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If the first influences we can find in northwest Arg.cntim em.anateld ff;);:
v ‘arly Tiahuanaco, there is no doubt that they cont.mu.ed (.Iur;]ngftle p
huanaco Classic period and may very well have contributed to the Aon::atim
of La Aguada. Or these influences in Tiahuanaco and E?f;hwes; ver&;]gont ,C.t
may have come from a common source, the center of which we ha y

defined.
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by CARL SCHUSTER

Observations on the Painged Defzgm

o Fatagonian Skin Robes!

In an essay on “Polychrome Guanaco Robes of Patagonia” in 1929, Samuel
K. Lothrop characterized their painted designs as “surprisingly complex in

~view of the cultural poverty of the Tehuelche in general”; and he added:

“This complexity arises not only from varied juxtaposition of design ele-
ments, but also from the alternation of colors.” Later in the same essay he
said: “Painted decorations on specimens collected in recent years, though
based on simple elements, exhibit a complexity of rhythm scarcely to be
expected among people of such general cultural poverty.” * These statements,
which first came to my attention some fifteen years ago, struck me as appro-
priate, and also as puzzling. They seemed to present a challenge: how are
we to explain the existence of a highly complicated decorative art among a
people whose material culture s in other respects very simple?

In the course of comparative studies, in which I observed relations be-
tween the traditional designs of modern “primitive” peoples and correspond-
ing motifs known archaeologically from prehistoric times, T felt myself im-
pelled to certain conclusions, some of which I think have a bearing on the
question about Tehuelche designs to which Doctor Lothrop first gave ex-
pression. In presenting these ideas here, it is perhaps not necessary to empha-
size their tentative nature: in studies of this kind one can seldom “prove”
anything, but one may hope to indicate new approaches to a problem and
new channels through which still further rescarch might be pursued,

In the first place, some distinctions must be made. Doctor Lothrop’s com-
ments referred, evidently, only to the decorated cloaks or robes made by the
Tehuelche out of guanaco skins. We think that he would hardly quarrel,
however, with our extending his characterization to the designs painted by
the Tchuelche on horschide, which are surely at least as complex as those
applied by them to guanaco skins. It is, in any cvent, the decorations on
horschide to which we intend 10 restrict our observations. From the materials
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prcscrved in muscum collections, it appears that these designs are, at least
at first sight, considerably different from those customarily applied by the
Tehuelche to guanaco skin.* We must, however, be on guard against assum-
ing that the introduction of horses among the Tehuelche around the begin-
ning of the eighteenth century had anything to do with the essential character
of the designs which now appear to be limited to the decoration of the
hides of these animals. It may be safely assumed that these designs are far
older than the advent of the horse in Patagonia. What happened is, in all
probability, that one of several related traditions of decorative design, among
one or more subgroups of the Patagonian Indians, came to be applied by
preference to horschides, perhaps because these were especially available to
these particular people, while other groups continued to apply their tradi-
tional designs to the skins of indigenous animals, such as the guanaco. The
designs now found on horschide are generally coarser and bolder than those
applied to the more delicate skins of the smaller animals; but we suspect
that ultimately the motifs of both traditions (or both groups of traditions)
may prove to be related. In general terms, it may be said that the motifs
traditionally applied to guanaco skins, being more schematic, are more difli-
cult to “read”; and that the designs on horsehide, being less evolved toward
a geometric formulation (and in this sense perhaps more archaic), may ulti-
mately provide clues to an understanding of the designs on guanaco skin—
with which, however, we shall not attempt to deal here.
With these preliminary considerations out of the way, we may turn our
attention to a characteristic example of the repeating pattern of one of the
horschide robes of the Tehuelche, figure 2, of which an excerpt is reproduced
in color in figure 1. As in all horschide robes of these people known to me,'
the entire field within the painted borders is occupied by an “endlessly” re-
peating pattern, of which the most conspicuous clement, and, as it were, the
frame, is comprised of bands of dark blue color. These run continuously in
a vertical sense (as the robe is worn), but alternately approach and diverge
from each other in a rhythm that might be described ( figuratively, of course)
in terms of a dance: “two steps forward, glide, two steps backward, glide, two
steps forward,” ete. If we take this as the primary framework of the design.
what may be regarded tentatively as a secondary scheme is that formed of
yellow elements; namely zigzags aligned horizontally, and certain vertically
aligned motifs which we hall call, for the moment, “bars.” The yellow zig-
zags occupy the wide spaces formed by the expansions between the blue
bands, and the yellow “bars™ occupy the narrow spaces between the approxi-
mations of the blue bands. The whole polychrome pattern will appear some-

Fia.

i

Painted decoration of a horschide robe. Tehuelche Indians. Patagonia
(Detail of fig. 2.)
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Fie. 2. Horschide robe with painted decoration. Tehuclche Indians. Patagonia.

what less confused if we regard the yellow bars and yellow zigzags as being
connected with each other in horizontal series behind or underneath the
vertically aligned blue bands. We shall see Jater that there is, in fact, some
justification for regarding the “yellow system” in this way.

Evidently constituting a third system (that is, third in the order of men.
tion, because of its chromatic complexity; but conceptually perhaps second)
is a series of unconnected motifs in red and green. In order to simplify de-
scription and to facilitate a grasp of the pattern as a whole, T shall designate
these elements immediately as what 1 hope later to show them 1o be, namely
human figures. These figures, with fretlike limbs, are, then, arranged in
pairs: a red figure with a green head being opposed 1o 4 green figure with
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FiG. 3. Schemes of the two main types of “gencalogical patterns.

a red head, respectively above and below the yellow zigzag occupying cn.ch
expansion between the bands of the blue framework. S'uch a \.fcrbul (.lcsc‘np%
tion hardly serves to dispel the impression of complexity which designs o
this type made upon Doctor Lothrop! : s -
In attempting to bring order out of this seeming c‘hzms, it will perhaps
be best to work from the outside inward; or, more spcct&ally, to begin with
the blue system, which we designated as the essential framework, then to
consider the pairs of “little men” in red and green; and finally to ccm]w t(')
grips with the (somewhat troublesome) yellow system. We hope .t.o show,
with at least a fair degree of probability, that all three systems are conceptu-
ally related, and that their association in the Tchuelche rol?es is by no means
fortuitous, but rather reflects certain old and impolrt:mt ideas. .
In an essay entitled “Genealogical Patterns in the ‘()ld nn.d New
Worlds,”® I have shown (or at least hope T have succeeded in showing) the
existence, in many diflerent cultures throughout large parts of the \mr.ldT
of patterns composed of concatenations of human f?gures. These patter n,;
seem to be reducible to two main structural types, which may be representec
schematically as shown in figure 3. There the vcrtica.l‘ly :lllgn(:(.‘l zigzags :@c
shorthand symbols for human bodies (more precisely for the spinal cnl.umn\,
which are frequently emphasized in the actual patterns), ;n‘u] tl.]C cnntnum}n
undulating lines represent the himbs conn(‘cling the ~hn(hcs in an .cmﬂ(\f
continuum. The continuum of human hgures fll?d\‘ is mnﬁl plausible cx
planation as a symbol ol the endless continuity of the genetic process: and
the component figures of the patterns can hardly represent .;mylh’mg (‘lf(
than members of a social group, evidently visualized both vcrt‘folHy in terms
of ancestors and descendants, and horizontally in terms of living relatives.
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Fic. 4. The “blue framework” of the Tehuelche pattern, figure 1.

