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Introduction

Wicks made of quarter-inch juniper branches were used in many of
the 130 hand lamps found in Lascaux.

Over the cave, a tall juniper had fallen, lifting up with its roots a
large mass of earth and creating a pit, soon entangled with brambles.
On September 8, 1940, Marcel Ravidat (a young garage hand from
nearby Montignac) was drawn to the pit by his barking dog, caught
in the undergrowth, While cutting the dog out, he discovered a dead
donkey and under it, a vertical shaft. On September 12, with his
friend Jacques Marsal, Ravidat returned. Working with his knife,
head first, he dug down some 20 feet, at which point he tumbled into
the cave.

Juniper as the wick of the cave!

Since the Upper Paleolithic, wick has become fuse as the con-
veyor of ignition for electrical purposes, as well as for shells and
bombs.

£

This book envisions and examines some of the origins and develop-
ments of imagination recorded in cave wall imagery (for the most
part in southwestern France)! during the last European Ice Age,
roughly between 40,000 and 10,000 years ago. It looks at theories
proposed by others, as well as my own two-part thesis that consid-
ers why such imagery sparked when and where it did. The meta-
phorical unfolding that can be traced back fo a 30,000 year-old
Aurignacian engraving of a horse head and neck—across which a
vulva of equal size was superimposed-—startles with the same re-
freshed energy as Allen Ginsherg’s “hydrogen jukebox.”

To follow poetry back to Cro-Magnon metaphors not only hits
real bedrock—a genuine back wall-—but gains a connection to the
continuum during which imagination first flourished. My growing
awareness of the caves led to the recognition that, as an artist, |
belong to a pretradition that includes the earliest nights and days of
soul-making.

This book is also an attempt to answer the first question that the
science writer Alexander Marshack fired at me when he walked into
our kitchen in the French Dordogne in the spring of 1974:

“What is a poet doing in the caves?”
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In 1953, Charles Olson wrote two letters to the young poet Ed Dorn,
later revised as A Biblivgraphy on America for Ed Dorn. | read this
compilation in the late 1g60s. At one point, Olson argued:

priMaRry DOCUMENTS. And to hook on here is

a lifetime of assiduity. Best thing to do is to dig one
thing or place or man until you yourself know more abt
that than is possible to any other man. It doesn’t matter
whether it's Barbed Wire or Pemmican or Paterson or fowa.
But exhaust it. Saturate it. Beat it.

And then u gnow
everything else very fast: one saturation job {it might
take 14 years). And you're in, forever.?

His admonition is to Dorn as a novice, and rings with a certitude
that at sixty-four I can only partially share. But it planted a seed in
me for the writing of this book. My aim is not to know more than “is
possible to any other man,” but to make use of a pluralistic approach
that may result in a fuller “reading” of Upper Paleclithic imagination
than archeological or literary approaches alone might vield. I don't
want to engage the caves in an ahistorical void or to strip-mine them
for “poetic” materials. Among other things, I want to incorporate
their imagery into poetry as a primary antecedent dimension, in
effect opening a trap door in poetry’s foor onto these unbounded
but evocative gestures. As a poet’s book, Juniper Fuse is an attempt
to reclaim the caves of the Dordogne and the Pyrénées for poets as
geo-mythical sites in which early intimations of what we call "muse”
may have been experienced. Poetry itsell is questioned throughout
this book: How can [ make use of its strategies to engage materials
that have no historical frame or recorded language?

Ice Age imagery, sealed off for thousands of years, reemerges as
a nearly disintegrated Atlantis in the twentieth century, offering
a basis for the “hidden wealth” attributed by different cultures to
the underworld. In a century rife with alientation and hopeless-
ness, Upper Paleolithic imagination implies that we belong to an
undifferentiated paradise, a primordial underworld of unchanging
perpetuity.

Before leaving for France in 1973, | attempted to bring my writing to
a close in the following summation:

Yorunomado closed the left hand of my hook.
From this point on, he said,
your work leads on into the earth.?

In retrospect, “the left hand of my book” becomes the first half of
my life, and “on inte the earth” points to our 1974 discovery of the
Ice Age underworld.

Afrer my wife Caryl and I began to visit the caves in the Les Eyzies
area, our then neighbor, the translator Helen Lane, loaned us her
cave book collection and I found something of equal importance in
regard to anything I might write: No poet had taken on the Upper
Paleolithic to perform what Olson called a “saturation job.” There
was the novelist and essayist Georges Bataille’s 1955 monograph and
that was it.* Henry Miller and Ezra Pound seem to have known
of the existence of the painted caves discovered at the turn of the
century, but neither of them, to my knowledge, visited caves or
wrote about them.” T. 8. Bliot appears to have visited a cave in the
Pyrénées— Niaux, Hugh Kenner conjectures®—and on the basis of
what he saw there he determined that “art never improves.” In his
essay “Tradition and the Individual Talent” he writes:

[The poet] must be quite aware of the obvious fact that art never
improves, but that the material of art is never quite the same. He
must be aware that the mind of Europe—the mind of his own coun-
try—a mind which he learns in time to be much more important
than his own private mind—is a mind which changes, and that this
change is a development which abandons nothing en route, which
does not superannuate either Shakespeare, or Homer, or the rock
drawings of the Magdalenian draughtsmen.

At about the same time Bataille was visiting Lascauy nightly (after
crowds of tourists went home) for his monograph, Olson was read-
ing Henry Fairfield Porter's Men of the Old Stone Age and Gertrude
Levy’s Gate of Horn, taking notes and writing lectures for what he
hoped would be an Institute in the New Sciences of Man at Black
Mountain College, with the archaic as its basis.” This institute never
materialized, nor did Olson work up his notes and lectures into a
book or use them to extend the range of his epic, The Maxinus
Poems, into the Upper Paleolithic: However, in a 1946 poem, “La Pré-
face,” he struck a profoundly dissonant chord for our times with:

My name is NO RACE  address
Buchenwald new Altamira cave®

Olson's presentation of Buchenwald and Altamira (shadowed by
Odysseus’response to the Cyclops question), with space rather than
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a verb between the two nouns, presents the reader with an over-
whelming question: What do these two nouns have in common?
The answer that I find suggests that the astonishing ancientness of
the human creative impulse, which was discovered in this most
inhuman century, may somehow offset total despair. Olson’s choice
of Altamira is slightly inaccurate for my meaning as it was discovered
in 1879 (although its antiquity was not officially recognized until
1go2). However, the majority of the known Upper Paleolithic caves
were discovered between 1900 and 1940 (the year that Lascaux was
tumbled into). This represents a staggering synchronicity and argues
contra Adorno that there can be poetry after Auschwitz. Jerome
Rothenberg pulls Adorno’s statement inside out in his long poem
“Khurbn,” written after visits to what is left of the death camps in
the 1980s: "After Auschwitz there is only poetry.”®

The Upper Paleolithic’s resurfacing can be thought of as a re-
trieval of depth, of a bottomlessness that is not simply absence but
one complexed with hidden presence and invisible connections.
While cave stone might well be thought of as the tabula rasa par
excellence, caves themselves are hardly tabula rasas: Each has its
own character. For some, the caves' sensory isolational atmosphere
is experienced as spirit-filled, even as hallucinogenic. For example,
grotesque and hybrid cave images suggest a fusion between early
consciousness and subterranean “entities.” It is as if the soul of an
all-devouring monster earth could be contacted in cavern dark as a
living and fathomless reservoir of psychic force.

We see our present world of vanishing species not only against
what we know of the immense and diverse biomass of Pleistocene
Europe, but also against the end-Pleistocene extinctions that eerily
forecast our own. While climatic change, unaffected by humans,
appears to have played a major role in early extinctions, there is
credible evidence that from the late Upper Paleclithic on, espe-
cially in the New World, extinctions have been increasingly human-
induced. So I'm haunted by the rock shelter's name where our
ancient and direct ancestors’ skeletons were first discovered: Abri du
Cro-Magnon, or shelter of the Big Hole People. It seems that over
the centuries our “big holeness” has increased in proportion to our
domination of the earth. Today it is as if species are disappearing
into and through an “us” that lacks a communal will to arrest their
vanishing.

As one might expect, studies of Upper Paleolithic image-making
have been written by archeologists, in scholarly, objective prose,

based on fieldwork, and often framed by a single theory to account
for the art. However, the archeologist Margaret W. Conkey, along
with certain colleagues, writes articles that examine the way Upper
Paleolithic images have been used to exaggerate or to disguise the
complexity of this ever-deepening field. She has also scrutinized
gender issues as they involve the presentation of female imagery.
Her writing atternpts to establish what she calls “a new archeological
integrity.” She calls into question the matter of “Objectivity” and the
tendency for archeologists to keep the past in the past. “Undoubt-
edly” she writes, “it is extremely challenging for archeologists to
make inferences about what an artifact or image ‘meant’ to its cre-
ators and their contemporaries. Some of us recognize that certainly
this is never an ‘objective’ enterprise distinet from the questions and
concerns of the present.”!?

In the late 19708, T found that cave imagery is an inseparable mix
of psychic constructs and perceptive observations. That is, there are
“fantastic” animals as well as realistic ones. There are not only
human figures representing men and women whose social roles
cannot be determined, but others, with bird masks, bison heads,
and peculiar wounds, that evoke an interior world, in some cases
shamanism. Instead of solely employing rational docuumentation (as
have the archeologists), it struck me that this “inseparable mix’
might be approached using poetic imagination as well as thorough
fieldwork and research. In other words, in the spirit that I served the
cave images as ohserver, to ask them to serve my imagination, so as
to translate them not back into their own original unknown-to-us
context, but forward into my own idiom.

Thus in the writing of Juniper Fuse 1 sought to be open to what 1
thought about and fantasized while in the caves or while meditating
on their image environments—to create my own truth as to what
they mean, respecting imagination as one of a plurality of conflict-
ing powers. I also sought to be a careful observer, and to reflect on
what others have written, photographed, and drawn. Sometimes a
section is all poetry, sometimes all prose—at other times it is a shift-
ing combination like a Calder mobile, with poetry turning into prose,
prose turning into poetry.

I brought to bear on what T have come to call “Upper Paleolithic
Imagination & the Construction of the Underworld” a range of
thinkers outside of archeology proper. While 1 studied the work of
the Abbés Breuil and Glory, Annette Laming, André Leroi-Gourhan,
S. Giedion, Max Raphael, Paolo Graziosi, Alexander Marshack, Jean
Clottes, Margaret W. Conkey, and Paul Bahn, 1 also read C. G. Jung,
Sandor Ferenczi, Geza Réheim, Mikhail Bakhtin, Weston LaBarre,
Charles Olson, N. O. Brown, Kenneth Grant, James Hillman, Hans
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Peter Duerr, and Maxine Sheets-Johnstone. 1 sought to match my
pluralistic approach with varying styles. Juniper Fuse is an anatomy,
composed of poetry, prose poetry, essays, lectures, notes, dreams,
and visual reproductions.

My thinking concerning the origin and elaboration of cave image
making began with a 1970s intuition, while in Combarelles, that it
was motivated by a crisis in which Upper Paleolithic people began
to separate the animal out of their about-to-be human heads and to
project it onto cave walls {as well as onto a variety of portable tools
and weapons often made out of the animals themselves). In other
words, that the liberation of what might be called autonomous imag-
ination came from within as a projective response on the part of
those struggling to differentiate themselves from, while being deeply
bonded to, the animal.

To arrange the bones of a slaughtered horse, say, in proper ana-
tomical position might have been both atonement for having killed
and hope for the horse’s regeneration. To my understanding, such a
ritual—which Weston LaBarre proposes to be the oldest of which
we have any knowledge!!—was insufficient to appease a dawning
psychic hunger for coming to terms with what was at least a triple
bind of feeling superior {on the basis of weapons and tools), equal,
and inferior to the animal. After Cro-Magnon people discovered that
a tool could produce lines on a wall and that by curving or jumbling
them something evoking a creature could be formed, they had the
opportunity to bring the animal under their scrutiny into miniature.
Which is also to suggest that as their ambivalences concerning
the animal became unbearably concentrated, the observed animal
imploded, and with the aid of a wall or a piece of antler its spectral
double could be drawn forth.

The separating out of the animal as a formative function of Cro-
Magnon imagination indicates, on a daily, practical level, the increas-
ing separation between human and animal domains. I conjecture that
this separation was brought about in part by action-at-a-distance
weapons (the spear, the spear-thrower, the harpoon, and probably
the bow and arrow).'? Shamanism, or what might be more accu-
rately termed proto-shamanism, may have come into being as a reac-
tive swerve from this separation continuum, to rebind human being
to the fantasy of that paradise that did not exist until the separation
was sensed.

While overlapping and intermingling of animal forms typical of
cave imagery certainly evokes the historic shamanic paradise of

direct communication between animals and humans, or other
worlds/underworlds and earth, the strongest evidence for shamanic
trance activity is the hybrid or grotesque animal/human forms posi-
tioned in relation to one or many animal forms in such caves as
Les Trois Freres, Lascaux, Gabillou, Pech-Merle, Cougnac, Comba-
relles, and Chauvet,

As we come forward in time, the animal-headed figures become
gods in human form with animals as consorts or antagonists. The
so-called "Fall” is hardly a singular event, as depicted in the Bible,
but rather a multiphasic expulsion from something that took on
increasingly paradisical depth (and loss) as human beings became
more self-conscious.

Since historic rock art is often made to empower a particular site,
or is a response to a ritual performed there, it is reasonable to sug-
gest that compositions clearly depicting a psychic reality (such as
the “scene” in the Lascaux Shaft)—in comparison to the more wide-
spread realistic animal outlines that would seem to represent an
observational reality——were done in conjunction with shamanic
activity. Barbara MacLeod’s recent sensory isolation experiences in
Mayan caves suggest that some of the hybrid or grotesque Cro-
Magnon images are the result of an interaction between a quester
and what Macleod has called the “entity” of the cave.!* And while
it is fair to assume that a realistically depicted horse outline is con-
tingent upon careful observation of horses, we cannot rule out the
possibility that such a horse, while not grotesque, was a shaman’s
animal familiar or helping spirit, presented in a naturalistic way. The
fact that there are no landscape or hunting scenes per se in Upper
Paleolithic cave imagery leaves all figures open to magical interpre-
tations. Deep caves especially would be ideal locations for the expe-
riencing of symbolic death and regenerative vision. Such transfor-
mations—rfundamental to world historic shamanism-—may have
roots in the separating-out-of-the-animal and the proto-shamanic
rebinding of man to animal that, as I see it, underlie the imaginative
turmoil of the Cro-Magnon people.'

What psychologically did these people bring with them into the
caves? What did the caves offer them as interactive materials?
Based on the thinking of a number of mythologically and psycho-
analytically oriented writers (such as Freud, Melanie Klein, Réheim,
Ferenczi, and Brown), one can propose that cave exploration in the
Upper Paleolithic was stimulated by regressive fantasies concern-
ing the insides of the mother’s body; that our distant ancestors, like
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historical people everywhere, may well have associated fissures,
holes, cavern corridors and tunnels with female sexual organs; and
that these same people furthermore withdrew into themselves as
dreamers, forming cavelike dream wombs out of their own bodies.
Since both caves and dreams as we know them are charged with
uterine sensations and fantasies, might they not then too have had
a metaphorical relationship? For example: To be in a cave with its
wondrous topography of “insides,” at once organlike and alien, is cer-
tainly like being in a dream. Dreaming, in which a godlike dreamer
watches a dream-self venture into a psychic landscape, unsure of his
fate, at the constant mercy of blocks, shifting itineraries, and bizarre
openings, is like being in a cave. Cave insides were marvelous and
forbidding partially because of what they dramatized, or even mag-
netized, in the insides (body and soul) of the person groping through
those cavernous innards.

Font-de-Gaume: Leaping hotse, its rump and hind legs
formed by folds in the rock. )

Cro-Magnon hand lamps made certain aspects of wall contours sug-
gest animal and human anatomy. A significant number of engrav-
ings, paintings, and wall sculptures employ natural formations. In
Font-de-Gaume, a horizontal ripple in a wall that curves down into
a cluster of fluted draperies is turned into a painted horse’s dorsal
line, rump, and springing rear legs. In Combarelles, a stag lowering
its head while drinking is positioned so that the tongue touches a
widening fissure in the wall. In the Combel section of Pech-Merle,
ochre disks have been painted around a stalactitic “breast.” And in
Le Portel, a tiny belling stag is painted on the ceiling of a tight cul-
de-sac in such a way that to view it one must scrunch backward on
one’s back, head craned back in the same position as the stag’s.

It may have seemed to these early explorers that animals (and, less
often, humans) were partially embedded in, or emerging through,
such walls, and that such presences only needed the assistance of
some man-made lines to be completely present. As the animal was
sighted partly submerged in stone, imagination, reinforced by actual
modeling or engraving, brought forth its form. If a wall was “with
animal,” then some Cro-Magnon midwifery could help it to give
birth.

While some areas of caves appear to have been spontaneously
marked, others seem to have involved team planning, including the
collecting, mixing, and heating of pigments, the making of burins
and brushes (or dabbing pads), and even in a few cases the con-
struction of scaffolds. Pollen analysis in Fontanet suggests that a
small group of people entered the cave and spent a few nights there,

Les Combarelles: Reindeer with outstretched head, seeringly
drinking from a fissure in the wall.

Le Combel: Stalactite in the form of & human
breast surrounded by red disks.

Le Portel: Belling stag on ceiling of a cul-de-sac.
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making some images and sleeping on grass cushions. In such caves
as Cougnac and Pech-Merle, paintings have had new elements added
to them; on the basis of recent solid radiocarbon dating, there ap-
pear to be thousands of years between one stage and another. The
aesthetic range extends from spontaneous poking and scratchings,
possibly done in the dark by children, to complex, {riezelike palimp-
sests, involving different belief systems, worked over by “technicians
of the sacred” and their apprentices.

The earliest proto-images include small cup-shaped cavities (or
cupules), and wandering, crisscrossing lines (which at Rouffignac
are so mixed in with cave bear claw scrapings that the thought
occurs that the bears might have started the whole image process!).
I agree with Maxine Sheets-Johnstone that such markings need not
have had a referential focus (such as hunting or fertility) to have
been felt as magical, and that much proto-image gesturing was prob-
ably done out of an impulsive desire to participate, as she puts it, in
“the transforming powers of insides.”® It is also possible that in
quests involving prolonged isolation in a cave, marks on walls were
a spontaneous expression between the quester and the cave itself,

“To explore is to penetrate; the world is the inside of mother,”'®

Brown writes in Love’s Body. If we follow out the psychic implica-
tions of penetrating and exploring, we might imagine finding a Cro-
Magnon adolescent gouging a hole in the wall of a cave’s terminal
chamber. By gouging a small cavity in the limestone this person
would symbolically be feminizing the surface of the wall but would
also be facing an uninvadable impasse.

The simple but extraordinary solution to this impasse was to aban-
don penetration into for cutting a line across the otherwise unyield-
ing matroclinic matter. Engraving especially was a remarkable solu-
tion as it allowed for a shallow surface penetration at the same time
that it opened up a surface area for a laterally extending line. Once
the line turned, a shape in nature was suggested; when it formed
an enclosure, not only were insides and bodies at hand, but also
the hole-making impasse had been converted into a successful hole
outline.

At the point where the line became referential {a curve, say, sug-
gesting an animal’s rump or head), a range of intentional possibili-
ties must have come into play, such as the desire to make a number
of lines lock right or conform to one’s memory of a shape. I want to
emphasize here, however, that the crucial move enabling the image
projection and drawing skill to merge was the deflection of a stymied

head-on penetration. The hole that had become a line was a funda-
mental metaphoric transformation.

If the cave was charged with a dreamlike womb atmosphere, we can
imagine that the person crawling into it, groping from one unknown
object to the next, perhaps in total darkness, entered fantasies in
which he or she played a fetal role and sought, in some fashion, to
be reborn. Implicit here is the idea that the birth from one’s mother
is not a complete or the real birth, and that the real or second birth
involves something more than merely continuing to exist. Those
who do not attempt to realize their symbolic fetal role risk moving
from substitute womb to substitute womb all their lives, and inter-
ment of the dead can be thought of as the final stop in these changes
of residence. Yet like the cave, earth burial implies that there are
two mothers: one’s flesh-and-blood mother to whose insides one
can never physically regress, and one’s transpersonal or cosmogonic
Mother who, as long as one is alive, may provide the conditions for
a second or fully realized birth.

The transformation of regressive penetration into the forming of
self-conceived images is one of the ways this second birth is brought
about. A person engraving the image of a bison on a cave wall could
be said to be realizing him- or herself within the great Mother, or to
be giving birth to himself. Drawing upon the bacteriologist Hans
Zinsser's words to Hart Crane, one could say that this engraver has
loosed himself within a pattern’s mastery that he himself has con-
ceived, and can vield to.”

The release implicit in such transformations may account for the
waves of energy that subtly ripple through many large compositions
of friezes. Animals and animal parts are often superimposed as if
passing behind, through, and before each other with no sense of
contradiction or subordination. There is no background, no frame.
While often at a considerable remove from the sunlit earth of fauna
and flora, the imagery is coextensive with it. Only occasionally is
there any hint of vertical or horizontal grids that subsequent lines
must take into consideration. No ascendant/descendant duality.
Commenting on what he defines as revolutionary Romantic imagi-
nation, Northrop Frye seems to be addressing this Cro-Magnon
“release™

Poetic thinking, being mythical, does not distinguish or create antith-
esis: it goes on and on, linking analogy to analogy, identity to identity;
and containing, without trying to refute, all oppositions and objec-

Ftroduction: xxi




wxii  Clayton Eshleman

e Section of the
with intersecting
bison, horse, and mammoth
outlines,

tions. This means, not that it is merely facile or liquid thinking with-
out form, but that it js the dialectic of love: it treats whatever it
encounters as another form of itself '#

In the late 19705, Alexander Marshack showed Caryl and me a photo
of an incised ox rib from an Acheulean dig near Bordeaux. The
astonishing thing was that between 200,000 and 300,000 years ago a
hominid appears to have made a curving slash in the bone (referred

to by Marshack as a “core meander™), and then to have placed this
cutting instrument on the end of the slash and made another curv-
ing cut (referred to as a “branch meander”).!? This act was repeated
several times. This is hardly an image, but it certainly is as readable
{with the help of a microscope) as the cupules and meanders, made
much later, that can be thought of as proto-images. Whoever made
these meanders was, in a subliminal way, creating history (thinking
here of “history” in the Charles Olson derived sense of “istorin, to
find out for oneself,” in which T put the stress on “out,” or exit for
the self).20

Taking a lead from the caves and the terms Marshack used, I
attempted to find a way to branch out in my poetry while keeping a
core at work within the meandering. 1 sought a focused movement
forward through material that would keep open to associative side-
tracks. Like someone exploring a cave, I wanted to be able to probe
any opening regardless of where it might lead. As each cave has its
own shape and character, so I believed a poem could end up being
a display of its core and branch meanders. Later, I read Anton
Bhrenzweig's commentary, in The Hidden Order of Art,*' on the rela-
tion of the maze to the creative search, and realized that my ap-
proach to core and branch meandering was a way of schematizing
the labyrinth I entered when I started to work on a poem.

As one sees into a shifting field, there is a desire to see through it.
One risks finding that what one is writing is absurd, which of course
stops the process in its tracks. However, seeing through what one is
writing is the critical aspect of poetic thinking that along with inspi-
ration (or subconscious input) offers imagination its potential whole-
ness, its dyad of synthesis and melee, the will to cohere in conjunc-
tion with the desire to ramify.

In caves [ associated seeing into with aesthetic appreciation and
historical contextualization; seeing through with grasping what the
images signified to those who made and originally saw them. Seeing
into and seeing through combined into a winding window. Because
of the labyrinthine associative field created by unexpected and pro-
vocative images, they often wind out of sight before a seeing through
can take place.

This fascinating and frustrating interplay held for assemblies of
images in a particular cave, as well as for isolated compositions.
Inching along walls and through tunnels, sometimes on my knees
or waddling, cceasionally on my belly, the cave and my mind be-
came a synesthetic “salad” of splitting overlays. Sensations and
associations amassed and crumbled, bent and extended, died then
Hashed again, in ways that made me feel 1 was being processed
through them rather than the other way around. Standing before
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large compositions in which the realistic, the fantastic, and the
unreadable are in overlapping juxtaposition, | have felt myself drawn
into a vortex of shifting planes which afforded no place for a per-
spective or a terminal.??

The chronological unfolding of Juniper Fuse also has cavelike as-
pects. | never followed a recipe, and I worked hard not to constrict
the writing into an elaboration of a single intuition or thesis. I
wanted to make this book as multifoliate as the image-making it is
focused on. As poems and essays developed, with one segment mak-
ing the next possible in a nonnarrative way, so did the manuscript
move out of itself, from year to year, with no end in sight until the
spring of 1997 when at long last I gained permission to climb down

into the Lascaux Shaft and view its extraordinary “scene” with my -

own eyes. | realized standing there that I was not only at the end of
Lascaux, but very near the end of the investigation I had started
shortly after Caryl and 1, thanks to H. L. Movius, Jr., visited Lascaux
for the first time in the summer of 1974.

As should be clear from my approach set forth in this introduc-
tion, Juniper Fuse is not an overview of Upper Paleolithic “art.”
wrote about those caves and images that moved me imaginatively
and about which I had something special to say. There is a great deal
of material on Lascaux here (shifting perceptions spread out over
more than two decades) along with a significant amount on Com-
barelles, Le Tuc d’Audoubert, Montespan, Pech Merle (especially
the Combel section}, Bernifal, “Venus” higures and statuettes, Auri-
gnacian engraved blocks, the Abri du Cro-Magnon, and the hybrid
figures to be found in Cougnac, Les Trois Freres, and Gabillou.
I have received the Upper Paleolithic in this book as it thrusts into,
and is shadowed by, my twentieth century. I have also included work
on more ancient materials (Neanderthal skulls, slabs, and the
Drachenloch assemblages) as well as on more recent ones (Meso-
lithic, Babylonian, and Greek figures and myths), for both are, either
as roots tunneling under or shoots budding above, mysterious out-
growths of the Paleclithic rootstock.

I believe that we make images not simply because we are creatures
who seek to loose ourselves within a pattern’s mastery, but that the
making of images is one of the means by which we become human.
Tn this sense, to be human is to realize that one is a metaphor, and

5 be a metaphor is to be grotesque (initially of the gmttoﬁ While
it is understandable to think that we stand on blind Homer’s and
Shakespeare’s shoulders, it is perhaps more accurate to say that we
_stand on a depth in them that was struck hundreds of generations

before them by those Upper Paleolithic men, women, and children
who made the truly incredible breakthrough from no image of the

world to an image. The cathedrals and churches in which human-
kind passively sits today, listening to watered-down statements
hased on utterances of visionaries and ecstatics, were, before being

n effect turned inside out, active underground “sanctuaries” or

“incubational pits.”?3 There people created the first electrifying out-
lines of animals while performing rites of passage, commemorations

of the dead, rituals to insure fertility, and just messing around.

At the point imaginative depth is evoked, soul becomes involved.
With the Greeks in mind, James Hillman writes: “When we use the
word underworld, we are referring to a wholly psychic perspective,
where one’s entire mode of being has been desubstantialized, killed
of natural life, and vet is in every shape and sense ... the exact
replica of natural life.”** Behind such a definition is the Upper Paleo-
lithic underworld: animal forms removed from their flesh and blood.
These simulacra propose that the soul is always partly hidden or
submerged, because the weight of reality lies in a realm we cannot
completely conceive. As Cro-Magnon people killed, ate, wore, and
tooled animals, they must have felt like parasitic spectres as well as
beings who were both “familiar” and an “other” to the animal.

Previously I spoke of the contours in the wall itself that gave rise
to some engravings and paintings. Such imagery could be thought of
as containing the figure’s emergent, or retreated, essence. Attempt-
ing to understand how early consciousness managed to make the
nearly invisible visible, I thought of 2 moment in a prose work by
Rainer Maria Rilke called “An Experience.” After leaning against a
small tree in the Duino Castle garden by the sea, and having sud-
denly been filled with the most delicate of vibrations that he could
not physically explain, Rilke “asked himself what was happening to
him and almost immediately found an expression which satisfied
him, as he said aloud to himself that he had reached the other side
of nature.”#

Is it possible that the “place” Rilke reached in the interior or
nightside of the tree was a “place” that Cro-Magnon people looked
out from? If it were, it would suggest that the locus of projection was
sensed as inside the material the surface of which was being painted
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or engraved. Of course they must have had an intimate relationship
with the surface of a wall to be able to pick up, by a flickering flame,
the contour that implied the potential presence of a figure. Such
people could be said to have seen from the “other side of Nature” as
well as outwardly, to have had no fixed boundary or “reality princi-
ple” within the fluidity of the imaginal and the observational.

Thus the double separation—from the animal, from mother—
endured by our ancient forebears may not only have taken them to
the wall but allowed them an encompassing access behind the wall’s
undulating surface as ghosts of their own potential. Do we today
look at images that once were the rounding out of an outwardly
directed, interior gaze, “the movement of a self in the rock™ Are
Upper Paleolithic images for us the worm casts of this presence?

“The descent beckons . . ."26
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INTERFACE I: "THE SEPARATION CONTINUUM”

When we returned to Los Angeles in the fall of 1974, I continued
reading about the Upper Paleolithic caves. Nearly all of the material
treated the imagery as reflective of daytime activities, i.e., success in
the hunt or fertility magic. The only person who impressed me for
having looked at the signs and animals as possessing a coherence
relative to themselves (in contrast to one reflective of hunting and
procreation) was André Leroi-Gourhan. Unfortunately, what he drew
from his experience, while original, seemed to be inadequate and
based on juggled and incomplete data. Leroi-Gourhan argued that
the animal juxtapositions represented sexual pairing, and that there
was a predictable distribution of sexual pairs, animal types, and
signs at the entrances, and in the corridors and recesses of the caves
that he had visited or studied. Reading this, 1 was puzzled, as my
experience in a cave like Les Combarelles, for example, led me to
think that the corridors there had been visited and engraved over
thousands of years and that there was no plan to them whatsoever,
I 1978, Caryl and I returned to the Dordogne. When we revisited
Les Combarelles, [ took Leroi-Gourhan’s map and compared it with
that of the Abbé Henri Breuil, in the possession of Claude Archam-
beau, the guide and caretaker at Les Combarelles. We found that
Leroi-Gourhan had not indicated certain animals and signs that
were on Breuil's earlier map, and that if all of Breuil's were added,
along with the additional engravings that Archambeau had discov-
ered, Leroi-Gourhan’s thesis made no sense. This made me distrust
his data for the other sixty-five caves mapped in Treasures of Pre-
historic Art.' Beyond the empirical data itself, the thesis of sexual
pairing was reductive and staticizes what in my experience is a mul-
tidimensional sense of mobility and unpredictability in cave imagery.

Before returning to the Diordogne in 1978, ] read an essay, later
published as a book, by the archetypal psychologist James Hillman,
called “The Dream and the Underworld.”? Hillman was not con-
cerned with prehistory in this work, but what he had to say about
dreams and the way we have used them suggested a way for me to
begin to think about cave imagery,

According to Hillman, modem people have interpreted their
dreams and treated them as a reflection of daylight and daytime
activities, thus denying them an autonomous realm, an archetypal
place that corresponds with a distinct mythic geography—in short,
an underworld that is not merely a reflection or diminution of an

empirical sense world. I was astonished! This was exactly the same
kind of interpretation that had been cast over the Upper Paleolithic
caves. Like Plato’s allegory of the cave, the caves, since the discov-
ery of prehistory in the mid-nineteenth century, Werekthought to
contain a world of shadows in contrast to a “real” sunlit world of
higher good above them.

It was not a matter of merely reversing such a verdict, but of
acknowledging how the mysterious animals, human forms, and
signs behind what might be called "the history of image” might pre-

_ figure a way to dream and imagine. In a contemporary way, Upper

Paleolithic cave imagery is a language upon which all subsequent

_mythology has been built. From my point of view, the distinction

between history and prehistory started to look like the distinction
hetween poetry and prose at the beginning of the twentieth century.

Of course Cro-Magnon people were affected by all that was in
and around them, and undoubtedly they brought their desire to

live—rto kill, eat, and wear animal—into the depths of the caves.

But the work on the cave walls has behind it a much more formida-
ble crisis than depicting game.

