1987a) has shown that class and state formation serve to disenfranchise women: 

in the effort to transform social relations from kinship-based to class-based, the 

emerging upper classes subvert the labor roles of women, because wealth and 

labor help establish personhood in a society whose rules and institutions are 

already defined by kinship roles. Women in the Andes were the primary 

weavers of cloth, the pre-eminent marker of identity and status (Costin 1995; 

Silverblatt 1987), so their role as laborers was easily controlled by the emerging 

upper classes. In addition, victory in warfare created new high-status roles for 

men, which allowed the eclipsing of women’s roles when the Inca came to power 

(Silverblatt 1987).  

But in Huánuco, something different happened before the Incas 

conquered the region. Christine Gailey (1987:43-44) argues that “[l]ocal 

communities, especially those on the peripheries of states, can organize 

themselves defensively to avert annexation or systematic tribute collection. But 

to do so, the communities must themselves heighten control over land use-rights, 

distribution of products, and the allocation of the reproductive potential of the 

young.” This is precisely what appears to have happened in Huánuco. The 

newly implemented ayllu system, based around an originating ancestral couple, 

was used to more closely control the people of Huánuco, but not with the aim of 

class or state formation. Control was established by altering a lineage in order to 

create a leader, a kuraka, who could organize these disparate groups to defend 
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themselves against the coercive force of the Wari state. The kuraka was not, 

however, able to control the labor of other members of his lineage. In other 

words, the ayllu system was used in Huánuco to create a heterarchical social 

system.  

In such a system, the kurakas’ lineage would enjoy modest benefits, like 

some freedom from farming and herding labor, in return for using their time to 

adjudicate disputes while visiting various parts of the territory they served. This 

would create a small group of people (the kuraka and her/his family) familiar 

with all of the various ayllus within their territory, thereby facilitating their 

ability to organize these lineage groups to defend their lands. In Huánuco, unlike 

in other Andean territories where the ayllu system served to elevate the kuraka 

lineage into a ruler class, the idiom of kinship and the emphasis on equal 

relations, and on social institutions that served to maintain these relations, 

prevented the ‘honored’ lineage from elevating itself above the others. Such 

institutions often take the form of linguistic and behavioral sanctions that 

prohibit excessive accumulation (e.g. Lee 1993). This would have appeared 

natural (and perhaps was naturalized) in a region with a tradition of reciprocity 

between humans and the land and animals they were enmeshed with, and 

amongst humans themselves.  
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The Gonga mural was a tool that was used to legitimate this change in 

social relations in the area now called Huamalies. Gender was one of the symbols 

implemented in both the instantiation of this change and the re-negotiation of the 

system. Rather than the disempowerment of women that we see in state 

formation, we see evidence at Gonga of deepening empowerment of women as 

time moves forward. Gailey (1987:44) explains that, “rituals that validate 

existential transcendence…are inherently opposed to the rituals stressing social 

order through class continuity.” The local people who inhabited the area now 

called Huamalies were from an ethnic group called the Wamalli, and likely used 

the mural of Gonga to affirm and reaffirm their right to lands through  

cosmological identification of their place in the landscape. Perhaps the original 

myth was re-told at Gonga at regular intervals, either to a select group or the 

community at large. Certainly offerings would have been made and libations 

enjoyed, judging by ethnohistoric records about extant rituals in the Andes when 

the Spanish arrived (e.g. Duviols 2003). These rituals would have served to create 

the solidarity needed to resist encroachment by foreign powers. That gender 

roles were negotiated as a part of this process is significant evidence, and 

deserves its own program of research. 

The rock art sites examined here are often situated in a way that would 

have lent itself to performance: generally set above ground level, and often 

elevated above a lower and flatter surface where witnesses might have stood. 
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Gonga is an excellent example: it has all of the characteristics of a naturally 

endowed performance space. Liuyagmachay and the Quilcay murals also fit this 

description, as do other sites. The rock walls themselves would have served as 

excellent acoustic amplifiers, and the murals would have provided excellent 

backdrops for the retelling of myths, especially if those myths were illustrated on 

the mural. All of this suggests that recent work on the Archaeology of 

Performance would provide an excellent framework for future investigations 

into the nature of rock art sites as performance spaces (Coben 2012; DesMarrais 

2014; Inomata and Coben 2006). 

Future research at the site might also investigate whether and where 

offerings were made, what they consisted of, whether other remains exist 

associated with the performance of rituals (masks, etc.), and what span of time 

they date to. This would serve to support or disprove both the chronology and 

the interpretation I offer here. 

 

Gonga is not the only site that might have served as a symbol of local 

social arrangements and as a rallying symbol for resistance in the region. The 

Wamalli 2 panel is similarly located to Gonga, though different in composition. 

Whether or not I am right about how it was viewed (as an important ancestral 

mallqui), its location and size make it evident that this image served as a visible 
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public reminder of ethnic identity and connection to territory. In addition to 

advertising territorial claims during a time of expansion (of Wamalli and 

Guanuco peoples during the LIP [Onofre 2013; Salcedo 2012]), and serving as a 

statement of identity and of connection with the land, Wamalli 2 might also have 

been a necessary rallying point, gathering a dispersed people who lived free 

from a hierarchical structure.  

I have argued that this panel, like the one at Gonga, represents a founding 

ancestor. If so, the panel would have similarly supported the change in social 

relations. However, both panels also served as materializations of cosmological 

ideas that Andean people were in the midst of developing. If, as I have argued, 

the panel depicts the mummy bundle of a founding ancestor, then the mural 

would have evoked ideas about cosmic water, the transformational journey from 

life to death, and the cosmological journey of an ancestor from the wet and 

fecund earth-bound life to the dry life of a seed (recall that the Quechua word for 

mummy, mallqui, also means seed). This ancestor would have had the power to 

tap into the divine water source of the Mayu, or celestial river. The Mayu is the 

Quechua term for the Milky Way, which is ever-present in the night sky of the 

Andes (Urton 1981). Ethnographic work done with the people of Misminay, near 

Cusco, has shown traditional Andean beliefs to hold the Mayu as a cosmic river 

serving as the source of the rainwater that falls from the sky (Urton 1981). 