Such patterns are accordingly “tribal” patterns in the sense that they actually
represent members of a tribe in their social relationship. In patterns of the
second type (fig. 3, type II), which are of first concern to us, the sides of each
body are continued in such a way as to connect it with the bodies diagonally
above and below it, the undulating lines in this instance representing alter-
nately the sides of the bodies and the limbs. In other words, each approxima-
tion of the undulating lines implies a body between them. In actual patterns
of this type, the body may be represented more or less natur
tween the approximations of the undulating bands, or it may be omitted alto-
gether. A statement I made when first proposing to classify “gencalogical
patterns” according to these two systems may now |
“The two systems, though structurall
fundamental ide

alistically be-

e llppl'()})riﬂtcly I'CPCillCd .
y distinct, no doubt represent the same
a; and it is because we shall so often find them combined
or confused that it is desirable to recognize beforehand

as clearly as possible
the distinction between them.

"% In the Tehuelche pattern of figure 1 we
cvidently have an example of such combination, which is, however
from confusion by the different coloring of its d
chrome pattern resolves itself

, saved
ifferent parts. This poly-
most plausibly, as we shall sce, into two dis-
tinct manifestations of type I, and one manifestation of type I, as these are
shown schematically in figure 3.

That the blue framework of the Tehuelche design,
logical pattern” of our second type appears, or beg
align it (fig. 4) comparatively with certain desig

i e oy e
figure 1, is a ‘wenca-
s to appear, when we
ns painted on the arms of
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F16. 5. Caduveo arm-painting. Fic. 6. Caduveo arm-painting.
Mato Grosso, Brazil. Mato Grosso, Brazil.
Caduveo women of southern Mato Grosso in Brazil, as recorded by Boggiani
toward the end of the last century, and here reproduced in figures 5 and 6.
It can be easily appreciated that the blue framework of the Tehuelche pat-
tern differs from the broad bands in the Caduveo designs only in being
“stepped” rather than curving. The thesis that these designs are homologous
is perhaps not proved, but is at least made more plausible, by the considera-
tion of another circumstance. Elsewhere I have sought to show that the
decoration of garments of animal skin and of the human skin itself by means
of tattooing or painting are two closely related media, in which schematic
art probably found its first expression in remote prehistoric times; and that
consequently such techniques, where they survive today, may be vehicles
for extremely ancient traditions.” This would explain why the designs of
one medium are frequently found in the other. We believe that the designs
of the Tehuelche robes and the Caduveo arm-paintings, specifically the de-
signs of figures 4 and 5-0. arc in fact closely related survivals of one and the
same archaic tradition. An insight into their archaism is provided by a com-
parison, which we now propose o make, between these South American

designs as a group and the traditional decoration of an opossum-skin robe
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Fie. 7. Robe of opossum skin with scratched
decoration. Australia. v: Detil of the Australian

I'()I)C.
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Fic. 8. Figures carved on the ground at an Australian initiation ceremony.

made and worn by the modern aborigines of southeastern Australia, which
is reproduced as a whole in figure 7, and by a detail of one of it:s pancls in
figure 7, a. In the last-mentioned article, T have shown that the designs on an-
other Australian robe, somewhat different from this one, arc closely related
to the designs painted by certain Indians of the Argentine Chaco on lh‘cir
otter-skin robes; and that this surprising correspondence finds its explanation
in the derivation of both modern traditions ultimately from a common
source in the Palacolithic of the Old World, to which we have an important
key in a palaeolithic figurine represented as wearing a sk‘in robe withicsscn
tially similar decorations, evidently derived from schematic con.catenatzons of
human figures® However surprising at first, we believe it will have to be
admitted that the remarkable similarity between the traditional decorations
of skin garments in southern South America (the Chaco and 1’;ungon.i:1) ;md.
in Australia can only be explained in the sense that they represent dn'crgCI?t
branches of a common tradition reaching back ultimately to palacohthic
times in a region which may be designated, roughly and tentatively, as “west
ern Eurasia.” :

It is of course impossible to enter here into an extended justification of
this thesis. It is expounded in some detail in the publication just mcnlinncd»;'
to which, in fact, the present article is intended to be complementary. We
do. however, wish to lay special emphasis here upon an idea propounded
there: namely that schematic art (which in the course of time tends to be

come “decorative” in the empty sense of the word) was probably first evolved
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Fia. 9. Design incised on antler (with postulated extension). Denmark. About 5000 n.c.

and then transmitted, at least in primitive hunting communities, by women,
being specifically and at first perhaps exclusively applied by them to gar-
ments made of the skins of animals hunted by the menj that the perishability
of such garments accounts for the almost total loss of the schematic art of
palacolithic times (in which men seldom dabbled); that the palacolithic
existence of such an art must nevertheless be inferred from certain rare bits
of palacolithic evidence surviving by chance in imperishable materials, and
above all from the evidence provided by the designs applied to skin robes by
the women of widely scattered hunting communities in the modern world,
which upon examination betray their kinship with the surviving bits of
palaeolithic evidence. In order to suggest the archaism of the humble art of
skin decoration as practised by the women of modern primitive hunting
communities, we juxtapose, in figures 10 and 11, two scenes of such domestic
activity, among the Tehuclche, and among aborigines of southeastern Aus-
tralia.” What we sce in such pictures may be, so to speak, a recapitulation
ol the very beginnings of schematic art in remote prehistoric times.

Against the background of these considerations, it is perhaps hardly

necessary to emphasize the importance of the designs on the Australian
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Fia. 10.  Tchuelche woman painting a skin robe. Patagonia.

robe, figure 7, for our understanding of the complicated interlocking pattern
of the Tehuelche robe of figure 1. Their relation can be best appreciated viu
the Caduveo designs of figures 5 and 6, whose similarity to the Australian
design of figure 7, a, is immediately obvious. Now, if the anthropomorphism
of the Australian design is not sclf-evident, it appears clearly enough in the
light of comparison with the design of figure 8, which represents a ritual
carving or furrowing of the earth at an aboriginal festival in the same part
of Australia where the robe was made. What we see here, according to
native informants, is a representation of “the young men who were with
Baiamai at his first camp.”'” Since Baiamai is the Creator, it appears that
the figures thus carved in the ground constitute something like a diagram
of the Creation, or, so to speak, the first “gencalogical pattern.” As in all
conventionalized patterns of our sccond type, the figures are here joined
together by their limbs in such a way as to leave pointed oval spaces between
their bodies. It can hardly be doubted that the pattern on the Australian skin
robe, figure 7, a, is a conventionalization of this deeply significant diagram
of human creation and procreation. But unlike the carth-carving, the design
on the robe is complicated by a second pattern, which appears as a displaced
“shadow” of it. The bodies of the second pattern occupy the oval spaces be-
tween the bodies of the first, whose limbs cut across their limbs. The resem-
blance of this complicated scheme to that of the Caduveo designs, figures 5
and 6, speaks for itself. However, before testing the applicability of the Aus-
tralian and Caduveo schemes to the Tehuelche design of figure 1, let us first
inquire into the possibility that anthropomorphic schemes of the type here
under consideration were already in existence in prehistoric times in the
Old World.