After T crawled for four hours in Le Portel or Les Trois Fréres, |
realized that “sympathetic magic” and “sexual pairing” interpreta-
rions had only skimmed what has been recorded. There I glimpsed
outlines of isolated animals (with only several possible exceptions,
e hunter/animal juxtapositions occur untll after the Upper Paleo-
lithic), or crouched before friezes of hundreds of entangled animal
figures, sometimes scratched on one great bison outline, as if the
earth were seen as a ripe pelt of animals. | saw within this labyrinth
little half-human animals beginning to appear, more often than not
as mere dancing mites. I felt that | was witnessing the result of the
crisis of Upper Paleclithic people separating the animal out of their
about-to-be human heads, and what that we call “the underworld”
has, as its impulse, such a catastrophe behind it.

Eden, which most people regard as a primordial image, from the
viewpoint of Upper Paleolithic imagery is the end of a primordial
condition in which what is human and what is animal are bound
together. 1t is possible to follow their separation as it is recorded in
imagery. At around 15,000 B.p. a figure popularly known as the
“Dancing Sorcerer” was engraved and painted in the “sanctuary” at
Les Trois Freres.

Wearing the antlers of a stag, an owl mask, wolf ears, bear paws,
and horse tail, 2 human appears to be dancing—or is he (he is male,
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with an animal-like penis) climbing a tree? Is he a shaman— or is

— T
he a Covering Shaman, the prototype not only of Shiva but also for - “\\\x‘
the Covering Cherub? The armature of this figure is clearly human, N o

yet his surface is stuccoed with a patchwork of animals (the word
“stuccoed” here comes from Walt Whitman's “T find 1 incorporate
gneiss and coal and long-threaded moss and fruits and grains and
esculent roots, / And am stucco’d with quadrupeds and birds all
over ... ,"? lines that in the context of the Trois Fréres figure evoke
a human being in magnetic fusion with other kingdoms).

As we come forward in time, we can observe the animal adhesion
giving way. While Egyptian gods have animal heads, the rest of their
anatomy is “designer” human. With the Greeks, many of the deities
appear completely human—with animals as consorts—or in the
case of some chthonian figures, like the Medusa, bits of other king-
dorms remain, such as snakes for hair and tusks for teeth. It is possi-
ble in the case of Medusa to imagine the snakes encircling her face
as the winding corridors of a cave, and the tusks in the center of her
face as the specter of that dreadful encounter where in total dark
and possibly more than a mile from the entrance a human met a
nine foot cave bear.

By the end of the eighteenth century, in the “civilized” European
world, the shaman had lost even a consort relation with the animal.
In William Blake’s “Glad Day” watercolor, the shaman/poet displays
himself naked and free of all animality, his left foot treading on a
worm while a bat-winged spirit, symbolizing evil, glides into the
background. Counter to this progression, the animal spirit becomes
not only “fabulous,” a hybrid mix emphasizing claws, beaks, and
fangs, but increasingly less and less an ally and more a figure of ter-
ror and wrath, pounding on our chests in nightmare, as if a door
forever locked on separation is in us. While the Nemean Hon, the
Lernaen hydra, and Stymphalian birds appear to be in some way
connected to the hybrid animals on the walls of Upper Paleolithic
caverns, the Greek ones are “fabulous” man-hating monsters to be
vanquished by Hercules, whose labors became “heroic” to the extent
that he accomplishes their destruction.®

Les Trois Freres: The Abbé Breuil's drawing of
“The Dancing Sorcerer,” including engraved as
or Breuil's description

well as painted line
of the figure, see p. 155,

Charles Olson’s vision of The Odyssey as a dance drama in which a
shaman quester wends his way through a labyrinth of monsters to
be reunited with a human other is a fascinating tie-in of prehistory
with history.” Such a vision also bears the shadow of the hero out of
bond with living animals. By tending to depict animals realistically
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and himself as a hybrid monster, Cro-Magnon man seems to be in
accord with Wallace Stevens's

It is the human that is the alien,
The human that has no cousin in the moon.$

Leaves lay

Persian on colorless ground.
Passionately I appeared with Caryl
stepping into Combarelles,
dreamers into the dream,

phalli through vulvar folds,

a lioness finding her way is
furrowed, linked to a stallion,

a deer drinking from the abyss is
crossed by a bear,

a hut is formed, the core
disappears, can core

be struck again?

Lion-headed laldaboath,”

“child of chaos,”

is it your feline eyes T see while leaving sleep
or are these eye negatives

the ringed ghost eyes of childhood pets?
What is my initial slash?

Can my line grasp my coreless condition?

An old Quechuan word

Halma Christina Perry intoned to me,
New York City, 1967,

“kachkaniragmi,” starts to define again:
in spite of everything we still are
we still exist with all our possibilities for
reintegration and growth.

HADES IN MANGANESE!

for James Hillman

Today I'd like to climb the difference
between what I think [ have written and
what 1 have written, to clime being,

o conceive it as a weather

generate and degenerate,

2 snake turning in digestion with the low.

But what you hear

are the seams 1 speak, animal,

the white of our noise

meringues into peaks

neither of us mount—or if we do,
a5 taxidermists, filling what is over
because we love to see as if alive.

Seam through which I might enter,
vounded animal, stairwayed
intestine in the hide of dream,
Hades, am [
yule, in nightmare
you weigh my heart,
you knock, in the pasture at noon,
Lstill panic

awakening at 3 A.M.
a5 if a burglar were in the hall,
one who would desire me, on whose claw
I might slip a ring, for in the soft
cave folds of dream
in conversation you woo, | weigh,
Linsert something cold in you,
you meditate me up, [ carry
what is left of you, coils
_of garden hose, aslant, in my gut . ..

 Hades, in manganese you rocked, an animal,
the form in which 1 was beginning to

perish, wading in eidola

while I separated you out!

To cross one back line with

another, hybrid, to take from the graft

the loss, the soul now wandering
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EEDS OF NARRATIVE
N UPPER PALEOLITHIC IMAGERY

s tmpossible to know today when something that we would rec-
enize as narrative began to occur in human life. It is possible that
_came about as a result of the invention of night life (social life at
ight—as well as caves transformed by image-making into under-
orlds), on the basis of the institution of fire. According to Louis
eakey, “before that, like birds or baboons, with the fall of darkness
e sought our perch. Our daytime lives were pragmatic, absorbed
ith the chores of survival. The leisure of the evening was for the
uman being a new ecological niche. There was the security of the
shelter or cave, and the social focus of the fire that fascinates us yet
day. Here talk became a pleasure, not a necessity. The day's adven-
re of the hunt could be told and retold, while children listened and
learned. Memories were enhanced, myths began to take form.”?

- When we look for evidence of the seeds of narrative, we come
upon Neanderthal burying his dead in ochre-lined pits, on pine
boughs and covered with wild flowers,? at around 60,000 8.p. By
tying the corpse up so that it looked as if it were being buried in fetal
position, Neanderthal may have been sensing the earth as both
amb and tomb. He also may have been trying to prevent the for-
mation of a ghost, for the tied-up corpses were sometimes covered
with heavy slabs, The only marks Neanderthal made were small
cup-shaped gouges on the undersides of burial slabs or on rocks,?
and while such gougings are evocative of concave female space, they
also may be no more “narrative” than a two-year-old chipping at the
wall with a pencil, simply to act on matter, to affect the outside.
It is not undil around 35,000 B.P. that we find evidence for the
beginning of the liberation of the autonomous imagination. Much of
this evidence comes from southwestern France and northern Spain,
and was done by our direct ancestors, the Cro-Magnon people—
consisting of finger doodlings in soft clay, incised weapons and tools,
culpture, engravings, and paintings in rock shelters or caves. While
cup-shaped gouges, engraved vulvas, and vague animal parts are at
one end of the Upper Paleolithic spectrum, at the other end we find
arge, polychromatic frescos of astutely perceived animals, involving
hading, perspective, outlining, and movement.

[ believe that what we call image-making and, consequently, art,
_was the result of the crisis of the separation of the hominid from the
_animal to the distinct but related classifications of the human and
the animal. Why it resulted in image-making when and where it did
_probably has much to do with Ice Age conditions—a considerable
dependence on animals for survival (though Cro-Magnon seldom
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depicted red deer, his main food source), as well as the effect o
severe and prolonged cold on a body that originally evolved unde
temperate and even tropical conditions. Seemingly suddenly, a
around 32,000 B.P.* these people began to put the animalness the
were losing {or really, had lost), yet were utterly dependent upon
onto cave walls—often in the depths of caves they did not live in,
barely reachable places. Consciousness, as | am thinking of it here,
seems to be the upswing of a “fall” from the seamless animal web, in
which a certain amount of sexual energy was transformed into fan-
tasy energy, and the loss partially and hauntingly compensated for by
dreaming and imagining——processes not directly related to survival,

The first images of which we have record appear to
be crudely gouged vulvas and possibly phalluses
mixed with vague animal indications, as well a5
thousands of seemingly nonreferential meander-
ing lines, dots, and other signs, alone or in various
formations.”> While we now know that sophisti:
cated technigues were invented at very early dates,
and that no monolithic linear theory of aesthetic
development can account for regional differences
occurring over a 23,000-year time span in a land
mass ranging from southern Spain to Siberia, it
appears that the human image emerged as if
sighted as a potential in these labyrinths of lines
and body parts, often in one of these image situ-
ations:
1. The potential human appears to be a sati-
rized, bestialized, phantasmal hominid with no
clear gender.® Such terms indicate that, with few
f.a Ferrassie: Eograved Aurigna- exceptions, man throughout the Upper Paleolithic ;
cian block. With drawing. (See  did not recognize himself as human in any ﬁmshed, ccmpieted Les Combarelles: Grotesque engraved head in the Inner Gallery.
p-285n.6 to Montespar” for (o ayen vertical) sense. In such figures, man appears abstract to
author’s reading of the engravings.)y v B i i .
himself, in comparison to the fleshed-out details of his animal ren-
derings.
2. Woman, less often depicted on cave walls than man, is, unlike
man, carved into free-standing miniature sculpture, the so-called
“Venus” statuettes.” Many are small enough to fit in the hand,
and many, but not all, are also footless and faceless (or in Willen-
dorf’s case, the face is covered with an entwined rope, which begins
at the vertex and winds in spirals around the whole head). Many are
obese, with a thick mid-lower body girdle of buttocks, stomach, and
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Two views of the “Venus of Willendorf.”

See color plate I11. breasts. The so-called “shameless Venus” appears to never have had
a head.

3. Man begins to appear as a dancing, elfin intruder in engraved
assemblies of wandering lines and realistic animals. While the
anatomy indicates a masculine human being, he is either part ani-
mal, or garbed in animal, a camouflaged piece of the shattered
hominid/animal mosaic. At 15,000 B.P. man appears as a small, in-
sistent wedge, relative to weather and fauna a mere fleck, but a
fleck with a point, a foreign element capable of running a fracture
through the whole log, so to speak, at a certain depth of insertion
with the grain.

In nearly every case, the human figure is masked (or headless)
and appears to be moving (dancing behind or before animals, or
bending over in file)—or, as in the case of the “Venus” statuettes,
has been tapered as if to be fixable in the ground (several were
discovered in such a position). Two narrative prototypes may be
gleaned here:

—the masked, dancing shaman as Coyote or Shiva, the trickster/
transformational hero of myths all over the world, constantly in
stasis-defying motion, in contrast to

—the fixed matriarchal figure of “The Great Goddess” or “Cos-
mic Mother,” who will become the central figure of Mesolithic and
Neolithic visions of the womb that is the tomb, the contrapuntal
rhythm of spring and autumn, where the natural and the human are

(Opposite page) Les Trois
Freres: The Abbé Breuil’s

drawingiota:portion ofen as strands of one cycle twisted upon itself.
engraved wall in the “Sanctu- Cro-Magnon’s main cave wall obsession was with big herbivores, ‘ ‘
ary” The bison-headed man such as bison, horses, mammoths, ibexes, megaloceroses, and rhi- N

appears to be involved with ; - :
the two animals leapingaway ~ Nioceroses. Bears and lions were much less depicted. These animals |

from him. were initially sketched (generally in black manganese or charcoal),

’lll//’//////ﬁ\/
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then sometimes painted in, as if they had been hung on the wall sep-
arately, with no relation to each other. Occasionally the animals
seem to interact, for example one sniffing another’s sex, or a male
nuzzling a female. There is one considerable exception to what I say
here—the Lascaux Shaft “scene”— and I turn to it in a moment.

Upper Paleolithic space appears to be multidirectional, not only a
world of broken interrelation where everything is in association, but
also a world that is not partitioned from its material by a frame or
some other boundary device. Since there seems to be no evidence
for distinguishing sacred space from secular space in Upper Paleo-
lithic imagination, it makes sense to me that some paintings were
retraced, participated in again and again by people who were proba-
bly in no way related to the original painter.

One could almost say that there is no evidence in Upper Paleo-
lithic art space of the distinctions we make between an exterior and
an interior. It seems to be neither inside anything nor outside any-
thing. On the other hand, a sense of boundary appears to be emerg-
ing within painted or engraved areas. I imagine an Upper Paleolithic
frieze as a kind of whirlpool within which the flotsam of inside/out-
side are spinning toward me. If so, of what does this “wreckage” con-
sist? In following out the metaphor, I come again to the animal/
hominid separation as a catastrophe in the ocean of life, the ramifi-
cations of which we have hardly begun to investigate. Inside and
outside, in this view, could be seen as the “shipwreck” of an inter-
related life vessel.

Once we have crossing lines, a sense of the vertical and the hor-
izontal seems incipient. S. Giedion writes:

Each of us carries in his brain a kind of secret balance which impels
us unconsciously to weigh everything we see in relation to horizontal
and vertical—to the rectangular. This ranges from the composition
of a painting to our everyday habits. We feel slightly uneasy when our
knife and fork are not laid out straight beside our plate or when the
writing paper on our desk is not parallel to the blotter. But this is not
the only possible conception of order. A conception not dependent
upon the vertical occurs in primeval art . . .

All directions were of equal importance . . .

The multiformity of surfaces, with an infinite freedom of direction
and perpetual chance, is at the root of all primeval art.®

Giedion is perceptive here, but there are indications that freedom
and chance were already being restricted. While there is no definite

ground line upon which animals and humans are presented (or fig-
ures within a landscape setting), there are indications, at Lascaux,
for example, that verticality/horizontality and the right angle are
operative. The Rotunda at Lascaux is divided horizontally between
an upper white calcite-covered level and a lower tannish limestone
level. The calcite is more attractive and absorbent for painting than
the limestone, so Cro-Magnon painted the animals on it. The top
of the limestone, right under many animals, running like a band
throughout the Rotunda and the Axial Gallery, thus functions as a
ground line. In the Axial Gallery, below the stag with fantastic
antlers, there is a row of dots ending in, or beginning with, the out-
line of a rectangle (see cover art). In a number of other caves, there
are tectiforms and brace-shaped signs, all of which involve right
angles and rectangular shapes. While it is probably true that the
right angle does not become a “conception of order” in the Upper
Paleolithic—as it will in Egyptian representation—it is not absent.

While the Shaft in Lascaux has received more cursory attention
than any other Upper Paleolithic painting site, it has, since the
cave’s discovery in 1940, resisted both hunting and shamanistic
interpretations. As the final extension of the Passageway and the
Apse, the corridor and curved chamber that branch off the central
Rotunda, the 16-foot Shaft represents the “bowels” of Lascaux.
George Bataille gives an adequate description of the “scene” painted
on one of its walls:

Midway down . . . a narrow platform brings one opposite a rock shelf
(below which the Shaft continues to plunge) bearing images, on one
side, of a rhinoceros and, on the other, of a bison; between them,
falling or supine, is a bird-headed man; below him, a bird poised on
an upright stick. The infuriated bison’s hair literally stands on end, it
lashes its tail, intestines spill in thick ropes from a gash in its belly.
A spear is painted diagonally across the beast’s flank, passing over the
place where the wound has been inflicted. The man is naked and
ithyphallic: drawn in puerile fashion, he is shown as though just
felled by the bison’s two projecting horns; the man’s arms are flung
wide and his four-fingered hands are open.”

Bataille then quotes the Abbé Breuil, who had written that it is
“a painting perhaps commemorating some fatal accident that oc-
curred in the course of a hunt.” On the basis of this hunch, Breuil
looked for the hunter’s body at the foot of the stone rim above the
Shaft, but he found nothing—other than some spears at the bottom

i
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of the Shaft itself, which were dated earlier than the paintings in
Laxcaux.

In response to Breuil, Bataille comments that the bison could not
have been disemboweled by the thrust of the spear (which in the
painting is clearly broken off at two-thirds of its length), and while
this does not prove the man is not a hunter, it does eliminate him as
the cause of the bison’s condition. I should add here that since there
are no hunting scenes per se in Upper Paleolithic imagery, all things
that look like weapons may be symbolic and relate to magic.

Bataille then quotes from H. Kirchner’s interpretation. According
to the latter, it is not at all a question of a hunting accident. The
prostrate man is not dead; rather, he is a shaman in the throes of an
ecstatic trance. Kirchner, we are told, has drawn on the idea of “a
relationship between Lascaux civilization and the Siberian civiliza-
tion of our own times.” A Siberian scene concerning the sacrifice of
a cow is cited; posts topped by carved birds mark the road to heaven,
to which the shaman will guide the sacrificed animal while he is
unconscious (the birds being auxiliary spirits without whom the
shaman could not undertake his aerial journey).

This interpretation might account for the man’s erection (and it
also supports S. Giedion’s argument that “this bird man is in fact
standing upright at the moment of supreme exaltation”),'® but as
Bataille points out, Kirchner's theory overlooks the bison and its
wound: “that is to say, it is probably that, in a sacrifice, a bison would
be disemboweled? And has not Kirchner's theory forced him to view
the rhinoceros as independent of the rest of the scene? However, if
one inspects the actual Scene at Lascaux, one quickly discovers the
group’s unity and similarity in treatment.”

The interpretations of other writers seem to be based on fantasies
concerning shamanistic rites. Andreas Lommel claims the scene is
a battle between shamans, “a fight in which only one of the contest-
ants has assumed the shape of an animal.” Weston LaBarre suggests
that a bird shaman has come to grief in the underground world of
a reindeer shaman. Frangois Bordes proposes that a bird-totem
hunter was killed by a bison, and a man of the rhinoceros totem
painted this picture of revenge: disembowelment by a rhinoceros.
William Irwin Thompson states that the bison is “the Great Goddess
coming to the shaman in the power vision that sets him apart from
ordinary men.”!!

While I have not yet been in the Shaft, I have visited Lascaux
three times. On my last visit, the guide, Jacques Marsal (one of the
original discoverers of the cave, who has dedicated his life to its
preservation), mentioned that carbon monoxide accumulates in the
Shaft because there is no air circulation. Marsal suggested a dead

man may have been depicted there because the gas might have
made it a lethal area.

Let's turn back to the “scene” and reevaluate what is depicted. None
of the cited interpretations take into consideration the six black dots
apparently issuing from the rhinoceros’s anus—not depicted as fall-
ing, as literal dung would, but as floating toward, or in alignment
with, the bird on the stick who appears to be watching the dots, and
thus on a narrative level connecting the right-hand side of the
“scene” to the left-hand part. The rhinoceros’s tail, turned backward,
seems to be in acute contrast with the bison’s tail, flipped forward.
Is it possible that these two animals signify contrasting aspects of a
single image?

While the raised bison hair does suggest aggression, the animal
is hardly charging or writhing, but appears to be stoically rigid, in
striking contrast to the bolting, leaping and trotting animals which
swarm the Rotunda and Axial Gallery. The bison’s front hooves are
in geometrical alignment with its downdrawn head aligned, eye to
eye, with the man’s bird mask.!? Might there be a compositional
motif to which bison and man are being subordinated? Upper Paleo-
lithic art has been so dominated by “the hunting hypotheses” and
antithetical shaman fantasies that compositional layout has hardly
been considered.'?

Going back to Bataille for a moment: I do not find a “gash” as the
source of the spilling intestines (but do want to acknowledge his
observation that the spear is laid across the bison, not plunged into
or through it)."* The intestines, according to Leroi-Gourhan, are
“given the shape of concentric ovals.” Because of this they may be
one of the many variations of images of the vulva, which in Upper
Paleolithic art can be demonstrated to manifest itself, according to
Leroi-Gourhan, as triangles, rectangles, claviforms, and ovals.

Once we begin to notice female aspects of the bison, we may be
struck by the fact that the bison and the bird-headed man are, com-
positionally, sides of a triangle standing on its apex. The horizontal
side is the flattened out bison hump and back. The left diagonal is
the man’s rigid body underlined by his right arm, the head and back
of the stick bird and the short, hooked object (in hunter interpreta-
tions referred to as a spear-thrower; in shamanic interpretations, not
discussed). The right diagonal is made by what has been referred to
as a spear. If one reads the spilled intestines as a vulva image, then
the spear can be seen as a phallus. Leroi-Gourhan has offered his
own evidence for an Upper Paleolithic system of gender pairing. His
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Do

Bernifal: Leroi-Gourhan's

drawing of an engraved bison

with paired signs.

Altamira: The Abbé Breuil’s

drawing of the painted
ceiling; some incomplete

outlines and signs have been

omitted below the hindquarters of the lowest bison.

A

\@\;\\\\'“

Font-de-Gaume:
The Abbé Breuil's drawing

of the composition in the Chamber of the Little Bison.

comments on signs on a bison at Bernifal may be relevant to the
Shaft “scene’

When we consider the variants of the “arrow” and of “wound marks,”
we become aware that these graphic markings can be assimilated to
variant forms of the male and female signs. In other words, it is highly
probable that Paleolithic men were expressing something like “spear
is to penis” as “wound is to vulva.” To be fully persuaded of this, it is

“enough to see that the bison in the central panel at Bernifal is marked
on its side, not with a “wound” and “arrows,” but with an oval vulva
in double outline and two pairs of short strokes.” !

Here I might add that the so-called intestines in the Shaft “scene”
could be described in the same words.

Thus if we think of the “intestines” as a variation of the vulva
image, and keep in mind the triangular framing, the right-hand
aspect of the “scene,” compositionally, is a small oval vulva tangen-
tial to a large triangular one, with each diagonal of the triangle —the
ithyphallic man and the spear/phallus—clearly male.'® While such
a reading does not reduce the painting to abstract or merely geo-
metrical “gender” art, it does interfuse the surface male shaman/
hunting ambiguities with strongly feminine rudiments.

The female triangle
that I have coaxed out
is not a fluke; it is im-
plied in a number of
R cave frescoes, in partic-
ular, the Altamira ceil-
ing and the Chamber
of the Little Bison in

= Font-de-Gaume.'” The

imaged vulva is possi-

bly the oldest and most

enduring force in creative expression. It first ap-

pears with certainty before 30,000 B.p. in Aurigna-

cian bas-relief rock shelter sculpture, and spreads

forward through history as the Delta, Holy Door,
Yoni Yantra, Virgin-Mother-Crone trinity, etc.'®

If we allow an ambiguity of interpretation in the
right diagonal and do not insist on a literal spear
identification, it is possible to locate it in a slightly
different but possibly relevant context: There are
numerous depictions of headless or masked fig-
ures of women, in profile, with protruding but-
tocks, slightly leaning forward, as if dancing or

r

| 3

exposing their buttocks (the Losotho of South Africa still perform
such a dance on the occasion of a girl’s menarche).!” Most such
figures in Upper Paleolithic art are marked, or “signed,” with a force-
ful gouge that traverses the body downward from the rump. Such a
line neatly converts a rump-in-profile into a vulva viewed from the
front. Such a gouge may suggest sexual maturity, availability, and/or
fertility. If we now go back to the Shaft “scene,” we can see how, in
this context, the “spear” turns the bison’s rump into a kind of vulva
seen upside down.

Given the location of the Shaft “scene”—in Lascaux’s lowest
Jevel, part of a cul-de-sac filled with noxious if not lethal gas—we
might expect such a “scene” to relate to the lower body. I have men-
tioned earlier the ways in which the animals’ tails contrast, and that
rhinoceros and bison may reflect contrasting aspects of a single
image. I would now like to suggest that the female-signed bison
complex is identified with fecundity, while the rhinoceros, less sto-
ried, more naturalistic, with no prominent sexual identification that
I can see, is identified with fecality, and that the two together are
a kind of diptych, or synthesis of eroticisms (an amphimixis, to bor-
row Sandor Ferenczi's coined word from his book, Thalassa).2’ The
implication of the “scene” is that permeating magic and hunting,
creation and destruction, fecundity and death—potentially all
dualisms—is a shuttle, or Double Gate, grounded in genital con-
trariety (or genital opposition, when retention is stressed at the
expense of reception, or vice versa).

Linking the “panels” of this diptych are the stick bird and the
black dots, or seed turds, whose relationship seems to be corrobo-
rated elsewhere. Bird and animal excrement are joined ecologically,
and humanly, in at least a half dozen spear-throwers, whose carved
deer are depicted, in Leroi-Gourhan’s words, “with an enormous
sausage of excrement issuing from their posterior orifice, with two
birds at the end of the sausage, tenderly kissing.”?'

The failure of earlier scholars to consider, let alone integrate into
their interpretations what appears to be the rhinoceros’s excrement
is part of the tragic limitation of Western Christian civilization.??
Focused on a raised and broken man on a cross, we have lost the
perspective offered by a triangle balanced on its apex, a poised life-
gate, as it were, pointing down to and cathecting an underworld,
which might make us comedically earthy rather than apocalyptically
heaven-obsessed.

If Cro-Magnon imaginative space is multidirectional unbroken
interrelation without frame of sacred/secular distinction, perhaps
the experience displayed in such space is too. Maybe it is time to
stop saying that the man in the Shaft is either supine/dreaming or
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supine/dead or falling or standing in exultation. Maybe the experi-
ence concretized here is all those things at once, with the further
implication that he is but a strut in female fecundity, and that his
phallus/spear is the yang power in feminine yin suppleness, a kind
of visionary resiliency felt in all realms. In this extended sense, the
significance of the Shaft “scene” is not a Rashoman-like situation-
tragedy in which “truth” is a never completely interlocking mosaic of
contrasting viewpoints, but a significance in which all the associated
surfacings fuse into an image capable of bearing the inconsistencies
and contradictions that have sapped the power of the interpreta-
tional views—

Fecality wants to be born—
the fecal nature of the soul offers its berries to this bird
who will pick life
from 6 rhinoceros turds, not
off the ground, but as semaphoric pairs
in the depths of Lascaux’s
Shaft,
at the end of 15,000 years of image we are
gathered here, much more than we now
suspect, by black manganese turds containing
the seeds of narrative, or the berries which
like that bird we must take in our mouths and chew
to mourn a coalescence, a congruity of all we touch,
distilling from it the fundamental substance of the soul —
look, already our torso is a slack empty loop,
a kind of lariat falling nowhere, at the top of which
is the bird head we've desperately put on to stop
conformity to ourselves—already we are a mask
atop a watery loop of rope, heartless, organless,
but not sexless, for look, like a gash in motion
our penis is out, without terminal,
night-bathing, pronged up as if it could
match the uterine hunger of Who is that
hovering above? Looked at
through a star shower of centuries it may be Madam Death,
her forehead buried in her chest, under
her filthy black beard, lashing her tail as if she could fit
on us, with her uterine loops sounding
like bells under water the labyrinth of our already
organless dream—or is she another like us,
got up in trance, the soul of smallpox, or mange,
or the soul of our itch
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to merge with a dug and forestall

the unfolding of this tight bud in which

raised rhino tail is pressed to little bird cheek

inside of which is my head my whole stiff body

a lance against which womb and colon are one mass,

thus kangaroo sac in which the fluid

[ am giving off is the fluid I am taking in, my eyes

half-filled green windows, a rolling

sea in the brine emptiness of this Shaft

now rotating rhino to bird to man, as the heart

tinkers with forever in the chance of putting out

while drawing in an intestinal body hard as a diamond,
spirits hurling lances through my body asleep

at the bottom of this Shaft, remaking my body,

giving me vixen power to insert stones into others,

freeing me from having only wind to pierce, woman to
pierce, bison to wear and that is why

I am talking to you this way, Shaft through death

in which I hurtle both ways, and in that friction

to generate narrative, to make the bison teach me how to dance
their slow, swaying dance through which the shadows of
myself begin to emerge, I pin them to signs, to the paths

[ am lost between, umbilical hoses, to make this substance,
this showing Emerge, monster to stop

the cascade of separating ends, yet weaving the separations,
splitting the very ends I am mourning never having

been born, to die in the belly of my mother

barren
but for my fetal jungle.

[1981]
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'S ON - I .
NOTES ON A VISIT TO LE TUC D’AUDOUBERT! _pinned in—
Jor Robert Bégo  The Meat Server
asticated by the broken

bundled by Tuc’s tight jaggec
y Tuc’s tight jagged chariot of the earth

corridors, flocks of white
stone tits, their milk in long
stone nipply drips, frozen over

stic figures”3—more beast-

ike here than human—one

one ear— one large figure
{ one small figure

the underground Volp in which
the enormous guardian eel,
now unknown, lies coiled—

as in Lascaux?

to be impressed (in-pressed?) by this he grand and petit sorcerers)*

primordial “theater of cruelty”-—
by its keelhaul sorcery

N
Mﬁ@\« =

irst indications of master/
apprentice? (“tanist” re. Graves)®

: grotesque archetype®

vortex in which the emergent
human and withdrawing animal

Le Tuc d'Audoubert: The Abbé
Breuil's drawing of the two “fantas-
tic figures” in the Upper Gallery

Volp mouth——the tongue of the
river lifting one in—

to be masticated by Le Tuc d'Audoubert’s
cruel stones—

the loom of the cave

Up the oblique chimney by ladder to iron cleats set
in the rock face to the cathole,
on one’s stomach

to crawl, working against

one, pinning one

in, to, it, to
feel for an instant
the dread of

as the earth
makes one
feel its traction—

WITHERING IN
PLACE

are spun-—

grotesgque = movement

2 is grotesque when we catch
it in quick perceptions—

1 full vent-—history

shaping itself)

he turns/twists of the cave
reinforce the image turbine—
s does the underground river,

the cave floats,
in a sense, in several senses,
all at once,
it rests on the river, is penetrated
by it, was originally made
by rushing water—
the cave
is the skeleton of flood

facing the cathole.
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images on its walls
participate, thus, as torsion,
in an earlier torsion -

re (though there is something unnatural about these bison to
ated later)—takes us out of the discontinuity, the fransgression
cite Bataille's slightly too Catholic term, of the grotesque
hough the grotesque, on another level, according to Bakhtin, is
per continuity, the association of realms, kingdoms, fecundation
death, degradation and praise—))

Here one might synthesize:
1) abstract signs
initiate movement
brought to rest in ine hand: bisons-about-to-couple
assert the generative
what we today take to be
e way things are (though with ecological pollution,

‘generation” leads to maation,
& new “grotesque’!)

