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FOREWORD

Rock art is one of the greatest surviving art treasures which possess a large body of 
evidence of the artistic, cognitive and cultural beginnings of human beings. The 
antiquity of rock art of India started from Prehistoric period through the Historical 
period with the emergence of new style and forms. It is very important to study this 
unique tradition as it enables one to resolve his areas of agonies and ecstasies. 
So, rock art is a doorway to enter the world of feelings of our primitive ancestors. 
IGNCA is perhaps the only institution in the country where rock art is being studied 
in a holistic perspective.

 The Adi Drishya Department of the Indira Gandhi National Centre for the Arts (IGNCA) is 
mandated to study and experience the ancient worldview through its different art forms and 
associated subjects. Realising the importance of adi drishya studies, the IGNCA created a separate 
department for it. The department manifests it's academic, research work in the form of publications, 
international and national seminars, conferences, exhibitions, lecture series and digital and physical 
databases.

 Under the aegis of the Adi Drishya Department, the IGNCA has initiated a Memorial Lecture 
series in honour of the eminent archaeologist, art historian, numismatist, epigraphist and great 
humanist, Dr. Vishnu Shridhar Wakankar, popularly known as Haribhau - the pioneer of rock art 
studies in India. Dr. Wakankar has made enormous contributions, which include extensive eld work 
in India and abroad. His distinguished academic career earned him the title of 'Pitamaha' of Rock Art 
studies in India. Dr. Wakankar was awarded the Padmashree Award, one of the India's highest 
civilian honours in 1975 for his numerous contributions and the discovery of the rock art site of 
Bhimbetka which was inscribed as the UNESCO World Heritage Site in the year 2003. 

 Under this annual memorial lecture series the rst lecture was delivered by Dr. G. B. 
Deglurkar, a renowned archaeologist and an art historian on 'Vishnu Shridhar Wakankar: A Versatile 

rdGenius' on 3  April, 2017. The second lecture in this series was delivered by Padmashree 
Dr. Yashodhar Mathpal, a multifaceted scholar and an renowned artist on 'Vishnu Shridhar 

rdWakankar: The Legendary Encyclopaedia of Indian Rock Art' on 3  April, 2018 and the third lecture 
was delivered by Prof. Arvind P. Jamkhedkar, Chairman, Indian Council of Historical Research 

rd(ICHR), New Delhi on 'Interaction of the Mainstream Art of India and Autochthones' on 3  April, 2019. 
The fourth lecture was delivered online by Prof. V. H. Sonawane, an eminent scholar of Archaeology 
and a Rock Art specialist on 'Vishnu Shridhar Wakankar: The Chief Architect of Rock Art Studies in 

thIndia' on 11  June, 2020 (postponed due to Covid-19  pandemic). The present lecture is the fth in the 
series which will be delivered online by Prof. Angelo Eugenio Fossati, an eminent Professor of 
Prehistory and Proto-history at the Catholic University of the Sacred Heart in Milan and Coordinator 
of the CAR (Comite International d’Art Rupestre) - Italian Rock Art Committee of the ICOMOS-

rdUNESCO from Italy on the 'Common Themes in the Rock Art of India and Europe' on 3  April, 2021.                                                                                                                                

Dr. Sachchidanand Joshi
                                                                                                                                Member Secretary, IGNCA



Dr. Wakankar during excavation at Bhimbetka, Madhya Pradesh

Dr. Wakankar with his students



The Indira Gandhi National Centre for the Arts (IGNCA) has designed a major academic 
programme, focusing on the exploration of the artistic manifestations emanating from 
man's primary sense perceptions. Amongst the senses that lead to an aesthetic 
experience are vision (Drishya) and hearing (Shravya). Rock art forms the crucial 
component of the Adi Drishya Department. IGNCA is perhaps the only organization in 
India that has a separate department working solely on primeval man's vision. This new 
initiative was introduced to broaden the vision and scope of various art forms and 
traditions that have been in practice over the ages.

 The new department was conceived to pay special attention to a new kind of 
interdisciplinary research involving allied disciplines like anthropology, geology, art 
history etc., which can open up new horizons for the study of prehistoric art. The 
IGNCA's concern with prehistoric rock art is restricted neither to the archaeologists, and 
the pre-historians' concern with establishing a linear chronological order of prehistoric 
rock art, nor is it limited to the identication of a style and a school as criteria for 
establishing chronology. Instead, it is concerned with man's creativity across time and 
space and civilisations and cultures through visual perception.

 The study of rock art is an emerging discipline in India. It is an integral part of our 
culture as a reection of man's existence from time immemorial. It is a historical record 
that helps us understand the development of artistic and cultural traditions and belief 
systems in various ecological niches, and various chronological contexts. It cannot be 
studied in isolation; it needs to be related to cultural, ecological and chronological 
contexts to understand its meaning and signicance.

 The aim is to: i) Document rock art sites, their environment and the communities 
living around these sites; ii) Discuss the extant theories of rock art and the intrinsic value 
of palaeo-art as humanity's cultural heritage and not merely the cultural property of 
a particular nation where it is found; iii) Examine concrete cases for the conservation, 
preservation and management of rock art caves and shelters; iv) Identify the common 
conservation hazards and interventionist practices; v) Evolve strategies of rock art site 
management, conservation and computerized documentation; vi) Enrich children, 
common people and serious scholars.

 IGNCA has initiated many projects and programmes for the study of rock art, 
and research and outreach in this eld. A number of survey and pilot study programmes 
are being organised as a part of IGNCA's National Project on Rock Art of India to 

Adi Drishya Department
Indira Gandhi National Centre for the Arts
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encourage the scholars and students to work in this emerging discipline. We also want to 
keep them updated on the status of rock art research in a global perspective and to 
encourage the Indian scholars to dedicate themselves seriously to this new discipline as 
it is directly related to the primeval vision of man and perhaps represents the rst 
creative act of early human beings. A proper exploration and study of this art form can 
reveal the features of the civilizations that existed thousands of years ago.

 IGNCA has initiated eld documentation at the national level to preserve rock 
art sites and data, which are otherwise prone to human vandalism and natural factors 
beyond one's control. Recognizing the importance of rock art for the present generation 
and for posterity, phase-wise eld documentation is carried out in different states of 
India. The main objective of the project is to create textual, contextual, video-photo 
documentation and communicate with people in the hinterland for archaeological 
research purposes. The aim is to develop a bio-cultural map, a mental and ecological 
atlas of the rock art landscape based on a documentation of the related folklore and 
natural and manmade features. The results of this research and documentation etc., are 
published both in print and electronic media. A digital and physical database is in the 
making for further research and analysis.