Wamalli 2 was painted just beneath the mountain peak, the perfect place for an 
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image of an ancestor believed to have the power to call water down from the 

Milky Way—seemingly close enough to touch at a mountaintop above 4000 masl. 

Perhaps the artist/s placed the mural as close to the source of life-giving water as 

possible.  

If I am correct, then cosmological ideas about the nature of the universe, 

what happens after death, the proper way to memorialize an ancestor, and the 

relationship between the earth and the sky were being expressed in the Wamalli 

2 panel, simultaneously with its sociopolitical function as a marker of territory 

and ethnic identity. This interpretation was informed by the work of 

archaeologists who have focused on landscape. Ashmore (1991; 2002; 2008; Brady 

and Ashmore 1999) has studied Maya royal architecture and constructed 

ceremonial landscapes, and in her analyses has consistently demonstrated that 

the cosmological ideas of Maya people were written into the landscape, and that 

changes in these expressions were the result of changes in social order. Taçon 

(2008:224) argues that rock art functions as sign, symbol, expression of identity, 

and boundary marker all in one. The work done here builds upon these 

important contributors to anthropological theory. In the rock art of Huánuco in 

general, and specifically at Gonga and Wamalli 2, the signs and symbols relate to 

ancestry and rights to the use and produce of land, but inherent in these ideas 

were also cosmological notions about water, stars, mountains, and the place of 

people amongst them. In other words, the signs and symbols were 
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simultaneously political and cosmological, and the rock art marked the social 

groups identified with them while expressing their place in the universe: the 

cosmovisión of the Andeans who painted the landscape of Huánuco between the 

EIP and the LIP.  

 

As I discussed at the beginning of Chapter 5, landscape practices like the 

creation of rock art do not happen on a blank canvas, but build upon the beliefs 

and practices of the people who went before (Barrett 1999). The earliest peoples 

of the Andes first expressed their reverence for and attention to the animals upon 

whom they were dependent, and whose actions and habits they carefully 

observed, by painting them on to boulders and rock faces (many of which would 

go on to be chosen as the vehicle for the expression of later beliefs and practices.) 

This general attention to animals later developed into a focus more specifically 

on guanucos and vicuñas, the camelids that Central Andeans and Southern 

Andeans were domesticating separately, but relatively closely in time (Wheeler 

1995). The domestication dates to approximately 3000 BCE in the Central Andes, 

so I have argued that this art was created at that time.  

Camelids were the most lasting symbol in the data record reviewed here. 

Following their first appearance in some of the earliest layers, they continue to 

appear at least into Colonial times. The most frequently depicted animal, 
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especially at high elevations, they reflect a symbolic and economic importance in 

the region. Llamas and alpacas represented the wealth of highland peoples in 

multiple ways: as pack animals that facilitated trade across elevations, as sources 

of wool for textile production, central to the artistic expression of Andean 

peoples (Stone-Miller 2002), and also as sources of meat, with the choicest cuts 

preserved for the most important members of societies (Miller and Burger 1995). 

As a source of wealth, they were important symbols of identity and status in 

Andean society. Llamas were so intrinsic to the culture that they were considered 

in myths to have emerged from the earth with humans (Urton 1981:114; Molina 

1959[1575]). There are numerous examples in ethnohistoric documents of rituals 

involving llamas, and they were sacrificed during important rites of renewal and 

during times of crisis; for example during periods of drought (e.g. Duviols 

2003:376-377; 379). Modern groups still believe that llamas originate from the 

mountain, as gifts (Silverblatt 1987:181; Smith 2009:345). 

The inclusion of camelids into the Gonga mural during Episode 3 

demonstrates how profoundly these animals were woven into the lives of local 

people, and the centrality of their importance. Painted into the circular design in 

D8 (Figure 1.5), they were used to connect the founding ancestors to the wealth 

of the mountain. The ubiquity of camelids at highland sites, where they were 

more frequently depicted than people, points to their centrality in Andean 
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cosmovisión, and the placement of the images on the landscape marks the origin 

locations of herds, and therefore herders.  

Early in my research, on a mountain in the Alto Marañon region, I 

observed that the highland route we were following from one rock art site to 

another had frequent depictions of camelids on the rock wall beside the path. 

More recently, I observed that some of the highland rock art sites of Singa were 

also organized along routes featuring frequent depictions of camelids. These data 

suggest that there is a larger symbolic landscape organization than my research 

was able to uncover. Perhaps there is some pattern of ritual pathways, featuring 

paintings of camelids in highland locations, that might be revealed through 

subsequent research. Or perhaps this pattern simply reflects the focus of the 

herders’ thoughts on their herds. 

Based on the evidence presented in this dissertation, we can say that 

camelids were, like the people painting rock art, a part of the socialized 

landscape of the Central Andes. They were gifts from the mountain, and their 

care was a central part of the every day lives of highland Andean peoples. The 

sacrifice of llamas was not only an offering of the wealth and vitality that llamas 

represented, but also an offering of the time and care that had been put into the 

rearing of the animal. It was an acknowledgement of its place of origin through 

its return to the mountain. The painting of camelids onto the landscape was an 
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acknowledgement of their centrality in the cosmological cycles of the peoples 

who painted them. 

 

Huánuco was at one of the many centers of social action in the Andes in 

the Preceramic and Initial Periods. The ceramics that were introduced into the 

Andes were introduced through Huánuco, as evidenced by the earliest presence 

of Waira Jirca ceramics at the site of Kotosh (Izumi and Sono 1963). That the local 

people were imbuing ceramics with social significance can be seen in two layers 

of Huancanyacu 1, where the pots were the subject of painting. These ceramics 

have been convincingly shown as introduced from the Amazon, and this focus 

by Central Andeans on the cultural material practices of Amazonians extends 

from ceramics into other forms of symbolism (Lathrap 1970). 