3) naturalistic figures
(bison, horses etc)

In between, the friction, are
2} grotesque hybrids j *
to be gripped by a womb of stone

to-be in the grip of the surge of life
myprisoned in stone

(useful—but irelevant to systematize forces that must have be
felt as flux, as unplanned, spontaneous, as were the spots/areas in
caves chosen for images—because shadowing or wall contous
evoked an animal? Any plan a coincidence—we have no right to
systematize an area of experience of which we have only shattered
iceberg tips”-—yet it does seem that “image” occurs at the point that
a “naturalistic” ihex is gouged in rock across an “abstract” vulva
already gouged there, so that the rudiments of poetry are present at
approximately 30,000 BC—

t is enough to make one sweat one’s animal

having left the “nuptual hall” of white stone breasts in which one
an amply stand—the breasts hang in clusters right over one’s
ead—one must then squirm vertically up the spiral chimney (or
use the current iron ladder) to enter the upper leve] via a cathole
nto a corridor through which one must craw! on hands and knees
—then another longish cathole through which one must crawl on
one’s belly, squirming through a human-sized tunnel—to a corri-
dor through which one can walk haltingly, stooping, occasionally .
lithering through vertical catslits and st‘addhr}g sh(-m wa!ls)——' i: d}:\; ‘é)é'}i "SP;‘:I ("*;“; e
if one were to film one’s postures through this entire process, it “naptial hall”

might look like a St.-Vitus dance of the stages in the life

of man, birth channel expulsion to old age, but without
chronological order, a jumble of exaggerated and strained
_positions that correspondingly increase the image pres-
wre in one’s mind—

image is crossbreeding,

or the refusal to respect

the single, individuated body,
image is that point

where sight crosses sight —

to be alive as a poet is to be
in conversation with one'’s eyes)

What impress
between river
hybrid figures
and the clay bison—

s at Tuc is a relationship

while in Le Tuc d'Audoubert 1 felt the broken horse
rear in agony in the cave-like stage of Picasso’s Guernica,
at times | wanted to leave my feet behind, or to con-
tinue headless in the dark, my stomach desired prawn- e Tue dAudoubert: Mas Bégonsn (one of the
like kgs with grippers, my organs were in the way, SOImMe-  “thee brothers”) by the cathole he has opened
thing inside of me wanted to be that Jeads to the clay bison. -

it is as if the river (the skeleton of water = the cave itself) erupts into
image with the hybrid “guardians” (Breuil's guess) and is brought to
rest in the terminal chamber with the two bison i.e., naturalism is 4
kind of rest—naturalism returns us to a continuous and predictable
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See color plate 1V.

o which the prisoners yearn to leap onto the taffy machine-like
ns of shaping fems
< that spot where the leap should occur that Le Tuc d'Audou-
says is voip, and that unfilled space between two fertile poles
foels like the origin of the abyss, as if in the minds of those who
ved and placed these two bison, fertilization was pulled free, and
¢ freedom from connection is the demon of creation haunting
1 and woman ever since—

« crawled on hands and knees about this scene, humbled, i

gle file, lower than the scene, 11 human creatures come, leps in
;mé like a glowworm pilgrimage, to worship in circular crawl at one
he births of the abyss—-

{1 had stayed longer, if [ had not with the others disappeared into
organic odors of the Montesquieu-Avantes woods, I am sure that
otld have noticed, flittering out of the deep cracks in the bison
y, little winged things, image babies set free, the Odyssi before
dysseus who still wander the vaults of what we call art seeking new
bysses to inscribe with the tuning forks of their wings . . .

an armored worm,
one feeler extending out its head,
Tswear I sensed the disintegration of the backbone of my moth,
now buried 12 years,
entangled in a cathole I felt my tongue start to press backwar
and the image force was: I wanted to choke myself out of myself,
give birth to my own strangulation, and then nurse my strangulatio
at my own useless male breasts—useless? No, for Le Tuc dAuds
bert unlocks memories that bear on a single face the expressions
both Judith and Holofernes at the moment of beheading, mingle
disgust terror delight and awe, one is stimulated to desire to ent
cavities within oneself where dead men can be heard talking—
in Le Tuc d/Audoubert 1 heard something in me whisper me
believe in God
and something else in me whispered that the command was th
rasp of a 6coo vear old man who wished to be venerated again—
and if what | am saying here is vague it is because both voices had
to sound themselves in the bowels of this most personal and impe:
sonal stone, in which sheets of myself felt themselves corrugated
with nipples-—as if the anatomy of life could be described, from this
perspective, as entwisted tubes of nippled stone through which pe
petual and mutual beheadings and birthings were taking place—

but all these fantastic images were shooed away the moment 1 laid
eyes on the two bison sculptured out of clay leaned against 5tuff
fallen from the chamber ceiling—

the bison and their “altar” seemed to be squeezed up into view out
of the swelling of the chamber floor—

the sense of culmination was very severe, the male about to
mount the female, but clearly placed several inches behind and
above her, not in contact with any part of her body, and he had no
member—*°

if they were coupling, and without deep cracks in their clay bod
ies, they would have disappeared into their progeny thousands of
years ago, but here they are today still, as if Michelangelo were o
have depicted God and man as not touching, but only reaching
toward each other, caught in the exhaustion of a yearning for 2
sparking that has in fact never taken place, so that the weight of all
the cisterns in the world is in that yearning, in the weight of that
yearning is the real ballast in life, a ballast in which the unborn are
coddled like slowly cooking eggs, unborn bison and unborn man, in
the crib of a scrotum, a bone scrotum, that jaithouse of generation
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See page 33 for this figure]

THROUGH BREUIL'S EYES!

The earth so fully referential
it appears to press out nothing but
aspects of itself,

cave stone bulging
rurnp, flint-fine dorsal line, bison interior
milling with beast particles-—

the earth a herd of waves breaking,
a beast abattoir containing a beast springhead,
birth and slaughter a mobius beastband—

here the human is recognizable
only as a freak created by superimposed
webs of beast fabric,
peering stone,
the point in repression where
a child of stone is born, calcite beauty,
a dancing of home sensation, a bison-headed man
hopping with a little fiddle, the bison-reindeer
he is pursuing turns her head
to look at this bipedal bison who wants to
penetrate her with his music—

sing-song see-saw by which he strikes,
chewing he recalls the smell of being born
right below the earth’s waist—

nothing sweeter than moon
consummation, to be taken up a little eel into
her silver-horned chamber, and there
to be devoured into anather, to be
crowned with a Fallopian hat
$0 as te prance ibex-wise
and feel the hordes mounting from behind,
tides of ghost bison, eyes
crossed in oestrus, the panic to pass on

the thud of semen
lolling the sun into the moon,
to soothe this burning to drown in blood,
this lust for the hood of her cervix where
sweeping her perineum

ife glimpsed the dilated rainbow

of beast eyes receiving

he lithopaedion born of the lithouterine
earth.?

Juniper Fuse 77

Les Trois Fraves: The Abbé
Breuil’s drawing of a portion of
an engraved wall in the " Sancto-
ary.” Note the twisting bisen-man
bottom of this charged

at the
composition.
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THE CHAOS OF THE WISE!

Why this yearning to travel?
More, this deeper yearning to return?
Falcon intuition. Human foible loop.
At the far end of the drive to flee from one’s feet
there is psyche. Who is strong enough
to take up residence there?
Imagination desires circularity,
not repetition. Psyche wants recurrence,
on each swing the path to deepen,
a rattler raga, wants to uroboros herself.
Or take Pech-Merle:
the rockwall bears an image
which presses in a fraction of an inch.
Someone’s squatting there, drawing horse and bison
close as she distances them,
as she works the primordial hourglass,
a double bellows, or butterfly.
Wall as thorax:

out there one wing, in here another.
Imagination as dorsal lines superimposed,
one crossing another, making a statement
imprisoned by the ochre on her finger—
she can'’t press through the wall she is to penetrate,
a finger in the void, a traveling semen-travesty.
Chaos' lips purse to suck on her plunger-finger.
Her drawing times her, as here each word

has its worm ward.
To be underborn in the chaos of the wise,
to take the oath of the abyss?
verging on being of the physical world!

All the I/s huddle, as if, as one,

they could remain in goddess doorway all their lives
—what terror! What delight! Psyche wonders:
might there still be one great mother with everyone
daisy-chained to her rich hole? Do we sink

Hades and Persephone into Hades

for a sensation of life wedded to its origin?
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NEANDERTHAL SKULL!
Flared sockets under See color plate VII.
bulging brow bridges tough as tusks

evoke rock shelters with visible rear walls.

[n countermotion to cheekbones sweeping back,

incisors—carrot-orange at base,

surfaces warped from gripping hides—buck forward,

a third arm,

an anatomical vise.

As if this convex brow glacially furled the cranium back,

flattening it,

lifting facial planes toward late-morning sun.

Our smaller faces are tucked

in, beneath our brain-case’s dome.

Rectangular sockets tilting outwardly down

imply our brow beam is bending under awesome pull.
Our sockets aim straight into auroral red,

their cranial pits evoke deep caves,

sealed hidden wealth,

mind a synesthetic abyss.

Weregaze oriented to “the wild, blue yonder,”
did Neanderthal have an interior

refuge in which to fetalize and fantasize a bow?
Scavenging in dread,

under predator arrest,?

Neanderthal took the Paleolithic’s full assault.
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ON SUNLIT GARAGE FRONT CAVE ART THEORY!

The earliest theory of the meaning of Upper Paleolithic art —based
on portable art discovered in the 1860s and '7os— was that it bad
0 meaning—it was doodling, play, “art for art’s sake.” This view re-
fected the anti-clericalism of such scholars as Gabriel de Mortillet
who refused to believe that ancient people had any religion. Like all
the theories that have followed it, it was a blanket theory, and one
that distracted attention from the actual work, envisioning the artist
s s kind of ancient gentleman (a gender bias that was hardly noticed
for a hundred years), and one with lots of time on his hands, whiling
away the hours. I will come back to this now discredited theory, as
it has recently been reenvisioned by Maxine Sheets-Johnstone in a
way that deserves our attention. )

_ With the authentication of prehistoric art at the turn of the cen-
tury,? and a dawning awareness of the often elaborate compositions
involving animals and signs in caves, it was becoming harder to
believe that primeval art was completely meaningless. Not only was
this art complex, but it was often placed in remote and nearly inac-
cessible areas that suggested initiations, rituals, and other magical
motives. That it might have been produced as part of a ritual hunt-
ing magic was supported by Spencer and Gillen’s work (1899) on
the life of the Australian Arunta, said to perform ceremonies in order
to multiply numbers of animals. Arunta ceremonies and sacrifices
involved drawing the likeness of animals in the sand or on rocks.
Fraser's The Golden Bough (1890) argued that before there was reli-
gion, there was magic, which attempted to manipulate the material
world. The notion that like produces like was the basis of “sympa-
thetic magic,” which gave fusther support to a Western understand-
ing of Arunta sand and rock rituals. The pre-historian Salomon
Reinach’s position, based on Arunta ethnography and The Golden
Bough, was that the only way to know why cave dwellers painted and
sculpted was to ask the same questions of fiving primitives. This
position, based on the assumption that ethnographic parallels pro-
vide meaningful information about the past, has continued to pro-
liferate throughout the twentieth century, achieving its most popu-
larized form here in the cross-cultural mapping of Joseph Campbell.
Hunting magic theory enabled scholars to understand lines and
V-shapes on painted animals as spears and wounds—that is, wound-
ing the animal on the wall was done to insure good luck in the hunt.
Claviforms became clubs, penniforms arrows, and tectiforms huts,
traps, or soul houses. The Abbé Henri Breuil, who wielded enor-
mous influence in the understanding of primeval and primitive art
for many decades, adopted the hunting magic theory because he felt

fluttermounting pigeon shadows
and in them:
female outlines,
La Roche Lalinde, 13,000 8.2.0

Most ancient women,
the egg still to be laid
gripped in their protruding butts.?

La Roche Lalinde: Part of a
en

stone block with s
d schematic femnale

engrave
figures.
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often experiences symbolic destruction (his body cut up and
Led, his organs torn out and replaced with solidified light).
While the shaman may indeed be the best candidate that we
sently have as an ur-prototype of the self-creative artistic person-
ity, all firm evidence that Paleolithic art is shamanistic in practice
< on cross-cultural comparisons with relatively recent historical
Linting societies in Siberia, Greenland, Alaska, Australia, and North
merica. Lommel’s evidence, in fact, when strictly focused on Paleo-
hic artitself, is meager. He proposed parallels between man-animal
presentations, hybrid or grotesque figures, men and animals fight-
g, and drawings in x-ray style. However, he actually produces no
amples of Paleolithic x-ray style, and as for men and animals fight-
g, he simplistically states that the Lascaux Shaft “scene” with the
hyphallic man and the disemboweled bison represents a fight be-
seen two shamans, one of whom has assumed the form of a bison.
I must say that it is very tempting, in trying to trace the figure of
e poet {or the artist, at large) back through shamanism, to sense
s primordial presence in a small but potent series of compositions
involving mysteriously wounded or killed male figures as well as
Least-headed males, a few of which appear to be in magical con-
unction with animals. While I do not agree with Lommel that the -
semboweled bison is another shaman, T am willing to accord mag-
ical significance to the composition, to see the bird-headed man as
a trance and definitely not, in this context, representative of a
hunter (who would wear a bird mask to hunt a bison, let alone a
thinocercs?) So while 1 agree that the traces of shamanism can be
discerned in Paleolithic art, I do not think that shamanism can be
onfirmed as a general theory. Given our present awareness that
Uipper Paleolithic art did not have a single beginning and a single
line of development and disappearance, 1 think that the era of seek-
ing single theories to explain this art is over.
After Breuil, the dominating theorist was André Leroi-Gourhan,
whose range of research, at once quite complex and very simple, is
set forth, in English translation, in Treasures of Prehistoric Art (1967).
Breuil's tack was to look at the animals on the cave walls as isolated
fignres, presumably done on a one-by-one basis. Leroi-Gourhan intu-
ited that not only might whole galleries contain an all-over composi-
tional motif, but that each decorated cave might represent a com-
positional layout permeating all of Upper Paleolithic cave art. He
decided that the animals were not to be taken literally (as in the
hunting/fertility hypotheses) but that they were symbols that partic-
ipated in a complementary/oppositional dualism, tied to male and
female principles (he later, in the 1980s, rejected the sexual compo-
nent but kept the primary dualism). Using a computer, he studied

that Paleolithic art expressed hunting anxiety about the availabili
of game. Such also explained, from Breuil's viewpoint, pregna
horses: Artists were expressing the tribe’s hope that animals won
reproduce and flourish to provide food. Regarding the human spher
fertility magic theory, yoked to hunting magic, proposed that the
so-called “Venus statuettes” were pregnant and that sexual image
{cupules, vulvas, ithyphallic male figures, etc.) indicated a pr
occupation with conception and childbirth.

There are many problems with both hunting and fertility mag
theories.® Here are some of the most basic: There are no verifiab
hunting scenes in Upper Paleolithic art. Very few of the anima
depicted are wounded-—less than 1o percent, and we are not sure
that such signs actually depict wounds and/or spears. The anima
depicted do not correspond in any predictable way to species eate
Sometimes you find the bones of depicted animals in a nearby
midden, at other times not. The most striking discrepancy here con
cerns reindeer, who abound in middens (at Lascaux, for example,
reindeer account for 88 percent of the bones, while one is found
engraved in the Apse), but are rarely depicted. At Altamira, for exam.
ple, people seemed to eat red deer but drew bison. k

In regard to problems with fertility magic: We now know that
Upper Paleolithic hunting and gathering peoples inhabited much
richer and varied environments than do modern hunter-gatherers.
Herds of horses, reindeer, woolly mammoth, woolly rhinoceroses
bison, deer, elk, megaloceroses, and aurochses inhabited Western
Europe in great numbers. Such availability throws into question
Breuil's assumption that anxiety over game was the driving force
behind portable and parietal art. Because art depicting copulation
is rare, and depictions of childbirth {with one controversial possible
exception) completely nonexistent,” and because the presence of
pregnancy is not verifiable (the mares could have been well-fed, the
“Venus statuettes” based on obese women), fertility anxiety seems,
on the basis of the visual evidence, a very minor preoccupation.

In Shamanism: The Beginnings of Art (1967}, Andreas Lommel
proposed that prehistoric and primitive art is largely the outgrowth
of shamanistic practice. For Lommel, the shaman is the central
figure in what he calls “hunting societies,” a composite magician-
priest, medicine-man, and healer, who, acting under inner compul-
sion, enters into trance states in which he has an amazing array of
psvchic experiences, including flights to paradise and to the under:
world, battles with ancestor shamans, the escorting of the recently
dead to their final resting place, the rescue of lost souls, and the pen-
etration of the source of animal vitality. In these senses and others
he acts as a kind of magnetized psychic quagmire for his group,
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the contents of sixty-six caves {not all of which he personally visite
—thus he was sometimes piggyback on early observers whose wor
would have been questionable by 1960s standards), identifying th
species; counting them, noting what was next to what, and in wh;
location of the. cave. Because he found some evidence that bise
images were considered to be interchangeable with images of wome
(oni-the underside of the Pech-Merle rock), he decided that bis
(and aurcchs and mammoths) represented the female principle, an
that horses (along with ibexes and stags) represented the male. Sine,
bison and horses are the most often depicted animals in Upp
Paleolithic art, and since, according to Leroi-Gourhan’s researc
they appeared mostly in the middle portions of caves, they becam
the centerpiece, as it were, of his evolving system, with less depicte
animals located at the peripheries of the central zones, and seldom
depicted animals (bears, felines, rhinoceroses) located in the mo
remote areas.

Seeing a relationship between trangles, ovals, and vulvas, h
determined that all enclosure-oriented signs were female (variatio
on the vulva), and that their complementary male signs consisted pf
lines (variations on the phallus). Dots remained indeterminate;
did the seldom-depicted animals. Leroi-Gourhan formulated an
“ideal sanctuary,” in which the female category was central, and the
male category semicentral and peripheral. The image of female cen:
trality encroached upon as well as guarded by a male periphery has
deep mythological resonance and is quite sympathetic with theories
that posit matriarchal organizations for ancient cultures that were
destroyed by patriarchal invasions.

Before offering some criticisms of Leroy-Gourhan's system, I want
to acknowledge that regardless of its limitations and inconsistencies,
it has made evervone involved in the deep European past look much
more carefully at its art than before. Just by countering his propos
als, new aspects of what is now hypothesized as a multiphasic and
regionally specific art come to the fore.

I became suspicious of Leroi-Gourhan's layouts while visiting
Combarelles in the 1970s. On the basis of his map of the cave in
Treasures of Prehistoric Art, one is given the strong impression that
there are roughly one hundred or so figures and signs there. However,
the Combarelles guide and caretaker Claude Archambeau pointed
out that Leroi-Gourhan's map left out a number of figures and was
designed to highlight material that supported his overall theory (
of 1997, Archambeau claims that there are more than six hundred
figures in the cave). Leroi-Gourhan himself acknowledged, regard:
ing his map of Lascaux, that he had not taken into consideration the
hundreds of engravings in the cave (presented in the 1979 Lascaux

swin book). Furthermore, his survey was based on only sixty-six
2+ and rock shelters. When he did his research, over one hundred
thirty sites were known in France alone, not counting Canta-
an Spain, Central Europe, and Russia. Many caves with only a
, paintings or engravings that would have not supported the “ideal
ctuary” concept are left out of the survey. In short, the combina-
1 of selecting only certain materials within his limited choice of
< seriously undermines Leroi-Gourhan'’s theories.

There are other problems too. Caves are all different and their
pes and sizes vary considerably. It is often impossible to deter-
o what the central zone is, relative to peripheral areas. In many
es, the original, or Upper Paleolithic, entrance is either unknown
wot the same as the entrance discovered in the twentieth century
hus throwing into question locations of first and last decorated
reas, the exactness of which is essential to Leroi-Gourhan’s
chema). Finally, Leroi-Gourhan does not give importance to the
umber of animals in a particular area. A single horse could be the
quivalent of many bison in his compositional layout. Thus he treats
he Altamira ceiling as an example of an ideal central zone, while
ere are actually fifteen bison and one horse there—not a balance
tall.

 Alexander Marshack has also used a technological approach to
sve research. He believes that microscopic photography of prima-
y portable objects enables him to read the mechanics, micromor-
hology, and ballistic traces of incisions. On the basis of excellent
hotographs and blowups (which enable the nearly unreadable to
e read), he has worked out a thesis that grants intentionality to
otehes on bones that were in the past considered to be random
vodlings. In The Roots of Civilization (1g72), he argued that there is
conformity, on portable objects, between notch series and lunar
hase cycles. This is a fascinating proposal that implies that a sin-
lo; formal notational system existed in the Upper Paleolithic. In
Jarshack's view, such a system would have enabled people to cal-
ulate the passage of time, to predict the seasons, and to juxtapose
arved images of plants and creatures according to the time of their
mutual appearance. Marshack calls this process “time-factoring.”
After carefully observing an engraved bone from La Marche with a
orse head, an apparently pregnant mare, and many notational
marks, he writes:

iy

The Mare drops its foal in the spring after an eleven month gestation
and so the mare may be a seasonal image. The associated darts and
signs may then represent rites, sacrifices or acts of participation
related to the time of foaling. The combination of naturalistic “art,”
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or fertility or shamanism or time-factoring to be experienced as
ical. She proposes that merely to draw a line on a stone wail was
inate a surface and that it was through such animation that the
der of enveloping forms was discovered. For Sheets-Johnstone,
val has impact as an oval, or a closed enclosure, and before it
d represent a vulva or wound, it must have generated a kind of
hetic pleasure based just on being an enclosed shape, implying
eriority, in the cave’s enclosed space.
fer thinking here seems to me to be a sophisticated and thought-
reenvisioning of the old “art for art’s sake” theories of the nine-
nth century. Sheets-Johnstone’s ideas fill in an important gap
cween the unadorned cave wall and the various theories that have
on brought forth to account for why someone might draw or
atch on a wall. She has grounded what might be called a “line
it line's sake” approach in the physical, kinesthetic sensation of
sticipating in an insideness. She sees cave art as an extension
ancestral stone tool-making, in as much as both were generated
manual concepts, the results of “handiwork,” and the creation of
pacial forms. Reflecting on her work here, it occurred to me that a
serson standing before a cave wall with a burin was in a position to
edirect that utilitarian tool initially crafted for destruction/survival
& an involvernent in creation: the pleasure of inscribing a wander-
ng or containing line. The wall itself becomes, in a sense, a tool-
tension of the burin redirecting gouging and tearing (as in the case
f hides) to a lateral glide.
Aline in itself, especially an engraved one that cuts into a surface,
reates a kind of suspended insideness, somewhat thwarted in that
he stone resists direct penetration and by its often large and flat
urface encourages an offshoot exploration. It reminds me of the
hrill of ice skating, of cutting into a surface and then horizontally
extending the cut to form figures that with every drive and swoop not
only contain their own integrity but imply an ongoing, even endless,
charge of created integrity.
OF course, we will never know why someone made the first line
ot a cave wall. Such a move might have been stimulated by cave
bear claw scrapes, interesting cracks and fissures, or someone with
- adirty hand slipping and grabbing for the wall,
At the point the engraver associates a curving line with an ani-
mal's dorsal line, and is then in a position to add a head and legs,
or to draw a specific animal marked by certain signs, Sheets-
Johnstone’s ideas become less relevant. At the point we can say a
curved enclosure is probably a vulva (or 2 horse hoof), then all of the
theories | have briefly discussed become worthy of consideration.
There must have been many occasions in which the drawer of a

sequences of darts and signs, and a lunar notation hints at a complex
time-factored symbolism and mythology.®

At work here is almost sheer guesswork based on a primary 4
sumption that we are dealing with people who think like we do.'Th
seasonal message that Marshack extracts from the composition
based on counting the notches (some of which he acknowledges 4
lost on a broken portion of the bonel), and coming up with a cou
which he interprets as “a possible lunar phasing” which “gives a pe
fect tally for 73 months.” To make a solid case for lunar phases {
for that matter, menstrual periods, which he does not address), M
shack would have to demonstrate repeated sets of 28 to 31 notche
representing lunar months. Such groups of notches within the
month” period do appear, but many other groups do too, with mu
larger and much smaller numbers.

Like Breuil, Lommel, and Leroi-Gourhan, Marshack (ont
basis of portable art alone) has come up with a provocative if ve
questionable theory (that constantly disappears into circling ge
eralizations in his writing) to interpret, as he puts it, “the roots ol
civilization.” At this time, it makes sense to suggest that there are
undoubtedly traces of hunting and fertility magic, shamanism, and
intentional notation in what has been rediscovered of image-makin
from this 25,000 year continuum. Recent improved and solid carbon
14 dating has revealed that Cougnac and Pech-Merle, for example
may have a multiphasic decoration period spanning 10,000 years. ]
is possible that one set of images came from a people involved in
hunting magic while another set (or an addition to an earlier com
position) was made by a people who used the cave for shamani
initiation and who had developed a notational system that assoc
ated female shamanistic rites with menstrual cycling. Images ma
be layered with differing worldviews even in a single composition.

In her essay “On the Origin and Significance of Paleolithic Cav
Art,” in The Roots of Thinking (1990), Maxine Sheets-Johnston
argues that all theoretical approaches to the significance of Uppe
Paleolithic cave art fail to take into consideration the experienced
character of the caves themselves and what might have moved
someone to make marks on their interior surfaces. Sheets-Johnstone
believes that merely being inside a cave was a magical experience for
Cro-Magnon people.

“To engrave or paint on the inside surface of a cave is precisely to.
enter actively into the potential magic of insides,” she writes. “To.
draw on the inside walls of a cave is to be part of the potential trans-
forming powers of insides.”” In other words, she believes that a
flurry of lines on a cave wall need not have been connected to hunt:
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hrough prolonged time spent in a cave. One rather odd expla-
for.this might be that the power of a cave like Lascaux, hg&f-
on magnificently received and documented in chamber after
ber. is now contained— having been “trapped” and applied to
ls, it only exists today as the images themselves. Might cave
tiom have been exorcistic in nature, in which fearsome under-
powers were “tamed” by being “translated” from psychic man-
snis into concrete images on the wall anyone could observe?

ven the lack of reported visions, it was fascinating to read
I cod’s account in the first of a series of experiments with sen-
colation in the caves of Belize. In November 1972, with a Peace
s companion, she spent 48 hours without lights or watches “an
< scramble from the entrance” of an unnamed cave.” She and
companion, Kim, had water, food, foam pads, ponchos, and
ping bags (brought into the cave with the help of friends who
o instructed to return forty-cight hours later). Given that
cleod's account is believable and genuinely mysterious, and that
h experience has et to be brought to bear on the meaning of
per Paleolithic cave imagery, I feel that it is worth quoting here at

wandering line saw, in his mind’s eve, a bison’s dorsal line and ¢
derstruck by the sensation, perceived that the bison which wae
there was there.

In bringing up the matter of the experienced character of the ¢
themselves, Sheets-Johnstone touches on a possibility that'te
knowledge has not been discussed in studies of Upper Paleo
cave art: that becoming part of the potential transforming powe
insides might involve experiencing cave interiors as a living pow
whose presence the visitor might feel compelled to depict. Wh
such activity evokes shamanism and may merge with it in cert
instances, it does not require shamanistic “credentials,” as it we
to experience a force outside of oneself in an isolational situation
especially one of prolonged time. The difference might be that ¢
like the uninitiated visitor, the shaman would have a mythic syst
to draw upon in explaining to himself and to others the power str
ture he is participating in. -

In her essay “Sensory Isolation and Vision Quest” (1980),° Barba
MacLeod reports that a shaman’s assistant—uninitiated apprent
I gather—left alone for some hours in the Balank'anche cave (n
the Mayan temple complex, Chichen-ltza, in the Yucatan peninsul
reported feeling a chill, after which “four times he heard noises fro
the water, as if something was moving on its surface. The shama
told him that he had been listening to the Balames— underwate
jaguar spirits commonly propitiated in Yucatecan cave ceremonies

For the Mava, the sun in its night aspect became the Jaguar Go
of the Underworld, often pictured on Classic Maya monuments
Thus it would make sense for the Jaguar God to manifest itse
in a cave—even today. In a similar way, certain Upper Paleolithi
animals may have become associated with caves, and have bee
thought to sound or manifest themselves in particular caves. T
night-jaguar-underworld complex of the Mayas makes me think of
the Upper Paleolithic depiction of predators often but not always in
the most inaccessible or terminal areas of caves,

Were a cave to have manifested itself as bison or as horse power,
it would be understandable if the person who experienced such
would leave an image of that animal on the wall as testimony to his
experience (or even as a record for others, as instruction or confir-
mation). Were the cave's power to have been indeterminate—
power neither animal nor human—then hybrid and/or grotesque
depictations might have been attempts to come to terms with a
power that defied visualization.

None of the Upper Paleolithic archeologists 1 have read have re-
ported visions or other psychic experiences that appear to have come

t first I perceived the darkness as two-dimensional—a flat screen
spattered occasionally by drifting, bluish cloudlike images whose
dges continued to unfold. T had observed this on other occasions, on
caving trips, waiting in darkness for five or ten minutes. These images
ere the same whether my eyes were open or closed. A ripple in the
isual field accompanied the motion of my hand back and forth
hefore my face; this too was unchanged by closing my eyes. I as-
sumed that my brain could somehow translate positional information
(it “knew” alter all what my hand was doing) into visual experience.
The ripple itself scemed to be a barely perceptible shift from very
pale {llumination to #o illumination. Throughout the stay this phe-
nomenon did not vary.

The most striking feature of the early phase, beginning within
some four hours, was synaesthesia. While we were in total silence
but for the sounds we ourselves made, the cave occasionally yielded
a murmur—a drip plunking nto some distant pool. This triggered a
brilliant geometric pattern before my eyes (open or closed) much like
the visual displays produced by psychedelic drugs (with which I had
been familiar for eight years). Duration of these images was measur-
able in fractions of a second, yet they occasionally occurred in rapid-
fire sequence. The scrape of Kim's foot on tock (but not my own) trig-
gered them as well. More “realistic” content appeared: street scencs,
images from last week, last year, Little Lulu scenarios, faces of ele-
mentary school playmates. The dredging up of early material, while
not emotionally charged, was unsettling; I felt that “anything” could
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happen. Otherwise I had the impression of being “not quite awake”
—in an eternal hypnopompic state. At no time did T think the visua|
phenomena were outside my head. Struggling to “awaken” and shake
off the growing uneasiness, I began to explore my immediate sur-
roundings with my fingertips, and found fascinating complexity in the
variegated landscapes of the cave floor. Somehow reassured, I gave in
more easily to the random visual play. We discussed this briefly; as
soon as each was satisfied that the other was experiencing the same
thing, we returned to silence. Thus it seemed that acceptance of the
inner kaleidoscope was facilitated by occasional external contact.

My only panicky moment came upon awakening from my first
sleep. I found myself in interstellar space, chest tight, heart pound-
ing. Then I felt the ground beneath me, and heard Kim’s even breath-
ing, and knew where I was. It was an important transition point. The
visual displays were much diminished after the first sleep period, and
another phenomenon prevailed instead. The darkness had acquired
three-dimensionality, and seemed to be illuminated by a light behind
and above my head. There was of course nothing to be seen, and the
infinity of the field before me seemed to take me into itself, such that
I was no longer contained in my skull. The “illumination” varied in
intensity. Briefly I considered this light against that of flashlights, car-
bide lamps—and the thought of the latter made me wince. Artificial
lighting was a deception, a lie. Stalagmites—and a few other things
—knew the truth. Had I undertaken a walk to another part of the
cave—even out into the adjacent room—with this attitude, I'd likely
have had a comeuppance, but I felt no more need to move than sta-
lagmites did, and T was amused at the absurdity, the simplicity, the
profundity. I perceived the incessant, now disorganized verbiage in
my head as a disintegrating tapestry. I watched warp and woof drift
apart, watched threads slide silently off-stage . . . this is it . . . all there
ever was . . . I could not hold my concentration for long, but that was
it, and I returned easily to it, letting the last thought go, again and
again. It was a gentler yet more profound merger with that elegant
emptiness than any I had ever experienced with LSD. Much of the
last half of the stay was spent in this state, or drifting in and out of it.

Two auditory phenomena were noteworthy, in that they were
unexplainable, and we both heard them. Nearing the halfway point
(as best I can judge) I heard a tinkling sound on the ceiling—some
two meters above my head, as though two soda straw formations
had been repeatedly struck together. Only a human (or the unthink-
able . . .) could make such a sound. I told myself it was a cave cricket
... doing a staccato drum tap on a soda straw with his antennae?
Impossible! Still, it was a cave cricket. Fifteen minutes later Kim
asked me if I heard that sound, like a small bell tinkling. He'd been
pondering it too. The other unexplained sound came perhaps three
hours later. I heard a series of howls coming from the direction of the
entrance. This time there was no delay:

I. Lascaux: Part of the north wall of the Rotunda, indicating the imaginary ground level on which many of the animals appear to
be standing or moving, At the back is the entrance to the Axial Gallery, the ceiling of which is painted along with the walls. Photo:
Hans Hinz, The Cave of Lascaux, Mario Ruspoli, Abrams, 1987, p. 103.
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“Did you hear THAT?” |

“ SURE DID!” I\

End of conversation. My disordered mind grappled with explana- \1
tions . . - a dog at the entrance in frustrated pursuit of game? No, the |
entrance was much too far away. Another small entrance hitherto il
unsuspected? A possibility. The Maya Kank'in dog, who guides the il
souls of the dead on the first leg of the journey into the underworld? I
A possibility, as good as any other, and for that matter, that was no
cave cricket. Now I knew I had crossed a discriminatory threshold, M\‘\
beyond which supernatural explanations worked as well as any other, I
and rather than fear for my sanity I welcomed the chance to meet \‘
ancient Maya gods head-on. Much later:

“Isn’t the entrance too far away?” i

“Much too far away.” il

The supernatural tour de force was not long in coming. Kim was ;‘ 4
suddenly struck by a chill. He climbed, trembling, into his sleeping i
bag (the cave was a stable 74°) and I wrapped mine around him, and i
then put my arms around him. On contact, I felt his chill as an energy
field, and my trembling was that of fear. There was something else in i
here with us. My last vestiges of rationality crumbled, and 1 felt like ik
the sorcerer’s apprentice who'd thumbed the wrong spell book. Nei- |
ther of us could speak for several minutes, and during this time I had
an image of the “presence” as an amoeba-like consciousness which
was the cave, rather than some spook flitting around in it. I knew the ‘
several kilometers of its corridors quite well, and now I felt myself to {j I
be everywhere in it all at once. I suddenly realized that this was only i
the portal —that I could still choose to enter or not—into a relation- | i
ship with this entity. I chose to postpone the apprenticeship, to be |
better prepared before 1 sought it out again. (I have not yet encoun- I
tered it again, nor have I consciously sought it out, though I have had 1
other remarkable experiences in this domain.) When we could speak, E |
Kim and I concurred that we had been three, and were again two. He I
had felt no more prepared to deal with the Other than I, though, like |
myself, he had considered it essentially benevolent. Thereafter, until “1“‘:
our friends came (moreorless when expected), the rest of our sojourn Il \J
was tranquil, anticlimactic. At the distance of this writing, it is ex- !
tremely difficult to grasp the certainty I had about the entity and the fit
potential apprenticeship. I feel that the strategy of a second approach
requires a long solo sit in the same place; I have not yet done it. On
the other hand, if this entity was a projection from within myself, it
should be accessible in another cave, or in the isolation tank. The
concepts of “strategy” and “approach” are linear; I actually have no
adequate way of thinking about a second encounter. May we meet
again; may I not blow it.