Leaving out of consideration for the moment the question of palacolithic

I

Fic. 11.

“An Australian family of New South Wales,” after Ratzel,
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origins, I propose to compare the modern South American and Australian
designs just considered with the design on an artifact of the mesolithic
period in the Old World. In the dark part of figure 9 is reproduced the carv-
ing on an implement of antler from the Danish Coastal Culture of about
5000 8.c., which I have extended hypothetically (by means of finer lines) to
form the pointed oval or hexagonal cells of a typically Maglemose “honcy-
comb” pattern, Each “cell” of the resulting pattern is bounded laterally by
the spinal columns of two human figures, whose diagonally joined limbs
closc it at the top and bottom. This pattern, for whose reconstruction in such
a sense there is ample evidence,'! is a thoroughly characteristic ‘example of
our sccond type (fig. 3, type 11)—even down to the representation of the
bodies as mere spinal columns (whose vertebrae coalesce in one place to
form a “spinal zigzag”). A study of other decorated artifacts from the
closcly related and contemporary or slightly antecedent Maglemose Culture
of Denmark suggests that this design may have been transferred to antler
from the decoration of a skin garment (or perhaps from the skin of the
human body itself).* If so, then this mesolithic pattern corresponds to the
Australian and South American designs not only in morphology, but also
in the material to which we assume it must have been originally applied.
Though the mesolithic design of figure 9 lacks a “shadow” like that of
the Australian design, figure 7, 4, it is possible that the groups of inverted
chevrons at its left may in fact constitute a second anthropomorphic scheme
related to its “honeycomb.” ™ Tt is thus at least theoretically possible that
the principle of the double pattern, as exemplified in the Australian robe of
figure 7, @, and in the Caduveo arm-paintings of figures 5 and 6, was already
established in mesolithic times in the Old World; and if so, such patterns
were already then most probably applied to skin. But let us return from
speculation to observation: it is at any rate a fact that “double” gencalogical
patterns remarkably like the Australian one of figure 7, a, do occur in the
traditional body-painting of the Caduveo Indians of the Brazilian Mato
Grosso. Could it be that the complicated pattern on the Tehuelche robe
of figure 1 also includes a “shadow”? I think that it does; and in order to
show it, I have prepared a drawing, figure 12, in which the red-and-green
“Jittle men” of the Tehuclche design appear in their relation to the “primary”
pattern of the blue bands, without the distraction of the yellow elements.
Near the middle of this drawing I have added hypothetical ligatures between
the limbs of the “livtle men,” in accordance with the analogy of the Caduveo
designs of figures 5 and 6, and of the Australian design of figure 7, u—mak-
ing them angular, in keeping with the angularity of the Tchuclche blue
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16. 12, The “little men” in relation to the “blue bands” of the Tehuelche pattern
figure 1. :

pattern, rather than curved, as in the Australian and Caduveo designs. If
we imagine such ligatures repeated throughout the Tehuelche pattern, we
would have in effect a double system very much like those of the Cn(h’)vco
and Australian designs, one system presumably superimposed upon the
other. Perhaps the fact that the red-and-green “little men” are noz connected
i[‘I the actual Tehuelche pattern (as we have postulated them to be in prin-
ciple) explains why they have so well retained their original anthropo-
morphic identity—an identity which evidently tends to yanish when such
figures are connected to form fully continuous patterns. It scems, then, that
Fhe “little men” of the Tehuelche design represent the survival of some,[hin"
just as primitive and archaic as “the young men at Baiamai’s first czlmp.(:
The crossing of the limbs of these “little men” to form a swastika, as we
have suggcsted in the reconstruction of figure 12,'* is, we think, warranted
by the similar crossing of the broad bands of the primary Caduveo pattern
in .ﬁguTe 6—which we have elsewhere interpreted as symbolic of marital
unions in a genealogy.'® Though I think that the reconstruction in the center
of figure 12 is adequately supported by the analogy of the curvilinear Cadu-
veo patterns, it may be pointed out that stepped compartments, like those
postulated by extending the limbs of the “little men” in figure 12, do actuall
occur rather frequently in South America, especially in ‘mck-pnimim:ﬂ '(m(l
mobiliary art in stone of about 1500 years ago in r;orlh\vcstcrn 1"1!';t;‘(>|.1i'1'
and that the anthropomorphic character of the “stepped” p;lucrn; n: thtn‘
so-called “estilo de grecas™ is for the most part fairly obvious.'s \Vc‘ pro A

A4

pose,
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a

Fig. 13. a: Design incised on a stone axe. Neuquén, Argentina. b: Bichromatic pattern
I'CC()“S“'UCth frl)m .

thus, to regard the bluc framework and the disjointed bits of red and green

fretwork in the Tehuelche design of figure 1 as constituting, in fact, a pair

of essentially identical interlocking patterns, both of which were originally

composed of human figures.

If the human identity of the bits of red and green fretwork in figure 1
is thus fairly well established, there are still questions to be answered about
these “little men.” Why do the red ones have green heads and the green
ones have red heads? One might, of course, assume a playful whimsy. But
we think that the matter goes deeper, and that this alternation of color can
be, at least in a measure, explained. Again in my article of 1956-58, I de-
veloped (or as it subsequently turned out, partially developed) an explana-
tion for certain motifs incised on “ceremonial axes” of stone associated with
the above-mentioned “fret style” of northwestern Patagonia. One of thesc
designs in particular, a linear motif here reproduced as figure 13, 4, T ex-
plained as a “cutting line,” by which it must have been customary to cut
through two layers of pliable material, originally, no doubt, animal skin, of
contrasting colors, to produce cut-outs, which were then assembled to form
a skin-mosaic of interlocking human figures, alternating in both color and
direction, as shown in figure 13, &. It may now be added that such “reciprocal
patterns” are attested archacologically at least as early as neolithic times in
the Old World, but that since they can hardly be understood except as the
product of a skin-working technique, we may assume that they were first
évolved in a pre-neolithic hunting culture. Fur-mosaics embodying reciprocal
patterns, some of them certainty anthropomorphic, are still made by “palaco-
Siberian™ hunting peoples today. In fact, such “reciprocal” patterns may have
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Fig. 14. Detail of a painted house-wall. Northwestern Brazil.

