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In the center of any siral isthe calm core
through which man passesto eternity.
Jill Purce
The Mystic Spiral

INTRODUCTION

Soiras have been found in the form of pictographs or petrogy phs in most countries
and cultures throughout the world. A simpledesign, it’s possibly the most common rock
art motif in Colombia, gppearing more times in the form of apetrogyph than a
pictograph.

Colombian petrogy ph spirds tend to be curvilinear while pictograph spirads are
generdly angular and painted in red, however there are many exceptions (M arriner
2002:5). Easy to engave or paint, they may have been used for both exoteric (for the
generd public) and esoteric (only for theinitiated) purposes in pre-historic Colombian
rock art.

| dentification of the Colombian rock artist and theinterpretation of rock art motifs
has been the theme of much controversy duringthe past decade. The computer age and
theinternet have enabled researchers to disseminate their studies and documentation of
rock art sites to awider audience of interested persons. This has crested a much larger and
easier-to-access data base of rock art investigations than has been previously possible.

Asaresult, it’s now gpparent that morerock art specidists accept theideathat
shamans, the religous leaders of most hunter-gatherer societies, were responsible for
making most rock art either directly or indirectly.

This study examines spirals and their identified uses in different cultures. It aso
investigates the possibility of acommon underlying shamanic theme in many spira
motifs.

Please note, that for purposes of this paper, counterclockwise spirds are defined as
those starting at the center and increasing to the outer limit in a counterclockwise
direction. M any times counterclockwise spiras relaeto risingor flyingupwards. A
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clockwise spird is defined as onethat starts a the center and increases to the outer limit
in aclockwise direction. Clockwise spiras are many times related to the concept of
descending. (Figures 1 & 2)
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COLOMBIA

EXTRACTO

PUBLICACION IMPRESA

THESHAMAN’S ROLEIN SOCIETY

Thewhite man
Goes into his church house and taks about Jesus;
The Indian
Goes into his tegpee and taks to Jesus.
J.S Sotkin

Therole of the shaman in hunter-gatherer and horticultural societies has been written
in detail by many authors (e.gVitebsky 1995). Generdly speaking, the shaman isthe
tribal religous leader-heder who acquires supernatura powers, including power songs,
from animals, birds, or reptiles during an initiation when he goes on avision quest by
enteringatrance.

The shaman’s role encompasses tribd issues that are serious and need to be resolved.
A community may be starving from lack of animds, crop fallure dueto flooding, freezing
conditions, an extended drought or atriba member may bevery sick. The shaman is
consulted to find the cause of illness and cureit. He may determinethat the community
has done something to cause an unbalanced cosmos, the soul has been stolen from a
person or an evil object has entered the body of aperson causingthem to be sick.
Everyday illnesses and problems are resolved using chants, magical pray ers, and incense.
Using secret herba potions, dances, power songs and rituas, the shaman summons his
spirit helpers during atrance where he dies and reborn then battles and defeats hostile
spirits causing the problem. He may suck aforeign object directly from the body of theill
patient to cleanseit of impurities or blow tobacco smoke on the patient.

For more serious problems the shaman uses the trance to enter an dtered redlity
journey for purposes of healingthe seriously ill, predictingthe future, bringngran or sun
to ensure a cosmic baance, conferringwith dead ancestors, obtaining or using spirit
helpers, or obtaining supernatura powers to control certain animas.

During his spirit journey the shaman may fly up to the sky world or down to the
underworld to plead with the spirit causingthe problem, ask advice from deceased
ancestors, physicdly battle evil spirits or win debates to gain concessions. Theflight is
usudly upward to the heavens. When the shaman triumphs, his power forces the
malevolent spirit to correct the problem. He then banishes him into this air or isolates him
in acontainer or place where he can’t cause any moretrouble.