This is one of the most surprising revelations that this study has already 

offered to archaeological research: the influence of Amazonian on Andean 

peoples was profound and lasted for millennia. We could already see through 

the iconography of Chavin that Andean people were focused on Amazonian 

animals and cosmological symbols during the EH (Lathrap 1973). What has been 

revealed here, inspired by the work of Gamonal (2010) in the Northern Andes, is 

that Amazonian influence reached deep into the mountains and can be seen for 
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two millennia. This in itself demonstrates that profound cultural interactions 

between peoples were taking place.  

I have argued that a similar dynamic of interrelations between 

Amazonians and Andeans existed in Huánuco as has been shown elsewhere in 

the Andes between peoples of the highlands and the coast. Evidence exists for 

Amazonian influence on the rock art of the region from the Preceramic into the 

EH, and perhaps extends into the EIP. In the data sampled here, the lasting 

nature of the influence indicates that it was not merely one of trading, but a 

deeper relationship, one that could have come from migration of Amazonian 

peoples into the Andes through the Huallaga and Marañon river basins. Based 

on the timing of the art with Amazonian influence discussed here, a wave of 

migration may have happened in the Late Preceramic, and there were perhaps 

other, later ones.  

The evidence is not enough to be entirely convincing, however, so this 

remains a hypothesis. Indeed, the nature of rock art is that it only provides a 

series of refractions of social practice, rather than a comprehensive reflection. It is 

in combination with other material cultural evidence that rock art best illustrates 

social practices. Future archaeological work might look for further material 

evidence of this interaction to more firmly establish its nature, origins, and 

chronology.   
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Huánuco appears to have continued its prominent role in continental 

Andean social changes into the EH. The painters of rock art played a role in 

justifying the social changes that would lead to the ayllu system later taking hold 

in the region. This can be seen through the analysis of two main lines of 

evidence: the abundance of episodes of painting during the Early Horizon and 

the introduction and disappearance of the Singa Transitional style. First, as noted 

in Chapter Five, the EH was the period with the most numerous episodes of 

painting in the data set. This supports the idea that rock art was an important 

medium of expression during this period, when it also may have been 

established as a central medium for social messaging in the region. While the 

images from this period do not appear to have been particularly political in 

nature as compared with some of those from the EIP and later, the depictions of 

transformational and fantastical imagery from this time are themselves 

expressions of freedom and creativity. It is this spirit, having been infused into 

local peoples during this period, which may have helped their descendants resist 

increased hierarchization during subsequent eras.  

The introduction of the visually confounding Singa Transitional style 

paintings served to make their meaning accessible only to those elements of the 

population who were initiated into reading them. The resist technique used was 
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a specialized skill that required training, which would have served to make their 

creation accessible only to a chosen few. The prominence of their placement 

served to make them visible to all passersby. In combination, these factors 

support the argument that this style served to legitimate an effort to create a 

ruling class in Huánuco. The existence of the paintings is advertised, while their 

meaning is hidden. This must have served to project the power inherent in the 

creators of these images—who were undoubtedly associated with the mysteries 

and power of the Chavin cult.  

Elsewhere in the Andes, groups associated with this imagery capitalized 

on the power it gave them, and state-level social formations appeared on the 

coast and in the southern highlands. This followed a period of unrest that came 

after the EH. That there remains no evidence of this ruling class in Huánuco 

means that the creators of the Singa Transitional paintings were unsuccessful in 

their attempt in this region. Future research might focus on this transitional 

period, between the EH and the EIP, to ask whether there was open conflict at 

this time or whether this discrepancy represents only an ideological struggle. 

The time following the EH, which leads to the social formations evident at 

Gonga and elsewhere in the region, is poorly represented outside the medium of 

rock art. The evidence presented here makes clear that lineages began to form 

based upon the rights and exploits of select ‘honored ancestors’. While the stories 
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of the people represented at Gonga and Wamalli 2 are unclear, the one at 

Huancanyacu 1 appears to have overcome an opponent and taken her/his head. 

Their may have been some physical conflicts involved in the struggle to 

determine the social formation of the region, though it is possible that this story 

refers to events much earlier in time. In general, the results of this study show 

this region as appearing to differ dramatically from other, better-studied regions 

of Peru. The evidence I have presented deserves be more fully investigated: 

future archaeological work could flesh out the skeleton outlined here.  

 

In addition to some of the conclusions that have presented themselves 

through this research, a number of questions have arisen.  

The first, I have just mentioned. What happened in Huánuco following 

the abandonment of Chavín de Huantar? There appears to be little evidence from 

the EIP in the region. I have argued, based upon the frequency of rock art panels, 

that this stems from a lack of research rather than an abandonment of the region. 

The EIP is the second most well-represented period in the sample, after the EH, 

suggesting that people continued to live here. Additional survey and excavation 

needs to be done for sites dating to this period, and for the EH, as well: the 

known sites with dates from this period were established much earlier and were 

abandoned at the beginning of the EIP. 
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In a related vein, the existence of the Singa Transitional style and the 

proliferation of rock art in the EH begs the question: What was the role of 

contemporary people from what is now Huánuco in the formation, spread, and 

demise of the Chavin phenomenon? The northern subregion (discussed in 

Chapter One) is upriver from the Chavín de Huantar site, and the 

transformational ideology represented in Chavin art can be seen throughout the 

region during the EH. Others have noted the influence of Chavin in the pottery 

of Kotosh (Izumi and Terada 1972), Shillacoto (Izumi and Kano 1972), and Sajara-

Patac (Matsumoto and Tsurumi 2011), all styles found in Huánuco during the 

EH. There is some evidence that the Kotosh Religious Tradition influenced, and 

was coeval with the occupation of Chavín de Huantar, as well (Burger and 

Salazar-Burger 1980; 1985). Matsumoto and Tsuruni (2011:96), based on their 

interpretation of data from the Sajara-Patac site, argue that we “need to consider 

both intra- and interregional interactions in order to understand the ‘Chavin 

phenomenon’ in a regional cultural context.” I agree, but in order to accomplish 

this, much more archaeological work needs to be done within the Huánuco 

region so that we might begin to understand the organization of peoples in 

Huánuco during the Early Horizon.  