IX. Lascaux: The frieze of swimming stags on the west wall of the Nave; the dark coloring of the rock appears to have been
used to represent the river water that the stags are swimming through. Note the seven dark red dots over the fourth stag’s
head. Photo: Mario Ruspoli, The Cave of Lascaux, Ruspoli, Abrams, 1987, p. 143.
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What for the shaman assistant was something moving on the surface
of the water has, in the context of MacLeod’s experience, become

X. El Castillo: Rows of red dots are developed into a symbolic form. Photo: Achille Weider, The Eternal Present, S. Giedion,
Bollingen, New York, 1962, color pl. 18. © 1962 by the trustees of the National Gallery of Art, Washington, D.C.—published by Prince-
ton University Press.
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¢ of a conjunction experienced as the “entity” of a particular
Returning to the two numbered points that | made following

od’s commentary, it is possible that the amoebic “entity”
once (an unstable fusion between a person and the cave itself)
transformed, on the cave walls, into grotesque and hybrid
+s which, on one level, represented a momentary truce in the
Lation continuum— Cro-Magnon rejoined in image his world-

an “entity” with whom one could enter into a relationship
Leod’s sensing it as an “amoeba-like consciocusness” evol
things for me:

1. A fusion between MacLeod’s projected subconscious m
als and the forceful presence of the cave’s stone and day]
—an unstable fusion to be sure, a wavering intermixing
could be sensed as “amoeba-like”— ot

vision.

m this perspective, it would seem that after meandering lines

crude cup-shaped indentations, the earliest figurations would

been grotesque and hybrid formations, and that once Cro-
non spotted the emergent animal as part of a hybrid, he would
heen in a position to draw the animal itself. However, several
iderations lead me to believe that this perspective is false, and

[

The hybrid heads and figurations in Upper Paleolithic cave
which there appears to be a struggle going on within the
{or figure) itsell, as if some amoebic power were on the b
of division. ‘

1 have also elsewhere suggested that in Upper Paleolithic ima
we may be witnessing the result of the crisis of paleolithic pe
separating the animal out of their about-to-be human heads. Ont
basis of Sheets-Johnstone’s and MacLeod’s writing, T can now
What role did the caves themselves play in this process?

{Zmorc—: and more think that the empirical daytime world of
ing and surviving effected a widening gap between early hu
culture and animal life, a gap that was fraught with ambival
Via tools and weapons that led to increasing group coordinatio
man was no longer fundamentally prey. In fact, he was beginning
assert himself as superior to animals, which were increasingly |
materials as well as his arsenal: He used their bones and antler
help him kill them. At the same time, they were still his teache
auraed with a sense of perpetuity, extraordinary display and vatie
and innate survival instincts so mysterious as to make them see
divine. Cro-Magnon had entered a separation continuum with crea
tures upon which his life depended, with whom he must have felt
profound bond. V

Under such circumstances, it would seem that a terrible nee
welled up in Cro-Magnon to somehow deal with sensations tha
were internally tearing him apart. I think the caves presented them
selves as a kind of primordial laboratory in which this unsettlin
innerness—sensations that were completely inexplicable—coul
be dramatized, or more simply, L\pscssei& In comparison to th
animal-filled flurry of a world above, the caves were a tabula ruse
blank and receptive once the play on “insides” that Sheets-Johnston
discusses charmed people into simple, mimetic gestures involvin
scrawls and meandering lines. At the same time, the caves wer
hardly a tabula rasa at all, They possessed personalities—their m
velous natural formations. They were fearsome, awesome, and
charged with an atmosphere in which the burgeoning human sub
conscious may have become aware of itsell. Not as itself as such but

too.
Pwm probably turn out that hybrids appear in all periods of
o Paleolithic image-making, and that realistic animals do too.
wvet, with its earliest figures (realistic animals) dated earlier than
s vears ago, contains what appears to be 2 hybrid Minotaur-like
e bending over a black vulvar form. To my knowledge, this
brid figure has not yet been dated, but when it is, chances are
will be very early, though probably later than the 32,000-year-old
aoceros. Combarelles, whose engravings are dated (stylistically)
tween 13,000 and 11,000, contains over 50 human figurations,

sany of which are hybrids.
Burthermore, I tell myself, I must not fall into the blanket, mono-
hic theory trap of positing a gradational scale of image evolution
r the entire Upper Paleolithic. Since it is turning out to be multi-
hasic and highly regional, a kind of magma of appearing and disap-
earing creative peaks and hollows, one needs to study a specific
egional culture from start to finish to be able to assess the changes
 its image-making. This will most probably never be possible.
 Finally, I think we have to acknowledge that there is a significant
ifference between experiencing an “entity” in isolated cave dark-
wess. and the kind of work that seems to have taken place in Las-
aux: many lamps, indications of scaffolding, and a very good
ance of coordinated team work. 1 think that a significant number
f the realistically depicted animals must have been painted or
ngraved by people who went into the cave with the intention of
epicting them. Such people may have previously had extraordinary
xperiences in that very cave. They may have returned to it to record
an a priori occasion that was so overwhelming they could do noth-
ng more than just be in it} But T feel a strong sense of a difference
between the planned and the unplanned in Upper Paleolithic cave
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. the animals pressed through, this mind infused them with
animality about which it felt so ambivalent-—with the end
being a simulacrum of the animal world on the surfaces of a
< nsides.” Stone walls became a kind of image range contain-
paradoxical application of animal outlines on stone as emer-
+ of animals from stone. The facilitator of such two-way tratfic
ave been, at times, in any region’s cultural turmoil, the fusion
cson and cave, stuff moving out of each to “grotesque,” as it
in the lamplit or total dark.
ich experiences were certainly not limited to shamans or artists
on to adults. The wavering spectrum of groping crudeness to
il finesse offers a foundational dream for universa) creativ-
+t can be made under almost any circumstances by anyone,

art, and there must be numerous instances of a conjuncti{m
tween the planned and the unplanned—let alone multipha
incremental compositions, with totally different circumstances
cultural systems making up what we would call “a single painti
In the long run, the images most difficult to grasp may tur

to be realistically depicted animals either in isolation, such a
single engraved bison at La Greze, or in groups that appear to
little or no narrative connection (the Salon Moir of Niaux). M
of the cave art theories over the past one hundred years have
based on exceptions and not rules. The “hunting hypothesis
based on the relatively small percentage—less than 1o percent
wounded or struck animals; the fertility theory on the tiny perce
age of questionably pregnant figures and childbirth scenes; sham

ism on another small percentage of hybrid, grotesque, and ot

magical figures; Leroi-Gourhan's “ideal sanctuary” on a statistic

inaccurate “ideal” model and his “sexual pairing” on an arbit

symbolization of animals and a Freudian reductionism of s

Marshack’s “time-factored,” “storied” symbolism on arbitrary “lu

readings of notches on portable objects alone. All of these theo

here.

have two serious faults:

1. On the basis of a small percentage of evidential yet fundame
tally questionable evidence (are the animals really wounde
Are the notches really lunar countings?), overall blanket the
ries resulted that attempted to sweep everything under a si
gle explanation. ‘
‘No theory has accounted for realistic, unwounded, nonp
nant, nonnarrative animals, for the most part horses and biso
that make up by far the largest percentage of Upper Paleolith
imagery.

Hans Peter Duerr writes: “Concepts such as fylgia, nagual an
chargi designate that part of human nature about which we can sa

nothing, or at least nothing that would be intelligible to those w

have never crossed the boundary.”!? :

Since no one today has crossed what might be called “the Uppe
Paleolithic boundary,” some of us find ourselves like hungry ghos
hovering at a primordial psychic feast that we can sense, and see
but cannot contextualize. It touches something in us that we strag
gle to unlock, and by attempting to do so find a grounding an
belonging that historical antecedents do not provide.

I continue intuitively to believe that there is a core complex radi
ating through many aspects of Upper Paleclithic image making
Animal figurations, whether partial, hybrid, or whole, represent thi
collective passing of certain lce Age fauna through Cro-Magno
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Over the Neanderthal child’s cranium I see the cupule
become a dome,

the cathedral-to-be as the cave pulled upward inside-out®

—the burial vault in the base of a pyramid

is the terminal form of the cave,

the space in which immortality is contested

Cupuled slab and egg-shaped pit

an alchemical vessel

containing the stuff of resurrection?

Depressed is raised, what is above is below

I now am what I am: a horror and an astonishment.”¢

I got hot and became pregnant,
I could feel the sun rising through my diaphragm

With the tongs of my tongue
1 tore at my thought-heart

I ground rock out of rock,
this waste was my foed

“And they builded Golgonooza: terrible eternal labour!”

OSPHENE GAUNTLET!

henes are geometrical percepts

ring within the eve, “closed-eye vision,”

ed by knuckle pressure on closed eyelids,
uncials  grading into each

rming thrones  rose windows  breaking

sun  a drilled-out black wreath

d by a rubblework of light . ..

lieve Cro-Magnon practiced closed-eye vision
aw phosphenes, without knuckle pressure,

le confronting cave walls, lamp flicker urging out
isms suggested by cracks  contours
odo of dots  zigzags  spirals
tersected by anatomical noticings

curve rumps  vulvazags  dot volleys——
membered sightings had to run

a phosphene gauntlet

fingered

all grooves that thudded

ek into the gouger

nsations of fingered wounds,
merpho-sparking channel:

memory through phosphene to wall
wall through phosphene to memory,
fire drill of a finger

ock mind

hottest tinder—

nner ignition  initial mind
phosphene and memory

emery-—

¢ animal re-drawn and quartered in phosphene collision,
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LE COMBEL!

“The hollow”
intestinal
prolongation of Pech-Merle

A 3-foot stalagmitic, cupule-pitted, much polished
prong
scored my mind with intimations of the Muse

aribel: Wounded lioness, three hovses, and red disks,
How far back? There is no first
an African pythoness is feeding a snake
up her vagina, shrieking a gloss of its moves?
Le Combel: Phallic stalagmite ..y Cro-Magnon is swinging up, and over,
pitted with tiny cupules, its . . i .
 ace wom « easing this horn in,
surrace worn SinD(l[}l, A .
does she feel its cold hiss through her
“All is ransfer!”
Does this pike fill her with premonitions of the Hydra-
headed tools we all turned out to be?

In the first chamber:

17 red ochre disks and a red lioness

whose body, in death rictus,

arches across the bodies of 3 horses

{(who do not appear to be involved,

were they painted earlier? Later?)

The lioness” head is stuffed up into
the stalactitic bubblework

Below her raised muzzle are slops of red.

For a belly, she has 4 red disks.

Her body attenuates, tiny hind legs nearly horizontal,
as if she's being sucked into . ..

g

Le Combel: Composite animal made up of (from the left) a
thinoceros rump, an antelope, a loness with a diadem of

red disks, and another antelope head.

The painting has a waver to it, as if under water
Network of animal drift electrified by animal spasm

Three more ensembles of red disks,

as if in spagyric? relation to

vaginal fissures in the rock:

the first: a large triangle of 36 disks,

the second: like 21 bees, they swarm the alcove,
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the third: 18 in phallic loop,
5 more
curling into 5 more curling out,
(as in van Gogh's “Starry Night”)
They still revolve! Fresh strawberry red,
moist to the eye and tongue

Like Vallejo they possess their coherence

They are prayer-accurate to a kinetic life

Do these disks proclaim that an abyss has been crossed?
That unlike us the other side is gender occule?
That unlike our flesh,

this wall—as we hold our fingers to it—

can sustain our marks

and send them back into our bodies,
vibrations of the end beginning anew in us?

become disk-shaped, and begin to produce hemoglobin”

Might these disks be a kind of proprioceptive alchemy,
a joining of body to cosmos?

"The finite reddening into the infinite?

to earthworm color, dries to juicele
blood —

bloodied fingers down the wall before the alarmed exorcist’s f

O mole of me that wants to eat night,
fanged voracity to sink into the outside and hold!

I lurched into the bunker-like
second chamber backwards headfiest—

“As they mature, the erythrocytes [red blood cells] lose their nuel

Surely they have a rapport with animal blood as it glistens and dni
matter, and surely to menstrua

In the Polish film Mother Johanna of the Angels, it is surely a Pales
lithic gesture when the Mother Superior dashes her hand up he
white robes, then whirls to the stone nunnery wall, drawing b

Juniper Fuse

sreath of breast-like stalactites dabbed black.

Lie Black Goddess? The “breasts” seem part of a tree,
o vertically-split “trunk” a vulvic fold—

eavy apple tree foaming with human fruit™

'm facing the black pods which contain the mead
we poets haill

A rhinogazelgazeliongazelle
terpillaring,  telescoping out and out
ks sounding being in bounded space,
nding abyss leaping to the brain’s synaptic gongs

the neuron orgy

in cranial dark,
know thyself is to give a self to no.

e

49
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J 72 The phallus is implicitly part of this scene, and human
tis with an animal is evoked. Inidally then, male and female
ans may have been the hybrida of wild animal and tame human
riages.

We might also look at hybrid’s cognate, “hubris™ (from the Greek
ris), and see how it affects our understanding of the former word.
Leter's defines “hubris” as “wanton arrogance or violence arising
m passion or recklessness: insolent disregard of moral laws or
traints.” The consequence of hubristic acts might be hybrid
nations. This implies that hybridity is achieved only via trans-
sion, and that whoever possesses it will be viewed by the tame
demonic. Humility and moral restraint are in the service, then,
stablished boundaries, not the breakthroughs of boundary-
stroying tricksters or theriomorphic shamans.

Wildness and tameness must have become a frenetic, cultural
ad as wilderness became forbidding to increasingly domesticated
ng enclaves. Perhaps as early as 30,000 B.p., proto-shamans had
wved to the shifting peripheries of tribal encampments and had
gun their psychic negotiations between animal and human
tlds. At the point that wildness and tameness were established as
tagonistic realms, the endless proliferation of dualisms—inside/
tside, real/imaginary, subject/object, physical/mental, conscious/
nconscious— that still divide human beings from a wholeness may
ave been ignited. In N. O. Brown's Love’s Body, the primary enemy
{ imaginative fulfillment is the swarm of dualisms (generically iden-
ed as “the reality principle”) that separates the metaphoric into
nivocal meaning and linear time.

HYBRID RESONANCE

In the cave imagery under discussion here, there are a number
different yet related modes of imaginal intelligence. Here I want
look at man'’s image of himself as it is registered in animals and bin
My primary focus will be on that most transmutable of Upper Pal
lithic animals, the bison, and on the obsession with the horn
head. However, before examining some of these hybrid images &
considering the conditions under which cave environments enco
aged such images to emerge (apparently from the beginning to
end of the Ice Age), I would like to look at the etymology of the wi
“hybrid,” which is generally used as synonymous with “grotesqu
but also diverges from it.

Webster’s Dictionary and Eric Partridge in his book Origins agree t
the word “hybrid” comes from the Latin lybrida, defined as’
piglet resulting from the union of wild boar with tame sow.” Th
root conflicts with the definition of the word, which states that ¢
hybrid represents combinations of different species (and, by exte
sion, humans and animals), stressing antinatural or heterogene
fusions, such as the “fabulous” centaurs, sphinxes, manticores, m
maids, and minotaurs of folklore and mythology. The hybrida r
stresses that the incongruity of the fusion derives not from differe
species but from the intermingling of wild and tame states. Tran
lating these states into anthropological terms, it defines aspects ¢
both shamans and witches whose identities and activities are co
prised of wild and tame, or wilderness and cultural, experienc
Concerning witches, Hans Peter Duerr writes:

ne’s first impression of bestialized or distorted figures in Com-
relles or Commarque, or on portable objects from Abri Murat or
2 Madeleine, might very well be: how grotesque! During my 1982
it to Le Tuc d'Audoubert, after looking at the engravings of two
rotesque heads, 1 saw they were part of an early imaginal formation.
[hev may have been visualized through an interaction between the
ve and man, extending what might be thought of as the grotesque
chetype.t

- While both “hybrid” and “grotesque” stress the use of incongru-
us and heterogeneous elements in composition, "hybrid” is the
nore specific of the two, in as much as it always refers to the fusion
F the nonhuman and the human, or in the case of hybrid animals,
itferent species. The “grotesque,” however, is the more compre-
ensive,’ including the hybrid as well as most of the hominid and

As late as the Middle Ages, the witch was still the hagazussa, 2 '
being that sat on the Hag, the fence, which passed behind the gar-
dens and separated the village from the wilderness. She was a being
who participated in both worlds. As we might say today, she was
semi-demonic. In time, however, she lost her double features and
evolved more and more into a representative of what was being
expelled from culture, only to return, distorted, in the night.!

This hagazusse, “the one riding the fence,” may be indirect
connected to, or correspond to, the bird-headed man in Lascaux
Shaft, who appears to be reaching for, or dropping, a bird-headed
staff. As part of his ritual paraphenalia, this staff, or “conductor
baton,” synchronizes with the fence on which the witch symbolical
“rides,” her magical animal “before it acquired the meaning ¢

Juniper Fuse
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rentlanty, it seems to be of our world—at the same time, it
. t5 be autonomous, a “mental thing.” Over the years I have
Joped a kind of affection for it, thinking of it as one of the
damental porters, or carriers, of the realm of the freely creative

human figurations, such as the Venus of Willendorf, the incom
female outlines from LaRoche Lalinde, and many of the Co
relles engravings of human figuration. The latter are so fragme
and abstract that no animal elements can be identified with &
tainty. With these definitions in mind, the Tuc d'Audoubest fig
mentioned earlier, because of their bestial snouts, would he .
tesque in general but more specifically hybrid.
The main focus of Upper Paleolithic hybridization is the hea
human figures, which undergoes a range of bestialization. Se
times the head is completely that of an animal or a bird. At o
times, hybrid heads suggest anatomical confusion, a blurring of
mal and human characteristics—as if the Cro-Magnon artist ¢
himself or his fellows as not yet fully differentiated from animal
Such composite images tmply that the artist was projecting a ¢
flict of his own mental state. It is as if some amoebic power w
on the brink of division. The grotesqueness of such images resid
in the minds unwillingness to declare itself fully animal or fu
human. Since such heads are usually characterized by having an a
mal snout and/or a prognathous jaw, and if, bizarre as it seems, ¢
is a head on its way to becoming human, such facial figurations ¢
resent the final site of animality. It is as if the bestial elements w
being expulsed through the frontal area of an about-to-be-hum
head. If image- makmu is involved with a separating out of the 2
mal from the about—t(>—be~human head, such grotesques would seen
to illustrate, in the image itself, a stage of this struggle.
The grotesques of nature may also have inspired Cro-Magnons
depict the deformed, the diseased, and the monstrous in images tha
appear to be composites. Extremely disfigured people may have hele
special status in certain tribes, making them candidates for depicta
tion on walls or on bones and antlers.
One of the many grotesque heads from Combarelles—one o
three heads in a group in the Inner Gallery—is a good example o
this blurry head type.® While probably more animal than human, i
does not look like any identifiable animal, and its body is more
human than animal, in spite of a possible tail and animal neck. The
torso and head are thrust forward, but they seem to swing out o
vertical hannches, suggesting that the figure is standing and leanin
over at nearly a right angle. Occupying the area between its belly an
upper thigh is a tangle of nested, curving lines. The figure sort o
swings on these lines, as if they are some kind of fulcrum. Th
sketchy left arm is bent, with the forearm line moving forward. Th
head appears to be bald (or covered with animal fur). The left ey
seems intent on something before it, and the mouth, while straight,
gives the impression of smiling. Because of its bestial and human

fore passing on to the clearly hybrid figures from Les Trois
o« and Gabillou, 1 want to say a few more words about the
an figurations—al] wall engravings—in Combarelles, of which
are at least fifty, more than in any other Upper Paleolithic cave.
1ide and Monique Archambeau, as Combarelle’s guides and care-
Lers. have studied the cave for years. Monique did her PhD dis-
ceation on these figurations, of which she has made meticulous
awings. They are extremely hard to read for anyone not familiar
th the cave. The walls, wrinkled and furrowed as elephant hide,

uid seem to be very inappropriate for engraving. Yet, counting
mals, hominids, signs, and indeterminate figures, there are more
an six hundred engravings in Combarelles.

1t is often impossible for the Archambeaus to say what exactly a
rticular figure represents, so they have categorized what they refer
s “human figurations” as expressive, enigmatic, geometric, and
determinate, with moreorless an equal number in each category.
Decause a significant number of the figures are associated with
rses, and because the horse is the most often represented animal
this cave, the Archambeaus propose that human figures in caves
large may be linked with whatever animal is most frequently
epresented. This is a fascinating notion, and while it is probably
e for Combarelles (as well as for Les Trois Frares), T suspect that
t would not pan out as a general theory.

_ The human figurations in Combarelles as a whole are open to
wide interpretation because of their indeterminacy. Many look as if
they were done in the dark. Lines straggle this way and that. Some
of them suggest anatomical shapes, but never depict the human
figure as a finished or closed unit, thh a bounding line separating it
From its environment. The Combarelles figurations, more than any
others, present hominids as wispy creatures, as unstable as fog
Genitalia and sexual intention appear to be present in about a fifth
of the fifty figures studied by Monique Archambeau. The least strag-
oly are the schematic engravings of female profiles emphasizing the
miiddle and lower body, and dispensing with heads, feet, shoulders,
etc., which is of course typical of Upper Paleolithic female depicta-
tions. All in all, there are more meandering lines than lines that
seemn to be part of anything one could identify. It is as if the human
figure is “in the air” as a notion competing with the fascination of
_ merely drawing lines. While Combarelles’ imagery is dated at 13,680
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to 11,380 B.P., near the end of the Magdelenian, these engra
strike me as extremely rudimentary, as if before them there
only meandering lines. In the same cave, it must be pointed ou
engravings of animal profiles that are realistically accurate and
cuted with sophistication and finesse

ity. It is as if we have on these walls the projective result of the
w:,i(m and a proto-magic, or proto-shamanic, reaction o it.

o Abbé Henri Brenil worked in Les Trois Fréres, off and on,
the end of World War I to the eve of World War I, tracing and
hering hundreds of paintings and engravings. It is his drawing
e “Dancing Sorcerer” (which includes both painted and en-
A lines) that is often found in books on the Upper Paleolithic.
Jescription of this figure is still the most comprehensive that

Of the two dozen or so hybrid images in Upper Paleolithic pa) ave:
and portable art, three figures from Les Trois Fréres, three
Gabillou, and the bird-headed man in Lascaux’s Shaft offer the m
convincing evidence for some form of shamanism in image-maki
While all of these figures are juxtaposed with animals (and k e .
case, a hybrid animal), none are assaulting animals or prepatin . position, only to be rcache'd by a secret comdor climbing upwards %n
 spiral. Evidently, he presides over all the animals, collected there in

acredible numbers and often in a terribly tangled mass. He is 75 cms
high and s0 cms wide, he is entirely engraved, but the painting is
unequally distributed: on the head there are only a few traces, on the
ves, nose, forehead and the right ear. The head is full face with

ound eyes with pupils; between the eyes runs a line for the nose,
ending in a little arch. The pricked ears are those of a Stag. From a
Black painted band across the forehead rise two big thick antlers with
no frontal tines but with a single short tine, fairly high above the base
of each branch, bending outwards and dividing again to the right or
1ot This figure has no mouth, but a very long beard cut in Jines and
alling on the chest. The forearms, which are raised and jnincd hori-
ntally, end in two hands close together, the short fingers out-
stretcf{ed; they are colorless and almost invisible. A wide black band
_outlines the whole body, growing narrower at the lumbar region, and
spreading out around the legs which are bent. A spot marks the left
knee-joint. The feet and big toes are rather carefully made and show
a movement similar to steps in a “Cakewalk” dance. The male sex,
emphasized but not ereet, pointing backwards but well developed, is
inserted under the bushy tail of a Wolf or a Horse, with a little tuft at
the end. Such is the Magdalenian figure considered to be the most
important in the cavern and which, after much thought, we consider
to be the Spirit controlling the multiplication of game and hunting

st of all, the “God” first called the “Sorcerer” by Count Bégouén
ard 1 the only figure painted in black of all those engravings in the
Sanctuary, four metres above the floor in an apparently inaccessible

do so. Three of the seven figures (along with two of the three Te
figures) seem to be dancing, and a fourth—the bird-headed ma
is depicted with shaman paraphenalia. While there is no hard
dence, such as written verification, for any meaning system in U;ﬁ
Paleolithic image-making, there is more evidence for the prese
of some form of shamanism based on these figures than for
other theory. .

The real problem of interpretation still lies with the realistica
depicted animals in profile which, other than occasional mysteri
signs, are generally presented without any contextualizing ind
tions. They could be shamanic animal familiars, or helping spirit
but we have no evidence for such in the way we do with the hybr

I continue to feel that while the cave environment was extren
conducive to trance, something in daily and nightly life had
encourage certain people to go into the caves on a quest. That
there must have been a crisis outside the caves that some people fe
could only be resolved inside them. In my thinking, given the mat
rials we have to work with, a resolution involved the momenta
reestablishment of a human and animal connection, that to be
reestablished had to have been lost, or sensed as being lost. T ha
proposed that this loss, or separation from animals, which wa
occurring during the Upper Paleolithic, may account for anima
being put on walls as projections of the animality Cro-Magnon pe
ple were distancing themselves from. The fact that realisticall
depicted animals are present but not part of any realistic, surviva
based landscape is very odd, and strongly suggests that while the
animal outlines depend on accurate observation, they appear on
walls as psychological entities. Many hang like hides on the walls
not as if they were sacrificed or killed in the hunt, but as if they we
killed out of man’s struggle to release himself from merely natural

expeditions.®

Besides the “Dancing Sorcerer,” there are the two other very
triking hybrid figures in the “sanctuary” at Les Trois Freres.” One
s bison-headed, with a bison-human back and stomach, animal-
eolike arms held out before him, and human legs and feet. He
ppears to be wearing a tailed pelt, and he also has a small, erect
phallus. A sign in the form of a long, pointed loop seemingly
attached to nose (or muzzle) is engraved (in Breuil's drawing)

Les Trois Préres: Hopping bison-
headed man with female figure
inside of him. See page 33.for
figure in context.




Les Trois Fréres: Bison-man
with haman leg and phallus.
See page 77 for figure in
context.
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signs on their bodies: V-shaped projectiles, barbed lines, and
ollines. The sense of the panel is one of a2 melee, animals inter-
ing animals, some in stampede, others in stasis. The second
id hgure is at the bottom of a panel containing more than thirty
2als {again, mostly bison), so densely engraved as to make
ding animal outlines almost impossible to distinguish. Animals
perimposed and their bodies filled with bushy patches of par-
lines. One sees bodies, but the churning tunmoil is so intense
what meets the eyes could also be described as Paleolithic
ract Expressionism.

ome commentators have suggested that the animal heads on
an bodies are masks. While this is theoretically a possibility, 1
never noticed any He strings or straps attached to such heads.
tronger case against the existence of masks is the organic hybrid-
throughout the heads and bodies of these figures, making them
Iy fantastic and not just human beings wearing ritual parapher-
4. Such thorough hybridity emphasizes their mental reality, as
ures that were imagined, dreamed, or seen in trance.

1t should also be pointed out that the three Trois Fréves hybrids
extremely well executed and are as impressive, as engravings, as
y of the animals surrounding them. They are, in this respect, at
¢ other end of the spectrum from the incomplete, and vaguely
~cuted grotesques and hybrids in Combarelles.

across the higher of the stiffly held out leg-arms. Tt has vari
been described as a “cigar,” a wind instrument, and a musical
Since it is not manipulated by either arm or hoof-hand, it is pog
that it represents a gush of blood or air. As if seated within
figure’s bisonesque frame is a smaller human figure with very I
hair (extending through the larger figure’s back), whose face
obscured by a set of diagonal lines. This figure’s body seems o
female. Her one visible arm, the left, is lowered along her side
disappears inside her left thigh, which also, at once, disappears
joins with the lifting leg of the larger figure, making a total of th
legs, and creating a legs-in-motion blur. Projecting from what wo
be the woman's forehead (were it not for the mass of lines)
long, twisting leglike form that also emerges from the larger fign
chest. Upon emergence, it twists down, and is crossed by th
pointed, cometlike groups of lines, one of which seems to origin
in the lifted knee belonging to both the woman and the biso
headed male.

The bison-headed hybrid, loaded as it were with his anima
muse, is dancing or hopping in place. Before him, seemingly arres
ing its movement as it turns its head back to look at the dance
a hybrid animal with reindeer hindquarters and bison forequatt
whose open anus is emphasized. An amorphous hominid ghost wi
a long neck and small, bloblike head hovers this animal’s rump.
reindeer with web-footed forefeet bounds away in front of th
reindeer-bison. The positioning and emphases concerning the hybri
animal and the bison-man suggest a chase involving human and an
mal coitus.

The second hybrid figure, a meter or so away from the first, has
bison’s head and upper body, which tapers to a protruding huma
buttock and thigh. A bent knee and calf end in a footlike, spind
hoof with a claw jutting from where the heel might have been. He
the hybridity is more assimilated than in other corbinations: F
example, the bison has a high, human forehead, and the body is
modeled in such a way to imply a shifting metamorphosis. The fig
ure has a long, rapierlike erection, and human testicles. It appears
to be springing forward while swerving its head to glance behind i
While it has two front legs with hooves, the back leg, mainly human,
is singular. Its head and forequarters cross the hind leg of a much
larger reindeer above it. f

The attention I have placed on these two hybrid figures may give
thern more size and prominence than they actually have in their con-
text in the cave. Some fifty animals, mainly bison, in styles from dif-
ferent periods, swarm the first hybrid figure. Most of the animals

sabillou is a narrow, gently peristaltic corridor cave, less than 100
et long, containing 223 engravings (no paintings, though as in the
ase of Combarelles there are some color traces on a few of the
noravings, suggesting that like the “Dancing Sorcerer” they may
ave been over-painted originally). The majority of the animals are
orses. There are also twenty-one engravings of reindeer (an impor-
ant food animal, but rarely depicted)—the most in any Upper
Paleolithic cave. It is unclear where the engravings begin, as the
walls near the entrance were cut back in historic times to make a
cellar, Since 1956, Gabillou has been owned by Dr. Gaussen, who
cleaned the cave out, and made a complete inventory of the engrav-
ings, which he published as a monograph.'® Gabillou’s engravings
are hair-line thin. Giedion describes them as having been “breathed
upon the limestone,” and compares them with “those refined dry-
point etchings of the 17th century” Most of the animals and signs
(of which there are sixty-eight) are quite readable, and relatively
unentangled with enigmatic lines.

Juniper Fuse 1
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Given the present layout of the cave, the three hybrids are plag
at almost equidistant points (at the beginning of the engravings.
the middle, and at the end). The first is a bovine-headed hom
who appears to be either lunging forward or projected forward
unseen powers.!! Like many of animals in Gabillou, his front ar
like appendages are collapsing, as if boneless, under him. As if p
suing him, the head of an open-mouthed feline is incised +i
behind his buttocks and thighs. Engraved behind the feline head
a small horse facing the opposite direction, suggesting that the ho
and feline may have been engraved with no intended relationship
the hybrid. Cut into the top of the hybrid’s buttocks is a curie
loop, which, while looking like an anus, is also attached tol
meandering away from the figure. Right before the hybrid’s snou
a small headless and armless schematic hominid whose waist li
seems to turn into a lance.