After returning from this dternate redity, many researchers beievethat shamans, or
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people under their direction, painted or engraved ther visions, or symbols relatingto
them, on rocks (Figure 38). One author wrote “ It is probably extremey significant that
the designs in many of the aspects of modern Indian artistry in the northwest Amazon are ST
similar to or the same as those found in many of the rock-engravings....Studies have EXTRACTO
indicated that these designs.....are suggested by visions experienced during the PUBLICACION IMPRESA
intoxication produced by caapi (Banisteriopsis Caapi),....Thereis no reason to doubt that

the ancient artisans who made these rock-engravings had used the same drugs and had the

same experiences as the natives of today” (Schultes 1988:80)(Figure 3b). These shamans

enter the spirit world through atunnel or spiral vortex porta and many believethat they

actualy pass through the stone surface a rock art sites (Turpin:85). (Figure 4)

TRANCE STAGES

M odern studies of the brain have found that its main function is to make images.
Under normd circumstances, external stimuli gathered by our sensory organs (eyes, ers,
nose, skin, etc.) arerecelved by the brain and processed.

Thefood we et is the energy source used by the brain to performits function. If
externd stimuli are blocked (e.g. isolation), or the food sourceis blocked or changed, in the
caseof toxins, or absent in the case of starvation, the brain reacts only to interna
stimulation, and “ abnormal” images are created. These images, and those caused by
physica pressure on thereting, are generaly caled entoptic phenomenaand are
composed of “phosphenes” (visua effects produced by mechanica pressureon theeye
or eectrica stimulation of the brain) and “form constants” (specific geometric shapes
orignating from other parts of the optic system away formtheeye).

Thebrain may cut off reception of some externa stimuli when its “ norma” food
sourceis not available and rely more heavily on internd stimulation. In the case of
dreaming, for instance, the brain continues to do its job of makingimages using available
stimuli to creste adifferent “redity.”

Theword Redity is difficult to define since each of us perceives the same materia
world in asimilar, but slightly different way. One person may look at atree and focus on
the leaves, while another would concentrate on the bark. An artist may look at the genera
form of thetree or carefully notetheroot system or branches.

Altered Redlity or Tranceis aterm used to describe astate where the brain has
created images when its normal process has been interrupted by toxins, fatigue, starvation
or asuper-saturation of stimuli such as drumming, chanting, or dancing.

Psy chologsts have shown us that there are three main stages plus atransitiona
stageto dl trances:

Stage 1 isthe gentlest stage. Geometric phosphene shapes are seen in the form of
dots, zigzags, gills, groups of lines or parale curves and meanders. Even with open eyes,
these luminescent forms may be seen on any surfaceincludingwalls and ceilings. These
Sage 1 symbols are similar to many red pictographs found in the M uisca cultura zonein
the high plains area of Andean Colombiawherethe M uisca used the drug Yopo to enter a
trance state.

Thefollowinglist includes some of the Colombian trance-inducing plants with similar
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characteristics that may have been used to enter atrance state where the spird motif
would have been seen. Thelist contains: a. the common name used by Colombian Indians.
b. the botanica name. c. other local names for the plant. d. tribes who used the plant to gt g
enter atrance state. EXTRACTO

* Ayahuasca. Bot. Banisteriopsis caapi. (aka: cagpi, dapa, mihi, kahi, natema, pinde, PUBHCACION IMPRESA

ygeor yage Tribes: Tukano, Sona, Yekwana, Kofan, Yukuna, Barasana, Guahibo.

Yoco. Bot. Paullinia Yoco. Yoco is an important stimulant possibly mixed with

Ayahuascato make the narcotic Yaje Yoco. Yoco contains alarge amount of caffeine,

and is one of the most important plantsin the diet of the Indians of the Putumayo and

western Caqueta. Part of the stem, near the flower, has an unusud spird shape similar

to acommon Colombian rock art motif (Figure 5).

*Chiricaspi. Bot. Brunfesia chiricaspi. (aka: chiric-sanango, borrachero). Tribe:

Kofan.

*Culebra Borrachero. Bot. Methysticodendr on amesianum. Tribes: Kansa, Ingano.