 As a part of its outreach programme, IGNCA organises different programmes 
for capacity building such as special lectures and orientation workshops for researchers 
and university students. In order to create general awareness among school and college 
students and the public at large; temporary and mobile exhibitions and, children's 
workshops are organised at the national, state and international levels. General 
awareness workshops are also conducted around rock art sites at the tehsil and block 
levels, for the local administration and the communities. The fourth Dr. Vishnu Shridhar 

thWakankar Memorial Lecture was held online due to Covid-19 pandemic on 11  June, 
2020. This year also fth Dr. Vishnu Shridhar Wakankar Memorial Lecture is going to be 

rdheld on 3  April, 2021 on virtual platform. On this occasion, an international webinar on 
“Understanding Rock Art of Europe” will also be conducted.

 Further, we are planning to sensitize the younger generation to the importance of 
the rst creative art of man, rock art, through various programmes and campaigns. The 
programmes include rock art appreciation courses (online & ofine) and a diploma 
course as well as booklets for school children presenting an introduction to rock art and 
an Awareness and Interactive programme, 'Speaking Stones' on rock art for school and 
college students. We are also creating a permanent Rock Art Gallery at IGNCA and 
preparing a list of FAQs on rock art to provide basic information for children and the 
general public.
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 The impact of the projects and programmes launched and undertaken by IGNCA 
is immense and overwhelming. It can be assessed by the responses of the children, 
scholars and general public who participate in these programmes and events throughout 
India. The reviews in professional journals and the wide coverage in both the print and 
electronic media (national and vernacular) are quite encouraging. Some of the 
universities have started taking up the subject very seriously.

 Briey, the goal is not merely the development of a database and a multimedia 
gallery or displays, but also to establish Adi Drishya as a school of thought and research 
on alternate means of understanding prehistoric art. In order to achieve all these goals, 
the outreach and general awareness programmes, inventorisation, research and 
interpretation of rock art are progressing simultaneously.

 

Prof. B. L. Malla
HoD, Adi Drishya Department

 Indira Gandhi National Centre for the Arts
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Dr. Wakankar with Lalit Sharma (Historian)

Dr. Wakankar with his students at Bhanpura in 1954
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Dr. Vishnu Shridhar Wakankar
th rd(4  May,1919 - 3  April, 1988)

Dr. Vishnu Shridhar Wakankar was 
th

born on 4  May, 1919 at Neemuch, 
a town in the Malwa region of the 
Indian state of Madhya Pradesh. His 
distinguished academic career earned 
him the title of 'Pitamaha' of rock art 
studies in India. From 1954 onwards, 
he carried out extensive eld-work on 
rock art in India and abroad - Europe, 
North America and the Middle East. It 
is estimated that he discovered and 
documented some 4,000 decorated 
shelters in India alone. In 1957, 
he discovered the Bhimbetka rock art 
site which was inscribed as a UNESCO 
World Heritage Site in 2003. 

 Dr. Wakankar, an active freedom ghter, was awarded a number of prestigious 
awards including the Padmashree, one of India's highest civilian honours, in 1975. 
He held important positions in various academic institutions and was involved in 
numerous archaeological surveys; he explored the ravines of the Chambal and Narmada 
rivers, and also traced the basin of the now dry Saraswati riverbed, said to hold the 
secrets of Indian civilization. He carried out archaeological excavations at various sites in 
India and abroad.

 Dr. Wakankar was also an expert and had numismatics and epigraphy 
collections, which are now part of the Wakankar Shodh Sansthan. Moreover, he studied 
numerous inscriptions dating from the 2nd Century BC in Sanskrit, Prakrit and Brahmi. 
Dr. Wakankar published 6 books and over 400 research papers. He established the 
Wakankar Indological Cultural Research Trust in Ujjain, India. Today, Wakankar Shodh 
Sansthan hosts a collection of over 7500 sketches of rock art paintings made by 
Dr. Wakankar himself.

  

Research: Discovered and studied more than 4000 rock caves in India; also discovered 
rock shelters and paintings in Europe and America.

Main Contributions
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excavations at Maheshwar (1954); Navadatoli (1955); Manoti (190); Awara (1960); 
Indragadh (1959); Kayatha (1966); Mandsaur(1974 and 1976); Azadnagar(1974); 
Dangawada (1974 and 1982); Verconium Roman site in England (1961) and Incoliev in 
France (1962); Runija (1980).

Collaborations: H. D. Sankalia, Mortimer Wheeler, Kashinath Krishna Lele, Anant 
Vaman Wakankar, S. K. Dikshit, Robert Brooks, Jerry Jacobson, N. R. Banerjee, S. B. Deo, 
M. K. Dhavalikar, Tilner.

Discovered and Deciphered: Rock edicts and copper plates belonging to the Gupta, 
Maukhari, Auliker, Parmar and Bhulund periods; discovered pre-historic paintings in 
America.

Exhibitions: One man shows in Jaipur, Ujjain, Indore, Khairagarh, Austria, Rome, Paris, 
Frankfurt and America; Founder and Director of All India Kalidas Paintings and 
Sculpture Exhibitions.

Positions held: Director, Bharat Kala Bhawan, Lalit Kala Sansthan, Rock Art Institute, 
Ujjain; Director, Excavation Dept. Archaeological Museum, Vikram University, Ujjain; 
Prantiya Boudhik Pramukh of R.S.S. Madhya Bharat Founder and former President 
Sarasvati Shishu Mandir, Ujjain; General Secretary, Sanskar Bharati, India; President, 
Theosophical Society, Ujjain; Patron, Kala Patrika Akar, Ujjain; Chief, Babasaheb Apte 
Itihas Sankalan Samiti, (M. P. and Gujarat); President, Vidyarthi Parishad, Madhya 
Pradesh; Member of the All India Kalidas Samaroh Committee.

Foreign Travel & Fellowships: In 1963 he travelled to Europe on a Dorbaji Tata Trust 
travel grant, from 1961 - 63 he carried out research on a French Government scholarship; 
in 1966 he was offered an invitation by the American Department of State for American 
Rock Shelters; in 1981 he participated in a seminar on rock shelters in Capo di Ponte, 
Italy.
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Fifth Dr. Vishnu Shridhar Wakankar 
Memorial Lecture by Prof. Angelo Eugenio Fossati

Angelo Eugenio Fossati, was born in 
Saronno, Italy, in 1958. He graduated 
at the Catholic University of the 
Sacred Heart in Milan (under the 
guide of his mentor, Raffaele de 
Marinis, full Professor of Prehistory at 
the State University of Milan), where, 
from 2001, he teaches Prehistory and 
Proto-history. He is member of the 
Department of History, Archeology 
and History of Art of the same 
University. His major works are 
concentrated in the Alps, especially in 
Valcamonica, Valtellina Val d'Aoste, 
Val Ossola, Valle Po, Valle Brembana. 
He has also worked in several sites 
abroad especially, in the USA (Montana, Wyoming, Washington, Oregon), in Portugal 
(Tras-os-montes) and in Sultanate of Oman (Al-Hajar mountains, Bat). Apart from rock 
art (especially the post-Paleolithic period), his specialization includes the study of 
statue-menhir in Europe and the epigraphy of ancient inscriptions. He has also done 
research in ethnomusicology while exploring the different traditional music and dances 
in Lombardy, the region where he lives.