Another question arises, from the dearth of rock art panels from the MH, 

and concurrent with evidence of far fewer sites than existed during the 

subsequent LIP. What happened that led to this apparent lessening of the 
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population? Was there warfare? Was the region abandoned for some reason? Or 

was the population reorganizing itself? Again, more archaeological research is 

needed, for sites with remains that date to the EIP, in order to make sense of this.   

One final question arose during the writing of this dissertation. Did the 

Incas ban public forms of expression relating to local religious and social 

practices? I have argued that they did, but others might investigate the change in 

the local artistic practices of other regions following subjugation by the Incas. 

Only a carefully contextualized, diachronic analysis would reveal such a change 

in local social practices. It is important, therefore, that art be analyzed not merely 

for its iconographic content, but the social context that created it. Berger (1972) 

has demonstrated that as the social relations of a society changes, so their artistic 

media change, along with the way/s they are viewed. Artistic production is not 

merely decorative, but expressive, and its analysis can reveal important 

information about the practices of the society that produced it. In order to make 

sense of this, we must view art diachronically, so that we can appreciate the 

evident transformations by examining style changes and content. 

I hope I have demonstrated that rock art is a vital resource for 

understanding changing social trends when examined across time. The time of 

rock art being relegated to the sidelines of archaeological research in the 

Americas must end. We must examine it not synchronically, as our structuralist 
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strain of researchers has done, but by using a diachronic lens. Because of the 

difficulties in directly dating (especially painted) rock art, this means that, 

though it is an imperfect tool, stylistic analysis can continue to be useful, 

provided it is cross-checked against more securely dated media.  
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APPENDIX A: FIGURES 

 

	

         
    

Figure 1.1. Gonga mural. Photo taken from the plain beneath 
the peak of the mountain.
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         Figure 1.2. Close up of Gonga mural showing the entire 
panel
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         Figure 1.3. Gonga Episode 1. Scale: each square = .5m
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         Figure 1.4. Gonga Episode 2. Scale: each square = .5m
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         Figure 1.5. Gonga Episode 3. Scale: each square = .5m



	 382	

 

    

 

	

        Figure 1.5s. Gonga Episode 3 separated from other layers
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         Figure 1.6. Gonga Episode 4. Scale: each square = .5m
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     Figure 1.6s. Gonga Episode 4 separated
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         Figure 1.7. Gonga Episode 5. Scale: each square = .5m
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     Figure 1.7s. Gonga Episode 5 separated
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Figure 1.8. Gonga Episode 6. Scale: each square = .5m
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     Figure 1.8s. Gonga Episode 6 separated
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Figure 1.9. Gonga Episode 7. All episodes appear in this 
drawing. Scale: each square = .5m
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Figure 1.9s. Gonga Episode 7 separated



	 391	

  

 

 

	

        Figure 1.10. Gonga Indeterminate. Scale: each square = .5m



	 392	

    
 

 

 

	

Figure 1.11. Quilcay 1. Scale: each square= 15cm



	 393	

	 	 	 	 	 	 	 	 	
	

 

 

	

Figure	1.12.	Photo	of	approximately	1/3	of	the	boulder	
containing	the	Quilcay	1	paintings
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   Figure	1.13.	Quilcay	3	

	

	

	



	 395	

   Figure	1.14.	Close-up	photo	of	Quilcay	3	
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	 	 	 	 	Figure	1.15.	Photo	of	Quilcay	5
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  Figure	1.16.	Quilcay	5	in	its	entirety.	Scale:	each	square	=	100	cm  
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Figure	1.17.	Drawing	of	the	right	portion	of	Quilcay	5,	allowing	
a	more	detailed	view	of	the	:igures	from	the	majority	of	the	
mural



	 399	

   Figure	1.18.	Quilcay	5	Episode	1  

 

 

	



	 400	

                       	 	

	

	

	

	 	 	 	 	 	 	 	 	 	 	Figure	1.19.	Photo	of	a	painting	on	the	ceiling	above	Quilcay	5



	 401	

	 	 								 	 	

	

	

	
Figure	1.20.	Quilcay	Roof.	Drawing	of	the	painting	in	Figure	1.19



	 402	

	 	 	 	 	

	

	

																										 	

	 	 	 	 	Figure	1.21.	Photo	of	Quilcay	6



	 403	

	

		 	 	

	

																							 	

	 	 	 	 	 	 	 	 	Figure	1.22.	Enhanced	version	of	Figure	1.21	using	DStretch	yds



	 404	

	 	 	 Figure	1.23.	Quilcay	6.	Scale:	each	square	=	10cm	

	

	

	



	 405	

	 	 	 Figure	1.24.	Photo	of	Quilcay	7	

	

	

	



	 406	

	 	 	 Figure	1.25.	Quilcay	7	Episode	1	

	

	

	



	 407	

	 	 	 Figure	1.26.	Quilcay	7	Episode	2	

	

	

	



	 408	

	 	 	 Figure	1.27.	Quilcay	7	Episode	3	
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Figure	1.28.	Quilcay	8.	Distance	between	mural	and	opposite	
wall	did	not	allow	for	mural	to	be	captured	in	a	single	photo.	
This	means	that	exact	scale	could	not	be	achieved.
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	 	 	 	 	 	 	 	 	 	Figure	1.29.	Photo	of	the	far	right	portion	of	Quilcay	8
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	 	 	 	 	 	 	 	 	Figure	1.30.	Photo	of	the	right	portion	of	Quilcay	8
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	 	 	 	 	 	 	 	 	Figure	1.31.	Photo	of	the	left	portion	of	Quilcay	8