/

Cabillou: D, Jean Gaussens diaw-

ﬂ - /
o /
ing of a bovoid-headed hominid

; with curiously placed eyes;

The third hybrid itself is presented vertically, legs slightly bent, as
ancing.!? In certain respects, it is similar to the second Les Trois
sres hybrid that dances behind the reindeer-bison. Gaussen calls
bovine-headed but the head shape and horns are significantly dif-
vent from those of the first two Gabillou hybrids. The right leg is
refully articulated, with identifiable thigh, calf, ankle, and foot;
he 1‘igh't arm has an elbow and vague hand lines. Both the left leg
and left arm are schematic and incomplete. The muzzle is rectan-
gular. Below the eye a line extends through the muzzle, continuing
heyond it, to be interrupted by a gap in the wall; on the other side of
he gap this line continues and appears to link two deeply engraved
signs, both consisting of three vertical lines (which are squared in
e first sign). The lower body of the hybrid turns into a tail-like tat-
tered pelt, even though there are no pelt indications on its upper
body. I presume it is male, since it lacks breasts. Between the horns

Gabillou: Dr. Jean Gaussens / there are two pronounced, upright tufts of hair,

drawing of a bovoid-headed o
hominid facing a tiny hominid
possibly holding a spear.

In roughly the middle of the cave, and facing a human figure wear
ing an anorak, or hooded arctic jacket, is a second bovine-headed
hybrid with two eyes placed much higher in the head than the
would naturally be.'? Like the first hybrid, it seems to be lunging
forward, even though the hind leg is still and vertical. Again, as in
the case of the first hybrid, the front leg or arm is collapsing back
ward. This figure has a tail (on its primarily human body), a tapered,
erect penis, and round testicles.

The third hybrid is the last figure in the cave and, like the second,
may have been placed where it is to relate to a female figure in.
profile on her back with raised knee directly across from it. Inter
estingly, the female has an incised loop where her thigh rounds into
her buttocks at exactly the same place as the first hybrid. Gaussen
describes this figure as being in a “gynaecological position.”

-

Gabillou: Dr. Jean Ga
drawing of "The Sercerer of
Gabillou,” a hybrid daveing
and probably wearing an ani-
mal pelt.
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All six of the Trois Fréres and Gabillou hybrids have ho
heads; thus, one might ask if the horned aspect of these 'k
makes them appropriate for hybrid depictation. A response to ¢
question will involve a short digression on the importance of ¢
male head for prehistoric people. ‘

In Muelos: A Stone Age Superstition about Sexuality, Weston L.
Barre offers extensive documentation to support his thesis that the
was “a very ancient beliel in human life-power apparently reside 2 comment by Trinkaus and Shipman that the large Neanderthal
in the skull, to be obtained by eating the brains of other me nes discovered by Gorjanovié-Kramberger at Krapina were splin-
LaBarre traces this superstition to what he believes is the oldest eted, presumably for marrow extraction.’8 It should also be kept
cults, the bone cult, in which hunters would place the bones o mind that conjectures about Upper Paleclithic cultures based on
killed animal, “often only the head and the feet, in proper anato esolithic and Neolithic evidence are hard to support. These later
cal position” in the hope that “the animal, reconstituted and cloth ailtures are for the most part considerably removed in time and
in flesh, [would] return alive.” According to LaBarre, participa pace from the Upper Paleolithic world, which ecologically and
in such a cult believed that “the semen-like marrow (muelos) in ¢ wtistically disappeared at the end of the Wiirm glaciation.
bones . . . was the source of semen.” It follows that “the skull, as ¢ L.aBarre’s most crucial assumption for his muelos theory, as far as
bone enclosing the most plentiful muelos-marrow in the body (th he Upper Paleolithic is concerned, is that the role of semen in preg-
brain) is therefore the major repository of the generative life-stuff ¢ ancy and childbirth was known when the Magdelenian horned

ybrids appeared. Again, there is no solid evidence either way, and

semen,” and that “consciousness and life are the same stuff and thu

have the same site.” Arguing that the concept of muelos (which ha n the past many commentators have assumed that the Venuses

no basis in fact) has had a “fundamental impact on religion, philos vere indication of a matriarchal focus that considered pregnancy
nd child birth to be an autonomous female function. Such a sup-

ophy, sexuality, and war,” LaBarre locates the earliest signs of it i

“the skull cult found throughout the entire Upper Paleolithic.” I th osition now seems very questionable because male genitalia in ani-

head is the main repository of muelos-semen, then “the springing o mals and men is clearly part of the record. While scenes of copula-

male antlers directly from brain-muelos is quite to be expected,” an ion and childbirth are extremely rare, if existent at all,¥ it seems
oridescending on our part to assume that Cro-Magnon women

it is possible to trace the horned god of the “Celtic cult of severec

heads” back to the antler-crowned "Dancing Sorcerer,” as well as ¢ would not have been able to pinpoint the moment of conception (as

his bison-headed cohorts. After examining “the awesome power o modern women have been able to do) and to conmnect it with the act

the Blood Horn” among the American Indian Blackfoot shamans £ intercourse! We also know that medicinal plants were being used
s early as the Mousterian®® and, given the ongoing small size of

LaBarre concludes: “the horn, sprouting from the life-containin
head of animals, is from the Old Stone Age onward the most sacre hunting groups, it again seems condescending to assume that plants
with contraceptive or aborifacient qualities would not have been dis-

symbol of male power and fertility."!*
LaBarre’s evidence for an Upper Paleolithic “muelos-semen” cul overed and used. OF course, there are a number of possibilities
oncerning interpretation of an intercourse/pregnancy connection.

is based on the existence of bone cults involved with ritually muti ‘

lated skull burials going back to the Middle Paleolithic. While hi Intercourse might have been considered as an activity that stimu-
documentation for the muelos phenomenon is convincing from th lated the women to conceive {without the role of semen being
Neolithic forward, the Upper and Middle Paleolithic evidence j
problematic. { must say that I wish this were not so, for 1 intuitivel
feel that the hormed hybrid head, especially when attached to bod
ies that are ithyphallic, reflect a powerful procreative masculini
But there is no solid evidence for an Upper Paleolithic bone cult like
the anatomical reconstitution that LaBarre offers as his prime bone
cult example.'® As for Neanderthal skull burials (upon which rirual
mutilation and brain eating is hypothesized), the evidence is now

btful for the most part. Today there is little support for Alberto
nc's argument for a skull cult at Monte Circeo.'® The fragmen-
ary remains of the Choukoutian skulls, the greater part of which
¢ lost in 1941, are now considered to be between 250,000 and
o,coc years old. Not only are they too old to be Neanderthal, but
¢ fragments themselves will not support any ritual theory.!” The
v information I have come across that supports LaBarre’s thesis

it

the mother constructed its body. Or that semen was merely a nutri-
_ent for the growing fetus conceived by a woman alone. And of
_course it would have been possible for Cro-Magnon people to be-
lieve that bones were the framework of life and that marrow was
the life force of the bones on the basis of empirical evidence from
slaughtering. They could have also believed that animal and human
heads—as the main sites of the senses—were worth possessing

understood), or that the father contributed the child’s soul while.
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or magical “vehicle” until their disappmrzm-ce with the spread
image range:

and even cannibalizing, without connecting semen to bone
row, and this semen-marrow to the brain. When and wherever ¢
muelos/semen superstition did take hold, it is reasonable to agg
that it dramatically increased male social empowerment and
vided a chronic justification for whatever subordination of wom
already existed. ‘

Even if we grant that bone and skull cults support a muelos ¢
nection concerning the life force, with horns viewed as a spect
lar display of muelos mana, there is no thorough-going support fo
on the cave walls themselves. While the "Dancing Sorcerer” we
reindeer antlers, reindeer are seldom depicted in caves. Might ¢
suggest that reindeer antler only becomes potent when used i
hybrid context? Yet there are far fewer reindeer-antlered hybrids ¢
picted than realistic reindeers! Other than at Chauvet, rthinocero
are also quite rare in cave imagery-—yet the longer of the two th
noceros horns is awesomely phallic. And why only a handful
depictions of the magnificently antlered megaloceros? While it
true that there are a significant number of other horned anim
shown—mammoths, ibexes, and oxen-—the homless horse s ¢
most often depicted animal in Upper Paleolithic imagery.

. forests. Some examples suggest their ric

1ale: The bison-headed men in Les Trois Freres and possibly the
hvbrid in Gabillou; in Font-de-Gaume several of the bison heads
n pr‘()ﬁle 100k like bearded men: the bison-horned figure with
ling mouth in La Pasicga: the Minotaur-like figure in Chauvet
hose bent over, curling body bears some resemblance to the bison-

fuman hybrid carved in a stalagmite in B Castillo.

1 horn held up by the Venus of Laussel; the
a supplicating pregnant woman on an

& b

omite: The notched bis
hallic bison standing
ngraved reindeer bo
ing bison at Altamira; the "biso
hematic hybrid bodies may be variations on the Aurignacian female

los traced on the cave's ceiling the third Venus at Angles-sur-
I gtin who obliterates one bison and whose lower body is crossed

from Laugerie Flaute; the possibly birth-
n-women” in Pech-Merle whose

by another bison: the reindeer-bison at Les Trois Freres, given the
context, appears to be female, as does the disemboweled bison in the
Lascaux Shaft.

S

Male/Female: In Le Tuc dAudoubert a male bison (with convex
. the two head-

rmay be mounting a female (with concave e
embracing bison that are part of a spear-thrower found in

Horses are very popular animal helpers in historic shamanism, an
are employed in many contexts. The Norse Odin, for example, wh
displays many shamanic aspects (such as changing shape at will
into a bird, beast, fish, or dragon, evoking the Greek Proteus), ride
an eight-legged horse, Sleipnir, who s, according to Eliade, “the sh
manic horse par excellence.”?! Horses enable shamans to make my
tical journeys and to fly; they carry shamans, gods, and the decease
into the beyond.

But while horses are the dominant animal in the Upper Pale
lithic caves, there is little evidence for shamanic involvement with
them. For the mest part, horses are depicted realistically, neat]
always in profile, and with only a few exceptions they do not appear
to participate in the hybrid/grotesque realm.* When nonequine
elements are added to a horse composition {other than at Comba-
relles, where they occasionally mingle erotically with wispy homi-
nids), they are almost always weapon or wound signs (or indetermi-
nate lines that in some cases may represent vegetation).

Bison, on the other hand, are the most transmutable Upper Paleo- ‘ .
lithic animals. They appear in both male and female roles: Their mals were older and complete in a way thaiwhe was not. They
heads and horns are usually associated with men, while their bodies

possessed sharper and more extensive senses. They were certainly
N ey . P ; i ar 9 oy kmew how t e qnd
sometimes relate to women. They seem to be the primary shaman- more at home at night than man, and they knew how to live 2

list might be added the engraved bone @'mgmem from Ray-
depicting a bison head and spine, before which are two
j

etached legs and hooves.

There does not appear to be, in the :
making of animals with human heads (which abound in classical
mythology). Given the considerable Magdalenian advance in weapon
and tool technology it is possible that Cro-Magnons considered

per Paleolithic, any image-

aspects of the human body superior to the animal body in as much
as humans could hurl spears, possibly shoot arrows, employ spear-
throwers, fashion and use needles, fish with harpoons, and chip axes
and blades that could transform a carcass into a life-sustaining
systern—all actions being part of man’s alloplastic experiments out-
side his own body, in contrast to autoplastic anirals who had failed
0 evolve beyond their own bodies. Surely Cro-Magnon recognized
that by usir{g especially his arms and hands he was not only éblg
to equalize the balance of animal/human aggression but to tilt it
in his own Favor. But it must alse have been clear to him that ani-




Pech-Merle: Red disks and several
“bison-women” above and below the

disks.

s where humans, without animal sustenance,

ly in plac
3
Hybrid images may represent a combined human and animal capa-
ity in which the animal head symbolized animal senses extended,
a predominantly human body, by bipedal dexterity. In the hybrid,
 invades the domain of animal anatomy, magically inserting his
vad into an animal head, and complexing the animal body with
tiributes of his own body. The butchering of carcasses gave Cro-
agnon people an extraordinary familiarity with animal insides, and
\ere must have been many instances in which large animal heads
re scraped out and literally worn. 1 think here of the historical
cample of Aztec priests wearing the skins of flayed human victims.
¢ hunch is that hybrid figures, which are sheerly imaginative for
« today, had a physical basis in Cro-Magnon life. By evoking man
d animal, and their imaginary fusion, in a single form, such peo-
{e may have been symbolizing the maximum concentration of power
vailable to them. And if there was also a muelos connection at work,
e could tentatively add “divine” to the hybrid make up.

The hybrid image resonates throughout the Upper Paleolithic
ith a stylistic range that includes unidentifiable fragmentary fig-
res. These may have been scratched in the dark with the extremely
ophisticated fusions, such as I have deseribed, that attest to a much
more thorough transformation than men wearing masks. That some
f these bodies appear to be roving fusions with the animal indicates
ot only a proto-shamanism but goals similar to those of countless
istorical shamanic quests: “the recovery of that first unbroken con-
dition when the thoughts and desires of men and women were in
uid and absolute accord with the terresirial and animal energies
urrounding them.”*

Theriomorphic figures may also represent a reactive swerve against
the separation continuum that Cro-Magnon people set in motion
with their tool and weapon-based defense and aggression systems
against what must have been a terrifying vulnerability to nature at
arge. And LaBarre might be right: The vast patriarchal shadow of
male supremacy that has so far enguifed the historical world may
ave been present by 30,000 B.p. when the earliest bison-headed
human was painted at Chauvet. The power of the horn is deep and
complexly embedded in humanity’

v's obsession with the head.

At the same time, we must also be careful not to write off (as has
been the archeological tendency in the past) those obscure, inde-
terminate figures that have no aesthetic appeal to us. Done in cav-
e blackness or with minimal lighting, they register something
about what happens to a human being when he finds himself, or
Jloses himself, in a stone environment that is unlike anything on

Four “bison-women.” A bison outline
appears to be gradually transformed
into a schematic female in profile.
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earth. Stone may have drawn the animal out; that is, being DETERMINATE, OPEN!
rounded or even encased in stone may have triggered devohitio
fantasies. On this level, the grotesque archetype is a fusion, or ¢
gled milling about, of cave and human being. It is an attempt to
the wall, as it were, with sensations of the earth monster
expressed itself or kinetically pressed through those for whom o
and inner dark suddenly tumed into the fissure of a line.

Thighed female torso
tangent to
1 equine cervicodorsal line

he hybrid contingency

Ol the elephant-hide wall
a particled non-head with triangular eye

_ divergences.

sunfish through limestone shallows

upported by a palm and arm wisp of riverine

Artimmense, flattened breast  floats below,

for Monigue and Claude Archambean

Parietal human figurations
of the Combarelles cave

Juniper Fuse 167

Les Combarelles: Nineteen
human figurations, or scenes
involving human or hybrid
figurations.
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Planted in lifting female buttocks germinating lines,
bearers of thrust,
an erection

What is a nodule? Can be a nipple
from which two lines widen

cutting through clay into the limestone,
as if by X-ray,

the vaginal canal is deeper

Without eyes

I . whose nose

~ only the “carriage of the head”
makes human

Mask eyehole observing the back of someone’s head
or is that a spider abdomen?
The face side reveals a bald, deer-muzzled geezer

//ﬁ \/ / I\
P v
é/;f\ <

H I

, horse's rear leg outlines a woman's upper body,
v torso and head enphaliused inside the leg,

+ bump eyes staring blindly up

On the periphery between nature and human nature,

Between unconsciousness and consciousness,

increscent self
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Upon the altar edge of a huge,
scratched, open vulve

superimposed on a horse’s side,

a dorsocaudad female outline places her
why

Bending forward, a belly-sagging, bag-headed man,
ithyphallic, gesturing Up Yours —

using his rump for a back line

a one-legged armless half-head turns toward us

as if he is

/
s
B

e

Juniper Fuse

seaded may be giving the finger to
mpish dinosaur ghost

ing as it prepares to mount

atch of hindquarters

airy prognath holds out and loaks into
he mirror suggested by the jawbone
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On the fulcrum of a vertical thigh

sled dogs bounding in slow motion,
a dorsoventrocaudad bundle

slsnouted archai on the leash of

& harness of

mical mush, moving along Combarelle’s Inner Gallery,
in snowy dust

*

A huddle of horned vulvas

Head and neck wisps of a phantom fetus
up to its sole eye in horizons

A human erection ascending
as if in a circular revolution with
a saiga head descending

As if the 20th century were embedded in that hub

with escutcheon nosepiece,
ne eve a pebble,

he other an overturned vulva,
_mouthless and

crossed out,
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Lascaws A section of the
North Wall of the Apse
{numbers refer to descriptions
in Lascawr Inconnu).

along with 433 signs in the Apse, and 167 in the Apsidole. I should
point out that especially in the case of the signs, Glory has num-
hered and described less than appear to exist in his tracing-based
&m& ngs. There appear to he many “loose” lines unaccounted for,
especially on the Apsidole’s crowded south wall.

down such a rope. After Lascaux’s 1940 discovery, the floor of th
Apse and the hole leading to the Shalt's edge were lowered by sev
eral feet, extending the spacial relationship between the two areas

The ceiling and upper walls of the Shaft, the Apsidole, is aco
tinuation of the Apse’s ceiling. It is smaller than the Apse but, like
the Apse, it is heavily engraved, in Laming's words, “with various an
mal higures, latticed signs painted in several colors, long bands of
short parallel strokes and clusters of diverging lines, similar to thos
in the Apse, but of a smaller size. The quintessence of all the
in the cave would seem to be concentrated on the restricted surface

> to excavate the floor of the Shaft were Breuil and

The first peop
. Blanc (then Director of Prehistoric Antiquities in the Dordogne)
i 1949. As an advocate of a hunting theory to explain the meaning
of Upper Paleolithic art, Breuil anticipated discovering the skeleton

partial figures) 355 animals in the Apse, and 118 in the Apsidole,
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Lascaux: The Abbé Glory’s
drawing of the Shaft Scene.
For an all-over view displaying
accurate alignments of the var-
fous figures, see color plate 11

184 Clayton Eshleman

direct access to all realms as the overseer and/or goal of any late
shaman’s journey. It does not seem farfetched to me to propose th
this bird-headed man, in a magical, not religious, sense, lifting u
from the depths of Lacaux’s Shaft, is reestablishing a communi
tion between earth and some “height” that his prowess and par:
phenalia symbolize his potential access to.

He may thus be spreading his arms in imitation of the flight of th
bird designated by his mask and staff.!! Or it also seems possibl
that with his outspread left hand he is “directing” the strangely piv
oting bison head, and with his cutspread right hand inducting powe
from the bird-staff below it.

Not only is the bison not charging (contrary to what some com
mentators have asserted), its front legs have been pulled back to'th
extent that it could hardly stand. One explanation for the unrealis
tic position of the front legs is that they may have been pulled bac
to accornmodate the bird-headed man’s legs and pointed up slipper
like feet. In a number of aspects, from a realistic point of view, thi
is a peculiar bison. Its beard, neck, and withers appear to be uncon
nected to its head. The twisting, horned head turns down, as if cu
free from its muscles. This anti-anatomical gesture could be th
result of the bird-headed man having been painted first, with th
bison then having to it in a cramped space in order to spaciall
interlock with him. Whatever the purpose may be, the bison’s black
outline has been confined to an area of the wall that is mostly cov

red with brown clay (with patches of limestone showing through),
avoiding the calcite-speckled areas before and below it. Had the
bison’s head been drawn in such a way as to be anatomically in sync
wvith its beard and neck, it would have had to enter a calcified area.
OF course, we do not know the extent of the calcification on the
haft's wall at 17,000 B.9. It is also possible that it is simply a matter
of chance that, as Georges Bataille put it, “the rock’s native ochre is
used to supply [the bison] with warmth and animation.”!? However,
it is a fascinating detail, so I point it out, as part of my plan to notice
asmuch as is possible in this complex composition that has, over the
years, too often been treated in a perfunctory, generalized way.

The bison’s hind legs give no indication of the spasmatic response
_one would associate with having just been disemboweled. But has
it-been disemboweled? Compositionally speaking, the rhinoceros
appears completely unconcerned with the bison, while the nearness
of the spear to the guts would seem to indicate that if there is any
explanation in the composition itself for the bison’s condition, such
would concern the spear. But the spear is not only laid across the
bison's hindquarters, it is broken at several points and bends at one
break point as it grazes the top of the intestinelike ovals. It is of
course possible that the painter could have placed a broken spear
diagonally across the animal’s hindquarters to indicate that at an
earlier point in time the spear had been used for disemboweling.
Without wishing to belabor my commentary here, I must add that it
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sense of the term, outward looking. The fauna that roam, trot, and
gallop the walls of the Rotunda and Axial Gallery, while painted by
human beings, exist outside of a human dimension—they are 10
percent animal and, with the possible exception of the uniden
fiable "unicorn,” devoid of anthropomorphic gestures. Only in the
obscure signs and blazons cropping up around and across the animal
bodies docs a symbolism assert that these divine beasts are being
shifted into a human context. Such signs circulate around the an
mals like incipient corrals and brands, locking for ways to move i
The art of the Apse and Shaft continues the inversion of this on
ward gaze. The plethora of signs that track the topsy-turvy animg
and animal parts in the Apse suggests a desire to mark natural surge,
to helplessly interfere with it, to hex it with jabs and swipes. Such
markings may also be the spontaneous testimonies of those who
having inched through a hole, descended into depths given psyeh
bottomlessness by a painting that assimilated the inversional ges.
tures elsewhere in the cave and realized them. In contrast to dy-
namic animal movement, here was a hybrid mental traveler, like
an aroused and exultant ghost, in a realm made up of bird, bisg
human and possibly other powers.” At the same time, the animal
world had not collapsed into sheer symbolism: Parked to the left of
the ascension was a representative from the world of the Rotunda,
a rhinoceros, defecating-—but defecating what? Six die-like spots.
More signs. Except that here the generationa /revenemtiona mesﬁ
proclalms that what we must know to explore human potent:ai is
likewise encoded in that which is neither dead nor alive.

PARKS WE TRAIL

cofiled on whitish-ochre calcite: See color plate 1%,
antlered stag heads,

ecks vanishing into

n imaginary river,

le roward Lascaux’s depths

odies unsketched on brown rock
< if river obscured

he first, head tilted, appears to be stepping up onto a bank
The second, head held high, must be walking the river bottom
The third and fourth, noses lifted, must be swimming

_The fifth seems to be faltering, sinking into
Mu-ch'f's “Persimmons”! come to mind:
the emptiness in fullness as the stain of the real

We fill in the bodies of the stags, the water they are in,
so0 empty are our heads

Their heads of stone
lighter than we
weighted with mortal blight

This coming inte appearance, this blooming, this full moon and the
tried sparks we trail as we disappear, stages of the crossing to be
Blled in, suddenly total, emptying manifesting emptying reverber-
ating fore and aft vibrations

Suddenly noon—more suddenly, twilight
Or that other light Jacques Marsal spread across the antlered heads

=1 strained to see what was below: dark, cloudy rock, waterless
rock, waterless water. Their below: unsketched

They are in the below
but there’s a deeper below

The limestongue off which stagstalk is struck.
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That salmon also serves bear
that [ also serve hyena

O the chunks of eeling, the hamstrung
natal-ringing

thuds, the icerian

isolation

Divine peak
its spow our rivulet

To drink in my buried-alive daughter:
highest altar

“After the first death, there is no other™
Before the first death, was all other?
Can I grasp the news of this newness?

I have eaten my prow,

cradles have sprouted in my nightcoat
—or are they cromlechs?

Or birth cones?

Or starry sarx?

Passionate Fros suffuses mind in layers of storm mergers

This excites the bears in the void
turning the honey into ransacked hives
Poetry

“sunyata ryori”

Emptiness cuisine

It is mind from scratch that leads.

8 EMERGING FROM BERNIFAL

¢ emerged as a partially obliterated mammoth,

¢ lines 1 incised my difference emerged,

< lines of hair crossing lines of hair,

crossings that were not mammoth

ines of something else I saw in my mammoth mirror—

< to enter these hair lines and find my sway,

4t lind of swarm 1 was, warm and wayward,

th man of sorts, a pupa inside a mammoth womb,

\oth womb man mite, lines groping lines,

rs groping walls, a mite womb working through its man lines,

oth sitting on a mammoth staff,

orld knot of hairline grubs, a thickening coiling,

os revealing eyes concealing veils,

ammoth veil in which [ am, tied to mite,

ite to mammoth swarm, a knot of coiling mirrors,

mine dark with own and none,

irror of hair tented hair,

omb unraveling moths and mites,

ent a tectiform an arch of textual loans,

sammoth as architectural bone, home for my am in loan to lines,

ncisions generating veils, veils concealing bottomless, topless lines,
etween in which my am is an eye of hair,

tine with no beginning because I'm already in

s word inside the veil, a world knot arched and textual,

n infinite am of eyes and mites,

n all minted with separation,

an infinite nothing that [ am, without boundary,

labyrinth of womb mammoth and man.
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beyond our own, a tunnel generating its own light—or crown Chronologies and Cultures
flame. It is a hole grounded in both absence and appearance, a con-
vexcavatious abyss. When it rests for a moment in contraction, som
of us experience it as a cave or pit. When it expands beyond wh
the mind can contemplate, some call it the void. .

he Middle Paleolithic (150,000-40,000 B.».) is the cultural period
ssociated with Neanderthal people (also called Mousterian). The
Upper Paleolithic, associated with Cro-Magnon people, has been
Jivided into various phases (named after different sites in France).
The following Upper Paleolithic chronology is taken from The Cave
Beneath the Sew: Paleclithic Images at Cosquer (Abrams, 1996):

Fnd of the Mousterian {or

Chatelperronian): 35,000--32,000 B.P.
Aurignacian: 32,000-24,000 B.P.
Gravettian: 2.4,000-21,000 B.P.
Solutrean: 21,000-18,000 B.P.
Early Magdalenian: 18,000-16,000 B.P.
Middle Magdalenian: 16,000—12,000 B.P.
Late Magdalenian: 12,000-10,000 B.P.
Azilian 10,000,000 B.P.

The Upper Paleolithic, then, spans 35,000 10 6,000 B.7. In The
Last Neanderthal, lan Tattersall presents evidence that Neander-
thal persisted well into the Aurignacian; for example, at Zafarraya
(Southern Spain), Mousterian tools as young as 27,000 B.F. have
 been discovered with Neanderthal remains that are not much older.
Tt is now thought that during the Mousterian, and possibly the Auri-
gnacian, there was cultural contact between Neanderthals and Cro-
. Magnons.

At the other end of the scale, there are early human remains that
_appear to be modern (vs. Neanderthal) at some Alrican sites in
Swaziland, Tanzania, Ethiopia, and Morocco. This suggests that
fully modern humans evolved on the African continent as early as
120,000 years ago. They appear to have left no examples of image-
making.

Late Mousterian, or Chatelperronian, people still belonged to the
. Neanderthal group. Tools mainly consisted of scrapers and denticu-
lated flints. Bone industry began to appear, along with perforated
teeth and the use of red ochre. The only apparent image-making
from this period is gouged-out cupules (tiny cup shapes) in slabs and
blocks.

It is during the Aurignacian that Cro-Magnon fully emerged,
nearly 6 feet tall, with a flat forchead and large skull capacity. Varied
and elaborate tools made of bone began to appear: points with a split
base, lozenge-shaped points, perforated staffs, What has traditionally




238 Chronologies and Cultures Chronologies and Cultures 239

been called “art” also took place: crude engravings on stone slahs
including cupules, vulvas, and schematic animals. ,

All of these cultures developed on a wavering band of extremel
cold and relatively warm (interstadial) periods. Warming may hav
been responsible for developmental spurts (as can be proposed fu
Lascaux). Gravettian deposits contain many tools made of mam
moth ivory, and abundant body decoration (thousands of beads wer
discovered arranged in rows along the arms and legs of skeletons a
Sungi in Russia; they had once been sewn into sleeves and trousers
While engraved animals are still schematized, a cervio-dorsal line
now emphasized and twisted perspective (head in profile but hom
depicted frontally) emerges. This is also the period of the so-call
“Venuses,” small female statuettes in ivory, bone, and stone, from
southwestern France to Siberia. '

According to burials at Boc-de-Sers, the people of the Solutre
were smaller and less sturdy than their predecessors, Much of th
Solutrean was bitterly cold; such climate is cited to explain th
development of flint-working and the lack of imagery. Needle
appear, along with some monumental sculpture. ;

The great Magdalenian cultures took place between 18,000 4n
10,000 B.P., which included three interstadials (e.g., the Lascan
interstadial, at 17,000 8.r.). The people were Cro-Magnoid bu
smaller and frailer than the Solutreans (adult skeletons averag
about 5 feet in height). Stone industry is characterized by man
kinds of burins, borers, and backed blades. There is also a prolifera
tion in cylindrical spears, engraved spear-throwers, and barbed har
poons. At the end of the twentieth century, around 160 decorater
caves had been discovered in France, with another 130 in Spain
Most of these caves were painted and engraved by Magdaleniar
people, and the amount of imagery in them varies considerably
In the late 19705 we were taken into one cave in the Dordogne. tha
had only a red dot on the back wall; in contrast, Lascaux has aroun
6oo paintings and 1,500 engravings.

It is impossible to say how many portable objects there are. |
Journey Through the Ice Age, Paul Bahn mentions a 1980 estimate o
over 10,000 pieces from Western Europe, and adds that this is eer
tainly a minimal figure. As with parietal (wall) imagery, the numbe
of portable objects found in any one site can range from a few &
thousands: Enléne, in the French Pyrénées, contained over 1,10
engraved stones, and Parpall6, in eastern Spain, yielded over 5;00¢
engraved plaques and painted stones. ‘

The first engraved portable objects were found in the 1830s, at
time when there was no concept of an Old Stone Age (such piece
were thought to be Celtic). Early authentification was based on the

ieces association with stone and bone tools in archeological layers,
_and the fact that many objects depicted extinct species (mammoths,
woolly rhinos, megaloceroses). Early discoveries triggered a virtual
“gold rush,” during which many sites were plundered. There are, in
fact, as of now, only a handful of caves—for the most part recently
discovered——whose floors are intact.

The development of radiocarbon testing since World War II has
led to increasingly stable dating. Originally, portable objects were
seldom subjected to this method because it destroyed the object.
With recent advances, only minute pieces of charcoal or bone need

to be subjected to radiocarbon testing. Certain caves now appear to
 have been decorated much earlier than previously thought, and also
to have multiple phases of decoration, spaced between thousands of
years. In the past, most dating was based on stylistic comparison,
often between sites so far from each other it is unlikely that the
cultures had any contact. On the basis of the improvement of paint
_ analysis, and new techniques such as scanning electron microscopy
and accelerator mass-spectrometry, stylistic guesswork is being re-
placed by forms of dating whose only limitation is within the mate-
vial itself. For example: In the case of charcoal, what is dated is the
point at which charcoal was formed, not the point at which it was
_ applied to a cave wall.
_ Entangled with the traditional chronologies established by Breuil
and Leroi-Gourhan is the assumption that the oldest art must be
the crudest, and that over thousands of years a mature art develops,
flowering in the Magdalenian phase, after which a kind of “deca-
dence” sets in at the end of the last glaciation. Such a theory seems
. to be based on the rise and decline of individual skills, from child-
hood to marturity to dysfunctional old age, and it has recently met
with a formidable challenge: The Chauvet cave, discovered in the
_ Ardeche at the end of 1994, has masterful imagery some of which is
_ solidly dated between 32,000 and 30,000 B.p. A significant amount
of Chauvet imagery renders perspective, shading, the outlining of
realistic animals, and movement—which is to say that in the early
_ Aurignacian, one comes upon Magdelenian images or, to put it
another way, that while the Aurignacians in the Dordogne are pro-
ducing vulvas and crude animal outlines, in the Ardéche they are
creating complex, polychromatic compositions. The Upper Paleo-
lithic may turn out to be a kind of bubbling magma of regional rises
and falls rather than a single current timeframe for early cultures as
distant as southwestern Spain and Siberia.

Finally, a word must be said about the difference between port-
able and parietal Upper Paleolithic imagery.

In contrast to portable imagery— worked off materials that appear
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which they are depicted. Such has led one writer to propose that the
k modeis for the de pictations are dead.

The decoration of Lascaux, for example, required scaffolding,
considerable advance preparation (collecting pigments miles away
from the cave, heating ochre dioxides to change their colors, fashion-
ng brushes, burins, larps), work coordination, and, undoubtedly,
some kind of apprenticeship. While the paintings and engravings
had no visual background, we now assume they had an aesthetic
one, and a tradition, in that they were evolved out of eartlier, less
sophisticated techniques and images. We are probably closer in time
and aesthetics to Lascaux today than the painters of Lascaux were
to early Aurignacian engravings within walking distance of the cave.

to have been part of an everyday, survival world—deep cave imager
involved the exploration of an interior and foreign landscape, B
drawing in the recesses of a cave, the boundaries of the familiar wer
extended, and an insideness was engaged, an insideness that wit
its bizarre and marvelous rock formations must have appeared 10
the earth’s equivalents of corporeal insides.