been anthropomorphic, so to speak, from the very beginning, and they may
even have provided the first impetus toward the development of what w,e
designate generally as “gencalogical patterns.” " The significance of figure
13', b, for our understanding of the “green men with red heads and red men
th.h green heads,” is perhaps self-evident; for such a skin-mosaic best ex-
pku.ns both the alternating color and the alternately upright and im;crtcld
position of these “little men” in the Tehuelche robe. Even though they are
'mcrely painted on the skin and not cut out of it, their color and position
imply a technique which, if it was not actually known to the modern Te-
huelche of Patagonia, must have been practised not very far away or long
:lgO.”a 7
B{ut this téchnical explanation by no means excludes a conceptual one.
.Insot:xr as reciprocal patterns are “gencalogical,” the human figures compos-
ing them are opposed not only in color and position but also, by definition
in_some social sense. Precisely what type of social opposition or interi
action is implied by such arrangements is not always easy to say: it may be
;1559me<1 that “gencalogical patterns” have in many cuilurcs /ourlivcc‘lythe
social patterns to which they must at one time have referred. Nevertheless
we do have what appears to be a significant analogy for the reciprocal col(;rz
ing of the Tchuelche “little men” in the designs }):1311&(1 on the house fronts
of certain Indians of the tropical rain forest of the northwestern ;\mﬂym;

l) 181, /AN excerpt )i su opaint I ation is 5} OW|] ‘} v
o . C
} L(.h C ‘ I L(] dcecoratio shown in h}.’l“(_ 1 . I\I)() <
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Fia. 15. The “yellow system” of the Tehuelche pattern, figure 1.
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a lower band of solid color, the entire entrance wall of the dwelling is occu-
picd by a checkerboard of dark and light rectangles, apparently repr esemmg.
a characteristic pattern of the local dancing costumes (whose fringes appcalv
at the bottom as spirals); and the heads of t}.le wearers of these colst\iimc]?
(perhaps conceived as masks) are represented in a frxe%‘e of z.lltc’:,x'naftchx ar;
and light faces at the top, just under the overha'ngmg cotrice’iafg c‘rio,o\
thatch. Because of other evidence that these Indians sy.mbohzed‘ social ic cn.s‘
in their domestic architecture, we may take the decm"atxon of this facade for
a kind of gencalogical diagram representing scllfanlfxtlcally the cn?argcd fml
ily which occupies the house and constitutes it in the figurative lse;sgr .
Somchow, then, the alternate or reciprocal coloring of the h.eads anc ? llcs
on this fagade must refer to the warp and woof of the social fabric o L‘;C
tribe. I have always been intrigued by the circumst.ance that w}'men Kofc 1
Griinberg originally photographed the facade on which the drawu?g .of 1@,
ure 14 is based, the inmates of the house posed themselves before it in r\w;
groups: the men and boys on one side of the central door, the womexjh (';Il(
presumably a girl-child) on the other side.!® Koch docs. not tell us w ct\x‘uI
he asked the people to pose in this way. It scems rather 11¥<er that they actec
in accordance with native custom or habit. If so, we might perhaps see in
the alternately dark and light heads of figure 14 simply a representation of
the male :md{fcmnlc partners in the family structure—or pc:rlmps\ by exten-
sion, representatives of exogamous clans® In any event, FlllS facade has .'}lll
obvious bearing on the postulated pattern of figure 13, 4, and on the
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bichromatic “little men” of the actual Tehuelche rohe. Perhaps, after all,
the reciprocal coloring of the opposed Tehuelche figures represents o simple
sexual diflerentiation, and we should think of them henceforth as “Jite
men and little women”]

We come now to consideration of the third element in the Tehuelche
design of figure 1: the “yellow system,” which we have isolated in figure 15,
That the alternating zigzags and uprights of this system were conceived as
being connected jn horizontal series “behind” the vertical blue bands is sug-
gested by the way in which the latter cut across and interrupt the former,
These interruptions, which occur nowhere else systematically in the Tehyel-
che design, appear as gaps in our drawing. Now, it is much more difficult
to find satisfactory analogues in the aboriginal art of South America for the
yellow part of the Tehuelche design, taken as 4 system, than it is for the
blue, green and red components of the composition, This circumstance can-
not, however, deter us from taking the “yellow system” seriously. In fact, it
scems reasonable to assume that this part of the Tehuelche design must be
the product of a tradition at least as vencrable and significant as that of the
other elements with which it is so intimately associated. Perhaps the fact
that the fullest analogues for this “system” come from the O] World, where
they can be traced back to early archacological horizons, may enhance our
estimate of the antiquity of the whole Tehuelche pattern, from which the
yellow elements appear to be inextricable.

But let us first consider certain archaeological evidence from the New
World which seems to haye a bearing on at least some features of this “yel-
low system.” In figure 16 is reproduced the engraved decoration on two sides
of a stone plaque of uncertain date from northwestern Patagonia. On the
surface ¢, which more immediately concerns us, the decoration shows some
degree of correspondence with the repeating pattern of the Tehuelche robe,
figure 1. It might, in fact, be regarded as'something like an excerpt from
the blue and yellow parts of that pattern. The pairs of zigzags incised longi-
tudinally along the middle of the stone might be cquated with the “yellow”
zigzags of figure 15; while the two vertically aligned motifs with which the
zigzags alternate on the stone would have their equivalent in, or could be
regarded as excerpts from, the system of blue bands on the robe, The inter-
vals separating these alternate motifs on the stone seem 1o imply an interrup-
tion of onc by the other, like that effected by their aciual intersection on the
robe. If the cquivalence is valid, it helps us, however, not so much to under-
stand the yellow zigzags as the blue bands of the Tchuclche robe; for here
we seem to have in isolation the human figures our of which the plue bands