	 413	

	 	 	 Figure	1.32.	Photo	of	the	far	left	portion	of	Quilcay	8	
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Figure	1.33.	Quilcay	8	Episode	1



	 415	

	 	 	 Figure	1.34.	Quilcay	8	Transitional	
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Figure	1.35.	Quilcay	8	Episode	3



	 417	

	 	 	 Figure	1.35s.	Quilcay	8	Episode	3	separated	

	

	

	



	 418	

	 	 	 Figure	1.36s.	Quilcay	8	Episode	4	separated	

	

	



	 419	

	 	 	 	 	 	 	 	 	 	
	

	

																											 	

Figure	1.37.	Photo	of	Campana	Machay	0.5
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Figure	1.38.	Campana	Machay	0.5
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Figure	1.39.	Photo	of	Campana	Machay	1
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Figure	1.40.	Campana	Machay	1.	Scale: each square = 25 cm
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Figure 1.41. Photo of the right portion of Campana Machay 1
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Figure 1.42. Campana Machay 1 Episode 1. Scale: each square = 25 cm
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Figure 1.43. Campana Machay 1 Episode 2. Scale: each square = 25 cm
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Figure 1.43s. Figure Campana Machay 1 Episode 2 separated.      
Scale: each square = 25 cm 
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Figure 1.44. Photo of side wall of Campana Machay 1 Panel
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Figure 1.45s. Figure Campana Machay 1 Episode 3 separated. 
Scale: each square = 25 cm
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Figure	1.46.	Enhanced version of Figure 1.39 using DStretch lre
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Figure 1.46d. Enchanced photo detail of Campana Machay 1 
 using DStretch lre
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	 	 	 Figure 1.47. Photo of Campana Machay 2 

 

 

	



	 432	

	 																			Figure 1.48. Campana Machay 2. Scale: each square = 50 cm 
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Figure 1.49. Campana Machay 2 Episode 1. Scale: each square = 50 cm
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Figure 1.50. Campana Machay 2 Episode 2. Scale: each square = 50 cm
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Figure 1.51. Campana Machay 2 Episode 3. Scale: each square = 50 cm
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Figure 1.52. Campana Machay 2 Episode 4
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Figure 1.53. Campana Machay 2 Episode 5. Scale: each square = 50 cm
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Figure 1.54. Campana Machay 2 Episode 6. Scale: each square = 50 cm
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	 	 	 Figure 1.55. Photo of Campana Machay 3 
	



	 440	

	 																		  

 

 

	
Figure 1.56. Campana Machay 3. Scale: each square = 50 cm
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Figure 1.57. Campana Machay 3 Episode 1. Scale: each square = 50 cm
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Figure 1.58. Campana Machay 3 Episode 2. Scale: each square = 50 cm
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Figure 1.59. Campana Machay 3 Episode 3. Scale: each square = 50 cm
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Figure 1.59s. Figure Campana Machay 3 Episode 3 separated. 
Scale: each square = 50 cm
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Figure 1.60. Figure Campana Machay 3 Episode 4. 
Scale: each square = 50 cm
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Figure 1.60s. Figure Campana Machay 3 Episode 4 
separated. Scale: each square = 50 cm
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Figure 1.61s. Figure Campana Machay 3 Indeterminate/s. 
Scale: each square = 50 cm
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       Figure 1.62. Photo of Gonga Cuchu Machay 1
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Figure 1.63. Gonga Cuchu Machay 1
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Figure 1.64. Photo of Gonga Cuchu Machay 2
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Figure 1.65. Enhanced version of Figure 1.64 using DStretch yrd
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Figure 1.66. Gonga Cuchu Machay 2
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       Figure 1.67. Photo of Gonga Cuchu Machay 3
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Figure 1.68. Enhanced version of Figure 1.67 using DStretch lre
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Figure	1.69.	Figure Gonga Cuchu Machay 3
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Figure 1.70. Photo of Gonga Cuchu Machay 4
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Figure 1.71. Gonga Cuchu Machay 4
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Figure 1.72. Gonga Cuchu Machay 5
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         Figure 1.73. Enhanced version of Figure 1.72 using DStretch lre
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   Figure 1.74. Gonga Cuchu Machay 5 
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Figure 1.75. Photo of Gonga Cuchu Machay 6
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Figure 1.76. Enhanced version of Figure 1.75 using DStretch lre
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Figure 1.77. Gonga Cuchu Machay 6
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   Figure 1.78. Photo of Gonga Cuchu Machay 7 

 

	



	 465	

 

       Figure 1.79. Enhanced version of Figure 1.77 using DStretch lab 
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Figure 1.80. Gonga Cuchu Machay 7
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Figure 1.81. Photo of Gonga Cuchu Machay 10
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Figure 1.82. Enhanced version of Figure 1.81 using DStretch lre
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   Figure 1.83. Gonga Cuchu Machay 10 
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Figure 1.84. Photo of Gonga Cuchu Machay 11
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         Figure 1.85. Enhanced version of Figure 1.83 using DStretch lab
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Figure 1.86. Figure Gonga Cuchu Machay 11



	 473	

	 	 	  
 
 
 
 

	

         
         

Figure 1.87. Photo of Shuyu Alto from the valley floor
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Figure 1.88. Magnification of portion of Figure 1.87 that 
includes rock art panel
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      Figure 1.89. Shuyu Alto
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																				Figure 1.90. Stylized Avian figure from Shuyu Alto Episode 2 
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Figure 1.91. Bowl from the Gallery of Offerings at Chavín de 
Huantar (after Burger 1992: Fig. 132)
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Figure 1.92. Drawing of a sculpture of a Harpy Eagle from 
the Eastern frontice at the Old Temple of Chavín de Huantar 
(after Burger 1992: Fig. 138)