*Epena. Bot. Virola calophylia warb. (a&ka nyakwana, yakee, parica, yato). Tribe:

M aku. Ucue. Bot. Virola theiodora. Tribe: M urui-M uinane

*Floripondia. Bot. Brugmansia arborea. (aka borrachero, huacacachu, huanto,

makoa, toa, tonga). Tribes: M uisca, Sbundoy .

*Paguando. Bot. Lochroma fuchsioides Miers. (aka borrachero, totubjansush).

Tribes: Sbundoy, Kamsa.

*Taique. Bot. Desfontainia spinosa. (aka: borrachero). Tribe: Kamsa

*Yopo. Bot. Anadenanthera colubrine. (aka: cohoba, huilca or vilca, sebil). Tribe:

M uisca

While Stage 1 symbols are repeated in rock art throughout different cultures, their
exoteric meanings differ considerably dueto locd cultura influences. The Colombian
Tukano Indians are one example of how some of these forms are culturdly influenced. A
series of brilliant dots represents the M ilky Way, goa of their shamanic flights. Curved,
padld lines represent arainbow, and sometimes the penis of Father Sun. The T ukanos
selected about two dozen phosphenes and assigned each a specia meaning in terms of
fertility, sexudity and matrimonia norms.

A spird may be described to the generd public as an exoteric representation of the
incest taboo, while the shaman may view it in another way (Reiche-Dolmatoff 1978:32).
The exoteric meanings of triba symbols are taught to the genera public by the shaman
and painted for everyoneto see. Every sy mbol represents an ideographic code
transmitting cultural messages that refer to basic vaues. Esoteric meanings are hidden,
secret and reserved only for initiated cult members. A Tukano spiral may aso represent a
whirlpool: home of ancestors; aliminary place where contact with those ancestors can
only be made by enteringthat other redlity.

Stage 2 visions evolve from Stage 1 geometric forms. During Stage 2, shamans
rationdize the geometric forms and see them transformed into objects with religous or
emotiond significance, depending on the emotiona and physica state of the shaman. A
dehydrated person may see adrinking vessd, while afrightened person may see zigzags
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transformed into a snake.

Stage 3 visions areredistic and three-dimensiond. They are seen by the shaman to
float on walls and on the celling. M any times they transform themselves into other ST
objects. Duringthis stage the shaman may transform himself into an animal such as adeer, ¢yrpacTo
bird, or jaguar and fly to the sky or the underworld to encounter monsters and other PUBLICACION IMPRESA
fearful creatures. In this stage the shaman may acquire his anima spirit helper or helpers
that will accompany him throughout his lifetime. He may meet tribal ancestors who teach
and lecture him. Plants and animals speak and tel him their names, uses and meanings.

TRANSITION from Stage 2 to Stage 3 is reached by means of aspira vortex or
tunnd. The spird is one of the most common designs reportedly seen during a shamanic
trance (Oster 1970) and coincidentaly probably the most common rock art motif (Figure
6). Preferenceis sometimes seen at certain rock art sites for aclockwise spira such as
seen a El Palco, Tibacuy where 19 out of 26 (73%) sinde spirds are clockwise. At other
locations such as Ainsuca, Sasaima, the opposite occurs where six out of seven (86%)
singe spirds are counter clockwise. Near Ainsucaat Taray, Sasaimawe see about an even
distribution of spira orientation preference where seven out of 15 (47%) are counter
clockwise.

During triba or shaman initiation trances, the novice feds drawn through a spira and
eventudly sees astronglight a the end. Colombian Tukano Indians reatethat tunnels
and funnels are seen during their trances after consuming the plant yage (Sade and Bentall
154). Astheparticipant passes through, heis said to have visions of persons, animals
and other dements are seen through a grillwork on the side of the spira tunnd.