 He is responsible for more than 200 prestigious publications including scientic 
articles and books, especially concerning rock art. Some of his important publications 
include The Iron Age in the rock engravings of Valcamonica (1991), The deer in 
European rock art (1993), On the paths of rock art: The engraved rocks of the Alps, 
History, research, excursions, ed. with Andrea Arcà (1995), Rock Art Studies: News of 
the World II, ed. with Paul Bahn (2003), La Castagna della Vallecamonica: Paspardo 
rock art and chestnut cultivation (2007), The Stones of the Gods: Stele statues from the 
Copper Age in Europe, Lo stato della Ricerca, ed. with S. Casini (2007), Messages from 
the Past: The Rock Art of Al-Hajar Mountains (2018). 

 He served as the Consultant for the UNESCO World Heritage Centre and he 
prepared the Management Plan of the Gobustan Rock Art Cultural Landscape in 
Azerbaijan. This site has been part of the WHL (World Heritage List) since 2007. Since  
2009 he has been consultant for the Rock Art of the Ministry of Heritage and Culture of 
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the Sultanate of Oman. He is actually the Coordinator of the CAR (Comite International 
d'Art Rupestre) - Italian Rock Art Committee of the ICOMOS-UNESCO. He held the 
position of President of the Footsteps of Man Archaeological Cooperative Society (based 
in Valcamonica) and the member of the International Federation of Rock Art 

th
Organization. After being the General Secretary of the 20  International IFRAO 
Congress held in Valcamonica in 2018 he became the President of IFRAO. He 
scientically curated the ethnographic museums of Le Fudine (the Forges) and El 
Lambich (the Alembic) of Malegno in Valcamonica.

 Prof. Fossati is associated with many national and international academic 
organizations which include the Corresponding member of the Academie de 
Sant'Anselme and Honorary member of the Société Valdôtaine de Préhistoire et 
d'Archéologie as well as the Ordinary Member of the Italian Institute of Prehistory and 
Protohistory, in Aoste, Italy. 
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Common Themes in 
the Rock Art of 

India & Europe
Deer, Symbols (Swastika and Labyrinths) and Humans

-Prof. Angelo Eugenio Fossati





 

Abstract

Dr. Vishnu Shridhar Wakankar was the pioneer of rock art studies in India. His distinguished academic 
career earned him the title of 'Pitamaha' (Father of Rock Art studies) in India. He has made enormous 
contributions, which include extensive eld work in India and abroad. Here, I express my gratitude to this 
great personality and try to reect the contribution of Dr. Wakankar in the eld of rock art and archaeology 
in India and Abroad (especially Europe). 

 India and Europe present several important rock art traditions but only a few are selected here in 
this paper to highlight particular common themes (Deer, Symbols and Humans). Despite the geographical 
distances between Europe and India, both have experienced similar iconographic themes which possibly had 
quite different underlying meanings but ignite our imagination on the links between these two diverse 
cultural worlds. 

First of all, I would like to thank the Adi Drishya Department of the Indira Gandhi 
th National Centre for the Arts for inviting me to deliver the 5 Dr. Vishnu Shridhar 

Wakankar Memorial Lecture. Unfortunately, I did not have the opportunity to 
personally meet Dr. Wakankar (gs. 1-2), but I have 
regularly heard of him from Indian and Italian friends 
and colleagues as the rst scholar to have researched the 
rock art of India in depth. 

Fig.1: Dr. V. S. Wakankar in 
Valcamonica, September, 1981

(courtesy: Centro Camuno di Studi 
Preistorici)

Fig.2: Dr. V. S. Wakankar in Capo di Ponte, 
Valcamonica, September, 1981 

(courtesy: Centro Camuno di Studi Preistorici)
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 In this way he was a sort of mentor to 
several other rock art scholars who succeeded 
him. I would like to mention my dear friend 
Dr. Yashodar Mathpal (g. 3) with whom, 
and also with the help of Prof. Giacomo 
Camuri, Prof. Badyanath Saraswati and Prof. 
Bansi Lal Malla, we created the exhibition 
Deer in the rock art of India and Europe in New 
Delhi in 1993, under the organization of the 
Indira Gandhi National Center for the Arts. 
Dr. Wakankar is often remembered for 
having discovered in 1957 the site of 
Bhimbetka, in Madhya Pradesh, which was 
also the state where he was born. But he 
researched and visited many other rock art 
sites in India and around the world, with the 
opportunity to meet colleagues on several 
occasions. In 1981 he came to Valcamonica for the International Training Seminar on 

st th
Rock Art in collaboration with UNESCO on August 31 to September 13 , 1981, held in 
Capo di Ponte (g. 4). 

Fig.4: A moment of the International Training Seminar on Rock Art, 
Valcamonica, 1981 

(courtesy: Centro Camuno di Studi Preistorici)

Fig.3: Dr. Y. Mathpal in Bhimtal, 2001
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Fig.5: Dr. Wakankar participating in a workshop, Valcamonica, 1981 
(courtesy: Centro Camuno di Studi Preistorici)

Fig.6: Dr. Wakankar and colleagues during the visit of the rock 47 of 
the National Engravings Park of Naquane, Capo di Ponte,

September, 1981 (courtesy: Centro Camuno di Studi Preistorici)
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 Among the twenty participants coming from different corners of the world, 
(Argentina, Brazil, Canada, China, Costa Rica, Italy, Jordan, Kenia, Lesotho, 
Mozambique, Niger and Norway) two were from India, Dr. Krishna Chandra Tripathi 
from Bhubaneswar, Odhisa and Dr. Vishnu Shridhar Wakankar from Ujjain, Madhya 
Pradesh. The seminar was a mix of workshops (g. 5), visits to rock art sites (gs. 6-7) and 
to places of archaeological and artistic interest and presentations on various themes in 
the rock art of the different countries within different sessions. 