	 479	

  
	

	

 

	

Figure 1.93. Sculpture of the head of a harpy eagle from 
Chavín de Huantar (after Burger 1992: Fig. 143)
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	 				Figure 2.1. Photo of boulder bearing the Huancanyacu 1 panel 
 

 

	



	 481	

																	Figure 2.2. Enhanced version of Figure 2.1 using DStretch lds 

 

 

	



	 482	

	 							Figure 2.3. Huancanyacu 1. Scale: Each square = 25 cm 

 

 

	



	 483	

	 Figure 2.4. Huancanyacu 1 Episode 1. Scale: Each square = 25 cm 

 

 

	



	 484	

	 Figure 2.5. Huancanyacu 1 Episode 2. Scale: Each square = 25 cm 

 

 

	



	 485	

	 Figure 2.6. Huancanyacu 1 Episode 3. Scale: Each square = 25 cm 

 

 

	



	 486	

   Figure 2.6s. Huancanyacu 1 Episode 3 separated. Scale: Each square = 25 cm 

 

 

	



	 487	

	 	Figure 2.7. Huancanyacu 1 Episode 4. Scale: Each square = 25 cm 

 

 

	



	 488	

Figure 2.7s. Huancanyacu 1 Episode 4 separated. Scale: Each square = 25 cm 

 

 

	



	 489	

Figure 2.8s. Figure 2.8s. Huancanyacu 1 Episode 5 separated.                
Scale: Each square = 25 cms 
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Figure 2.9. Photo of Huancanyacu 2. Panel is located behind and 
above Huancanyacu 1
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Figure 2.10. Enhanced version of Figure 2.9 using DStretch lre



	 492	

	 	 	 									Figure 2.11. Huancanyacu 2 
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Figure 2.12. Photo of Huancanyacu 3 taken from valley floor. 
A small portion of the panel could not be captured due to 
obstruction from an adjoining boulder (shown at bottom of 
photo).
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Figure 2.13. Photo of portion of Huancanyacu 3 missing from 
Figure 2.12
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Figure 2.14. Huancanyacu 3. Scale: Each square = 20 cm



	 496	

 

 

	

Figure 2.15. Closeup photo of portion of Huancanyacu 3 
demonstrating superposition
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Figure 2.16. Huancanyacu 3 Episode 1. Scale: Each square = 20 cm
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Figure 2.17. Huancanyacu 3 Episode 2. Scale: Each square = 20 cm
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Figure 2.18s. Huancanyacu 3 Episode 3 separated. 
Scale: Each square = 20 cm
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Figure 2.19. The figure in E 10-11 of Huancanyacu 3 
(see Figure 2.14)
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Figure 2.20. Photo detail of the figure in E 10-11 of Huancanyacu 3
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Figure 2.21. Enhanced version of Figure 2.20 using DStretch lre
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Figure 2.22. The portion of Huancanyacu 3 corresponding to Figure 2.13
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     Figure 2.23. Photo of Parara panel
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Figure 2.24. Parara. Scale: Each square = 20 cm
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         Figure 2.25. Enhanced version of Figure 2.23 using DStretch lds
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Figure 2.26. Parara Episode 1. Scale: Each square = 20 cm
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Figure 2.27. Parara Episode 2. Scale: Each square = 20 cm
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Figure 2.27s. Parara Episode 2 separated. Scale: Each square = 20 cm
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Figure 2.28. Parara Episode 3. Scale: Each square = 20 cm
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Figure 2.28s. Parara Episode 3 separated. Scale: Each square = 20 cm
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Figure 2.29s. Parara Episode 4 separated. Scale: Each square = 20 cm
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     Figure 2.30. Photo of Wamalli 1
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Figure 2.31. Wamalli 1. Scale: Each square = 10 cm
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Figure 2.32. Wamalli 1 Episode 1. Scale: Each square = 10 cm
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Figure 2.33s. Wamalli 1 Episode 2 separated. Scale: Each square = 10 cm
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        Figure 2.34. Enhanced version of Figure 2.30 using DStretch
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	 	 	 						Figure 2.35. Photo of Wamalli 2 

 

 

	



	 519	

	 	 	 															Figure 2.36. Wamalli 2 

 

 

	



	 520	

	 		Figure 2.37. Enhanced version of Figure 2.35 using DStretch lre 

 

 

	



	 521	

	 Figure 2.38. Enhanced version of Figure 2.35 using DStretch yre 

 

 

	



	 522	

	 	 	 				Figure 2.39. Photo of Wamalli Ucru Panel 

 

 

																		 	



	 523	

	 	 	 		Figure 2.40. Photo of boulder bearing Wamalli Ucru 

 

 

	



	 524	

	 									Figure 2.41. Wamalli Ucru. Scale: Each square = 20 cm 

 

 

	



	 525	

	 						Figure 2.42. Enhanced version of Figure 2.39 using DStretch lre	
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    Figure 2.43. Photo of Relave



	 527	

	 	 								Figure 2.44. Relave. Scale: Each square = 30 cm 
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   Figure 2.45. Photo of a boulder approximately 100 m 

 downstream from Relave



	 529	

	 	 	 Figure 2.46. Photo of Cabeza de Mono 
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Figure 2.47. Photo of Cabeza de Mono bearing the ‘cienpies’ 
image
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Figure 2.48. Photo of portion of Cabeza de Mono bearing the 
‘rana’ image
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   Figure 2.49. Cabeza de Mono ‘cienpies’ 
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                    Figure 2.50. Figure Cabeza de Mono ‘rana’ 
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         Figure 2.51. Enhanced version of Figure 2.47 using DStretch lre



	 535	

       

	

	

	