It isimportant to note that a common shamanic themeis death and rebirth. Initiation
is death from one state and rebirth into another passing through atransitiona spiral vortex
or tunnd. The full fledged shaman dso has the sensation of passingthrough a spira
vortex during shamanic flight, but in this caseit isinterpreted as the entrance to the spirit
world. Spirding downward the shaman enters the underworld returning to the womb of
the Earth M other for anew birth. Spirding upward the shaman enters the sky world. The
hy pothesis of this paper isthat thetransitional stage may, at times, be represented in the
form of aspira in some Colombian rock art. (Figure 7)

SPIRAL SYMBOLISM

Clottes and Lewis-Williams (Clottes and Lewis-Williams 18) fed strongy that the
three stages of a shamanic trance are universa and are an integra part of the human
nervous sy stem. One investigator has shown that the group of psy choactive drugs known
as hdlucinogens commonly used by shamans owether activity to avery few types of
chemical substances that act in aspecific way upon adefinite part of the centra nervous
system. Halucinogens produce effects such as degp changes in the sphere of experience,
in perception of redity, even of space and time and in consciousness of self.
Depersondization may occur.

Thetrance stateis short-lived, and lasts only until the causative substanceis changed
through digestion or excreted from the body. The effects of different halucinogens vary
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accordingto theway they are prepared, the settingin which they aretaken, the amount
ingested, the number and kinds of additives, and the purposes for which they are used, as
well as the ceremonid control exercised by the shaman. But dl halucinogens have similar gt g
trance STAGES as opposed to mood modifying psy choactive drugs such as anagesics EXTRACTO
and euphorics, sedatives and tranquilizers, and hy pnotics (Schultes 13,14). PUBLICACION IMPRESA
Therefore, gpparently al trances induced by hallucinogenic plants have atransitiona
stage where shamans pass through asimilar spird or vortex tunnel. Waik& Indian shamans
have stated that the most important part of their trance state is the transportation of their
soul to other worlds (Schultes170).
Thisimplies that the spira tunnel of the transition between stages 2 and 3 plays an
important part of shamanic dternateredlity visions and may have been recorded in rock
art symbolizingthe transitional stage, just as geometric shapesin rock art could be images
from Stage 1, and redlistic or floating animas in rock art could be created from Stage 3
images.
Anthropologsts have proved that some Indians (e.g. Colombian Barasana shamans),
reproduce geometric patterns in the sand that represent visions seen duringtheir trances
and paint ther visions on the walls of their huts (Wamaga shamams). Interpretation of
these design motifs is believed to be culture-bound but, on the other hand, what is
actudly seen and recorded is controlled by specific biochemicd effects of the active
principles in the plant (Schultes 124).
Physiologcdly speaking, spiras seen during trances are caused by capillary
circulation. The Tunnd Effect arises partly from the foveal cones and environing rods
being smadler and more closdly arranged than those of the periphery and in consequence
the geometric figures perceived are likely to be smdler in the center than at the periphery
(M arshal 300).

SPIRAL MOTIFS AND INDIAN CULTURES

Soira motifs arefound in awide variety of representations throughout native
cultures. There gppears to be an underlying common connection between the spira and
shamanic activity in nearly all cases. It isn’t surprising that more than 90% of hunter-
getherer tribes incorporate the shamanic trance as an important part of their culture. One
study concluded that 62% of 488 societies around the world had ritudized cultura
patterns involving halucinations (Bourguignon 187).

Thefollowing examples arelisted to show instances where the spird is associated
with shamanic activity in native cultures. They support the hypothesis that many of the
Colombian rock art spiras may represent the shaman’s transition between Stages 2 and 3
of an dtered redity journey to another world.

*The Tukano Indians of Colombiadraw aclockwise spird duringthe Yurupari

ancestor-communication ceremony . An important part of this ceremony is along
curled sacred bark trumpet that leaves aspira impression when pressed into the
earth. Participants pass through the transitional (spiral/vortex) transitiond trance
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stage to communicate with dead relatives when using the drug Yage. Tunnels and .59
funnels are common motifs seen under the influence of Yage (Sade and Bentall 154). -
“Practicaly dl decorative dements...are sad...to be derived from hallucinatory g}g%!;
imagery ...When asked about these paintings, the Indians simply reply ‘Thisis what EXTRACTd
we see when we drink Yge.” (Reichel-Dolmatoff quoted in Schultes and Hofmann ~ PUBLICACION IMPRESA

121).