 
 

 

 Dr. Wakankar presented the paper “Indian Rock Paintings” (g. 8) outlining the 
diffusion and the chronological aspects of the images found in India, with 
considerations on the drive for the conservation, recording and documentation of the 
rock art sites, and with the necessity to popularise and present them properly to the 
general public. He then took part in some of the meetings as we can see from his 
presentations in the “Research Methods” and in the “Research Scopes” sessions.

 In the two weeks of the Seminars, participants had the occasion to study in the 
library of the Centro Camuno di Studi Preistorici (Camunnian Centre of Prehistoric 
Studies) (g. 9) that was hosting the seminars and discussions with the other colleagues 
who were giving lectures such as Prof. Anati, the director of the Camunnian Centre and 
as Prof. Beltran, one of the most famous scholars of Iberian Rock Art. Dr. Wakankar, in 
his studies on Bhimbetka, published images that then became famous in the world of 
rock art research, such as the zoo-morph like deer, non-gurative or abstract-like 
swastikas and labyrinths, and anthropomorphic gures in the bi-triangular style. These 
are also common features in European rock art, especially in the rock art of post-
Palaeolithic periods, as we can especially see in the rock art of Valcamonica, one the most 
known and researched rock art areas in Europe. 

Fig.7: Prof. E. Anati showing some gures on the rock 50 of the National 
Engravings Park of Naquane, Capo di Ponte, September, 1981 

(courtesy: Centro Camuno di Studi Preistorici)
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Fig.8: The abstract of the paper delivered by Dr. Wakankar in 
Capo di Ponte in 1981  

(courtesy: Centro Camuno di Studi Preistorici)
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Fig.9: Dr. Wakankar and other colleagues are reading in the library of the 
Centro Camuno di Studi Preistorici, Capo di Ponte, September, 1981 

(courtesy: Centro Camuno di Studi Preistorici)

Since ancient times, man in Europe and India (Camuri-Fossati-Mathpal 1993) has 
always looked to the deer (in Europe we have: elk, roe deer, red deer, fallow deer, and 
reindeer) as a special animal, bearer of particular symbolic meanings linked to some 
aspects of its nature and its role in some human societies(g. 10). First of all, the 
characteristic morphology of its antlers, reminiscent of a radiant sun, has aroused rich 
imagery, especially of a religious nature, from depictions on the statue-menhirs of the 
Copper Age to the iconographies of medieval saints. A second aspect is that of the 
seasonality of these antlers which, with their annual development and fall, has evoked 
the similarity with the daily path of the sun, with the growth of plants, and with the 
succession of the seasons. All these aspects, which ultimately refer to the idea of  
transformation and the transience of phenomena, have certainly inuenced the creation 
of popular traditions, myths and legends and of a very rich icnographic repertoire that  
has been transmitted to us by rock art in Valcamonica since the nal Palaeolithic era 
(g. 11). The current research indicates that the gures of elk and deer, engraved with a 
style reminiscent of the cave art of the Upper Palaeolithic, but represented on open air 
rocks, are only found in Valcamonica in the park of Luine, where they can be observed 
on rocks 6 and 34 (Anati, 1982; Fossati, 1993). Endowed with a certain dynamism and 
depicted in particular positions (as in the case of the deer with its head turned backwards 
in g. 11) these animals are never represented in hunting scenes, an aspect that 
associates them strongly with Palaeolithic art, where hunting for animals is almost never 

Deer
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represented. It is certainly an artistic expression of hunters/gatherers that depict the 
important animals of their ideological and symbolic universe.

Fig.11: Deer with turned head engraved on the rock 34 of 
Luine Park, Valcamonica, End of Palaeolithic times

Fig.10: A drawing of Dr. Y. Mathpal (1984) showing deer and other animals 
painted on the wall of a shelter in Bhimbetka, M.P.
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th th In the rock art dated to the Neolithic age (5  - 4  millennium BC), there are 
currently no known gures of deer which, on the other hand, are very numerous in the 

rdsubsequent Copper Age (3  Millennium BC), especially in some painted shelters in the 
Alps, like the one in Bessans (France) (g. 12) (Ballet-Raffaelli, 1990) and on the statue-
menhirs, monuments where the gures of deer have very peculiar characteristics, 
playing a central role among those assigned to wild and domestic animals that appear in 
the iconographic repertoire (Fossati, 1993). In the male gures the antlers and the power 
of the body are highlighted, in the female ones the slenderness and elegance of posture 
are more prominent. Male and female deer appear isolated, or in group of males (gs. 13-
14) or of females only (g. 15) (group of does without a buck present also appear in 
Indian rock art, see g. 16) and together with the harem, that is with a certain number of 
females and one or two males (g. 17). 

Fig.12: Group of stags painted in red on a 
rock shelter in Bessans, France 

(D Stretch _yre lter)

Fig.13: Group of stags engraved on the Cemmo 1 
boulder, Capo di Ponte, Valcamonica, Copper 

rdAge (3  mill. BC)

Fig.14: Two dogs are chasing three stags on the 
Cemmo 3 boulder, Capo di Ponte, Valcamonica, 

rd Copper Age (3 mill. BC)
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Fig.15: Group of does engraved on the rock 2 of Plas, Paspardo, 
rdValcamonica, Copper Age (3  mill. BC)

Fig. 16: Two does are painted on a wall of a shelter in Bhimbetka
(from Mathpal, 1984)
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 The prehistoric artists transmit to us the image of the deer before and during the 
mating period: who knows if this has to do with the moment in which these statue-
menhirs were designed? Male deer, in fact, live together for most of the year until the 
mating season (September-October) arrives, then they begin to ght each other for 
dominance and possession of the harem. Usually, the males are depicted with well-
formed a antler, that is adults, with horns equipped with a fair number of branches (the 
lateral sections of horn), represented straight (see g. 12) or, in a more naturalistic way 
and half-moon shaped (see g. 14). It is evident that these representations reect an 
acknowledgment of the basic similarity of antlers with a solar circle. The identity of the 
natural rhythms of the animal's life with the seasonal cycles of nature must also be clear: 
the horns fall and grow back annually as sure as the sun rises and sets. The signicance of 
this special relationship between the gure of the sun and the deer has been much 
discussed by scholars. It is very likely that deer (but this also applies to the other animals 
depicted) represent a totemic emblem of a human group (i.e. "the deer clan") placed 
under the protection of a higher authority (the sun). It may be that this relationship, 
which on many statue-menhirs seems to indicate that the deer is the most important 
group, may also apply to other groups of animals, such as the ibex. After a further 

nd
absence in the Alpine rock art of the Bronze Age (2  millennium BC), deer reappear with 

st leading roles in the engravings of the 1 millennium BC that is in the Late Bronze Age and 
the Iron Age (Fossati, 1991; Fossati, 1993).