438 PRE-COLUMBIAN ART AND ARCHAEOLOGY

; Al
\ SO Ay LR

& fﬂtﬂ“ib&&’u"‘M‘ﬂﬂn'{fﬂ\,\ﬂ’\%m

b

At 3t ".
Fia. 16, Incised stone plaque from northwestern Patagonia

of the robe are forned. Other elements in the incise.d decoration of thls[::l):i
especially those at the two ends of figure 16, 4, r.mght represent Lu.l.}il 1 .1h
to indicate the continuity of a complex pattern painted on a robe, Wltl w ‘ncr
the engraver (presumably a man) must have been familiar as l;xgn ojsc;vcm,
but not as an executant—for, as we suggested abovt':, and as can be .scc.n ro.'
figure 10, it was undoubtedly the women who painted the com}()il.lc’attedlht;;;
ditional designs on the robes, and who alone knew how to co-ordinate
pm};}:? .wh()le subject of the Patagonian “placas grz.lbudus,” in the genclriq
class of which this engraved stone may be reckoned, is too vast and Co,rr;l,’ ‘L.\
for consideration here; but since Lothrop called attention to these arc ],iml():
logical relics in connection with the problem of the desxg.ns of th; Ttehfuct }::;
robes,2® and since Bérmida has given us, for'the first Fxmc, a] 1'n (')t,e i
antiquity and their cultural importance by calling attention .t.o tw,Lr1 ex’ \;,M‘
and no doubt significant similarities to the Austr.alum c'/mngu:, \\lcr.d.r
to make some tentative observations on this topic. V:m()u? £1Ut1?()r§’, )ts]x (&l.:
Lothrop, have noted a general similarity between 'thc dc;mg]n:s cng]r..l‘vuq’;n
certain types of “placas grabadas™ and the decorations of the ‘mo( g11111< \.1
bes of /v;n'i()us South American Indian tribes. [ agree that Lhcu; undou )uf -
a relationship, but 1 think that the “placas grabadas” are not $o
robes as representations of elothed human figures.

ro
v 1s such
: 4 TS R 3 ‘
much representations o A ; Sl b
It is in this sense that it may be possible to trace their ancestry (via archaco
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logical evidence from North America) ultimately to early prehistoric mani-
festations in the Old World. To cite certain significant details: the bands
comprising the decoration of the Patagonian plaque, figure 16, formed as
they are by two parallel lines with crosshatching, zigzags or cross-bars be-
tween them, remind us of analogous motifs in the mesolithic (especially
Maglemose) art of Northwestern Europe,? which can themselves be traced
back (like so many Maglemose elements) to palaeolithic origins.** Without
attempting to substantiate it here, I should like to put forward the hypothesis
that the motifs carried out by means of such bands in mesolithic and prob-
ably also in palaeolithic times in the Old Word were really bits and frag-
ments, or at the very most, excerpts (fig. 9), of what must have been in fact
well-organized patterns of connected human figures, of which the full forms
are generally lost to us archacologically because they were applied by women
to skin garments—just as the male engraver of the “placa grabada,” figure
16, “clothed” it with badly apprehended bits of an anthropomorphic pattern
traditionally applied to skin garments by the women of his tribe. The fact
that in both the mesolithic and the palacolithic art of the Old World such
hatched bands are often made to intersect each other should, T think, be
brought into relation with the (not quite) intersecting hatched bands of the
Patagonian plaque, figure 16, @, and also with the intersecting blue and
yellow systems of the Tehuelche tobe of figure 1 (or perhaps rather with
the intersections postulated in figure 12)—as well as ultimately with the
intersecting limbs of the figures in the Australian robe, figure 7, a, and analo-
gous formations in the Caduveo body-painting of figures 5 and 6. It is true,
of course, that not all of these intersecting bands are hatched; but on the
other hand we must take note of the fact that precisely such hatched bands
are used to form concatenated schemes of human figures by certain “primi-
tive” peoples of another part of the world: namely in Eastern Indonesia,
Southern New Guinea, and Northwestern Australia.2* I would regard all
these manifestations, together with the design of figure 16, a, as survivals
of a basically palacolithic tradition, the prime vehicle of which must have
been the decoration of skin garments or, alternatively, the skin of the living
human body.

It is interesting to compare the design of the Patagonian stone plaquc,
figure 16, with that of a Tchuclche robe shown in an cighteenth-century
engraving, of which a re-drawn detail is shown in figure 17. Apparently
whole decoration of this robe consisted of bands formed by zigzags confined
between parallel lines. The analogy of the plaque suggests that these zig

the

zags
arc derived from or equivalent to crosshatching. Though we cannot say that
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Fia. 17. Tehuelche Indian, after Pernety, 1771,

the bands on the robe formed an anthropomorphic design analogous to t'hat
of figure 16, 4, still the fact that they do form, in at least one place, a kind
of capital letter H, similar to that formed by the crosshatched ban(.ls near
the broad end of figure 16, &, indicates the general relation of the designs on
the robe to those on the stone. Assuming that the eighteenth-century en-
graver is reasonably reliable,®” I find it significant that near the throat o.f: the
wearer of this robe, two of the zigzag bands obviously intersect. For inter-
secting hatched bands are a motif which turns up repeatedly in .bot‘h the
mesolithic and the palaeolithic art of the Old World. In f.act tl?cre is, in my
opinion, good reason to suspect that one of the palacolithic artifacts Lvﬂearms
this motif is actually the representation of a clothed human f':lgure." This
suggests that the decoration of the Patagonian robe shown .m.hgurc .1.7 may
very well represent the survival of a distinctively p;ll.’l.C()lllth tr:\‘(hnpn of
design, in primeval association with the perishable medium to (U(]IC‘/I it was
originally applied. Regardless of the cpoch in which such designs occur,
from palacolithic to modern times, it scems to me at least very probable that
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Fia. 18, Design incised around a pottery vessel from northeastern Argentina,

they represent the debris of double systems of concatenated human figures
with crossing limbs, of which we see the full forms in the Australian robe,
figure 7, a, and in the Caduveo body-painting, figures 5 and 6. Because of
what we may regard as the extreme archaism of its design, the presumable
loss of the actual robe of figure 17 through neglect since the eighteenth cen-
tury cannot but evoke a shudder of regret. There may be more coelacanths
still living in the depths of the Mozambique Channel; but we shall hardly
find any more “living” palacolithic robes in Patagonial

A second archacological document from Argentina which may help our
understanding of the “yellow system” of the Tehuelche robe, figure 15, is the
incised decoration of a pottery vessel reproduced in figure 18. Though found
in northeastern Argentina, this vessel is of a type which seems to have been
known to and used by, though evidently never made by, the nomadic
Tehuelche of the more southerly parts of Patagonia.2” The decoration consists
of four pairs of double zigzags aligned vertically, with their points opposed.
B, D.F H), alternating with four upright motifs in two dissimilar pairs
(A and C; E and G). The illustration permits us to forego a description of
the latter motifs. They are characteristic of the “estilo de grecas,” an offshoot
of the Barreales Culture of northwestern Argentina, for which Menghin
suggested a tentative dating some time after a.p. 500,28 That the motifs of
figure 18, A, C, E, G are conventionalized human figures is suggested, among
other things, by their similarity to the surely anthropomorphic motifs of
figure 14.2° What js, then, the relasion of these conventionalized human
fhigures to the vertically aligned zigzags between them; and how is this
sequence of motifs on the pottery vessel related to the somewhat different
arrangement of similar elements in the “yellow system™ of the Tehuelche
robe, figure 15?2 It must be observed, in the first place, that vertically aligned
pairs of opposed zigzags of the type of fignl@ B D, F, I also occur alse.
where in South America, notably in the painted decoration of skin robes from
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the Argentine Chaco, where 1 have identified them as “limb-lines” in the
sense of Type 11 in figure 3.*° In the Chaco robes, the expansions between
the zigzags are sometimes occupied by clements which appear to be rudi-