*In 1995 M edardo Largo, an Indian chief from the ancient Umbra cultural zone of
Cddas, Colombia, was asked by investigators to interpret aspira petrogy ph. He said
that it represented aperson in aspecid state of concentration or “thinking’ duringa
ritud. In other words, he was describing atrance state. (Gelmur:56).

*M esoamerican priests used the spira symbol to depict smoke which rises to the sky
in spirds. Priests devoted to the worship of Quezalcoatl wore a“ Wind-Jewe”
pectord in the shape of aspird cut from the cross-section of a conch shdll. It was
emblematic of the wind god Ehecatl who represents air and sky as mediator between
the heavens, earth, and underworld (Labbe:15). In other words, Ehecatl resided in the
shamanic transitiona zone between worlds.

* Qun shadows on spird petrogyphs a FgadaButte in Chaco Canyon, Utah mark
solstice dates and other solar and lunar events. The winter solstice, in particular, was
an important timeto shamans. Thesunisat itslowest dtitude a winter solstice and
many shamans believe atunnd or opening occurs on this date making it essier to
transport themselves to the sky world in atrance state. Petrogyph spirds may have
been mnemonic devices marking aspecid date to remind the shaman it was time for an
astrd journey. Thereareindications that sometimes clockwiserock art spirals may
relateto the winter solstice and counter clockwise spiras may relateto the summer
solstice (M arriner 1998:29).

Some southwestern American Indian rock used the counter clockwise spird as a
symbol for the concept of risingor goingup (M artineau 6, 18, 19,20,30) asin
the case of ashaman flyingup to the
cdestid world, which was the
direction of most shamanic trips.
The clockwise spira stands for the
concept of goingdown asina
shamanic trip to the underworld.

*Jird petrogyphs may have been used as solstice markers a Ainsuca, Sasaima,
Colombia, and at other rock art sites (M arriner 1998:42,43). These may have been
important shamanic trance sites marked by spirals to indicate the site' s function.
Rock art spiras such as these may aso have been used as mandalas.

M andaas are designs focused on by shamans to aid them in entering atrance state
more quickly. A shaman looking at aspira mandaa during atrance may reducethe
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time needed to transport himsef into the spirit world. This method of enteringthe T 5o
spirit world would most certainly be jealously guarded by the shaman and only S—
passed on to his pupils after their initiation. In some cultures shamans believe they g}g%!;
actualy pass through therock at their site during atrance (Whitely :22). EXTRACTd

A spird engraved at the sacred site could represent the whirlpool, whirlwind, ~ PUBLICACION IMPRESA
tunne or cave experienced by the shaman during his transitional from Stage 2 to Stage
3. Insomeinstances an experienced shaman only has to enter acaveto reproducethe
effect of aspira whirlwind that he normally experiences in an dtered state of

consciousness (Clottes:33).

* Some gold anthropomorphic figures from Colombia represent shamans in trance.
Spird eyes and the spird motifs around their heads identify the shaman during a
trance state (Reiche-Dolmatoff:1988) and may indicate that the shamanisin
transition to Stage 3 of his trance.

*M any Colombian spira petrody phs dongthe Amazon, Orinoco, M agddenaand
Caucariver valeys may be of Carib origin, made during migrations, or after new lands
were settled. It is believed by the Dutch Guiana Carib Indians that an ecstatic
experience can occur only as part of acelestid other-redity journey.

The Carib shaman is helped in his journey by avultureto reach the sky by means
of aspira ladder that is an axis mundi, the point where earth and sky meet (M ircea
1964:128). Other cultures use the concept of aVortex-Tree as an axis mundi (Purce
23). Hereagain we seethe spird viewed as atransitiona device.