Fig.17: Harem made by two stags and ten does on the Ossimo 7 boulder, 
rdCopper Age (3  mill. BC)
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 From the scenes (of deer hunting, acrobatics, armed races, duels, and dances) 
emerge the images of young warriors engaged in tests of skill. This aspect has favoured 
the interpretation of the rock art of the Iron Age as consisting of votive gures engraved 
on the occasion of the initiation rites through which the young people of the local 
aristocracies entered society as adults. Above all, dueling and deer hunting had to have a 
special role in these initiatory trials, since they are among the most frequently repeated 
depictions. Even in the Iron Age, deer are depicted as adults and with well-formed 
antlers. Hunting scenes are frequent throughout the period: there are hunters on foot 
(g. 18) or on horseback (g. 19) attacking the deer with only the help of a dog and using a 
spear as a weapon. Wouldn't the bow be better as a hunting weapon? Bow and arrows 
are in fact depicted very rarely.

 
 

Fig.18: Hunting scene on rock 1, National Engravings Park of Naquane, 
stCapo di Ponte, Iron Age (1  mill. BC) 

Fig.19: Horseman hunting a stag, rock 12, Seradina, 
stCapo di Ponte, Iron Age (1  mill. BC) 
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 Of course, if it were a 
purely economic hunt, in all 
likelihood the bow would be 
the  best  weapon to  hunt 
effectively and quickly. The use 
of the spear, on the other hand, 
suggests a hunt that is difcult 
to practice, with a test of 
c h a r a c t e r .  T h i s  h u n t  i s 
obviously not exercised for 
subsistence purposes: in its 
repetitiveness and rituality it 
can only be explained as one of 
the initiatory tests to which the 
young men of the warrior 
aristocracy were subjected. The 
symbolic parallel between male 
deer and young initiates grows 
stronger and stronger within 
the rock art. The young people 
gather in groups to face the 
initiatory tests, as do the male 
deer during the ritual ghts in 
the mating season; the dueling 
warriors are often anked by a 
th i rd  charac ter ,  perhaps 
waiting to ght with the winner, exactly as it seems to be observed among male deer (g. 
20). Some scenes in which the deer is ridden like an equid (g. 21) (also in equilibristic 
gures) are evidence of a sort of semi domestication of the animal, just as today the 

  

Fig.20: : duelists and another warrior waiting to ght with Above
the winner,  rock 35, National Engravings Park of Naquane, Capo 

st di Ponte, Iron Age (1 mill. BC).  two deer ghting during Below:
the mating season and another deer waiting to ght with the 

stwinner, rock 4 at In Valle, Paspardo, Iron Age (1  mill. BC)

Fig.21: Two warriors riding stags. Rock 57, National Engravings Park of Naquane, 
stCapo di Ponte, Iron Age (1  mill. BC)
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Lapps raise reindeer. Riding or 
jumping over the deer is an activity 
also found in Bhimbetka (g. 22) 
(Mathpal, 1993). Evidently these are 
scenes of a ritual nature, which argue 
i n  f a v o u r  o f  t h e  i n i t i a t o r y 
interpretation of deer hunting: wild 
deer were hunted to demonstrate their 
skills; whilst the semi-domesticated 
deer were ridden and perhaps killed 
for food. The riding of a deer was 
therefore representing one of the 
initiatory tests of young warriors, of 
equal value to the equilibristic riding 
of the horse which is often depicted on many rocks in Valcamonica. It could also be an 
imitative action of that performed by some deities, as is observed in the Hittite world 
where non-docile animals are ridden, such as the bull (Fossati, 1993).
 
 The deer is a particularly important animal from a religious point of view is 
conrmed by the presence in the Valcamonica rock art of what is considered the oldest 
European version of the God Cernunnos (Jacobsthal, 1938; De Marinis, 1988; 
Fossati, 1991), a divinity in which there is a physical mixture between the man, deer and 
bird (g. 23). In the iconographies (very well known is that of the Cauldron of 
Gundestrup in Denmark) and in Celtic tales (e.g. in the Mabinogion) (Ross, 1967) the 
God associated with domestic and wild animals, is the true "Lord of the Beasts”. In the 
Valcamonica representation from very early on we nd symbols of the solar, funerary 
and soul-carrying type, with the allegorical attributes of birds and deer within the 
religious ideas of the prehistoric European populations. 

 

Fig. 23: The God Cernunnos engraved on the Rock 70, National Engravings Park of Naquane, A: 
stCapo di Ponte, Iron Age (1   mill. BC). The God Cernunnos on the Gundestrup Cauldron B: 

(National Museum, Copenaghen, Denmark)

Fig. 22: Riding on deer, Bhimbetka
 (from Mathpal,1984)
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 The swastika in the shape of the so-called Camunnian rose (Rosa Camuna in Italian) (g. 
24), is one of the most characteristic signs in Valcamonica (Fossati, 1991; 
Farina, 1995; Farina, 1998; Priuli, 1988) and other European rock art traditions. It 
obviously occurs also in India both in rock art and in traditional images (g. 25).

The Swastika and the Camunnian rose

Fig.24: Swastika on the rock 1 of Dos Sulif, 
stPaspardo, Iron Age (1  mill. BC)

Fig.25: Symbols in Indian Rock Art 
(from Pandey, 1993)
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In Valcamonica three different types are known (g. 26):

 

1. The Camunnian rose in the shape of a swastika 
2. The Camunnian rose in the shape of an asymmetric swastika 
3. The four-lobed Camunnian rose (also called square / crosses / ower Camunnian 

rose)

 In both a swastika and four lobe types, the gure is formed by the union of 9 cup 
marks, that is, small spotted dots, with four line arms. There are, even if very rare, types 
with three and ve arms (g. 27), perhaps the result of errors or carried out for other 
reasons which obviously are inexplicable to us. The nine cup marks are arranged 
differently according to the type of rose: in the four-lobed type they are set on three 
columns with three cup marks, so as to form a sort of square in which the four arms 
intersect; in the swastika and asymmetric swastika type they are arranged in a Greek or 
St. Andrew's crosses, with a cup in the centre, common at the intersection of the two 
diagonals. 