mentary bodies;*" and this suggests that the “human figures,” A, C, E, G,

might stand in a similar relation to the zigzags, B, D, E, H, of figure 18:
that is to say as bodies to limbs. Taking the elements A, C, E, G, in figure 18
as equivalent to the upright elements of the Tehuelche “yellow system,”
figure 15, one might proceed to equate the vertically aligned zigzags of figure
18, at least tentatively, with the horizontally aligned zigzags of that system,
Of course, the vertical zigzags of figure 18 may not be arbitrarily turned on
their sides to make them match the horizontal zigzags of figure 15—from
which they differ not only in orientation but also in being arranged in
opposed pairs rather than singly. Nevertheless, I do think that these zigzags
are cquivalent in the sense that both represent the limbs of the “bodies” with
which they alternate; and that if the scheme of the pottery vessel conforms
essentially to that of our Type 11, the “yellow system” of the Tehuelche robe,
figure 15, may be plausibly equated, at least in principle, with the scheme of
our Type I As a matter of fact, neither the pottery design of figure 18 nor the
robe design of figure 15 perfectly represents either of the ideal types proposed
in figure 3: in the former, the bodies have been, so to speak, extracted from
between the limbs and expanded out of proportion to them; in the latter,
the limbs are likewisc reduced in proportion to the bodies, and they
serve only the bodies of one tier, instead of two simultaneously. In both of
these designs, then, we observe what amounts to a reduction and partial
detachment of the zigzags (or undulating bands) from the bodies which
they would normally serve to connect in “genealogical patterns” of Types 1
and II in figure 3.

The deviation of the Tehuelche “yellow system,” figure 15, from the basic
scheme of Type I in figure 3 may be accounted for in various ways: in the
first place, perhaps, by its role in relation to the blue system which is evidently
superimposed upon it. For it is obvious that the yellow “bodies” serve as
“bodies” also for the blue bands; but since the “bodies” implied by the
approximations of the blue bands have their own “limbs” (in the stepped
parts of the blue bands themselves), the zigzag yellow “limbs” have no real
function in relation to the blue system. Perhaps this circumstance, combined
with lack of space in the crowded and otherwise complicated Tehuelche
pattern, suffices 1o explain the reduced status of the zigzags in figure 15; and
perhaps we may also have to reckon with the influence of another principle
widely prevalent in South American design: the crossing, at right angles, of
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Fic. 19. ith zi i in Spani
19. Human figures with zigzag limbs in Spanish neolithic rock-paintings.

two distinct and differently orientated “

the. orientation of the blue and yellow patterns in the Tehuelche robe s
uniformly vertical, these patterns nevertheless represent the crossing of two
distinct concatenations of human figures.
The exceptional character of the “yellow system” of figure 15 (for which
1 know of no really close analogue in the ancient or modern art of South
America) may, however, find its explanation in terms of derivation from
prototypes in the Old World, of which it may in fact be a unique survival
in the New World. In an article published in 1920, Breuil showed how
the neolithic rock-paintings of Spain, the flexed limbs of a human higure were
commonly extended or repeated laterally to form Zigzags, 83 1 resulting
arrangements, as can be seen_ffom figure 19,-afe in some instances surpris-
ingly close to the arrangement of the Tchuelche pattern of figure 15. Of
course, the relation can hardly be a direct one. But there might very well be
an indirect relation between these motifs at the geographical extremes of the
Old and New Worlds. In an essay now in preparation,* | plan to show that
the “anthropomorphic zigzags” identified by Breuil in Iheri :
of perhaps the fourth or third mil
festations of a type which really

genealogical patterns.”* For though

o)

an rock-paintings
lennium B.c. are but relatively Tate mani-
- has its origins in very much e
In figure 20 I have juxtaposed one of the Spanish neolithic
(B): with 3 matif (A) taken From ke incised decoration on a figurine of
mammoth ivory, which was probubly intended to represent the :
a contemporary (i.c., palacolithic) skin robe. In other

arlier times,
“human zigzags™

ccoration on

words, the principle
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A. Mezin B. Cadiz

Fia. 20.  Human figures with zigzag limbs in palacolithic and neolithic art.

of multiplying the flexed limbs of a human figure to form horizontal zigzags
was a palacolithic and not a neolithic invention; and since this motif was
obviously applied to skin robes already in palacolithic times in the Old
World, the inference is, I think, justified that what we have in the Tehuelche
design of figure 15 is really a survival, in a peripheral outpost of the New
World, of a palacolithic motif, still traditionally associated with the type
of garment to which it was originally applied. But this palacolithic motif
is undoubtedly representative of Type I in our figure 3; and as I hope to show
on a later occasion, motifs of Type II were undoubtedly also known in
palacolithic times in the Old World. Thus, what we have in the complex
polychrome pattern on the Tchuelche robe, as shown in figure 1, is a closely
integrated combination of two basic and extremely ancient types of concatena-
tions of human figures, both of which were, in all probability, first applied
to robes of animal skin by palaeolithic hunters—or, more specifically, by
their womenfolk. The tradition of applying such patterns to skin robes must
have been brought to the New World by such nomadic hunters in the course
of long migrations already in remote prehistoric times.

While the modern Patagonian skin robes thus scem to provide a “pool”
of palacolithic survivals in the cul-de-sac of southern South America, there

Fra. 210 Painted decoration of a Spanish delmen. Encolithic period.
I
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Fig. 22, Fragment of a neolithic pot. Okinawa, Ryukyu Islands.

are undoubtedly similar “pools” in other times and places. In the essay just
referred to, I endeavor to show that the “decorative” art on megalithic
monuments, especially of Western Europe, at about the time of transition
from the Neolithic to the age of metals (roughly, the time of our figure 20,
B), is really a repository of palacolithic traditions; and that the designs
painted (and sometimes scratched) on these megalithic monuments are,
at least in a large measure, simply copied from the traditional decorations
of the skin garments worn by the deceased who were commemorated in the
monuments. It is only in this way that we can account for the surprisingly
extensive correspondences that undoubtedly exist between “megalithic” de-
signs from Western Europe and the designs still applied especially to skin
garments by modern “primitive” peoples in Patagonia—and in Australia?