Other contrasts abound. Portable gmaguy is concentrated an
restricted to an object’s often very small surface, one that is some
times round, thus partly unseeable as a person carves. Much per
able image-making was done on material that was once alive, and
while such may give a carved piece of deer antler a unique soulf
feeling, the antler is also an element of an animal that was assim
lated by humans, one that is part of as well as used by their bodies

In the unsolvable debate over who exactly carved, engraved, an
painted in the Upper Paleolithic, the words “artist” and “art” ofte
feel unreal and inapplicable. Given the wide range of proficienc:
from meandering scratches to Lascaux's “Rotunda,” the most fai
guess is to suggest that all sorts of hands, children to “masters,” wer
involved in what has come down to us. A passage from Wade Davis’s
Shadows in the Sun (Island Press, Washington, DC, 1998), set inthe
Arctic polar desert, casts a faint ray of light on the making of Uppe
Paleolithic carved objects: ‘

Simon Qamaniq [an Inuit] is both artist and hunter . . . On his accor:
dion, he plays Scottish reels adapted from those of ancient mariners
and whalers, and with his firm hand turns soapstone into exquisite
figurines of animals, all depicted so powerfully that they seem to
move within the stone. “You can'’t be a carver,” he explains, “if you are
not a hunter.”

Cave imagery takes place on a surface that is relatively flat, some
titnes vast, stationary, and not directly related to survival. The size
of & figure is often up to the drawer’s discretion. While caves are
organic, their still and very dark presence is on a much different
mdm of organic life than fauna and flora. At the same time, ‘avef
walls form a seamless congruity with the outside world. Cave images
are also unframed, and seldom reflect any awareness of horizontal:
ity or verticality.

While a ground line is suggested by wall surface contrasts in Las-
caux, Upper Paleolithic figures do not seem to ever have been pre-
sented in a landscape (other than schematically in a few portable
scenes). Perspective is utilized in a few caves, but there is no back
ground in the sense that we would say a portrait or a still-life hasa
background. Many of the animals seem as still as the limestone on

Chronologies and Cultures




Notes and Commentary

Epigraphs

Paul Celan: from the Cid Corman translation of
_“pavENawav by the .. . origin #15, third series, October
1969.

Wallace Stevens: from the lecture “Poetics Acts”
{given at Bard College, 1948), Opus Posthumous, Knopf,
New York, 197s.

Introduction

1. The global Upper Paleolithic is wrapped, as it
were, in historical gauze. All our words for continents,
countries, regions, areas, sites, tools, weapons, tech-
piques, and aesthetics are historically imposed, more
- often than not, by modern history. While this is obvious,
it is a slippery matter: Many a subliminal association
 has linked “France” to “the origin of art.” In carlier drafts
of this book 1 had used the word “art” to refer to parietal
and portable imagery. Because “art” today implies tran-
scendant values while cutting itself off from utilitarian,

magical, and occult activities, | have dropped it, feeling
more at home with “imagery” and “imagination”—
except when referring to “cave art theory” for the most
part worked out before such archeologists as Margaret
W. Conkey, Olga Soffer, and Silvia Tomaskova began to
challenge the applicability of the word. Their current
thinking on this matter is to be found in Beyond A,
Memoirs of the California Academy of Science, #23,
San Francisco, 1997.

2. Charles Olson, Additional Prose, Four Seasons
Foundation, Bolinas, California, 1974, p. 11.

3. Clayton Eshleman, Coils, Black Sparrow Press,
Los Angeles, 1973, p. 147.

4. Georges Bataille, Lascaux, or The Birth of An,
Skira, New York, 1955. Bataille associates ancient man,
including Neanderthal, with work (tool-making) and
prohibitions. Cro-Magnon, or in Bataille's phrase, “Las-

caux man,” breaks with the past, inaugurating the world

of play and transgression. Bataille considers Lascaux to
have been decorated during the Aurignacian period,
around 30,000 B.9., that is, Before the Present or 1950,

when absolute radiocarbon dates were first ohtained.
For Bataille, 30,000 B.p. is curicusly at onice the dawn
and the pinnacle of prehistoric art. While his dating and
theoretical approach are not relevant today, Batuilles

description of the cave itself (interspersedwith escel
lent color photography by Hans Hinz and Claadio
Emmer) is well written and moving. Bataille places the
“art” of Lascaux in a wider context, including the con-
cepts of taboo, sacrifice, and sexuality, inEvoticisin
{City Lights, San Francisco, 1986).

5. Miller's stirring evocation of the prehistorie Dor-
dogne occurs in his book on Greece, The Calossus of
Maroussi {(New Directions, New York, 1958, pp. 4
e seems (o have known about the decorated caves, but

{ have been unable 1o find any evidence that he yisiied
any of them:
A few months before the war broke out 'dec

take a long vacation. T had long wanted o visit the

valley of the Dordogne, for one thing. So.1 pucked

my valise and took the train for Rocamadour where
I arrived early one morning about sun up, the moon
still gleaming brightly. It was a stroke of genius on
my part to make the tour of the Dordogne region
before plunging into the bright and hoary world of
Greece. Just to glimpse the black, mysterious river at
Domme from the beautiful bluff at the edge of town
is

something to be grateful for all one’s life. To me
this river, this country, belong to the poet, Rainer
Maria Rilke. It is not French, not Austrian, not Euro-
pean even: it is the country of enchantment which
the poets have staked out and which they alone may
lay claim to. It is the nearest thing to Paradise this
side of Greece. Let us call it the Frenchman's para-
dise, by way of making a concession. Actuslly it must
have been a paradise for many thousands of vears: 1
believe it must have been so for Cro-Magnon man,
despite the fossilized evidence of the great caves
which point to a condition of life rather bewildering
and terrifying. 1 believe that the Cro-Magron man
settled here because he was extremely intelligent
and had a highly developed sense of beanty, I believe
that in him the religious sense was already highly
developed and that it flourished here even if he lived

|
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caves. | believe

like an animal in the depths of th
that this great peaceful region of France will always
be a sacred spot for man and that when the cities
have killed off the poets this will be the refuge and
the cradle of the poets to come. 1 repeat, it was most
important for me to have seen the Dordogne: it gives
me hope for the future of the race, for the future of
the earth itself. France may one day exist no more,
but the Dordogne will live on just as dreams live on
and nourish the souls of men.
Based on his notebooks kept during a walking tour of
southwestern France in 1912 (A Walking Tour in South-
ern France/Ezra Pound among the Troubadours, New Di-
rections, New York, 1992), we know that Pound passed
through towns that put him within walking distance of
a few of the caves discovered around the tumn of the
century.

6. Hugh Kenner writes: “The exchange value of the
pound sterling in 1919 made that a good summer for the
impecunious to travel, and Ezra and Dorothy after five
years cooped up in England, met Tom Eliot near Giraut
de Bornelh's birthplace, Excideuil. The three headed
south, the Pounds finally to Montségur but Hliot on a
divagation of his own to inspect nearby cave drawings.
That may have been at the Grotte de Niaux. We are to
imagine him, rucksacked, deep inside a mountain, indi-
vidual talent confronted by the Mind of Europe, satis-
fying himself that art never improves (but the material
of art—here, bison ‘dun pureté de trait étonnanie’

drawn with magnesium oxide in bison grease—'is never
quite the same’), while 20 kilometers

flight the Pounds, fortified with chocolate, were climb-

astward by crows

ing the southwest face of Montségur to the white walls
that ride its summit like a stone ship.” (The Pound Era,
University of California Press, Berkeley, 1971, pp. 333~
334).

Kenner also mentions that Picasso visited Altamira
in 1go2.

7. For Olson'’s lectures and notes, see Olson #10, the
Journal of the Charles Olson Archiv
Connecticut Library, Storrs, 1978.

8. “La Préface,” The Collected Poems of Charles
Olson, Univesity of California Press, 1987.

g. Jerome Rothenberg, Khurbn & Other Poems,

s, University of

New Directions, New York, 1989, p. 14.
in 1980, Gary Snyder wrote to me:
The 'g0s-80s was the discovery of the depths of Far

B

Jastern religious thought for Occidentals. The ‘gos
should be the period of the beginning of the discoy

ery of the actual shape of early Homo Sapiens cont
sciousness: for both Occidental and Oriental seek:

ers. A profound new step. Knowing more of the

I

Paleolithic imagination is to know the “Paleo Ecdl
ogy” of our ewn minds. Planetwide human mental
health in the twenty-first century may depend on

arriving at the

understandings. For it is in the deep
mind that wilderness and the unconsciousness
become one, and in some ball understood bur very
profound way, our relation to the outer ecologies
seems conditioned by our inner ecologies. This isa
metaphory, but it is also literal.
10. “Making Things Meaningful: Approaches to the

Interpretation of the lee Age Imagery of Burope,” in

Meaning in the Visnal Arts: Views from the Outside, Insti-

tute for Advanced Studies, Princeton, New Jersey, 1963,
p. 61

. W 5/
tion About Sexuality, Columbia University Pre

on LaBarre, Muelo

A Stone Age Supersii-

York, 1984, p. 1.

12. In The Creative Explosion {Harper & Row,

York, 1982, pp. s0-51), John E. Pleiffer writes:

Using a spear alone, it is rarely possible to kill a large

animal unless you are close enough and fast enough

to make repeated thrusts. Equipped with st

throwers, Australian aborigines today can hit 4 tar
get, say a kangaroo, three out of four times from
more than 500 feet away, and kill from 30 to 50 feet.

The bow and arrow was something else again
another world when it came to advanced design and
hunting efficiency. It may have come into its gw

with longer seasonal camping, when local game may
have been scarcer and more difficult to hunt. Mot
only did it provide greater range and power, but it
also increased the possibility of stealth and surpsis
To hurl a spear you must spring out of your hiding

pla

e, move forward, and swing your arms. and
shoulders to achieve maximum momentum, With

bow and arrow vou stay put, practically motiondess

s‘nooting from your stationary, con ed posii%&m

This considerably raises the odds {avoring a succes

ful ambush, especially since it can all be done
silently and invisibly, and you can take a second o1
third shot if you miss the first time.

There is some question about who invented this

, MNew

LA

weapon. The earliest known bows date back some
8,000 years to a site in Denmark, but direct proof of
arrows is more ancient, A pair of shafts has been pre-
served in 10,000-vear-old water-logged deposits, also
in Denmark, with tanged arrowheads still in place;
and, perhaps two millenniums older in northern
Germany, a cache of some 100 pine shafts was
found, most of them slotted for arrowhead insertion
at one end and notched at the other with a bowstring
groove. But a cave in south-eastern Spain, a Solu-
trean site, has yielded a collection of flint points
which if mixed in with a collection of American
indian points known to be arrowheads would be
accepted without question as the real thing, So it
would surprise no one if future evidence shows that
the bow and arrow is 17,000 years old.

The invention of power-amplifving devices repre-
sented an industrial revolution, and one of the most
important signs of the cultural explosion. It was the
beginning of a new coming of age, a pulling away
from our fellow species.

Concerning Upper Paleolithic depiction of arrows:

André Leroi-Gourhan notes that on a pebble from
Colombiere the belly of an engraved rhinoceros appears
to have been struck by three arrows (Treasures of Pre-
historic Art, Abrams, New York, 1967, p. 484). It is pos-
sible that some of the many strokes, or barbed signs,
painted or engraved on or around animal images, could
represent arrows.

Anthony Appiah, reviewing John Reader's Africa; A
Biography (Knopf, New York, 1998}, in the December
17, 1998, New York Review of Books, mentions that
Reader reports the discovery of fifty-nine skeletons near
Wadi Halfa, dated at 14,000 8.p., many of which had
projectile points embedded in their bones.

In his essay “Wars, Arms, Rams, Mars” (Fucing Apoc-
alypse, Spring Books, Dallas, 1987}, James Hillman dis-
tinguishes between military and nuclear imaginations:
“Mars moves in close, hand-to-hand, Mars propior and
propinguus. Bellona is a fury, the blood-dimmed tide,
the red fog of intense immediacy. No distance. The
nuclear imagination, in contrast, invents at ever greater

distances

ntercontinental, the bottom of the sea,
outer space.”

The quantum leap in concept and technology sig-
naled by a taut bowstring and humming arrow has, in
our century, widened the distance between assailant

Notes and Commentary (pp. xvii-—xivl 2a5

and object beyond visibility, beyend continents. The
motionless archer behind cover has become a finger on
a computer.

13. See the section “Cave Art Theory” for s quota-
tion from MacLeods unpublished paper, written for
“Advanced Non-Ordinary Reality” taught by Henry
Selby, Anthropology Department, University of Texas,
Austin, Fall 1980.

14. The basis for dualism may lie in such separation
and rebinding. Body is the result of separation; soul of
rebinding. Inthe Upper Paleolithic, boundaries between
wild and tribal areas may have investigated time versus

eternity. Boundary seems to me to be the primal quake
whose aftershocks are content and form.
15. “On Paleclithic Cave Art,” from The Boots of

Thinking, Temple University Press, Philadelphia; 1990,

6. Love’s Body, Random House, New Yotk 1966,
P36

17. The passage paraphrased is from “Havana Hose,”
in The Poems of Hart Crane, Liveright, New York, 1986,
. 2010

And during the wait over dinner at La Diana.

the Doctor had said-—who was American also—-

“You cannot heed the negative—, so might go on

to undeserved doom . . . must therefore lodse

yourself

within a pattern’s mastery that you can conceive,

that

you can yield to—by which also you

win and gain that mastery and happiness which

is your own from birth.”

8. A Study of English Romanticism, The University
of Chicago Press, Chicago, 1968, pp. 1ai—122.

19. Alexander Marshack, “Exploring the: Mind of
fce Age Man,” National Geographic, Washington, DG,
January 197, p. 81,

20. Charles Olson, The Maximus Poems, University
of California Press, Berkeley, 1983, p. 244

21. The Hidden Order of Art, University of Calitornia
Press, Berkeley, 1971, pp. 35-37.

22. My susceptibility to “a vortex of shifting planes”
may be linked to hallucinogenic experiences—not in-
volving stimulants—in Kyoto, 1963. Nightly. for weeks,
right before falling asleep on the futon I would bear a
bell ding, seemingly in my forehead, after which there
would be a loud thud, as if someone had slammed a
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window down next doot {an impossibility, since the
Japanese houses in our neighborhood did not have
Western windows). Then, as if part of this “schedule,”
upon falling asleep, I would hurtle through a winding
tunnel only slightly larger than my body (a portent of
the caves to comer). Bach time in the tunnel, | would
anticipate my father's face at, or as, the tunnel’s end,
something | never reached.

Subjects participating in controlled hallucinogen
testing report that as they move deeper into trance, a
rotating tunnel often surrounds them, the sides of
which are marked by lattices of squares.

J. D Lewis-Williams and 1. A. Dowson identify the
“tunnel” experience as the third stage, resulting in

trance, of the altering of consciousr They propose
that the first stage involves seeing entoptic forms {dots,
zigzags, grids, meandering lines), and that the second
stage turns these simple shapes into potentially ikonic
forms (e.g., a shimmering band of light becomes a
snake). They view this three-stage alteration as the neu-
rological process by which shamans enter trance. Bas-
ing their work on nineteenth and twentieth century

Bushman and Coso (South African) rock art, which
they allege is shamanistic, they propose that this “neu-
rological bridge affords some access to the Upper Paleo-
lithic.” Some access, possibly (though the three-stage
alteration seerns highly formulaic). More recently, hav-

ing teamed up with Jean Clottes, Lewis-Williams ar-
gues that the making of rock art, including Iee Age cave

imagery, sociated

as Jargely, but not exclusively,

with institutionalized, ritualized altered states of con-

sciousness, a central feature of shamanism.” This asser-
tion now takes on the blanket force of a single theory for
such image-making, and in that way evokes older, now
rejected, single theories (such as the hunting hypothe-
sis, or “art for art’s sake”) that tended to explain away
rather than open up this realm in which nothing can be

absolutely verified. Trance is not the sole possession of
shamans (as my Kyoto experience taught me), nor is
there any evidence whatsoever that all {or even most)

fce Age image-making was done in a state of tranc

For Lewis-Williams and Dowson’s work, see "The
Signs of All Times

”

Turrent Anthropology, April 1988.

For the Clottes/Lewis-Williams work, see The Shamans
of Prehistory, Abrams, 1998, and “The mind in the cave
—the cave in the mind: altered consciousness in the
Upper Paleolithic,” Anthropology of Con:

riousness g (1)

For a collection of papers contesting Clottes and Lewis
Williams's claims, see The Concept of Shamanism: Uses
and Abuses, ed. Francfort and Hamayon, Bibliothees
Shamanistica, Budapest, 2002.

For “incubational pits,” see Barbara G. Walker
The Worman’s Encyclopedia of Myths and Secrets, Harpey

& Row, New York, 1983, pp. 2-3.

24. James Hilllman, The Dream and the Under
world, !*'ia.rper&' Row, New York, 1979, p. 46.
. Rainer Maria Rilke, “An Experience,” Selected
Wrzim s/Prose, New Directions, New York, 1960,
26, William Carlos Willams, Paterson, Book T
Part 111: A few lines later, Williams proposes that the
depths are “inhabited by hordes heretofore unrealized’

That certainly expresses my experlence upon frst visit-

ing the Ice Age caves.
Silence Raving

. Chapter three of The Road to Eleusis (Marcourt
Brace Jovanovich, New York, 1978):

“There can be no
doubt that Persephone’s abduction was a drug-induced
seigure.”

See G. R. Levy's The Gate of Horn (Faber, Lon:

don, 1948, p. 18) for two drawings of “enclosures” based

on paintings in the Spanish cave at La Pasiega. Both
“enclosures” have vulvar forms at what appear to'be

their gates. The larger of the twe “enclosures” contains

parts of a bison and a hind inside two of its three “com-

partments,’

acting as a kind of parvis. Leroi-Gourhan also repro-

duces the larger of these two “encloswres” (Treasures of

Prehistoric Art, p. 522), but he omits the vulvar shape.

1 put such words as “enclosure” and “compartment” in

quotes, as there is no solid evidence that they represent

corrals or stables.

It

Interface I: “The Separation Continuum”

See p. 349 in Treasures of Prehistoric At for the
Leroi-Gourhan map, which appears to be based on the
Abbé Breuil’s earlier map (which 1 have seen but not
studied). The Leroi-Gourhan map is very difficult to
read as it is not clear whether the numbers assigned to

This “enclosure,” presented vertically on
s page, evokes a cathedral, with the vulvar shape

wall portions refer to individual animals and

groups of such. According to my understanding, there

ave 1o animals and signs for the 116 numbers. In the
early 19908, Claude and Monique Archambeau (the
caretakers and principle scholars of the cave) rold me
that there are more than 6oo animals, signs, and human
figurations engraved there (many of which are fragmen-
tary). 1t appears that Leroi-Gourhan's map, made in the
early 19605, accounts for less than one-Bith of the
figures. The unveliability of Leroi-Gourhan's approach
is revealed (ibid., p. 348) in his characterization of the
cave:

Along with El Castillo, the sanctuary of Les Com-

barelles is the most complicated of those | have had

occasion to study. The dense crowding of the figures

and the numerous additions make for extreme con-

fusion, Nevertheless, I chose this cave for my first

statistical testing, and it was this cave, together with

Le Portel and Covalanas, that made me realize the

and of

deliberate character of the figure groupin
their topographical arrangement.
2. The Dream and the Underworld, Harper & Row,
New York, 197¢.

3. Walt Whitman, “Song of Myse

Section #31.

" 1855 edition,

observations draw upon material from
S, Giedion’s The Eter-

These
“The S

ual Present:

d Animal” d‘mptnr of
The Beginmings of Art, Bollingen Founda-
tion, New York, 1957,
5. Olson #ro, pp. 78 and 9t

Mlace Htev nd Less Human,

6. From

O Savage Spirit.
C. G. Jung, The Collected Wor
Bollingen Series XX, Princeton, N.J., 1976, p. 402.

Volume 14,

Hades in Manganese

1. To place Hades in manganese is to take the Greek
god of death and the Greek underworld and imagine
them as having been prefigured in the black manganese

%

cave imagery of the agnon people. In this revi-

is on the first construction of an

stonism, the emphasi

fadic figure is less a god of

underworld in which the |
death than a proto-shaman envisioning the forms be is

expressing on the walls.

“The butden of this poem is to assimilate a range of
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personal and transpersonal twenticth-century ‘he
which may be thought of a5 rubble packed aoainss +
gate to the Upper Paleolithic {in the same way that
debris is often found covering decorated cave ¢

| cleared
(imagined) could [ give myself to the deep past This

s and

My notation was that only after this mate

-ending proc

kind of clearing away is a neve

crops up at many points in this book.

2. As I was coning to the end of the fourth stanza, 1
realized that 1 had entered the magnetic field of César
Vallejo's poem, “Telluric and Magnetic,” i patticular
its impassioned central stanza beginning “Oh human
fields!” My fHfth stanza, beginning "0 dead living

raws on the energy and some of the strategies

depths
of Vallejo's stanza. This is a good example of how poetsy
that one has previously translated may, out of nowhere,
move into pswhm ace Lsxlbum and act as arreranative
dsar- Vatlejor: The

angel for a new poem under way
Comgplete Posthumous Poetry, University of California
Press, Berkelev, 1978, pp. 86-89).

Paul Blackburn (1926-1971) sent several tapes of

sation to me while T wag living in

pocms Hﬂd conve
Kyoto {1962-1964). ()ne poem, “Crank it upilor all ol us,
but let me heaven go,” went off like a depthy charge in
me; T couldn't shake it for weeks. It conveyed a level of
anguish that 1 had not thought could be expressed in
poetry.

There is a fuller treatment of the American fra-
‘hell week” as a belated and anticonstructive
What She

Means, Black Sparrow Press, Los Angeles, 1978

ternit

“rite of passage” in *Still-life, with Fraterni

Permanent Shadow
The title refers to the human shadows blasted
onto walls during the atomic bombing in Hireshima.
Placements I: “The New Wilderness”
Written for Jerome Rothenberg's New Wilderness

Letter #7. 1979, in response to a query asking some writ-
ts, and musicians how they would define the

ers, ar
rilderness.” In a note to the issue containing our
felt the strong pull of

“new

vonses, Rothenberg wrote: 1

contradictory meanings for ‘wilderness' (from awesome
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other-than-human  wilderness of west coast earth
householders to wilderness ruins of collapsed high
industrial dwellings)—that coupled with the strange
twist ‘newness added to the concept(s).”

2. Charles Olson, The Maximus Poems, p. 332.

3. Artaud'’s writing of the postwar 1940s is perme-
ated with attacks on what he sees as spiritually devised
“heights” and "depths,” which act as distractions from
the true zone of contestation: the surface~—ultimately,
the human body with its badly constructed organs. In
Letter to André Breton (Sparrow #23, Black Sparrow
Press, Los Angeles, 1974), he wrote:

I do not believe that there is an occult world or

something hidden in the world, I do not believe that

under visible reality there are buried and repressed
levels of notions, perceptions, realities, or truths.

1 believe that everything and above all the essen-
tial was and is always in the open and surface and
that this sunk vertically and to the bottom because
men did not know and want to maintain it.

4 James Hilllman, The Dream and the Underworld,
P-go.

5. In The Sixth Extinction {Doubleday, New York,
1965, Chapter 50}, Richard Leakey and Roger Lewin
propose that the fifth extinction was that of the dino-
saurs 65 million years ago, and that a sixth extinction
began at the end of the Pleistocene (between 12,000 and
10,000 years ago), when the glacial ice melted and we
entered the interglacial epoch known as the Holocene.
The demise of especially large mammals at this time
was initially attributed solely to the rise in global tem-
peratures. However, as early as 1911, Alfred Russel Wal-
lace (co-developer of the theory of evolution by natural
selection) wrote: "] am convinced that the rapidity of . . .
the extinction of so many large Mammals is actually due
o man's agency.” More recently, the paleontologist Paul
Martin has argued a “Pleistocene overkill” thesis for the
Americas, in which the Clovis people, accomplished
Burasian hunters with bows and arrows, crossed the
Bering land bridge around 13,000 vears ago and within
2,000 years had eliminated fifty-seven species of large
mammals throughout the Americas. According to
Leakey and Lewin, we are now in an accelerated phase
of the sixth extinction, in which 30,000 species are
wiped out by human agency every ve

I8
We are thus, in the late twentieth century, witness to
the following phantasmagorical and physical spectacle:

The animal images in Ice Age caves are also the ghosts
of species wiped out at the beginning of our Holocens
epoch; today they “stand in” for the species we are daily
eliminating. This is certainly one of the reasons that
Ice Age animal images move people profoundly: Such
images are primogenous to the extinction of possibly all
animal life.

Dot

1. In the beginning of this book I envision the root
tips of certain Humanistic divinities. Hermes, for in
stance, may be indicated by a meandering line, dots, dot

formations, and more complex “closed signs,” called

claviforms and tectiforms. If Hermes is the god of
boundaries, it may be possible to detect his archetypal
activity in the earliest "boundary signaling” available to
us today.

Our Lady of the Three-Pronged Devil

1. The title attempts to tie Aurignacian engraved
vulvas into their reactive development, the trident, so
that what was originally open and receptive becomes; at
the point intercourse and pregnancy were linked, an
urcboros enclosing germination. According to this think-
ing, the uroboros is hardly “prior to any proc
(Meumann 2 la Jung), but rather a2 major arrest of move-
ment drawing into its vortex an overwhelming preoccus

pation with mother-goddessing the earth {carrying i jts
wake the attribution to women of all the horrors to be
found in nature). Of relevance here is an insightful
poem that Olson excluded from The Maximus Poems {to
be found in Olson #9):

the IMMENSE ERROR

of genderizing

the ‘Great Mother’

INCALCULABLE
damage
The open Aurignacian vulva evokes a simple laby-
rinth with an exit and stresses, sexually, torsion. It seems

possible that the earliest intercourse/pregnancy associ-

ation was torsion (underscored by the fire drill) and that
the subsequent uroboros belongs to agricultural peoples,

,eternall |

with stress on the enclosed seed, the male as “star,” Le.,
patriarchy in contrast to an earlier more mysterious
“open” union, in which the female was place-of-fire and
phallus (the so-called “Venuses” fit neatly in the hand).

2. Concerning the unlifted veil, Barbara G. Walker
writes {The Woman’s Encyclopedia of Myths and Secrets,
p. 855):
Latin revelatio meant to draw back the veil (velum).

Tt was the Goddess’s rainbow veil that concealed the
future and the secrets of the spirit under the colors

of earthly appearance. After death, men might see
her “face to face.” A vision of the naked Goddess was
vouchsafed to her sacred kings, who could draw
back the veil of her temple, the hymen, pierce her
virginity and die in their mating, to become gods.

But as the Goddess said on her temple at Sais, "No

mortal has vet been able to lift the veil which covers

me.” Those who saw her unveiled were no longer

mortal.

Elsewhere (p. 367), Walker writes: “The Hag as
death-goddess, her face veiled to imply that no man can
know the manner of his death, was sometimes reinter-
preted as a nun. Christianized legends were invented
for their veiled figures.” Hans Peter Duerr notes (Drean-
time, pp. 18~19) that “the head of the Venus of Willen-
dort is covered with a pattern of horizontal ridges in
such a way as to suggest the masking of the face. If this
interpretation is valid, then we may have here a proto-
type of the ‘one who veils' of later times, the goddess of
death such as Calypso or ‘fraw Holt' whose names hide
the Indo-German stem kel-, ‘hide or ‘veil.”” See Duerr’s
footnote 14, pp. 177-178, for additional and fascinating
information on veils.

3. A room in the old Regional Prehistory Museum

containing a dozen or so Aurignacian engraved blocks.
{ have elsewhere veferred to this room as “the power
room” (see poem in Section {1 by that title}.

4. The schematic map of Le Portel in Treasures of

Prehistoric Art {p. 361) makes the cave shape look like a

straggly trident-shaped “being,”

=

with the prongs con-
taining most of the cave’s paintings and engravings.
The Aurignacians Have the Floor

. The Aurignacian {32,000-24,000 8.P.) is the pe-
riod in which the first image-making takes place. The
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kinds of ima

ges vary considerably from region to region
(crude engravings in the Dordogne; Chauvet’s poly-
chromatic splendor in the Ardche). Not only is if time
to let the Aurignacians have the floor, but fo acknowl-

edge that they are the floor. Working off de Kooning's
1956 painting “February,” 1 saw congeries ‘of spectral
images via the pick-up-stick flurry of lines, snd found
my way to a distinction between Abstract Expression:
ism and early Upper Paleolithic proto-imagery:
A Luba jaw

curve juts stops spurts up as if along a crossedout

upper face. Khakis, sages,

swank with white. Flotsam from Soutine’s Céret

assembled on a beach.

Only some “rope” and “ain't” are left from

European Painting. Baw paint, as if
we were in Mas d'Azil facing

rampant “macaroni,” a penis, animal partsi N
Under de Kooning is a done-to-death

qui
tradition.
Under the Upper Paleolithic is no image.
The Aurignacians still have the floor.
The complete poem is to be found in From Scrach,
Black Sparrow Press, 1908

Seeds of Narrative in
Upper Paleolithic Imagery

1. Robert Ardrey quotes Louis Leakeys words in

The Hunting Hypothesis, (Bantam, New York; 1g77, p.
175)-

2. Balph 5. Solecki, “Shanidar 1V, A Neanderthal
Flower Burial in Notthern Irak,” Science, Vol. 190, 28
November 1975. Solecki also reports that seven:of the
cight Hower species (determined by poller gralysis of
the Shanidar soil) have herbal and medicinalproperties.
if Neanderthals and, later, Cro-M
aware of such properties it is curious that apparently no

agnon people ware

such flowers are depicted in the Upper Paleslithic.
3. The triangular tombstone with eighteen man-
made cupules from La Ferrassie is the most well-known

example. Giedion discusses these cupules onpp.132—
139 of The Eternal Present. See also the poem, Prole-
gomena,” in Section V.

4. [ proposed this date before the 1994 discovery of
Chauvet, which has a rhinoceros that is selidly dated

]
3
1
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at 32,410 B.P. The level of sophistication in Chauvet
imagery suggests that image-making started up in that
region many years earlier. Also it must be taken into
consideration that as of 1996, only seven of the now
known 149 decorated French caves have had a few of
their images dated by the recently much improved
radiocarbon method. Additional datings, along with yet
to be discovered caves, may push the chronological
“backwall” further back.

5. The Chauvet dates throw such information into
question. Had 1 qualified this information by “in the
Dordogne,” it would probably still hold up. We do not
yet have a record of what might be the earliest image-
making in the Ardeche, where Chauvet is.

6. Were | to rewrite this
include the hybrid figures discussed in “Hybrid Reso-

ntence in 1999, [ would

nance,” Section V.

7. Over 400 human figures have now been discov-
erved in the Upper Paleolithic; of these, 140 are “Venus”
statuettes, spanning 31,000 t0 9,000 B.p. My figures
come from Henri Delporte’s Limuage de la femme dans
Lart préhistorique (Picard, Paris, 1991), the best overview
of female representations. Camille Paglia has a couple
of good pages on Willendorf in Sexual Personae (Yale,
New Haven, Conn., 1990, pp. 54—56). See also Margaret
W. Conkey'’s and Ruth E. Tringham’s “Archeology and
the Goddess: Exploring the Contours of Feminist Ar-
cheology” in Feminisms in the Academy (University of
Michigan Press, Ann Arbor, 199s). Conkey and Tring-
ham write: “Few considerations of the symbolic possi-
bilities ever take into account the striking diversity of
female images that are all too readily collapsed under
the rubric of fertility images. The Paleolithic statu-
ettes have often been read as sexually charged because
the ones that are usually depicted in texts—a non-
representative sample to begin with~—have large but-
tocks, breasts, and/or hips. This does not necessarily
and immediately signify fertility but reveals a very con-
temporary (and partial) notion of sexuality.” See “Gaga-
rino, Avdeevo, Willendorf,” in Section 1V, for the range
of differences in such statuettes.

8. See “The Space Conception of Prehistory” chap-
ter in The Eternal Present.

9. Lascaux, or The Birth of Art, p. 113. The other
Bataille quotes in my text are to be found on pp. 117 and
139149

190 The Eternal Present, p. 508. When this essay was

written, in 1981, | had not visited the Lascaux Shaft,
However, 1 did visit it in the spring of 1997, and can
report that the bird-headed man is not portrayed stand-
ing upright, but at a definite slant as other observers
have said.