 

Fig. 27: Camunnian roses with three and ve arms 
( from Farina, 1996;  from Sansoni-Gavaldo, 2009)A: B:

Fig. 26: The three different types of the Camunnian rose: 
1 – Swastika; 2 – Asymmetric Swastika; 3 – Four-lobed type
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 In all types, swastika or four-lobed, the four arms are actually formed by a 

continuous sinuous line that surrounds the cup marks, creeping in between all and 

leaving the one in the centre free. In the swastika types the arms fold on themselves at 

about 90°; in the asymmetrical swastika two arms fold on themselves at about 90° while 

the other two form a sort of bilobed arm. In both types, swastikas can have arms that 

rotate clockwise or counter clockwise. Sometimes there are Camunnian roses without 

the 9 little cups (g. 28A), that is, formed only by the four arms, especially in some 

examples of the four-lobed type. Other times instead we nd only the 9 cup marks, 

without the arms (g. 28B). However, these are incomplete Camunnian rose gures, left 

like this for some unknown reason. It is very probable that when the engraving artists 

created these gures, they started with the nine cup marks, probably for graphic 

convenience, as we can see from some examples both in swastika and four lobe types 

which have been left with incomplete arms, but complete in regard to the 9 cup marks 

(g. 28 C-D). Once again, we cannot fully understand the reason for this choice to leave 

these gures incomplete. It is a well-known phenomenon in Iron Age rock art, when we 

nd not only Camunnian roses left incomplete, but also human, animal, weapon and hut 

gures (Brunod-Ferreri-Ragazzi, 1983).

 

 

 The name "rose" evidently derives from the similarity of the four arms with the 

ower. Some authors often dene it with the adjective "Celtic" or "Camunnian", but the 

latter diction then took over the other. It is not obvious that both words are incorrect, as 

this gure does not appear only in Valcamonica, nor is it exclusive to Celtic iconography 

(Süss, 1958; Sansoni, 1987). Considering the more than 200,000 gures present in the rock 

art of Valcamonica, the representations of Camunnian rose are only a hundred, 105 to be 

exact, and are distributed across 19 sites. Of these 105 Camunnian roses, 72 are of the 

four-lobed type, 20 of the swastika type and 13 of the asymmetrical swastikas. As for the 

Fig.28: Typology of incomplete Camunnian rose gures:  only the four arms;  only the 9 A: B:
dots;  incomplete swastika type;  incomplete four-lobed typeC: D:
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chronology, the oldest types are those with swastikas and asymmetrical swastikas that 
th thappear between the seventh and 6  centuries BC (g. 29). In the 5  century BC the four 

lobed motif (g. 30) is in vogue which, practically, replacing the swastika type, 
perpetuates its presence until the end of the Valcamonica rock art tradition of the Iron 
Age, which reaches the second half of the rst century AD, when the valley is completely 
Romanized (Fossati, 1991). 

Fig.29: Warrior and swastika - Dos Sulif, rock 1, 
Paspardo, Valcamonica

Fig.30: Warrior and four-lobed type– Foppe di 
Nadro, rock 24, Valcamonica
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 Even if we call this motif “Camunnian 
rose” it is sure that the gure did not really 
originate in Valcamonica. In fact, the motif of 
the swastika is originated in Mesopotamia, in 
the Neolithic culture of Samarra in present-

thday Iraq, during the 6  millennium BC 
(Goff, 1963; Müller Karpe, 1968; Roaf, 1996). 
Here some ceramics, in particular plates, 
show how the swastika originated from the 
particular position of the horns of the gures 
of four caprids, or from the tails of four 
scorpions, from the combination of sh and birds and again from the position of the long 
loose hair of four women, associated with four scorpions or alone (g. 31). The swastika 
motif from Samarra spread widely, reaching both Europe and Asia. Among the 
numerous examples from the Mediterranean area, there are some seals from Crete and 

rd nd
Lerna dated between the end of the 3  and 2  millennium BC (Müller Karpe, 1968). 
From Greece the motif spread to central Italy where during the Final Bronze Age and the 
beginning of the Iron Age it decorates different types of artefacts: wheel pin heads, such 
as those called Benacci type (g. 32) (Carancini, 1975), hut urns like the examples from 
Tarquinia (Hencken, 1968) and razors (g. 33) Bianco Peroni, 1979.

Fig. 31: Plates with gures arranged to form a 
swastika motif, Samarra (Iraq)

th6  Mill. BC (from Goff, 1963)

Fig.32: Wheel pin heads, Benacci type 
(from Carancini, 1975) 

Fig. 33: Swastika motifs on ritual huts (from Hencken, 1968) 

and on razors (from Bianco Peroni, 1979)
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 The swastika also reached the Hallstatt Celtic 
world (Müller Karpe, 1968; Maric, 1971; Kilian 
Dirlmeier, 1972), and in its four-lobed form it is 
observable on numerous objects used in the female 
world, such as belt hooks, bulas, buttons, as we see 
on the examples from Grossweikersdorf, Austria   

(g. 34). 

 During the La Tène phase of the Iron Age, 
probably in relation to the so-called Continuous 
Vegetable Style that inuences the Celtic art of this 
period, we see in Europe a more widespread use of 
the swastika with curved arms that recalls the 
Camunnian rose/swastika in the decorations of coins 
(g. 35), helmets, and prestigious metal objects (Allen, 
1980; Almagro Gorbea, 1991). 

 All this is reected 
in contemporaneous rock 
art,  as we can see in 
England (g. 36) (Hedges, 
1986) ,  in  the  Iber ian 
Peninsula (Galicia and 
P o r t u g a l )  (  g .  3 7 ) 
( C o i m b r a - C o i m b r a 
Meireles-Martins, 1997; 
Quintas González - Espejo 
Guardiola, 2008) and also 
in Sweden in the most 
d i s t a n t  S c a n d i n a v i a 
(g. 38) (Fredsjö, 1972). 

Fig.34: Fibulas with Camunnian Rose 
motif, Grossweikersdorf, Austria 

(from Müller Karpe, 1968)

Fig.35: Celtic coin (Silvanectes tribe) with 
swastika motif

 (courtesy: of the Musée des Antiquités Nationales, 
Saint-Germain-en-Laye, France)

Fig.36: The “Swastika Stone”, Rombalds Moor, 
Ilkley, Yorkshire, UK
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 A Camunnian rose in Swastika 
shape is known even in the Adrar des Iforas 
in northern Mali (g. 39) (Dupuy, 2010). The 
Camunnian rose is frequently associated 
with warriors (Fossati, 1991) and therefore 
with the initiation to which the young men 
of the warrior aristocracy in Valcamonica 
were subjected; it is therefore probably a 
symbolism linked to the idea of good luck, 
and probably used to realize banners and 
ags may resemble a solar symbol. In India, 
where the swastika is a strongly felt symbol, 
women still tattoo these gures on the 
palms of their hands as a sign of luck and 
prosperity in marriage rituals (g. 40). In 
European rock art, however, it is a sign that 
appears associated with the male world. It is 
difcult to fully grasp its meaning, given 
that it seems an inconsistency. It may be that 
in the Iron Age rock art was the prerogative 
of the male world only, while only some symbols of the female world could appear, like 
the shovels, the footprints and the swastikas (Fossati, 1991). The Camunnian rose in the 
four-lobed type has assumed further renown since it  was adopted by the Lombardy 

Fig.37: Stone with swatika motif in Castro di 
Guifões, Portogallo 

(from Quintas González Espejo Guardiola, 2008)

Fig.38: Swastika motif with three arms (triskele) 
engraved on a rock of Lilla Jore, Sweden 

(from Fredsjö, 1972)

Fig.39: Camunnian rose in Swastika motif on a 
rock of Adrar des Iforas, Mali 

(from Dupuy 2010)
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Region as its symbol in the ofcial emblem (g. 41) (Gasperini, 1977) and recently 
because it also became the shape for a famous local cheese.