Fia. 23, Carved wooden basketcover, Yami of Botel Tobago (Formosa).
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In view of these circumstances, it should not surprise us to find a plausible
counterpart for the Tehuelche design of figure 15 in the painted frieze of a
megalithic tomb in Spain, as reproduced in figure 21. The dark masses in
this fricze were recognized by both Leisner and Breuil as representations
of human figures (“Almerian idols”), and the connecting zigzags, at least
by Breuil, as their limbs.*® This frieze differs from the scheme of Type I in
figurc 3 in that the zigzag limbs join the bodies directly instead of undulating
around them, and in. the isolation of one horizontal tier of bodies from what,
I think, must have been originally a pattern extending in all directions
(compare figure 20, A). Regardless of these differences, the sense of the
fricze can only be that of a “genealogical pattern,” in which the zigzag limbs
ultimately symbolize bonds of kinship. (The rupestrian designs of figure 19,
in most of which the zigzags are attached to only one central body, might be
regarded as excerpts from a frieze like that of figure 21). Evidently the
Tchuclche pattern of figure 15 represents a modification of Type I in figure
3 analogous to the scheme of the Spanish frieze, while retaining the original
character of an “all-over” pattern. The relevance of the Spanish frieze of
figure 21 to the Tchuelche pattern of figure 15 is enhanced by the fact that
another pattern, composed of undulating bands, aligned vertically, in both
parallel and opposed series, is painted on the upper surface of the same stone
which carries the frieze. In other words, we have here (as on many mega-
lithic monuments) concatenations of more or less simplified human figures
of both Type I and Type 1I in figure 3, closely associated with each other.
In the Tchuelche design of figure 1, these two systems are not only associated.
but inseparably integrated.

Schemes of laterally connected human figures occur not only in prehistoric
Europe and modern (and possibly ancient) Patagonia. Two designs from a
geographically intermediate area may suggest the route by which such
schemes must have found their way from one hemisphere to the other. In
fhigure 22 is reproduced the surviving section of the rim of a neolithic pottery
vessel from Okinawa, in which pairs of incised zigzags (with their points
characteristically opposed: compare figure 20, A) represent the limbs joining
what were originally probably four peripheral human figures (compare
figure 18!), the head of each figure appearing as a knoblike excrescence on
the rim, and its spinal column as a double column of punch-marks connecting
the head with the zigzag limbs. The historical and morphological implica-
tions of this design, and of related designs of its class, are too vast for
consideration here We only wish to suggest that this type of pottery decora-
tion has close affinities on the one hand with neolithic traditions as far away
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as Eastern Europe, to some of which it may ultimately provide clues; and
that, on the other hand, surprisingly similar designs have survived until
protohistoric times in certain pottery traditions of the Eastern Woodlands
of North America. These indications may suffice to suggest the pertinence of
such a neolithic relic from Eastern Asia to the general problem of the survival
of the motif of concatenated human figures in the skin robes of Patagonia.

No doubt closely related to the neolithic sherd from Okinawa is the
carved decoration around the rim of a wooden basket cover made by the
modern Yami of Botel Tobago Island, off the southern tip of Formosa, as
shown in figure 23, Here again human figures are connected laterally by
their limbs in the form of zigzags, with their points for the most part
opposed. The fact that the designs of figures 22 and 23 are peripheral is
important both semantically and historically; for the endlessness of the
genetic process is best symbolized by the projection of series of connected
human figures “endlessly” around a cylindrical (or circular) surface. This
conceptual requirement suggests that such patterns may have been applied
first of all, long before the invention of pottery, around the limbs and torso
of the human body itself, by means of painting or tattooing (compare figures
5 and 6)—the living head of the wearer serving to animate the (generally)
headless bodies of such patterns, so that he would appear as the tribal
ancestor.*® The wide prevalence of such patterns (as yet unrecognized) in
the decoration of pottery (not only in the Old World: compare figure 18)
is then to be explained by the circumstance that pottery vessels, once they
came into existence, supplied cylindrical surfaces to which the traditional
designs of such body-painting or tattooing could be conveniently trans-
ferred.*® But long before the invention of pottery, and surely already in
palaeolithic times, such patterns must have been transferred from the human
body to the garments with which it was clothed—wherever conditions made
clothing necessary. This is, I think, the best way to account for the prevalence
of “endless,” or so to speak “revolving,” patterns of concatenated human
figures in the decoration of the skin robes made and worn by still living (or
now dying) “primitive” hunting peoples in southern South America and
Australia. Indeed, the designs perpetuated in these traditions may be, in the
most literal sense, survivals of the earliest schematic art, still applied as it
must have been applied in remote palacolithic times, and still pregnant with

the record of man’s carliest social consciousness.
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Essay 27. Schuster: Observations on the Painted Designs of Patagonian
Skin Robes

1. The writer is greatly indebted to the Wenner-Gren Foundation for Anthropo
logical Research, New York, for generous assistance in the preparation of most of tic
drawings for this article.

2. Lothrop, 1929, pp.. ld, 27

3 To my knowledge, the only published illustrations of the designs wraditionally
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painted on guanaco-skin robes by the Tehuelche are those in Lothrop, 1931, figs. 4 and
5. In those illustrations, the letter d designates the repeating pattern of the field, cor-
responding to our figure 1.

4, Besides the specimen illustrated here, and three specimens in the Musée de
I'Homme, Paris, illustrated by Lothrop, 1931, figs. 6 and 7, I know of two such horsc-
hide robes in the Museum fiir Vélkerkunde, Hamburg (one of them formerly in

Liibeck); at least four specimens in the Musco de La Plata; one in the Musco Etno-

grifico, Buenos Aires; and one evidently in a muscum in Valparaiso, Chile, as illus-
trated by Stolpe, 1927, pl. xx, fig. 1. In the United States, I am not awarc of other
specimens than that illustrated here, though there may be others, both here and abroad.
Though the color-schemes vary somewhat from robe to robe, that of our figure 1 may
be described as typical. Variations in the design-motifs in the repeating patterns of
such horsehide robes may also be described as minimal—and as probably less than in
the repeating patterns of the guanaco robes, which merit further study in themselves.

Dr. Junius Bird has called my attention to the fact that the extreme stiffness of
these horsehides makes it difficult to suppose that they were worn as clothing. In the
absence of reliable firsthand obscrvations (other than the recorded statement of the
collector of the specimen here illustrated, to the ceffect that it was used as a wrapping
for extra clothing), one can only fall back upon speculation: could such “robes” per-
haps have been used also as slecping-pads and the like? T retain Lothrop’s term of
“robes” as being general enough to include some such alternative usages. In the char-
acteristic cut of these “robes,” and especially in the protruding tab which ecvidently
corresponds to the neck of the horse, 1 confess that I am still tempted to sec somc
reference to the convenience of a human wearer. Could it be that the shape into which
these horsehides are cut reflects a tradition established when the Tehuelche were using
the more pliable skins of some other rather large animal to make one-piece robes
(rather than stitched robes, such as are necessitated by the use of guanaco-skins)?

5. Schuster, 1956-58.

6. Ibid., p. 1.

7. Ibid., ms. in preparation.

8. For the “robe” represented on a palacolithic figurine, sce Schuster, 1960, fig. 4
(after Rudyns’kyj, 1931, pl. xii; of. also figure 20, A in the present article). For the
modern Australian and Chaco robes which are to be compared with it, see Schuster,
1960, figs. 19-20 and 40-41, respectively.