*A petrogyphintheUnited States at M esa Verde Nationa Park Pictograph Point of
squared double spirds was interpreted by agroup of Hopi men in 1942 to represent
the Spapu or emergence point from the underworld (Jones Jr. 1994:11:160-162). In
Arizonawe aso find the spira representing atransitiona phase from oneworld to
another.

* Andaman Islanders cal the time of the y ear between monsoon seasons kimil when
frightening waterspouts and cy clones in the shape of spiraling vortices occur.
Although along distance away on the dobe, this fact is very significant to our study
in Colombia since the word kimil is also used by theislanders to stand for the
transition to the dternate redity and for religous trance (Goodman 86). The
association between spird shapes and the transition state of atranceis obvious.
Future studies may show that the association is more universa than we believe today .

*A CamonicaVdley, Itay petrogyph of afacein the center of aclockwise spira
strongy suggests the portraya of ashaman in the Transition Stage of atrance state,
possibly indicating passage through the spira rock “ door” to another world (Anati
216). (Figure 8)

*Close observation of some primitive dance patterns used for healing and incantation
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are seen in theform of aspird curve.

“ Quch spiral movements may be regar ded as figures intended to S—
induce a state of ecstasy and to enable man to escape from the g}g}}]‘;
material world and to enter the EXTRACTO
b%/ond’ thr Ough the ¢ h0| e’ PUBLICACION IMPRESA
symbolized by the mystic center
(Cirlot 306).”

Here again we seethe spira associated with the transitiond stage during shamanic
activity.

*Some Colombian petrody phs incorporate the spira motif as an anima’ s tail. Snhakes
and monkey's are the two most common animal motifs with spira tails. Both these
shamanic animas may be seen a the sides of the Transition Spira between Stages 2
and 3 of ashaman’s trance. Snce ashaman may have either of these animals as his
spirit helpers, the anima/spirad association lends support to hy pothesis of this paper.

*A 20" Century paintingby Native American deer-dancer M ichael Brown (Rising
Eage) shows the climax of apeyote ceremony when adeer hunter and aslain deer
become one spirit as they trave through the portd of the vision depicted as across-
hatched vertica spira (Haifax 71), typica of the Transition stage (Figure 9).

*n some shamanic cultures “ Certain forms, such as the labyrinth (aspira form),
represent the explicit experience of initiation-entry into the aby ss of the my steries,
the pilgrimage of the spirit.” (Haifax 38) The Northern Arandaof Austraiausea
ground-painting as asacred gateway to the Other World (Halifax 68). This confirms
that some cultures used adesign drawn on naturd materids as atransitional deviceto
gain access to another world, just as the Colombian shaman could have used the spird
for his supernaturd portd.

*Thefirst spira known in the history of art is aPdeolithic talisman found at aritua
cave buria in Sberia This mammoth ivory artifact shows alarge spird

surrounded by four double spirds. The center spiral has ahole drilled through to the
other side (Purce 100,101), possibly indicating an access route to the spirit world.

*Sylized spiras on Peruvian ceramics (approx. 300 B.C.?) illustrate the
halucinogenic experiences induced by the San Pedro cactus (Schultes and
Hofmann 154).

* Colombian Barasana Indians draw alabyrinth design to represent the path to the
Other World. Trance participants say the ‘horizon opens like adoor’ to enter the

realm of spirits.

* A counter clockwise spird petrogyh in Box Canyon, South M ountans, Arizona, is
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located closeto aglamonster motif and what may be arepresentation of abird flying. 19
One archaeologist suggested that the spira represents aportd into the underworld -
(Bostwick 98). The counterclockwise spird morelikely represents aporta into the GIPRI

: o S 0 A
sky world if the use of counter clockwise=risingis valid for this regon. CEX;SAMC?FIOA

PUBLICACION IMPRESA
*Historical accounts of North American Indians interpreting their rock art relate that
many of the symbols seen in rock are derived from aUniversd Sgn Language
that was understood by dl Indians
from coast to coast. The powerful
“medicing’ or supernatura power of
the M edicine M an or shaman was
represented in sign language by
holding the right hand closeto the
forehead, pam outwards, index and
second fingers separated and
pointing upwards, others and thumb
closed as the hand is moved upward
and turns from right to left (counter
clockwise) in aSPIRAL (Tomkins
37) (Figure 10). In other words the
M edicine man’s power comes from
aspiraingtunnd or vortex leading
to the celestid world.