                  Figure 2.52. Enhanced version of Figure 2.48 using DStretch lre
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	 	 	 Figure 3.1. Photo of Campana Rumi 

 

 

	



	 537	

	 	 	 Figure 3.2. Campana Rumi 

 

 

	



	 538	

	 	 	 Figure 3.3. Campana Rumi Episode 1 

 

 

	



	 539	

	 	 	 Figure 3.4s. Campana Rumi Episode 2 

 

 

	



	 540	

                     	
	

Figure 3.5. Photo of Liuyagmachay from the entrance to the site
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Figure 3.6. Sketch map of Liuyagmachay drawn in the field 
 by Luis Salcedo Camacho
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	 	 	 Figure 3.7. Photo of Liuyagmachay 1A 
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Figure 3.8. Liuyagmachay 1A
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Figure 3.9. Photo of Liuyagmachay 1B
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Figure 3.10. Liuyagmachay 1B. Scale: Each square = 20 cm
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Figure 3.11. Photo of Liuyagmachay 1C
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Figure 3.12. Liuyagmachay 1C
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     Figure 3.13. Photo of Liuyagmachay 2
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Figure 3.14. Liuyagmachay 2. Scale: Each square = 20 cm
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Figure 3.15. Photo of Liuyagmachay 3
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       Figure 3.16. Photo of entire Liuyagmachay 4 panel
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Figure 3.17. Liuyagmachay 4. Scale: Each square = 100 cm



	 553	

	 	 						  

 

																 	

Figure 3.18. Photo of right portion of Liuyagmachay 4



	 554	

	 	 	 											  

 

	

     

Figure 3.19. Photo of Liuyagmachay 5
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	 	 	 Figure 3.20. Photo of Liuyagmachay 6.1 
 

									 	



	 556	

	 	 	 												Figure 3.21. Liuyagmachay 6.1 
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Figure 3.22. Photo of Liuyagmachay 6.2
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Figure 3.23. Liuyagmachay 6.2
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   Figure 3.24. Photo of Liuyagmachay 6.3 

 

 

							 	



	 560	

	 	 	 								Figure 3.25. Liuyagmachay 6.3 

 

	



	 561	

   Figure 3.26. Photo of Liuyagmachay 7.1 

 

 

	



	 562	

            Figure 3.27. Liuyagmachay 7.1 

 

 

	



	 563	

            

 

 

	

Figure 3.28. Photo of Liuyagmachay 7.2
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Figure 3.29. Photo of Liuyagmachay 7.3
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                   Figure 3.30. Liuyagmachay 7.3 

 

 

	



	 566	

              

 

 

	

Figure 3.31. Photo of Liuyagmachay 8.1
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           Figure 3.32. Liuyagmachay 8.1 
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Figure 3.33. Photo of Liuyagmachay 8.3-8.2
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Figure 3.34. Liuyagmachay 8.3-8.2



	 570	

   Figure 3.35. Photo of Liuyagmachay 9 

 

 

	



	 571	

             Figure 3.36. Liuyagmachay 9 

 

 

	



	 572	

              

 

 

	

Figure 3.37. Photo of Liuyagmachay 10
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         Figure 3.38. Enhanced version of Figure 3.37 using DStretch lre
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Figure 3.39. Liuyagmachay 10
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Figure 3.40. Liuyagmachay 10 Episode 3 separated
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     Figure 3.41. Photo of Liuyagmachay 11



	 577	

                               

 

 

	

   
Figure 3.42. Liuyagmachay 11



	 578	

 

                                            
 

	
Figure 3.43. Photo of Liuyagmachay 11.2 
(taken by Luis Salcedo-Camacho in 1999)
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Figure 3.44. Photo of Liuyagmachay 11.3 
(taken by Luis Salcedo-Camacho in 1999)
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                      Figure 4.1. Chronological matrix 
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Figure 4.2. Chaclarragra mural depicting a line of camelids 
 with 3 anthropomorphs (after Cardich 1964: Figure 114)
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Figure 4.3. Photo of a Waira jirca style vase 
 from the Kotosh site museum
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Figure 4.4. Early Tutishcainyo bowl 
 (after Lathrap 1970: Figure 7h)
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Figure 4.5. Punkuri stone bowl from a female burial 
(after Bischof 1994: Figure 12a)
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Figure 4.6. Stone bowl/s from the Nepeña valley site 
of Huaca Suchiman (after Bischof 1994: Figure 12b and c)
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 Figure 4.7. Carved gourds from Huaca Prieta, in the Chicama valley   
(after Bird 1963: Figure 1) 
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Figure 4.8. Upper mural from the first construction phase of 
Punkurí, Nepeña Valley, Peru (after Bischof 1994: Figure 12e)
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	Figure 4.9. Lower mural from the first construction phase of 
Punkurí, Nepeña Valley, Peru (after Bischof 1994: Figure 12e)
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Figure 4.10. Ceramic vessel and lid from Initial Period levels of the 
South Mound of La Galgada, in the Tablachaca Valley, Peru             
(after Greider et al. 1988: Figure 89j) 

 

	



	 590	

 

 

 

																																				 	

Figure 4.11. Pattern drawn from textile excavated from 
Huaca Prieta, Chicama Valley, Peru 
(after Stone-Miller 2002: Figure 7)
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Figure 4.12. Motifs from the stone façade of Cerro Sechin, 
Casma Valley, Peru (after Bischof 1994: Figure 7)
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Figure 4.13. Photo of the front panel of the Huanacaure site, 
Satipo, Peru
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Figure 4.14. Aerial photo of El Paraiso mounds 
(after Benfer 2013: Figure 4)
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the second construction phase of Punkurí, Nepeña Valley, Peru 
(after Bischof 1994: Figure 14c)