1. Andreas Lommel, The World of the Early
Hunters, Evelyn, Adams & Mackay, London, 1967, p.
128; Weston LaBarre, The Ghost Dance, Delta, New
York, 1972, pp. 417-419; John E. Pleiffer, The Creative
om, p. 35 William Irwin Thompson, The Tine
Falling Bodies Take 10 Light, St. Martin's Press, New

Explosic

York, pp. 110112
2. In most descriptions of the bird-headed mian
and the bird on the stick, the bird heads are treated as

similar if not identical. According to the photos | have
inspected, they are not. The stick bird's beak is shott
and curves down, with the eye moreorless centered in

the head. The bird man’s beak extends straight out ot
the top of his head, with the eye attached to the stroke
that forms the top of the head. It appears that the bot
. and a brief curve {indi-

tom part of the beak, the ne
cating the beginning of a shoulder) are one stroke. Both

beaks are open. The stick bird's tail has an opening that

oddly corresponds with its open beak.
13. An exception to this statement is

si-page essay that makes up most of his Prehistorie

Cave Paintings (Bollingen Foundation, New York, 1946}

Raphael writes: It has been said that paleofithic artists

were incapable of dominating swrfaces or reprodue
ing space: that they could reproduce only individaal

animals, not groups, and certainly not compositions.

The exact opposite of all this is true: we find not only
groups, but compositions that occupy the length ofan
entire cave wall or the surface of a ceiling; we find rep-

resentations of space, historical paintings, and even the

golden section! But we find no primitive art.” Raphaels
essay anticipates Leroi-Gourhan's re

tive organization expounded in Treasures of Prehistoric

Art.

14. This observation strikes me as less significant
today than it did in 1981, for the reason that very fe
weaponlike objects placed on human or animal bodies
indicate penetration.

15. Treasures of Prehistoric Art, p. 173

6. Just bec
not nece

ause something is Jong and straight it is

arily symbolically male. The “phallic” serpent
is a modern invention. Barbara (. Walker writes: “The

Max Raphaels ‘

rch on decora:

ageless serpent was originally identified with the Great
Goddess herself. Hinduism’s Ananta the Infinite was
the serpent-mother who embraced Vishnu and other
gods during their ‘dead’ phase. She was also Kundalini,
the inner female soul of man in serpent shape, coiled in
the pelvis, induced through the proper practice of yoga
to uncoil and mount through the spiritual chakras to-
ward the head, bringing infinite wisdom. The Serpent-
goddess occupied the famous Kmer temple of Angkor
Wat in Cambodia where she embraced the king every
night.” (Woman's Encyclopedia, p. 9o3).

tn Of Woman Born (Norton, New York, 1986, p. 100),
Adrienne Rich writes: “The tree in leaf is not phallic; it
is a female symbol; it ‘bears, transforms, nourishes; its
leaves, branches, twigs are contained in it and depend-
ent on it’; it is inhabited by its own spirit, which it also
contains.” See “The Black Goddess” in Section V1. Any
Freudian-derived male/female polarities are question-
able especially when it comes to the deep past.

7. For more on triangular composition, see “The
Composition of the Magic Battle at Altamira” in Prehis-
toric Cave Paintings, and “The Space Conception of
Prehistory” in The Eternal Present.

8. See Walker's entries on “Triangle” and “Trinity”
in Woman's Encyclopedia.

6. See “The New Maiden and the Eland” in Lewis-
Williams’ Believing and Seeing: Symbolic Meanings in
Southern San Rock Paintings (Academic Press, London,
1981).

20. Sandor Ferenczi, Thalassa, The Psychoanalytic
Quarterly, Inc., Albany, 1938. Ferenczi defines "amphi-
mixis” on p. g as “the synthesis of two or more eroti-
cisms iy a higher unity.”

21. Treasures of Prehistoric Art, p. 64. More recently,
Paul Bahn has written: “M
carvings have been found in the Pyrénées, and none

any of the finest of these

finer than the intact spearthrower from Le Mas d'Azil
with its image of a young ibex which stands, turning its
head to the right and looking back to where two birds
are perched on what seems to be an enormous turd
emerging from its rear end; this composition is all the
more startling because of the almost identical specimen
found a few years later at Bedeilhac, a few miles away—
this one had lost its shaft, and the ibex is kneeling, and
turns its head to the left, but otherwise is identical in all
respects. Broken specimens have also been tentatively
identified from other sites in and near the Pyrénées,
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with the result that up to ten examples are kinown: if one
allows for preservation, recovery, recognition and publi-
cation, it becomes obvious that these must represent a
tiny fraction of the scores—perhaps hundreds—origi-
nally produced” (Journey Through the Ice Age, Univer:
sity of California Press, 1977, pp. 96~97)-

22. In ap earlier version of this essay, I had used as
epigraph a passage from a letter written by Artaud 1o
Henri Parisot, from the asylum at Rodez; on Uctober 6,
1945. While pondering what he calls “the harmonies of
the generative tone,” in certain poems by Baudelaive,
Artaud envisions a “shaft” in which ensouling is in-
volved with fecality and death. Such refates in an eerie
“Such
harmonies are a shaft in which the uterine hunger of the

way to the Shaft Scene at Lascaux. Artatid wiite

soul mourns a love that has not been born, in which the
fecality of the supernatural body of the soul writhes to
death because it has not been born. This century no
longer understands fecal poetry, the intestinal malady of
Madam Death herself, who for ages has been sounding
her dead woman's column, her dead woman's anal col-
umn, in the excrement of an abolished survival in the
corpse of her abolished selves as well, and who for the
crime of not having been able to exist, for never having
been able to be a creature, had to fall—the better to
sound the depths of her own being—into: this abyss
of foul matter, so pleasantly foul indeed; in' which
the corpse of Madame Death, madame fecal uterine;
madame anus, hell upon hell of excrement, foments
hunger, the fecal destiny of her soul, in the uterus of her
own fover.” The translation, to which I have'made a few
changes, is from Antonin Artaud: Selected Writings (Fai-
rar Straus Giroux, New York, 1976).

A Small Cave

1. A cave a few kilometers west of Les Evaies, dis-
covered by Denis Peyrony in 1902, with a couple of
dozen animals (including ten mammioths), dates as
Middle-Late Magdalenian (around 2,000 8.2}, ‘The
most fascinating thing about Bemifal §s the relatively
large number of strokes, dots, tectiforms (tent-shaped
designs), and lines that accompany the animal figures.

There appear to be over a dozen tectiforms in Bernifal,
with the exception of Font-de-Gaume; more than any
other French cave.
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Interface 16 “Fracture”

1. “The Death of Bill Evans,” Fraciure, Black Spar-
row Press, 1983

can be found in Cosmic Superimyposition (Orgone Insti-

tute Press, Rangely, 1951). For a solid view of Reich's life

and work see Fury on Earth/A Biography of Wilhelm
Reich (Myron Sharaf, St. Martin’s Press, New York,
1983).

3. origin, Second series, October 1961, p. 64.

4. Novices: A Study of Poetic
2002 a part of Companion Spider (Weslevan University

Apprenticeship, as of

Press, Middletown, Conn.).
5. The Dream and the Underworld, p. 40.

Visions of the Fathers of Lascaux

1. Several wee
described, Caryl and I had planned to spend a month in
had been

arranged. 1 began to write this poem, leg in cast, sitting

s after the accident previously

Germany, where readings and lectu

in the front seat next to my wife as she drove vast Ger-
man autobahns from city to city. Goaded by the jolt
of the accident and my phantasmagoric night in the
wrecked car, | plunged into what [ had dreamed of writ-
ing for years: a narrative of human genesis, tracing the
roots of Western alienation to a primordial rupture in

the natural continuum. 1 envisioned Lascaux as a wild

creature that sought to defend itself against those
imposing upon it their own form, Priming the walls with
“menstrual effluvia,” the Mothers signed the cave with
female power, driving the Fathers to transform their
own sexuality as they symbolically castrated Lascaux’s
gevlogy.

Not only did it seem inadequate to merely describe
Lascaux’s paintings in such a poem, it also seemed
superficial to describe the act of painting. So T tried
to set up Chinese firecracker-like bursts of metaphoric
interactions between the mythic figures and their image
worlds-in-progress.

These mythic figures are part of a personal mytho-
logical constellation that goes back, in my writing, to
the early 1g6os in Kyoto when 1 read Blake and worked
on Vallejo translations in a downtown coffechouse
called Yorumomado (in English: “night window”). [ had

decided that getting Foemas humanos inte English was

2. Reich's presentation of “cosmic superimposition”

to be my apprenticeship project, and because of the

considerable difficulties in rendering these poems, 1

began to fantasize that [ was in a life-death struggle with
the spectre of Vallejo. [ was trving to wrest his language
away from him as if it were his food while he ferociously

tried to thwart my thievery. Such work and fantasy led

to the writing of the first poem that fully engaged
and tested me: “The Book of Yorunomado” (The Nawme
Encanyoned River, Black Sparrow Press, 1986). At the

,

same time, inspired by Blake's mythic figures, [ worked

on a long poem to be called “The Tsuruginomiya Regen-

eration,’

th a cast of my own figures, including Yort:
nomado, Niemonjirma, Mokpo, Origin, and Coatlicue.
1 abandoned this long poem finally as unresolvable,
and included a few sections of it, with these figures; in
Coils.

For “Visions of the Fathers of Lascaux,” [ invented
three new figures: Kashkaniragmi’s meaning is identic
fied at the end of “Interface I: The Separation Contin:
uum” in Section 1. Atementheneira is a word given to
me by Charles Olson in a dream ("Poem Copied from
¢ Written in a Dream,” Whar She Means, Black
Sparrow Press,

Te

1978). Savolathersilonighcock appeared
spontaneously in the poem’s first draft.
Magdalenian

1. The first Upper Paleolithic statuette to be found,
around 186

he so-called “shameless Venus” from Lau-

gerie Basse {(Dordogne), is a little over three inches tall.
Never precisely dated, she is probably Middle/Late
Magdalenian, and is carved from mammoth tusk.

“Tiresias drinking, on his hands . ..”

1. Colin Tudge (The Time Before History, Touch:
stone, New York, 1996, p. 49) writes: "By the time of
the mid-Permian, around 265 million years ago, almost
alt of the land of the world was joined into one huge
continent known as Pangaea -—'All Earth’. . . Pangaca
was hook-shaped; and within the eye of the hook was
the then giant sea known as Tethys. Modern-day Africa
lay to the bottom of the hook; modern-day Europe lay
to the top of it.” See Tudge's pages 49-53 for drawings
showing the shift of land masses to their presenf
positions.

Motes on a Visit to Le Tuc d’Audoubert

1. Le Tue dAudoubert is a Middle to Late Mag-

dalenian cave in the French Ariege, near St.-Girons,

and one of three caves that make up the group kno
as the Volp caves (the Volp being an underground river
> Tue d'Audou-

which emerges near the entrance to 1
and

ois Fréves

bert). The other two caves are Les

Erlene (with no wall imagery but more than a thousand

\

$)
Les Trois Freves and Enlene; while the end of Le Tuc

A go-foot tunnel connects

small engraved plaquett

d'Audoubert overlaps a Les Trois Fréves passageway, the
caves appear to have never been open to each other.

Privately owned, the Volp caves have been protecred

against thoughtless esploration and destruction. They
were discovered in 1912 by Count Henri Bégouén and

this three sons (Les Trois Fréres being named for the

three brothers), The Count’s grandson, Robert, is cur-
rently in charge of the Volp caves.
While Caryl's and my six-hour visit was unexpected

1

an invitation to join Clottes, Robert Bégouén, and sev-

(a chance phone call to Jean Clottes in Foix lea

ing to

eral students who had spent the summer excavating a

midden outside the cave), T had been reading what [
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Historic visit to Le Tuc d'Audoubert in 192, Count Bégondn
is second from the left; his son [acques is in front of him; the
other two brothers, Louis and Max, ave sitting on the rock to
the right. All are at the mouth of the Volp where it emerges

from the cave.

¢. I had some notions zhout what

could find on the
i would see when, in rubber-raft anits of twe, we floated
off on the underground Volp to the cave’s interior shore
to begin our 8oo-yard, mostly crawling, ascent. We
awaking in the

emerged at midnight. 1 slept a tew houry

giddy, image-filled trance that over the years.l have
learned to trust as an ignition point {or a piece of writ-

ing. 1 was so excited that the “note” jumped back and

forth from prose to poetry several times pet page. About
two-thirds of the way through what is now the finished
piece (with the words “image pressure”}, my mind went

Ipon reaching this point

blank and 1 stopped writing.
while typing up the “Notes” several months later; the
earlier charge returned and everything flowed without
revision to the end.

After Anishing these “Notes”-—a mix of poetey, prose
poetry, paragraphs, and visual “punctuation’— Lrecalled
that Northrup Frye had referred to Blake’s "The Mar
e of Heaven and Hell” as an anntomy. suggesting
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that it was a composite work that included as its “mem-
bers” various forms and strategies of the art of writing,
Such a term also evokes the writing that Artaud did
beginning in 1945: a fusion of genres incorporating let-
ters, poetry, prose, and glossolalia.

In the mid-1990s, 1 realized that “Notes on a Visit to
Le Tuc d'Audoubert” was the nuclear form for a book
that would become an amplification of its multiple
genres.

in the “Notes,” the cave diagram is from Treasures of
Prehistoric Art, p. 366; the drawing of the “fantastic
figures” is by the Abbé Breuil, and is reproduced in Les
Cavernes du Volp, Arts et Métiers Graphiques, Paris,
1958, p. 8g; the other drawings are my own, done while
writing the “Notes.”

2. “Theater of Cruelty,” a translation of Artaud's pro-
posed name for a revolutionary theater.

3. In Les Cavernes du Volp, Bégousn and Breuil
describe these “fantastic figures” in the following words:
“The left side of this gallery contains several strange
engravings: two fantastic animals, half-feline, half-bull,
one above the other, of which one cannot make out the
hindquarters. The upper figure has a hortible head, with
a single short horn flanked by a large ear behind it. lts
narrow neck supports a large head with animated con-
tours, a prominent and rounded muzzle, and an open
mouth. Its withers are very convex; its vertically striped
head and body, and its slender, long foreleg, end in long,
retractile claws. The lower figure has been reduced to a
grotesque head, topped by two little ears. 1 think that
we have here the Guardians of the Sanctuary.”

4. See pp. 176~178 for details on these two figures.

5. An association between the “fantastic figures”
and the sacred king with his tanist {(or deputy) is dis-
cussed in Robert Graves's The White Goddess (Noonday
Press, New York, 1969, pp. 125-126).

6. This phrase came to me spontaneously upon see-
ing the “fantastic figures.” | then realized that my phrase

was a spin-off of
discussed in his Introduction to Rabelais and His World
{MIT Press, Cambridge, Mass., 1968—all of the Bakh-
tin material here comes from this Introduction). Accord-

ikhail Bakhtin's “grotesque realism,”

ing to Bakhtin, the word “grotesque” appeared at the
end of the fifteenth century in descriptions of certain
Romart ornaments excavated from Titus's baths (which
were in grottos, implying that these omaments were an
expression of the grotto itself). While the word initially

referred to the fanciful interplay of plant, animal, and

human forms (which often seemed to be giving birth to.

cach other), the classical canon soon relegated “the
grotesque” to the barbarous, associating it not only with
playful energies, but with the alien, the illegitimate, the

bestial, and with humankind’s infantile and “primitive”

past. By defining the carnivalesque atmosphere ‘in
Rabelais as “grotesque realism,” Bakhtin not only reha-

bilitated the word but suggested the extent to whichit

has permeated all the stages of historical antiquity.
While there are elements in common between the
medieval, classical, and primordial grotesques, none of

the historical terms express what I intend by “the gro-

tesque archetype.” As a way of approaching a definition,
I want to consider some observations that Jung-—the
originator of the twentieth-century use of the term
“archetype”—made about these primary psychic struc:
tures.

Jung differentiates between “archetypal” and “arche-
type,” writing that “archetypal representations (images
and ideas) mediated to us by the unconscious should
not be confused with the archetype as such. They are
varied structures which all point back to one essentially
‘irrepresentable’ basic form . . . The archetype as such is
a psychoid factor that belongs, as it were, to the invisic
ble, ultra-violet end of the psychic spectrum” (Collected
Works, Vol. 8, para. 417). Comments by North Kimberly
(Australian) aborigines to Geza Réheim seem to antici-
pate Jung’s approach: “The natives say they do not make
the wondjina figures but only repaint them. The figures

themselves are called wondjina made themselves. They
are self-created.” (The Gates of the Dream, International
Universities Press, New York, 1979, p. 107.)

I would propose that hybrid images, arrived at pet-
haps via shamanic trance stimulated in part by cave
environyments, are grotesque archetypal representations
of somatic {until then unrecognized) materials. Another
possibility involves the so-called “mythical times” when
man and animal were one (or as some historical sha-
mans put it, when man and animal spoke the same lan:
guage). These “mythical times,” undoubtedly populated

by infant sensations and childhood repressions, could

represent  Jung's “essentially ‘irrepresentable’ basic
form.”
Commenting on Michael Maier's alchemical jour:

(specifically his 1617 Symbola aureae mensae), Jung
speaks of Maier

neys

approaching that region of the psyche which was not
unjustly said to be inhabited by “Pans, Satyrs, dog-
headed baboons, and half-men.” It is not difficult to
see that this region is the animal soul in man. For just
as a man has a body which is no different in princi-
ple from that of an animal, so also his psychology has
a whole series of lower stories in which the spectres
from humanity’s past epochs still dwell, then the
animal souls from age of Pithecanthropus and the
hominids, then the “psyche” of the cold-blooded
saurians, and, deepest of all, the transcendental

mystery and paradox of the sympathetic and para-

sympathetic psychoid processes. (Vol. 14, para. 279.)
Here we have an active, vertica

I midden image of
the personal unconscious down through the collective
unconscious, based on evolutionary scale. One might
conclude that “animal souls” began to intermingle with
nascent human souls when Cro-Magnons projected
and drew/engraved animal and hybrid images.

1 would call the grotesque archetype primary, for it

does not appear to be a reaction against or a develop-
ment of earlier systems, as do the classical and medieval
grotesques {again, in another sense, the Aurignacians
seem to have the floor). Among its elements might be a
coming into being at the point that meandering lines
curve into enclosures that in turn evoke animal or
hominid or animal/hominid bodies. Its character seems
most pronounced when images apparently based on
perception and images apparently based on mental
activity combine. This relationship between perception
and fantasy seems to us ambivalent, unbalanced, and
often undifferentiated. Examples of what I consider to
be the grotesque archetype often seem to invoke the
unknown or to subdue something threatening. They are
sometimes simultaneously “empty” (probably because
they lack background or landscape) and “full” (due to
superimposition or figures seen through each other).
Isolated lines, or realistic animals (the clay bison at
Le Tuc d'Audoubert, for example) are at best tangential
to the grotesque archetype.

I should note that Bat
calls the “archaic grotesque,” which he associates with

ktin mentions something he

“the ever unfinished, every creating body, the link in the
chain of genetic development, or more correctly speak-
ing, two links shown at the point where they enter into
each other.” The sense of a body exceeding its own lim-
its comes from Bakhtin’s thinking about Rabelais here,
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and he does not cite specific instances of an archaic
grotesque. But his notion of open, intersecting bodies
can be applied to a significant number of Upper Paleo-
lithic images, such as some of the human figurations at
Combarelles, the “bison-women” at Pech Merde and
the “wounded” figures in Cougnac.

7. By implication, an argument against letoi-

Gourhan’s concept of the “ideal sanctuary’ which
assumes that the Upper Paleolithic caves that he stud-
ied-—less than half of the ones known atithe time-—
were laid out, imagewise, on an all-over plan; with cer-
tain animals juxtaposed in the “central portion,” others
in “side portions,” still others in cul-de-sacs and at the
supposed cave entrances. 1t should be noted hire that
Leroi-Gourhan acknowledges (on p. 366 of Treasures of
Prehistoric Art) that he personally did not visitanv of the
Volp caves, and that his comments on Les Frois Froves
and Le Tuc d'Audoubert are based on the Abbé Breuils
publications on them (he does not describe the Enlene
plaguettes).

8. The sculptor Bruce Beasley visited Le Tue d'Au-
doubert on two occasions in 1984 specifically to exam-
ine the clay bison. His observations are detailed and
worth considering because here we have a sculptor
looking at sculpture, approaching it from a combined
viewpoint of craft and aesthetics ("Les bisons d'argile
de la grotte du Tue d'Audoubert,” Bulleiin dela Soci-
eté Préhistorigue Ariege-Pyréndes, Tome XLL 1986, pp.
23-30).

Beasley finds it unlikely that the upper bison is
mounting the lower one in a mating position because
there is no curved flexing of the spine; nor are the
forelegs of the upper bison projected forward (at an
angle different from standing). While the upger bisonis
clearly above and behind the lower one, Beasley argties
that given its downward-pointing front and rear fegs and
straight spine, this bison is in a standing position.

It should be pointed out here that the upper bison
has convex eyes and the lower one concave ¢yes, 4 fact
mentioned to our group by Robert Bégousn, leading
him to identify the upper bison as male; the lower one
as female. If one respects the possible gender implica
tions of the eye modeling (Beasley does not acknowh
edge it), one can also conjecture that o male and female
bison were sculpted out of cave floor clay and placed
against a stone outcropping in sucha position {0 evake

a mating.
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Beasley also does not comment on the fifty or so
heelprints probably made by adolescents near the

bison. These prints are deep enough in the floor to sug-

gested agitated movement, such as dancing. They may
represent a ritual response o the bison (in contrast to
the movements made by sculptors while doing their

work). A ritual interpretation of the heelprints supports

in interpretation of the hisons that includes symbolic
copulation.

Peasley also should have mentioned that behind the

stone supporting the two bison (each 24 inches long)

a crudely carved statuette of a s-inch-long bison was

Le Tue d'Audoubert: Small ¢

Le Tue d'Audoubert: Small unfinished bison in the cave floor.

found, and that, nearby, in the floor, there is a partially

sketched, partially modeled fourth bison, about 5 inches

long. If one thinks of the small bisons as potential off- ‘:

springs of the large ones, such also supports a symbolic
copulation interpretation.
Several sausage-shaped pieces of clay in a nearby

area have often been interpreted as phalluses. Beasley
suggests that these shapes result from testing the clays
plasticity, pointing out the palm lines and fingerprints

on them.

A Kind of Moisture on the Wall

Besides the running, partial human figure (whose

bndv may have been struck by three lances, or, in'a
shamanistic interpretation, may be projecting lines of

power), there is, inside the body outline of the same

Cougnac megaloceros (a male, now solidly dated at

19,500 8.2, a small legless stag, a complete ibex, and

what appears to be the dorsal line of a bison or horse,
These four figures are placed in what might be called

trapezoidal alignment. To my knowledge, they have not
been dated, meaning that they could have been painted

carlier or later than the megaloceros.

Through Breuil’s Eyes

The title echoes Olson’s “On First Looking out
through Juan de la Cosa’s E
sonnet, “On First Looking into Chapman’s Homer”

which echoes Keats

Henri Breuil (1877-1961), an ordained priest who
never took up parish duties, became aware of prehis:
toric “art” in 1897 while traveling in the Dordogne and
the Ariége; almost immediately he determined to dedi-
cate his life to the study of what was then called “the
Reindeer Age.” In 1go1, with others, he discovered the
in Combarelles and Font-de-Gaume, and the
following year examined Altamira and Marsoulas. Such

imagery

discovery and exploration led him to the work that ke
will mainly be remembered for: the tracings, drawings,

and watercolors of cave imagery, especially in Com:-
barelle

ernes du Volp for his exceptional drawings of Les Trois

Altamira, and Les Trois Freres (see Les Cavs

Fréres engravings, which are mainly the source for this
poem).

John E. Pleiffer writ
looked at cave walls as long and intensively

“MNo one before or since has
ly as he did;

only seasoned investigators can appreciate fully what

ed.” Not only did Breuil have to distin-

Breuil ach

guish between cracked, tehed surfaces and human

o

lines but, as in the case of Les Trois Fréres, among

warl of

“numerous figures enmeshed in an incredible s
lines, a maze of animals and abstract forms superim-
posed, interlocking, and crammed together in all posi-
tions.” His fortitude and perseverance were remarkable:

Breuil painted
1.

fod with ferns,

“During one of his visits 1o Altamira

eight hours a day for three weeks, doubled up 1o craw

spaces lit by candles, lying on

making watercolor copies of the .mszzls on the ceiling
of the Great Hall . ..

a total of more than yoo days in 73 e

From 1goo through 1956, he spent

" (The Creative

Explosion, pp. 33-33.)

The reader might not be aware that there is a big dif-

ference between the time Breuil was able to spend in

such caves as Les Trois F and the time that some-

one such as myself is allowed today. As a tourist in the

1
by

1708, Lsimply went in with groups and w,

seconds in many instances to look at images {during

which time the local guide would be lecturing, a weli-
intended offering that mainly acted as a distraction
its in the

from careful looking). Privately arranged vis

ig8os, mainly to caves in the Ariége, allowed a little
more viewing time, but I was never alone {with one

exception, and then in the dark with nothing to look at),

and the guide who had been in the cave many times was
nd

always waiting by my side to press on. While Cary
s had to

I have been in Lascaux seven times, we aly

respect the 45-minute limit placed on all visits (maki

.
24
t

ing
it impossible to even begin to inspect the most heavil

engraved area of the cave, the Apse). Barbara MacLeod's

ave was a dream visit, enabling

48 hours ina V

her 1o experience cave darkness in a way that no one
who visited the caves under conditions that 1 did could
hope for.

comprehensive chro-

Breuil also worked out the firs

nological divisions of Upper Paleolithic art, adding the

Aurignacian culture to the already postulated Peri-
the-

oretical work, much of which has been challenged

early

gordian, Solutrean, and Magdalerian periods. |

beginning with the 19508/60s work of Leroi-Gourhan,

was based on assumptions that cave “art” was charac-

terized by an orderly and monolithic development of

Notes and Conmmentary (pp. 76»«83} 2

stylistic change, with an increase i complexity leading
to de stages. Under all his theory was
an absolute reliance on hunting magic 1o explain the

ce in its fing

presence of the “art.” Breuil also worked i Endland,
Romania, South Africa, China, and Ethiopia. For many
years, he has been referred 1o as “the father of prebis

tory.” Some sense of his lifework can be gleaned hom

e

Fowr Hundred C of Cave Art (Centre détudes
et de documentation préhistoriques, Montignae, 1952},

Al
ifliam Morrow, New York}, appeared in

A biography by Alan Houghton Broderick; Father of
Lrapny &

Prehistary (W
1663,

. See "Did the Ancients Have Wisdom,” i Shuttle
and Redgrove’s The Wise Wound (Penguin, Londor,

2

1680} for some of the lore upon which this stanzd draws.
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avoid plunging into the lowest state-the Srate of Ulro
in which one is simply, unimaginatively, stuck with one-
self—one must practice a sort of imaginative androgy-
nity called art. While Brown does not appear to include
cave art in his discussion of the labyrinth, 1 should point
that he ultimately views coitus as a fallen metaphor for
poetry.

Were Blake alive today, I am confident that he would
make the connection [ am about to make: The womb
that cannot be retumed to a la Ferenczi was imagina-
tively reentered when Cro-Magnon crawled into a cave
and drew, painted, or sculpted an image. I conjecture
that one stimulation for this going into the cave was
orgasm itself, which flooded the mind with fantasy
material that demanded a fulfillment beyond mundane
concerns, {mage-making, then, can be scen as the
attempt to unblock the paradoxical male impasse of
genital expression, or, in my poem, it is what the belling
"1o its Cro-Magnon maker, on his back

deer image
in that cud-de-sac in Le Portel: “Image is / the imprint of
uncontainable omega, / life’s twin.” In the same stanza,

Fattempted to draw upon the Freudian/Perenczian the-
ory of the sexual stages of development, working with
the possibility that from childhood on, oral, anal, and
genital formations are incorporated in image-making,
which for the creative individual becomes a kind of
4 la Blake) that includes the
sond.

fourth dimension (or State

carlier three and pushes b
Walker offers some fascinating speculation on
“omega” in The Crone, pp. 8o-81. She writes that the
female genital symbol “was sacred 1o Kali, representing
her Om or Word {Logos) of Creation. Her spouse Shiva
performed his sexual dance within a horseshoe of fire,
representing the cosmic yoni. The symbol passed into

the Greek alphabet as the Crone’s letter, the horseshoe-

shaped omega, which literally means ‘great Om.”
“Image” sounds “imago,” zoologically “an insect in its
final adult, sexually mature, usually winged state.” It is
on this basis that the conjunction of wall, image, and
artist is envisioned as a “butterfly” in “The Chaos of the
Wise,” a poem which appears later in this section.

Venusberg

1. Considered to be one of the sculptural master-
pieces:of this period (Middle/Late Magdalenian), this

broken reindeer-antler spear-thrower depicts, in the
Abbé Breuil's words, “two young ibexes playing and
fighting one against the other.” It is my impression that
they are bison, and were carved without heads as the
width of the tine from which their torsos have been
shaped narrows and allows no head room over the ani-
mals’ neck areas. s width also determines the em:
braced position of the bodies. About 24 inches tall, the
piece was found in the tunnel between Les Trois Freres
and Enlene by Count Bégouén. The animals’ bodies are
covered with hatch marks, suggesting fur. Fach has one
foreleg pressed against the shoulder of the other. It also
appears that both animals employ the haft of the spear:
thrower

s a sitting area: The one straddling it appears
to be pushing the other back onto it.

2. These lines composed themselves in my mind
after reading the following aphorism from “Reflections
on Sin, Suffering, Hope and the True Way” in Franz
Katka's The Blue Octavo Notebooks (Exact Change, Bos-
ton, 1991): “43. The hunting dogs are still romping in the
yard, but the prey will not escape them, however it may

be stampeding through the woods even now.”
3. Before guoting this passage from Tannhiuser;
Duerr writes (Dreamtime, p. gk
Even the bison horn, which the equally faceless
Venus of Laussel holds in her right hand, may

presage the horn of plenty of Mother Gaea, the
horns of the goat Amalthea, from which issued necs
tar and ambrosia. Perhaps it is the same as the drink
ing horn once held in her left hand by an Iberian
goddess of the lower world, whose name may have
been Ataccina, and who was venerated in a grotto
near the Straits of Gibralter. She was bare-breasted
and her head was veiled. Finally, the homn of the
Venus from the Dordogne is reminiscent of the
drinking horns offered by the Teutonic Valkyries to
the warriors killed in battle, or of the beaker prof:
fered to Tannhauser by the Lady Venus.

(The other “faceless Venus™ referred to at the beginning

of the quotation is the Venus of Willendorf.)

Gagarino, Avdeeve, Willendorf
1. For photos of all the statuettes mentioned in the

poem, see Henri Delporte’s Limage de la femme dans
Vart pré

historigque (Picard, Paris, 1993 ).

The Chaos of the Wise

1. The title comes from Fulcanelli's Le Mystére des
Cathédrales (pp. 74, 131, and 155). In Fulcanelli's view,
the “occult Fountain, [a] powerful solvent, capable of

penetrating every metal—gold in particular—and . . .

of accomplishing the great task in its entirety” issues
from “the Chaos of the Wise,” also called “Metallic
chaos,” “in which all hidden secrets exist in potential.”
I understand this term as an esoteric metaphor for
the regenerative potential of the earth’s elements, spe-
cifically, in an Upper Paleolithic context, for the com-
bination of stone, manganese, ochre, water, and the
cave’s living dark that enabled the “great task” of image-
making to occur.

2. “The Qath of the Abyss” is discussed by Kenneth
" Section VI.

Grant in several books. See “The Aby

Neanderthal Skull

1. The source for these speculations on the differ-

ences between
on skull differences is a photo of the skull of the “Old
Man” from Abri du Cro-Magnon, next to a Neanderthal

feanderthal and Cro-Magnon life based

skull from La PFerrassie, in lan Tattersalls The Last

eonderthal (Macmillan, New York, 1995, p. 85).

2. The implcit proposal here is that because Nean-
derthal appears not to have had the sophisticated weap-
ons associated with Cro-Magnon people, he met the
world more as prey than as predator, and was primarily
a scavenger at carnivore-infested kill sites. Barbara
Ehrenteich believes that the human compulsion for vio-
lence was stimulated by the blood rites performed to
reenact terrifying experiences of being preved upon by
carnivores. See Blood Rites (Holt, Wew York, 1997).