One of the most famous gures in the rock art of Bhimbetka is the representation of a 
labyrinth, painted in red and associated with humans and animals (birds, scorpions 
and felines) (g. 42). It's an intriguing gure and resembles very much a similar gure 
found in Kolimeru village near Tuni in East Godavari district (Andhra Pradesh) that 
recently became famous on the Internet (g. 43). 

Fig. 40: Indian lady with swastika motifs 
tattooed on her hands

 (from Internet)

Fig. 41: Symbol of the Lombardy Region, Italy, 
with the motif of the Camunnian Rose in four-

lobed type

Fig. 42: A painted panel in Bhimbetka with labyrinth 
motif associated with warriors and animals 

(courtesy: IGNCA)

Fig. 43: Labyrinth motif found in Kolimeru village 
near Tuni in East Godavari district (Andhra Pradesh) 

(from “the Hindu” October 31, 2017)

The Labyrinths
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 The labyrinth is for sure a very intriguing gure in the rock art of India (Kumar, 
2015). The labyrinth is also one of the rarest symbolic gures in the rock art of 
Valcamonica (g. 44) (Zanettin, 1976): compared to a hundred Camunnian roses, a few 
hundred shovels and more than a thousand footprints, within the gures there are only 
about twenty of labyrinths, distributed across various sites especially on the left side of 
the valley, while on the right side of the valley they occur only in three cases. A labyrinth 
gure and some meanders, similar to labyrinths, also appear on the Rupe Magna (the 
“big rock”) in Grosio, Valtellina (g. 45) (Arcà-Fossati-Marchi-Tognoni, 1995). 

 In European rock art it is also a rare occurrence. It is worth to remember the 
labyrinths and meanders in the Susa valley near Turin (Arcà-Fossati, 1995), in the rock 
engravings of Galicia, Spain, where is often associated with gures of deer (g. 46) (Peña 
Santos-Vasquez Varela, 1979) and in Britain where it appears with ambiguity among 
concentric circles (g. 47) (Beckensall, 2002).

 The image of the labyrinth in protohistory is not only found in rock art, but also 
appears in decorations on vases, coins, mosaics and frescoes, and metal sheets of varied 
uses. The image of the labyrinth obviously goes beyond protohistory and is present even 
to this day. There are two types of labyrinths known, and which are also found in rock 
art: the type called "classic"(g. 48) with a regular morphology, also called "Ariadne's 
thread" or "Cretan", and the irregular ones (g. 49), in the shape of a meander with 
several volutes, which cannot be precisely framed. 

Fig. 44: Labyrinth motif engraved on a rock in 
Capo di Ponte, Valcamonica 

stIron Age (1  mill. BC)

Fig.45: Labyrinth on the Rupe Magna, Grosio, 
stIron Age (1  mill. BC)
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Fig. 48: Regular (cretan) labyrinth on a rock 
of Campanine, Cimbergo, Valcamonica, 

stIron Age (1  mill. BC)
(from Sansoni-Gavaldo, 2009)

Fig. 47: Concentric circles in the shape of 
labyrinths on a rock in Achnabreck, Argyll 

(from Beckensall, 2002) 

Fig. 46: Labyrinth and deer on the Peira do 
Outeiro do Cribo, Pontevedra, Galicia (from 

Peña Santos-Vasquez Varela, 1979)

Fig. 49: Irregular labyrinth on a rock of I Verdi, 
Ceto, Valcamonica 

stIron Age (1  mill. BC)
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 They are sometimes engraved in isolation, in a composition with each other 
(g. 50) and associated with other images. In Valcamonica there is a recurring 
association with gures of human beings, warriors, weapons and birds (g. 51). There 
are not many in-depth studies on the gure of the labyrinth in our rock art, but 
according to the current research it seems certain that its presence in rock art can be 

thdated to between the end of the Bronze Age (9  century BC) and the beginnings of the 
th

second Iron Age (4  century BC) (Sansoni- Gavaldo, 2009). 

Fig. 50: Composition of labyrinths on a rock of Zurla, Ceto, 
st Valcamonica Iron Age (1 mill. BC)

Fig. 51: The famous labyrinth motif engraved on the rock 1 of
 the National Engravings Park of Naquane, Capo di Ponte,

st Iron Age (1  mill. BC)
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 Almost all the authors who have tried to explain the meaning of the labyrinth in 

proto-historic and classical times have attributed to it an initiatory and ritual value,      

an interpretation that is well linked to the meanings associated with the rock art of 

warriors in Valcamonica during the Iron Age. But where does the story of the labyrinth 

come from? According to the Greek myth, the rst labyrinth was erected by Minos, the 

king of Crete, in Knossos to hide the Minotaur. A being that was half man, half bull, born 

from the union of Pasiphae, the wife of Minos, with a white bull, which had been gifted 

by Poseidon to Minos and which Pasiphae had fallen in love with. Minos entrusted the 

construction of the building to the famous architect Daedalus who built a palace-like 

labyrinth consisting of an endless succession of rooms, corridors, fake doors, a place 

where it was easy for anyone to enter, but difcult if not impossible to get out. The only 

one who knew the intricate paths of the labyrinth was the Minotaur who lived there,      

as stated in a grafti discovered in Pompeii on a column of the House of Marcus 

Lucretius (Labyrinthus, hic habitat Minotaurus). The myth recounts that every nine 

years seven boys and seven girls were sent as hostages from Athens to Crete; there they 

were made to enter the labyrinth where they got lost and ended up being fed to the 

Minotaur, who was certainly not a vegetarian. Theseus, the young son of Aegeus, king of 

Athens, decided to put an end to this sacrice by entering the labyrinth with the 

intention of kill the Minotaur: he did so with the help of Ariadne, the daughter of Minos 

and half-sister to the Minotaur. Ariadne, as the myth tells, was in love with Theseus, and 

she gave him a ball of wool telling him that he would have to unwind it as he entered the 

labyrinth and, after killing the Minotaur, he would have to follow it in order to be able to 

exit the labyrinth with ease. This is what Theseus did and since then, in fact, there is a 

saying "to follow Ariadne's thread". The story of Theseus actually continues with 

Ariadne's abandonment on the island of Naxos, with the hero's dance in Delos imitating 

the crane, and nally with his return to Athens and with the death of Aegeus who 

misinterprets the sails still on display on the son's ship. But we are more interested in 

understanding where the word labyrinth comes from and why this symbol became so 

important in ancient times (Kerényi, 1941).
 