*The Huichol Indians of northwest M exico spesk of entering the threshold of another
world duringtheir peyotetrance: “ We have become new, we are clean, we are
recently born.” Thisis symbolized by acord rolled in theform of aspird whichisa
metagphor of their journey to “the place of origin” and subsequently returningto “this
world.” They have died and been re-born in the shamanic sense. “ How many spiras
arethererepresented in American petrogyphs! How many of its variants: volute,
laby rinths, multiple concentric circles! How many stairs and rectangular labyrinths in
its geometric paintings, are dso symbols of the spiritual path of the dead (and
initiates) towards the Great Beyond!” (Schobinger 67).

*The Wamaha Indians of Vaupes, Colombiastate that every symbol painted on ther
homes, on their musical instruments and engraved on rocks represents something seen
duringayage vision. They aso interpret the spira as markingthe spot where
someone has passed
duringahunt, migration or journey. They explain that it could be used to represent the
Pay e or shaman travelingto other world. A double spira represents the spirit world to
them as seen duringayage vision, and is painted on their triba buildings (M arriner 2003).

Both neuropsy chology and ethnology have been researched before suggesting a
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possible meaning for the Colombian rock art spird. Sncethis motif is found world-wide,
it islogca to assumethat the reason for auniversal useis morelikely to be
neuropy schiatric rather than ethnologc since legends and myths differ from regon to ST
regon, but the effect of harmine alkaoids used for most druginduced trancesissimilar.  cytracTO
Considering the above mentioned examples taken from various cultures, onelogcal PUBLICACION IMPRESA
conclusion is that the Colombian rock art spiral may have represented the transitiona
stage between phases 2 and 3 of ashamanictrance. It implies astronginteraction
between the shamans and the spirit world. M ost certainly there are circumstances where
the spird was used as a convenient motif for other reasons, but the best-fit hy pothesisis
that most representations of the Colombian spira are symbols of the vortex or spird
tunndl leadingto the occult world of the spirits.
Soira motifs are frequently found associated with stick figure motifs with raised
hands engraved or drawn with three fingers and three toes. These stick figures may
represent flying shamans in the act of being transformed into birds with threetoes, or a
times aspirit guarding the entrance to another world and access to esoteric knowledge, as
in the case of some Wamga petrogyphs.
Posture during trance affects the visions seen and may be another important aspect to
consider when attemptingto interpret the meaning of rock art motifs. One example
showing the transformation of ashaman with raised arms into atree-toed bird is clearly
seen in aCueva Pintada pictograph in Bga Cdifornia (Smith 1985:40). This posture may
ad in making the shaman fed like heis flying during his trance.

CONCLUSIONS

All Colombian Indians interviewed during this study, and many others interviewed by
other researchers, stated that al designs engraved or painted on rocks, or painted on
ceremonial objects or tribal huts, were representations of things seen during trance
visions. The spird is acommon Colombian rock art motif and also auniversa
phenomenon apparently seen by al shamans during the transition between stages 2 and 3
of atrance state. Thereis alogca connection between the experience of movingthrough a
spird or vortex duringashamanic trance and its representation in Colombian rock art.

Many, if not al, Colombian rock art sites were sacred places charged with
supernatura power for the shaman. The shaman utilized this power to redize shamanic
trips and fly into other worlds. A spird may have been used to mark a sacred spot where
an dtered state of consciousness trip took place. It may have been used repeatedly by the
shaman as amandaato enter the spirit realm through aspira carved or painted on stone
a the same spot. The shaman may have believed that he was actudly passingthrough the
rock art spird to enter the spirit world.