Some Fugal Lubrication

. The Ghost Dance, pp. 414~416. LaBarre sees
Cernunnos, the Celtic deer-horned Master of Animals,
as a later variation on the antlered “Dancing Sorcerer”
of Les Trois Freves.

2. Bjorn Kurtén {in The Cave Bear Story, Columbia
University Press, New York, 1976, p. 83) writes:

During the vears 1937 to 1921 Emil Bachler, of the
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museum in St. Gallen, Switzerland, dug the Drach.
enloch Cave-—one of the “Dragon Lats’——near
fattis in the Tamina Valley. The caveé, at an altitude
of 7,335 feet above sea level, forms a déep tnnel
running more than 200 feet intolthe ¢hff. The
deposits in the cave turned out {o contaln an ine
mense number of cave bear remains; fnclnding sev-
eral well-preserved skulls and complete b bones.
At that elevation, the site would have been inacces:
sible during the glaciation; thus the bears rust date
from the interglacial, the time of early Neanderthal
man in Europe.
Bachler's finds included a kind of stone slab chest con-
taining bear skulls, as well as a bear skull with & thigh
bone twisted into position through its cheek. On the
basis of these finds, along with the discovery at Wilden-
mannisioch (also in Switzerland) of bear skulls with
limestone slabs resting on top of them, Bachler con-
cluded, in 1940, that “the purposeful collection and
arranged preservation of cave bear skulls and long bones
behind dry walls {Trockenmauren) set up along the sides

of the caves; and more especially, the hermetic sealing

away of the skulls, either in crudely built storie eabinets,
protected by slab coverings, or in repositories walled
with flagging, allow no other conclusion . . . but that we
have here to do with some sort of Bear Cult; specifically
a Bone-offering Cult, inspired by the mystical thoughts
and feelings of an Old Paleolithic population” (quoted
in Joseph Campbell, The Way of the Anisitul Powers, Van
Der Marck Editions, San Francisco, 198305k

However, it turns out that Bachler delegated the dig-
ging to gangs of laborers, only showing up from time to
time to inspect the foreman’s report and look at the
finds. He kept no detailed records, made no pheto-
graphs, and in the course of the excavation the stone
chests were destroyed. The exception to this is a single
photo taken by Bachler of the bear skull with a long
bone pushed through its cheek. Bachler's two sketches
of the cave with its stratigraphic deposits, skulls, and
bones, published in 1923 and 1940, differ significantly
(Campbell publishes a drawing based on Bachlers rodo
sketch and identifies it as based on Bachlers “igao”
sketch).

Both Kurtén and Tattersall offer theit own explana-
tions of natural processes to account for what Rachler
interpreted as Neanderthal arrangements. Only Camp-
bell finds Bachler's work entirely: credible, claiming
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Abyi Murat, Grotte Carriot, and Fontales (all in the

1

Dordogne or Quercy). The 1z-inch slab from Fontales is
of particular interest: it contains three Roche Lalinde—
like figures, a deer head and a bird head. One of the
female figures has a relatively naturalistic leg (thigh,

a circle inside her buttocks, and an X"

knee, and calf)

scratched across her lower body.
All of the figures mentioned here are presented in
drawings and photographs in Delporte’s L image de la

Jemme dans Uart préhistorique.

2. These last two lines are based on remarks by
Buffie Johnson (in Lady of the Beasts, Harper & Row,
1981, pp. 16-17):

The Late Magdalenian figure engraved on a cave

wall at Fontales . . . is not pregnant with a human

child. She bears the Cosmic Egg, whose size and

contour account for the exaggerated posterior of the

Bird Goddess.

Fontales:
Limestone

plaquetie
with engrav-
ings of a deer
and bird head,
and probably
three schematic
female fgures (one
with a possible egg in her buttocks).

The egg-carrying figures . . . iHlustrate a concept

-

of the deity as Bird-Godde

Sreatrix. We have a

record of twenty-five thousand vears, from the thir-

tieth to the fifty millennia B.c.e., in which the bird

and the Goddess are fused. They express the idea
of creation taking place from the Universal Egg laid

by the deity The Paleolithic origin of the Primor-
3 g

dial Egg explains the “buttocks silhouette” or egg-
cartying stance of the leaning fgures found in art

throughout the Paleolithic, Neolithic, and Chalce:
lithic eras. . . .

The primordial fife substance, the
germ of matter, grew inside [the Bird Goddess's]
bady until it no longer needed protection, and the
universe burst forth.

Johnson cites in support of her Bird Goddess/Cosmic
Egg idea (which appears to be based on a sole image},
the bird-headed female drawn on the Pech Merle ceilt
ing, the Roche Lalinde figures, a figure from Arbi
Murat, and a number of “Venus” statuettes with en:
larged buttocks, in particular the Venus of Lespugue,
“distinguished by egg-shaped haunches and a bird-like
head and tail.”

Cave Art Theory

1. Margaret W, Conkey's “A Century of Paleolithic
Cave Art” (Archeology 34, 1981) was helpful in organiz:
ing this.

idence for genuine antiquity made use of any
or all of the following: parts of paintings covered over
and sealed by layers of ancient calcite; objects or paint-
ings covered by archeological deposits; depiction of

Jong-extinct species; stylistic affinities with antlers and

other organic surviving materials from which radivcar
bon estimates {beginning in the 1950s) can be obtained:

3. See the four-page footnote in Dreamtime, pp.
180—184, for Duerr's objections to the hunting magic
theory.

4. In "When the Beasts Go Marchin’ Out! The End
of Pleistocene Art in Cantabrian Spain” (Beyond Art, pp.
189-199), Manuel R. Gonzdlez Morales contests the
reliability of assumptions based on the discrepancies

between “the art and the faunal assemblages in the
caves. . . . Since we have considerable changes in envi-
ronment and in parietal art throughout the Upper Paleo-
lithic, it is impossible to generalize about the total time
span from a single moment, and vice versa.” Gonzalez
s point is strengthened by the recent solid dat-
ings in some caves that span thousands of years: It is
possible that those who painted some or all of the

Morales

images may not be the people who slaughtered the ani-
mals whose bones are found in middens near the cave.

5. I refer here to a low relief at Laussel, about &
inches high, that appears to depict two figures, with a
head above and a head below, mirroring each other, o,

in Paul Bahn's ph “resemblin

e

most precise description of the Hg gure, is still

describes the possibly interlocked figures as follo

One of the figures Is a woman, recognizable by her
large, pendulous breasis. . The belly is repre-
sented by a strong, centeal projection. ... The thighs
are raised. The arms extend the length of the body
and the hands appear to be beneath the lower limbs.
The

symmetrical to the figure already described. Only

ond figure . . . is in an opposite position but

Motes and Commensary (p. 126}, 269

Laussel: Double |

in rocke

the chest is carefully sculpted; the res
disappears beneath that of the woman
Pr fop.237.) ;
Conjectures by Gledion and othéss as te

picted include copulation, childbirth; astundin
figure making use of an earlier unfinished fou

drogynous figure, two half figures joined

and a person standing waist deep in watet
Comparing Giedion's shadowed black

photo with Bahn's smaller but color photo (pr

appears, upside down in fourney rongh
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p. 186), 1 feel that the best interpretation is copulation:
a woman sitting, knees raised, on a man whose lower
and thus, in the relief, invisible.

body is beneath he
This interpretation is not without problems, as the
lower figure consists of only a head and upper chest.
But the lower figure’s head is roughly the same size as
the upper figure’s, suggesting that it is not that of an
infant being born.

In The Gate of Horn, Gertrude Levy reproduces
Salomon Reinach’s “restoration” of the relief, which
converts the lower figure's head into “the remains of
[the upper figure's] two legs ending in feet set together”
{Plate V1§, p. 60). While such a “revision” is not at all
supported by the photographs, it is repeated by Leroi-
Gourhan (Treasures of Prehistoric Art, p. 476).

6. The Roots of Civilization, p. 195.

7. The Roots of Thinking, p. 242.

8. See note 15 of the Introduction. With Maci.eod's
cave “entity” in mind, [ note that one of the goals of sex-
ual magic, according to Kenneth Grant, is that it aims
to bring a person into conscious intercourse with “the
entity behind the Veil.”

9. I suspect that many reports similar to or SYIni-
pathetic with MacLeods could be collected from
twentieth-century shamans. An example: "The medi-
cine men of the Seri Indians, whose shamans had to
spend days and nights in a dark cave without food or
drink, in order to meet the spirit living there and thus be
initiated, told ethnographers: ‘I you undertake the jour-
ney into the sacred cave, you will never grow old the way
other people do'” (Dreamtime, p. 19).

10. "The nagual, the Indian Don Juan says to the
ethnographer Castaneda, ‘is the part of us for which
there
ings, no knowledge.' And just as the Tungus shaman

is no description——no words, no names, no feel-

who sees his ‘animal nature’ three times, at his birth, his
‘initiatory death’ and his real death, so the Indian avers
that at the time of our birth ‘we are all nagual, but also
at the hour of our death and at rare moments of our
lives. Then we hear something like a voice that comes

>

from the depths, the voice of the nagual ™ (Dreamtime,

p- 66}, Duerr had previously explained that the fylgia is

“vistble only to him who stepped across the dividing line
[between culture and wilderness], entrusting himself to
his ‘second sight,” and that the chargi is one’s animal
part“which lives out in the taiga in a lonely tree.”

Prolegomena

1. Golgonooza is William Blake’s vision of the total

form of creative acts, “the eternal reality of Everyman’s

existence,” as Frye puts it (Fearful Symmetry, p. 248).
Golgonoora is also Blake’s city of imagination, his New
Jerusalem, described as a visionary square fortress, with
Northern, Eastern, Southern, and Western Gates, on
Plates 12 and 13 of his poem, Jerusalem. Fach gatein
turn is fourfold, containing its own Ulro, Generation,

Beulah, and Eden (Blake's levels of consciousness)

Frye also identifies Golgonooza as “a huge machine
shop or foundry, a vast crucible into which the whole
physical world has to be thrown before the refined gold
of the New Jerusalem can emerge from it.” Artists are,
in this sense, alchemists, attempting to transform the
igredo of experience into the Philosophic Stone: of

imagination.
2. Giedion discusses the discovery of the cupudesat

e on pp. 132138 of The Eternal Present.

3. These two lines dra

La Ferra

w upon irmagery from Plate s
(“The Birth of Vishnu") in Erich Neumann’s The Origin
and History of Consciousness {Pantheon, 1964) and the

image reproduced with the poem from Jung's Collected
Works, Volume 12, p. 217. Jung writes:
We
scious process moves spiral-wise round a centre,

n hardly escape the feeling that the uncon-

gradually getting closer, while the characteristics of
the centre grow more and more distinct. Or perhaps
we could put it the other way round and say that the
centre~—itsell virtually unknowable —acts like ' a
magnet on the disparate materials and processes of
the unconscious and gradually captures them as'in
a crystal lattice. For this reason the centre is often
pictured as a spider in its web, especially when the
conscious attitude is still dominated by fear of un-

conscious processes. But if the process is allowed to
take its course, then the central symbol, constantly
renewing itself, will steadily and consistently force
its way through the apparent chaos of the personal
psyche and its dramatic entanglements. . . . Accord-
ingly we often find spiral representations of the
centre, as for instance the serpent coiled round the
creative point, the egg.

4. Peyrony quoted in translation in The Eternal Pres-

ent, p. 135.

5. Here is a collage of materials all reflecting on
what raight be called “the chamber archetype.”

Olson, from “Session #4-—Sunday, February 15
T1953], in Olson #10:

THE CAVE

we shall never leave the cave, for it is next
toMB, then it is TEmeLE (with sybilline HOLE main-
taining old chthonic religion), then nouse (when
trade has made the urban revolution, as agriculture
replaced the cave by the town), then crurcs, and
now, in the refusal of any of us any longer to admire
the sky-scraper, we have that pseudo-cave, the
woms, in place of that recognition which I have sug-
gested will force itself more and more on men, that
-that the phrase that we

they, now, are literally cav
are forced back on ourselves, has just such meaning.

Brown, from "Nature,” in Love’s Body:

The history of mankind goes from the natural cave to
the artificial cave, from the underground cave to the
aboveground underground. Mr. and Mrs. Antrobus
are getting nowhere. The pyramid, with its winding
corridors and labyrinthine galleries inside, is an arti-
ficial cave; the ziggurat an artificial or architectural
mountain with spiral stairs on the outside. The
megalithic maze at Stonehenge or Carnac is an alter-
native architectural embodiment of the same idea.
The palace is a labyrinth. . . . The palace was the
nucleus of the city: the Cretan cities, their archetype
was the labyrinth. Troy, the archetypal city, is the

archetypal maze. The spiral is the entrails; and the

entrails are “the palace.”

Prolemy Tompkins writes (in This Tree Grows Out of
Hell, Harper, San Francisco, 1990, p. 16) that “The
Aztecs believed themselves to have come originally

from a ‘Place of Seven Caves, and the enormous Pyra-

mid of the Sun, the largest and earliest sacred structure
at Teotihuacan in central Mexico, is centered divectly
upon a natural cave that the city’s creators enlarged into
a clover-shaped space before building the pyramid over
it.”
Caves, known in Nahuat! as Chicomeztoc, in The Flayed
God, Harper, San Francisco, 1992, Plate 24. Its form is

" Therve is a colored reproduction of the Place of Seven

more of a tree than a clover, with seven small caves
appearing like rounded branches. These small caves
contain Chichimecs, skulls, crocodiles, and eagles, all
poised to emerge from a cave that is also an egglike

world tree.
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Moving from Olson's abstract progréssion. in which
natural cave via permutations finally translates into the
cave of self, through Brown's more specific variations to

the mythic nucleus suggested by Chicomortoe. caves
can be viewed as core meanders sending out branch
meanders that today include all on, under, and above
carth human habitations. ;

For more on Chicomoztoe, see Doris Heyden's artic
cle “Cave Under Teotthuacan” in American Antiguity
#40, 1975. “Every individual,” she writes, “has his Chico-
moztoc, his place of the ‘good old days,’ the place we
would like to call home.”

6. This line, and the one that ends the poem; comes

from Chapter 1 of Blake’s Jerusalem.

A Phosphene Gauntlet

1. For a discussion of entoptic phenomena s they
might pertain to Upper Paleolithic imagery see "The

Signs of All Times” (note 22, Introduction}.

Le Combel

1. A kind of cave within a cave, Le Combel is off to
the right of Pech Merle’s present-day entrance. Its walls
and ceilings have clusters of red disks. There are two
small chambers with fantasy-animal paintings; and a
treelike stalagmitic formation (given female characteris-
tics by red ochre and black manganese markings}. See
“The Black Goddess,” Section VI To my knowledge,
Le Combel at length (The Eter-

only Giedion discuss
nal Present, pp. 214216, 321-327).

2. Information on which this image is based comes
from Alfred Metraux's Voodoo in Haiti, quoted by Ken-
neth Grant in Aleister Crowley and the: Hudden God
(Muller, London, 1973, p. 4). It makes sense to me that
the speaking in tongues on the part of sorteresses may
have originated in such rites.

3. John Lash, in Tivins and the Double {Thames and
Hudson, London, 1993, p. 94), defines “spagyric’ as
“the clash of whirling vortices that intersect and spill
through each other, generating the perpetual tide-
change of inner turmoil that occupies the ‘inner space’
within dense materiality” Jung occasionally uses the
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word; for example, he proposes that the alchemist Ger-
ard Dorn's saying “Make the fixed volatile and the vola-
tile fixed” may lie at the root of “spagyric” (Collected
Works), Volume 14, p. 481). Robert Fludd defines
alchemy as “the spagyric art.”

4. Sexual Personae, p. 75

Hybrid Resonance
1. Dreamtime, p. 46.

2. Ihid., pp. 243-244. Also see Mircea Eliade’s Sha-
manism (Bollingen Series LV, Princeton, N.J., 1972,

pp. 466--470) for commentary on shamans horse-headed

7

ks, associated with ecstatic dancing and flying. In
“The Paleolithic Caves” chapter of The Masks of God:
Primitive Mythology (Viking, 1959), Joseph Campbell
a Réheim on an Australian “lethal phallic

quotes L
rite” in which sorcerers draw a bone out from between
their scrotum and rectum and then perform black
magic on an enemy by “passing the magical bone just
beside [his] penis.”

3. “From hubrizein, lecherous hehavior,” came the
Roman word hybrid, describing a child of a Roman
father and a foreign mother” (The Woman’s Encyclope-
dia, p. 416).

4. See note 6 for “Notes on a Visit to Le Tue d'Au-
doubert.”

5. The grotesque as a category is indeed so broad
that we find Montaigne describing his essays as “gro-
tesques and monstrous bodies, pieced together of divers
members, without definite shape, having no order,
sequence, or proportion other than accidental.” And
Thomas Mann wrote: “The grotesque is that which is

excessively true and excessively real, not that which is

arbitrary, false, irreal, and absurd.”

6. I have the middle head in the drawing by Mo-
nique and Claude Archambeau. Their drawing of the
entire scene is to be found in “Undeterminate, Open,”
in Section V, it goes with the nineteenth section of the
poem. See p. 31 for a photo of this head.

7. While Clottes and Lewis-Williams include pho-
tographs or drawings of five hybrid figures in The
Shanans of Prehistory, these images are mixed in with
animals; hominids, hand negatives, cupules, claviforms,
dots; rectangular signs, footprints, and rolls of clay in
such a way that they lose their distinctiveness. They

become just more examples of images made during the
three stages of trance that are claimed to provide "a
framework for an understanding of shamanic experi-
ence” (p.19), which, it is pervasively implied, is behind
Upper Paleolithic "art”

Sadly too, some of these figures are presented out of
context. The eruire left half of the Shaft Scene in Las-
caux is left out. The one bison-headed hominid from
Les Trois Freres who is included is presented in a
“cleaned-up” version: All the lines crossing his body
that, in effect, wire him into the surrounding action-—

hundreds of animals -~ have been eliminated, as has the

hybrid animal bounding away from while looking back
at him. Clottes and Lewis-Williams's commentary on

such figures is restricted to photo captions.

8. Four Hundred Centuries of Cave Art, p. 176. See
p. 7 for a photo of Breuil's drawing.

9. Breuil's drawings, based on tracings, of the en~
graved panels containing the two bisorn-headed homi-
nids are reproduced in hoth Les Cavernes du Volp and
Four Hundred Centuries of Cave Art. According to
Clottes, these drawings are for the most part very accu-
rate. The hybrids are but two of hundreds of figures of
animals, animal parts, and meandering lines that make
up twelve panels along the lower part of the walls in this
bell-shaped “sanctuary.” The "Dancing Sorcerer” is up
about 12 feet from the floor, more bent forward than
often depicted in book illustrations. His high position
suggests that he presides, as a Master of Animals, over
the animal plethora below him. Unlike the two bison-
headed hominids, however, he is not directly part of
the action, and mav have been placed where he is leng
before or after the engravings below.

There are two bears among the engravings, and one
(with blood spurting from its mouth, its body covered
with tiny ¢i
tain ways the clay bear statue in Montespan.

s and arrowlike “V's) resembles in cer-

For an up-to-date reassessment of the cave, see
“Les Trois Fréves after Breuil,” by Robert Bégouén and
Clottes, Antiguity 61, 1987.

1. Jean Gaussen, La Grotte Ornée de Gabillou;
Delmas, Bordeaux, 1964.

1. Ibid., planche #43 (photo), planche #5 (drawing}:

12. thid., planche #s4 (photo, planche #18 (draw-
ing).

13. Ibid,, planche #6g (photo, planche #35 (draw-
ing).

t4. The quotations in this paragraph are from La-
Barre’s Introduction to Muelos, and Chapters One and
Three.

15. An image that might be used to directly support

ur-bone cult thinking is a bone fragment from Ray-
monden (blown up on p. 107 of The Roots of Civiliza-
tion ), with the engraving of a bison head attached to its
spinal column, with two of its legs placed before its
head. This image is flanked on each side by three and
four extremely schematic hominids. It is possible too
that animal regeneration could be intended by engrav-
ing images of intact animals on the bones of slaughtered
ones. But this would be a considerable variation on
LaBarre's thesis.

In The Last Neanderthal, p. 152, Tattersall recounts
some of Lewis Binford's findings at Combe Grenal
in southwestern France that could bear on LaBane’s
muelos speculations. Binford claims to have discovered
two distinct areas, one typified by ashy deposits where
small fires once burned. In another area, carbonized
sediments indicated fires of a very high temperature.
Associated with the first area were simple tools made of
local stone, splintered marrow bones, and cranial frag-
ments from medium-sized animals. Assoctated with the
second “hotter” area were scrapers made from materials
only available at some distance from Combe Grenal,
along with the ends of marrow bones of horses and pigs
from the same distant areas. Binford conjectured that
the ashy deposit areas were occupied by females who
cooked plant materials over small fires. He proposed
that males may have eaten the fleshy parts of animals
where they caught them and brought home only the
heads and marrow bones, which required very hot fires
to release their fat contents. Combe Grenal is Neander-
thal. If something like this scenario did take place, the
tastiness alone of the marrow might have justified the
portage, and such a male focus on marrow could have

led to its association with semen. Conkey and Tringham

detect “sexist archeological complicity” in Binfords sex/

o

< his conclusions in

gender attributions here, and att
a footnote to “Archeology and the Goddess,” in Femi-
nisms in the Academy, pp. 234-235. 1 also wonder how
Binford knew that the marrow bones were not local.
16. See Erik Trinkbaus and Pat Shipman, The Nean-
derthals, Knopf, 1993, pp. 253-258; The Last Nean-
darthal, p. 101; Bruce Dickson, The Dawn of Belief, Uni-
versity of Arizona Press, Tucson, 1990, pp. 151-152.
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17. “The long period of intense cold around the peak .
of the next-to-last glacial (about 180,000 to 130,006 vears
ago) is when we first encounter human fossils that
appear without a doubt to be Neanderthal in preserved

features” (The Last Neanderthal, p 139},

18. The Neanderthals, p. 169,

19. Previously I commented on the possible copula:
tion/childbirth relief sculpture at Laussel fuhich | read
as copulation). Several of the human figtrations at
Combarelles could also express copulation; but Hke all

images that can be possibly read as copulators-tsuch

as the sculptural frieze at La Chaire & Calvin with two
superimposed horses, the sketchy sexually gesturing fig:
ures at Los Casares, and several plaguettes from Enlene
with ambiguous sexual superimpositions ‘and gestures
—they are indeterminate. This may in fact be the most
striking thing about Upper Paleolithic eroticism: that;
according to the images we have, it was ambiguats and

disconnected, with body parts——especially genitalia-
floating free or shifting about in a nonanatemical way.
Such images look messy and groping to us. It s possi-
ble that for Cro-Magnon people their badies consisted
of disconnected parts and processes, with undefined
boundaries between “inside” and “outside.” There may
not yet have been a unity of consciousness, or a center,

in terms of the body as a discrete, composite unit. Were
this to be so, it would not mean that there was no sense
of unity present. Rather, such a soul center might have
been similar to what Castenada’s Don Juan called “the
voice that comes from the depths, the voice of the
nagual.” Such a voice, or calling, may have initially pre-

"

sented itself as a “depth” in the depths of caves and
there have been experienced, and expressed, as a
charged space between animals and human. beings;
energized by ambivalences involving separation: and
dependence. Such might help account for the indeter-
minate, partial images of the human—and thew rarity
-in contrast to the often complete
rate imoges

and grotesquenes

(at least in profile) and observationally ace

of animals. Whatever sense of unity, or soul, Cro-

Magnon people participated in must have been weighed
and formed by their distance from andicloséness to
animals.

20. Timothy Tayloy, in The Prehistory of Sex (Ban-
tam, 1996, p. 108), reports that large deposits of borage
or star flower were recently discovered Jat the Doura
Borage is

-

cave site in Syria, dated 100,000-40,000 8.2
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today used to alleviate premenstrual syndrome and is
also considered to be an aphrodisiac. Taylor proposes
that medicinal plants— including contraceptives, abor-

tifacients, and emmenagogues—were used “in prehis-

tory and possibly throughout owr evolutionary emer-
gence.” Although, as one would imagine, the evidence is
scanty, Taylor's proposal makes sense to me. Such spec-

ulation is supported by what we now know of the knowl-

edge of the medicinal and hallucinogenic properties of
local flora on the part of indigenous people. It is com-
plex and deep; much of it is still off the Western scien-
tific “scale.”

Plants are depicted in Upper Paleolithic imagery, but
rarely s0, and with no apparent healing or hallucino-
genic connection. For example, among the 400 or so

signs in Lascaux, several are of lianas, creepers, or fong

branching stems. To my kpowledge, none of these

plants ionally appear in conjunc-

tion with animals, birds, fish, and hominids on engraved
portable objects—~have been botanically identified.
There is some speculation on the part of such schol-
ars as Weston LaBarre, David Lewis-Williams, T AL
BDowson, and Paul Devereux, that hallucinogenic plants
were used in the Upper Paleclithic. LaBarre, for exam-

ple, writes: “There is another reason to suggest Meso-
lithic {even Paleolithic) antiquity, since the base culture

of the American Indian, is essentially Paleo-Mesolithic

in horiz

1, and Boas long ago noted that the base reli-
gion everywhere in the New World was shamanism”
{(“Hallucinogens and the Shamanic Origins of Religion,”
in Flesh of the Gods, Pra

The earl

eger, New York, 1972, p. 270).

est solid evidence that T know of hallucine-

genic plants that may have been employed for cultural

use is Mesolithic: red bean seeds found at the lowest

strata of human occupation in a northern Mexican site
(Bonfire Shelter) at roughly 8500 8.c. {(Paul Devereux,
The Long Trip, Penguin, 1997, p. 107). This is of course
in the New World and not directly relevant to Europe.
In response to my query concerning Upper Paleolithic
hallucinogenic plants, Dale Pendell (author of Phar-
miko Poeia, Mercury House, San Francisco, 1993)
wrote to me: “The cave itself is enough even without
that Amanita

any psychotropic plants. I would gues
mauscaria would have been common in southwestern
Franice during the cool periods, along with conifers and
perhaps:birch. . . . I think that the nightshades were
probably much more fmportant than is generally recog-

niz

. Any food-gathering people would come across
them.”

As in the case of medicinal plants, it would certainly
make sense that hallucinogens, if they existed then,
would have been discovered by Cro-]

agnon people;
What is strange is that, given the significant instances
of proto-shamanic imagery, there are no plant image
alignments that scholars have been able to identify, let

alone contextualize,

as hallucinogen related.

21. Shamanism, p. 380. See also pp. 141-149 of Gods
and Myths of the Viking Age for more material on Odin
as shaman.

22. Shamanistic horse materials might include the
horse (or wolf) tail aspect of t}

> “Dancing Sorcerer”; the
dotted, clearly unrealistic horses in Pech-Merle: the
horse beween the little chamois-robed hybrid figures on
a staff from Abri Mage; the possibly horse-tailed sor-
cerer (wearing vague antlers and holding up a strange
creature to his mouth) from a plaquette found in
Espélugues; and the blowing horse head whose neck is
crossed by a vulva from Abri Cellier.

23. Henri Frankfort (quoted by James Hillman in
“The Animal Kingdom in the Human Dream,” 1982
Eranos Yearbook) writes: “We assume that the Egyptian
interpreted the non-human as super-human, in particu-
lar when he saw it in animals—in their inarticulate
wisdom, their certainty, their unhesitating achievement;
and above all in their static reality. With animals the
continual succession of generations brought no change:

. They would appear to share . . . the fundamental
nature of creation.”

24. This Tree Grows Out of Hell, p. 35.

Indeterminate, Open

/ith two exceptions (sections 2 and 10}, all of
these short poems are based on Monique and Claude
Archambeau’s photographs and drawings of some 5o
“human fgurations” in Combarelles, presented in “Les
figurations humaines pariétales de la grotte des Coms
barelles,” Gallia Préhistorigue, Tome 33, 1991. Their
presentation {which I have followed, omitting certain
figurations) follows the order in which one encounters
the figures as one moves deeper and deeper into the
~ave, There is a photo of one of the “animal-snouted
archai” on p. 31

Apse and Shaft

t. All of the figures and detailed information on the

say come from. Lascasx inconnu (Edi-

Apse in this

tions du ONRS, Paris, 1¢79), specifically the chapter

“Le Passage de 'Abs p. 191-301. This chapter con-

tains many reproductions of the Abbé André Glory's

=ngraved areas.
iuries of Cave Art, pp. 146147
3. Love’s Body, p. 252.
4. Annette Laming, Lascaux, Penguin Books, Bald-
9. p- 94

5. Ihid, p. yg.

more, Md., 19

6. 1hid., p. 100,

7. Mario Ruspoli, The Cave of Lascaux, Abrams,

1986, p. 20.

8. W

reported di

Glory

overing some new engravings near and in

tle studying the Shaft Scene in 1y

the painting: a large bovine head to the upper left of the
rhinoceros

s head, a small bovine head above the bison’s

tail, and a large horse head with its muzzle cros

the bison's upper foreleg. These are documented on

o, In 1y

pp. 290-291 of Lascaux ir A Leroi-
Gourhan, B. Dellue, G.Delluc, 1. Baffier, and | Marsal

reexamined the Shaft’s wall in an attempt to confirm

or dispute these quite unusual findings. They were

ence of such

unable to find any evidence for the e
engravings.

9. Breuil’s biogs:

wher, Alan Houghton Brodrick,

bird-headed man's] ne

is brok

states that “His [the

(Father of Prehistory, p. 235). 1 presume that this is a

comment by Breuil pe ong to Brodrick. While the

ed 2 lit-

bird-headed part of the figure is angled backw
tle, there is no real evidence for a broken neck.
w0, Or simply beholding an induced vision. T am

culpture on Lintel 25 at Yaxchi-
A

: 'Pt’ﬂi TEArS up over an awestyug

reminded of the relief s

lan (Chiapas, Mexico), dated 723 a.p. A huge, halluci-

, crouching

natory
Lady Xoc, who apparently has just drawn blood by
pulling a thorn-lined rope through her tongue. Here the

vision appears to materialize from the blood itself. In

both cases, the quester is surrounded by his or her pa
phenalia. See Schele and Miller's The Blood of Kings
(Kimbal Art Museum, Fort Worth, © 5, p. 109} for
Kimbal At M Fort Wortl 6. p. 169)

a photo of Lintel 25.

i

scene in the shaft

1. Davenport and Jochim (f

at Lascaux,” Antiguity 62, 1988) point out that the bird-

Notes and Commentary (pp. 174987 )

headed man has four fingers on each hand Such i

their view, makes these hands birdlike; since most birde
{or toes). This is arn interesting observa:

have four digits

tion, but it should be noted that only the three Forward
o like human fingers: the backwaed
digit, high and stubby in walking birds fsuch ue the
Bl

Joe

digits splay forwe

-k Grouse or Capercaillie, to which Davenport and
!
fingerlike digits. Concerning the bird-headed mans

him

ate the man's bird head), is not part of these

fingers: The left hand appears to have three ingers and
a thumb-—the right hand the same except that the first

finger is detached. Neither of these hands striles me ag

birdlike.
When they offer an interpretation. of the Scene,
Davenport and jochim, like most interpreters before

olved.

them, fail to address all the figures and objects it

mention the rhinoceros. Thelr beiel vorm

» bison has it goring the bird

an;
for which there is no evidence in the painting To
explain such a goting they cite “the close relgtion of the

abandoned spear-thrower below the humdnoid and the

long, eviscerating spear.” Such tools and the

. but they
have nothing to do with the bison as the catise of the

could be brought to bear on the bison’s 2

man’s death. To complicate matters further, at other
places in their article, Davenport and Jochin treat the

1 but in a shamianic trance.

bird-headed man as not ¢

12, Lascaux, or The Birth of Ast, p. 11n.

13
per, 1960, pp. 220-221. With Laplind shamanism

A

ade, M

Yyths, Dreams, Mysteries,

Ha
also in mind, Réheim wii

. "The horse o bird carries

invoke

an to the other world but he may 4

the sha

his own phallus. The ecstasy is phallic, the goal uterine”
{Gates of the Dream, p. 160). If the wounded bisor does

rificed by a shaman: before
ible that ¢
mal would appear to the shaman in vision, with its physs

1“(?{33'(‘SCH! an Hni'{}]&; RE

ng his performance, it is po ani:

beginn

ical interior the goal of his flight. In this way the sha-
man's identification with the sacvificed animal would
become complete and represent an overcoming of death
that seems to be one of the key realizations of the
shamanic calling.

t4. The Ghost Dance, p. 425. In OnThe Gratesque
s, 1982, pp. 62- 63}, Geoltrey

(Princeton University Pre

Galt Harpham writes:
Women-bison, anthropemerphic figires, bullmen,
sorcerers, and other metamorphic figures converge