 According to some, the word labyrinth derives from labrys, which in Lydian 

means "double ax", and therefore the labyrinth would mean "the palace of the double 

axes", and in fact these axes are often depicted in the palace of Minos at Knossos, a 

building that according to some should be at the origin of the idea of the labyrinth, given 

the complexity and vastness of the construction. The labyrinth, however, would be 

connected not to a male god, but to a female goddess, the goddess of the labyrinth, as 

evidenced by a Mycenaean inscription that mentions an offering of honey "to the lady of 

the labyrinth". In short, the question is rather complex. In Cretan and Mycenaean, in fact, 

the double axe is called pelekus not labrys. Some scholars believe that this type of axe
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was used for ritual reasons, for example to sacrice large animals such as bulls (hence the 
idea of killing the Minotaur?).

 In the Italian context, however, we have the idea that the labyrinth was a ritual 
and initiatory game and often described as "the game of Troy": it is in fact called truia in 

than inscription close to the gure of the labyrinth found on a wine vase from the 7  
century BC discovered in the Etruscan necropolis of Tragliatella in Cerveteri (g. 52) 
(Giglioli, 1929) and dened lusus Troiae by Virgil (Aeneid V), who describes it as an 
equestrian game performed by young knights who imitate the spirals of the labyrinth in 
their evolutions. The famous scene of the Naquane labyrinth (see g. 51), perhaps a little 
later than the scene on the Cerveteri vase instead depicts a ritual duel between two 
warriors who are tied by one leg with a rope (unable to move away) (Fossati, 1991). There 
are no horsemen, but above the labyrinth is an aquatic bird (may be a crane?), a theme 
that recalls the many representations of birds present in the rock art of Valcamonica. 
Perhaps the two warriors are performing the crane dance that Theseus performed in 
Delos and which, as some scholars think, was carried out by dancers tied together with a 
rope.

Fig. 52: Oinochoae (wine vase) with labyrinth motif and horsemen from a tomb in the 
graveyard of Tragliatella in Cerveteri, Italy

 (from Giglioli, 1979)
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The bi-triangular style (also 
called hourglass style) appears 
to be closely related to the 
iconography of the human 
gure in Greek geometric 
representations, starting from 

ththe 9  century BC. From Greece 
it spreads both towards the 
east and the west with the 
tradition of artistic styles 
related to it and often called 
"sub-geometric" (Becatti, 1971). 
Curiously we nd it more or 
l e s s  c o n t e m p o r a n e o u s l y 

th
around the 7  century BC in 
Indian rock art ,  where a 
descriptive and naturalistic art 
had developed, and which Indian scholars dene as "the historical period" (g. 53) 
(Chakravarty, 1984; Mathpal, 1984; Pandey, 1993) and it is still present in the 
contemporary art of traditional people like the Warli (g. 54). It is also present in the rock 
art of the central-western Alps where it evidently arrived thanks to the cultural 
inuences of the central Italian populations (the Etruscans) which, at the beginning of 
the Iron Age, were in cultural and trade relationship with the Greek world (Fossati-
Gambari, 1996).  

Fig. 53: Horsemen and warriors in bi-triangular style 
painted on a shelter in Katotia,

 Madhya Pradesh

Fig. 54: Paintings of the Warli, Maharashtra,
with humans in bi-triangular style

The bi-triangular geometric style (hourglass style) in rock art
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 Among the scenes on the famous funerary vessels of the Dipylon in Greece      

(g. 55), emerge, in fact, anthropomorphic and zoomorphic representations, including 

warriors and horsemen in this particular style, which we also nd in the Italo-geometric 

pottery of Southern Etruria, also diffused by trade to Northern Italy, the best example of 

which remains the globular vase from the necropolis of Sala Consilina, in Campania, 
th dated to the 6 century BC (g. 56) (Becatti,1971). 

 In Valcamonica this style is rarely used and is 

found above all in the representations attributable to 

7th -6th centuries BC, as in some gures engraved on 

rock 27 of Foppe di Nadro near Ceto (g. 57) 

(Gavaldo-Medici, 2019). Here the gures have more 

marked similarities with the style used on a vessel 

from Le Bucacce di Bisenzio (VT, Latium, g. 58) 

(Cristofani, 2000) than the gures of Sala Consilina, 

where the legs continue from the line of the bust in the 

middle of what resembles a dress. 

Fig. 55: The famous Dypilon Vessel with 
humans in Geometric style, Greece 

(from Becatti, 1971)

Fig. 56: Globular vase from the necropolis of 
Sala Consilina, Campania, Italy 

(from Becatti, 1971)

Fig. 57:  Warriors engraved in bi-triangular style on 
the rock 27 of Foppe di Nadro, Ceto, Valcamonica
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 The same style is used in a Daunian vessel from Southern Italy (g. 59) (Ballet-
Raffaelli, 1996) where a warrior in the bi-triangular style is associated with a topographic 
representation (probably a eld), which is clearly suggestive of the rock art gures 
engraved on the rocks of Aussois-Les Lozes in Haute Maurienne, Savoie (France) and, 
for the topographic gures only, to the famous ones in Bedolina, Valcamonica     
(Turconi, 1997). In Aussois warriors in specic costumes hold long spears and are 
sometimes associated with topographic gures and hunting scenes (gs. 60-61) (Ballet-
Raffaelli, 1990).

Fig.59: Daunian vessel with gure in bi-triangular style, 
associated with topographic representation

 (from Ballet-Raffaelli, 1996)

Fig.58: Vessel from Le Bucacce, Bisenzio, 
with gures in bi-triangular style 

(from Cristofani, 2000)
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 India and Europe present several important rock art traditions that we have 
mentioned to highlight particular common themes. Despite the geographical distances 
between Europe and India, both have experienced similar iconographic themes which 
possibly had quite different underlying meanings but ignite our imagination on the links 
between these two diverse cultural worlds.

Fig.60: Human gures in bi-triangular style and associated with topographic 
representation and hunting scene,  engraved on a rock of Aussois-Les Lozes, 

France

Fig. 61: Hunting scene and humans in bi-triangular style, 
Aussois-Les Lozes, France
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Dr. Wakankar at Red Indian site- Europe
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