Figure 4.15. Monumental clay sculpture from
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Figure 4.16. Petroglyph from Quebrada del Felino, 
Jequetepeque Valley, Peru (after Bischof 1994: Figure 14d)
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Figure 4.17. Rollout drawing of the Lanzón from Chavín de Huantar  
(after Burger 1992: Figure 140) 
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Figure 4.18. Drawing of a sculpture depicting a harpy eagle 
 (after Rowe 1964: Figure 12)
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Figure 4.19. Tenon head depicting a transformative figure 
from Chavín de Huantar (After Tello 1961: Figure 90)
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Figure 4.20. Flutes made of pelican and condor bones from Caral 
(after Shady 2006: Figure 2.9)
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Figure 4.21. Drawing of the engraved Black and White Portal 
at Chavín de Huantar
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Figure 4.22. Bird-shaped ceremonial mortar from 
Matibamba, Mosna Valley, Peru 
(after Burger 1992: Figure 146)



	 602	

         

 

 

	

Figure 4.23. Recuay ceramic vessel (after Eisleb 1975: Figure 175a)
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Figure 4.24. Recuay ceramic vessel with central figure 
playing the flute (after Eisleb 1975: Figure 177)
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Figure 4.25. Rollout drawing of a Moche ceramic vessel 
depicting warriors engaged in combat 
(after Donnan and McClelland 1999 Figure 3.48)
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Figure 4.26. Rollout drawing of a Moche ceramic vessel 
depicting warriors engaged in combat 
(after Donnan and McClelland 1999 Figure 3.49)
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Figure 4.27. Stone sculpture of a flexed male figure crossing 
his legs (after Lau 2011: Figure 34)
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Figure 4.28. Rollout drawing of a Moche vessel depicting 
seated women (2 figures on left of drawing) 
(after Donnan and McClelland 1999 Figure 4.62)
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Figure 4.29. Janus-headed ceramic vessel from the Moche culture
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Figure 4.30. Stone carving of a winged anthropomorphic figure 
holding a severed head from the Chavin culture 
(after Tello 1961: Figure 81)
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Figure 4.31. Stone carving of an anthropomorphic figure 
from the Chavin culture (after Tello 1961: Figure 80)
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Figure 4.32. Stone carving of an anthropomorphic figure 
from Chavín de Huantar (after Tello 1961: Figure 82)
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 Figure 4.33. Andean representations of the amaru                    
(after Smith 2009: Figure 5.4) 
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Figure 4.34. Inka, Tiwanaku, and Pukara representations 
of the amaru (after Smith 2009: Figure 5.5)
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Figure 4.35. Detail from a Tiwanaku ceramic pitcher 
depicting an amaru (after Smith 2009: Figure 5.5d)
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Figure 4.36. Drawing of a rock art panel from the Urubamba 
Valley, south of Cusco, Peru (after Hostnig 2007: Figure 53)
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Figure 4.37. Close-up photo of camelid figures from the Late 
Horizon in the Cusco Valley, Peru (after Hostnig 2007: Figure 13) 
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Figure 4.38. Drawing of the defeat of Huascar                                   
by Felipe Guaman Poma de Ayala (after Poma 1615: Drawing 37) 
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Figure 4.39. Painting of the Inka Emperor Atahualpa                                       
from the Ethnologisches Museum, Berlin 
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  Figure 4.40. Photo of a Cusco bride taken by Jacek Kadaj 
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            Figure 4.41. Photo of a dancer at Inti Raymi taken by Jack Harding 
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Figure 4.42. Self portrait of el Greco ca. 1595-1600 CE.            
Metropolitan Museum of Art 
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      Figure 4.43. Painting of Fray Hortencio Félix Paravicino by el Greco, ca. 1609 
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 Figure 4.44. Figure from Ahuila Guencha Machay, near Singa,    
that appears to depict the ‘Virgin Mary’                                         
(after Coaquira 2008: Figure 57) 
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 Figure 4.45. Figure from Ahuil Guencha Machay, near Singa        
(after Coaquira 2008: Figure 58) 
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Figure 5.1. Abstract Pictograph 
from the Guaviare River Basin, Colombia 
(after Universidad Nacional de Colombia 2015: Figure 1)
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Figure 5.2. Isolated motifs from the Pusharo mural                                  
in the Palotoa River Basin, Madre de Dios, Peru                                      
Note the motif in aj. (after Hostnig and Carreño 2006: Fig. 28) 
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Figure 5.3. Photo taken of a petroglyph                          
from the Teoria site from Satipo, Junín, Peru 
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Figure 5.4. Abstract Mado Fedi motif                                              
from the Yekuana people of the Venezuelan Amazon                    
(after Guss 1989:110) 
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Figure 5.5. Photo of the Oriwari petroglyphs 
from Satipo, Junín, Peru
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Figure 5.6. Photo of the side face of the top of the 
Estabridis petroglyph site from Satipo, Junín, Peru 
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Figure 5.7. Photo of the end face of the 
Estabridis petroglyph site from Satipo, Junín, Peru



	 632	

  
 

	

Figure 5.8. Photo of the top of the Huanacaure petroglyph site 
from Satipo, Junín, Peru
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Figure 5.9. Photo of interlocking spiral motifs from Oriwari 
in Satipo, Junín, Peru
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Figure 5.10. Photo of spiral and U-shaped motif 
from the Valle de los Petroglifos in Satipo, Junín, Peru



	 635	

 
 

 

																																				

	

     
   

Figure 5.11. Spiral from Teoria petroglyph 
in Satipo, Junín, Peru
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Figure 5.12. Anthropomorphs from Oriwari in Satipo, Junín, Peru. 
The figure on the left is depicted wearing a long loincloth.
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Figure 5.13. Circular motif from Alto Chavini 
in Satipo, Junín, Peru
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Figure 5.14. Photo of the carved rock outcropping 
at Kenko Grande in Cusco, Peru
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Figure 5.15. Photo of the carved boulder at Saywite 
in the Apurimac Valley, Cusco, Peru
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  General Map: Huánuco subregions, Satipo, and selected sites 
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