9. Ratzel does not say that the woman sitting by the pegged-out squares of skin in
the lower right-hand corner of this picture is the porson who decorated thems but 1
think there can be little doubt that such decoration was in fact the work of women.
Greenway, 1910, p. 197, says that it was the women who stitched the robes of the
Kamilaroi in New South Wales; and on July 25, 1959, Mr. C. P. Mountford wrote me
from Adelaide that in northern South Australia it was an aboriginal woman who
decorated a rug of kangaroo skins for him.

10. Mathews, 1895, p. 415.

11. See the discussion of figs. 44-48 in Schuster, 1956-58.

12. See the discussion of fig. 11 in Schuster, 1960.

13. Cf. Schuster, 1956-58, p. 77f and note 96, a; ms., note 15.

14. Compare a “double gencalogical pattern” from Marajé with swastikas at the
crossings: Schuster, 1956-58, fig. 4.

15. Schuster, 193658, p. 371,

16. CFf. Schuster, 1956-58, figs. 11, 16, and especially the discussion of fig. 38, with
note 40. On the “cstilo de grecas™ or “fret style,” sce hote 28 below.

17. This idea was first expressed as a surmise in Schuster, 1956-58, p. 47f. Tt is
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considerably developed in Schuster, ms. in preparation; and I hape to develop it still
further (with perhaps palacolithic evidence) in a congress communication in Paris
in 1960.

17a. In this connection T wish to call attention to what appears to be a rare (perhaps
unique?) specimen of appliqué of colored skin cut-outs, from Neuquén, in Bucnos
Aires, Musco Etnogrifico, 24039, discussed in Schuster, 1956-58, note 413 and a “single
en peau de jumente peinte, collection De la Vaulx,” in Paris, Musée de 'Homme, 99.8.37.
The latter specimen, apparently without exact provenicnce, is in any cvent Patagonian.
It is evidently not an appliqué: its decoration scems to have been accomplished by
scraping away parts of the horse’s hair and coloring these. The designs of both speci-
mens strongly recall the archacological “fret style” of the Neuquén, though ncither is
“reciprocal” in character.

18. Cf. Schuster, 1956-58, note 15, and figs. 17 and 27.

19. Koch-Griinberg, 1908, pl. vi, fig. 13.

20. Lothrop, 1929, p. 26.

21. Bormida, 1952,

22. Clark, 1936, fig. 60, g and [. _

23. Clark, 1936, p. 178, s. v. Motif g (citing Breuil and Saint-Périer, 1927, fig. 23,
no. 11: better in Peyrony, 1938, fig. 48). Cf. note 26 below.

24. For Eastern Indonesia and Northwestern Australia, sce Schuster, 1951, figs.
2 and 1, respectively; for Southern New Guinea, Schuster, 1956-58, fig. 5 (or the samc
in Haddon, 1947, fig. 20).

25. Lothrop, 1929, p. 22, gives his rcason for trusting the engraver’s accuracy. T
think it is supported by the evidence of our figure 16, b.

26. 1 refer to a pebble with incised decoration from the cave of the Barma Grande,
Grimaldi, illustrated by Graziosi, 1956, pl. 105, 5. My identification of the design as
that of a palacolithic skin robe is proposed on the basis of the side of the pebble shown
at the left of Graziosi’s illustration, as reproduced in Schuster, 1960, fig. 37. The
motif of intersccting hatched bands to which reference is made here occupices the other
side of the pebble, shown at the right of Graziosi’s illustration. T hope to develop this
theme on a later occasion, with reference to further palacolithic and mesolithic evidence.

27. Tn 1954 T saw and photographed in the Salesian Seminary at Rawson (Chubut)
a fragmentary pottery vessel obviously related to that of which the design is reproduced
in figurc 18. It had presumably been found locally. On ceramic analogies for the Te-
huclche robe designs generally, see Lothrop, 1929, p. 20, f; and compare especially
Schuster, ms. in preparation, fig. 50.

28. Menghin, as cited in Schuster, 1956-58, note 38.

29. For the anthropomorphic identity of such motifs in the “fret style” of north-
western Patagonia, see Schuster, 1956-58, figs. 38 and 38, a—c, and notes 43 and 73, CL
also Schuster, 1955, figs. 7, @ and 9, a.

30. Schuster, 1960, figs. 43 bis, 44 bis and 45 bis.

31. Schuster, ms. in preparation, fig. 41, panels B-1, B-3, B-5, and fig. 44 bis.

32. Schuster, 1956-58, pp. 17-19, figs. 10-15.

33, Breuil, 1920, fig. 46. These motifs are more fully illustrated and discussed by
Breuil, 1933-35, passim; and onc of them, our figure 20, B, by Breuil and Burkitt, 1929,
pl. xvii and p. 52. :

34. Schuster, ms. in preparation.

35. Sce Schuster, ms. in preparation. T there suggest that the perpetuation of
“yestimentary” designs in the Furopean megalithic monuments may have been stimu-
lated by the new knowledge of metal tools, by mecans of which designs, which had
been therctofore inscribed or painted for mortuary purposes probably on wood,
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were for the first time transferred o imperishable stone. This would help to explain
the alternative use of wood for stone in many “megaiithie” vaditions still current
among modern “primitive” peoples, and the surprisingly strong “megalithic” reminis-
cence particularly in the designs carved on trees around graves by some of the
Australian aborigines (Etheridge, 1918). We may assume that it was mortuary
“monuments” of this kind, probably traditional ever since palacolithic times, which
were suddenly turned into stone in encolithic Europe. Behind all these manifestations
must lie the traditional designs decorating the skin garments with which the efligies
of the deceased were “clothed.”

36. Leisner, 1934, p. 36; Breuil, 1933-35, vol. 4, p. 91.

37. In a letter of Nov. 5, 1959, Dr. J. Edward Kidder, Jr., suggested to me a date
of 4500 to 4000 for the class of Okinawan pottery represented by our figure 22, (For
the relation of Ryukyuan neolithic pottery to that of the main Japanese islands, see
Kidder, 1957, pp. 94-96.) Regardless of the date of this vessel, its design does appear
to me both more archaic and more intelligible than the decoration of most Jomon
(Japanese neolithic) pottery. The peripheral frieze of human figures connected by
zigzag limbs has its obvious counterpart in the painted decoration of late neolithic
pottery from Kansu, China, and, I think, likewise in the incised decoration of certain
Siberian neolithic pottery from the region of Lake Baikal. The whole question of such
concatenations of (often highly stylized) human figures in neolithic pottery generally,
of their meaning, and of their ultimate derivation from a palacolithic tradition, will
have to be considered within a much broader framework than is possible here.

38. See the dscussion of figures 17-28 in Schuster, 1956-58.

39. Cf.  Schuster, 1956-58, p. 71f. Also more on this topic in Schuster, ms. in
preparation; and, 1 hope, still further and more fuily in a later special study of the
origins of neolithic pottery decoration as such.
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