Visions seen during atrance state may be culturdly influenced and structured but the
motifs seen and recorded are pan-human phenomena

This paper suggests one logcd explanation for the widespread use of the spird as a
common Colombian rock art motif. It may have been used to represent a shaman’s porta
to enter the spirit world. Thetheory is based on auniversa experience of passing through
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aspird or vortex tunnd shared by al shamans duringthe Transition between phases 2
and 3 of atrance. World-wide, sensory deprivation (isolation, fasting, or lack of sleep) is
the most common way to enter atrance state but, in Colombia, it gopears that plants gt g
(seeds, leaves, flowers or roots) were the most common way shamans entered their EXTRACTO
dtered-redity trances. Examples from various cultures have been presented to support  PUBLICACION IMPRESA
the suggested use of the Colombian rock art spird motif.

One researcher studyingthe imagery of halucinogenic intoxication wrote that
“....possibly no other artistic motif convey s the concept of the journey through atunne
as effectively as concentric circles and spirals (Benson and Sehgd 1987:3-4).”
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FIGURES PAGE 1
1. Clockwisespird petrogyph. LaHuerta (Alvaro Botiva)
2. Counter Clockwise petrogyh. El Paco. (Alvaro Botiva)
3. Hand scribing spird petrogyph.
(photo by author)
3b. Counter Clockwise petrogyphs.
LaPedrera, Rio Cagueta
Amazonas. (Richard Schultes
1988)
Graphic depiction of ashaman’s worlds. Design and drawing by author.
Yoco flower. (Richard Schultes 1942)
6. Spird pictograph, Bojaca, Cundinamarca. (GIPRI archive photo computer
enhanced by autor).
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FIGURES PAGE 2

7. Shaman in flight with spira petrody ph. FincaCastro, Alban, Cundinamarca
(Photo by author)

8. Oculiform facein center of spird. CamonicaVdley, Itay. (Emmanue Anati 216)

9. Pantingby Michad Brown (Rising Eage), USA of hunter and slain deer traveling
through the spird portd of avision. (Halifax 71)

10. Universa American Indian Sgn Language sy mbol for M edicine M an’s M edicine.
(William Tomkins)

Cover Design by
Miguel Angel Albadan
1. Figureat upper right: Don
Teodoro:Ticuna
Shaman/Chief with kinkgou. Santa
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Teresita, Colombian Amazon.

Photo by autor.

2. Hand scribing spird petrogyph

design and photo by author.

3. Petrogyph of shaman in flight PUBLICACION IMPRESA
near spira. Alban, Cundinamarca Photo by autor.
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COLOMBIA

EXTRACTO

SOME PETROGLYPH STES
IN CUNDINAMARCA, COLOM BIA
WITH THE SPIRAL MOTIF

Alban. Finca Castro.

Anapoima. El Rgo.

Anolaima. Las Colmenas.

Apulo. Piedras Las Espirdes.

Cachipay . Finca Smon Bonilla. Tocarema.

Chinauta. HaciendaAnacuta. Lan. 5y 6.

Guay aba de Squima.

M esitas del Colego: FincalLas Granjas. Piedrade Cara Triangular. Vereda Santo
Domingo. PiedraLa Pecherao El Pectord. Piedra El Begto.

San Antonio de Tequendama. Pradilla. El Naranjo o El M ago. Piedra El Hombrey
laSerpientes.

10. Sasaima. FincaAinsuca. FincaTaray . FincaHorizontes.

11. Tena

12. Tibacuy. PiedradelaTina Rocade Pdaco. Piedras de LaHuerta
13. Tocama PiedraLaAlberca

14. Viota PiedraEl Puente.

15. Zipacon. Piedrade los Sacrificios.
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SOME PICTOGRAPH STES
IN CUNDINAMARCA, COLOM BIA
WITH THE SPIRAL MOTIF

Bojaca. Hacienda Chunava. Piedras Pintadas (Chivonegro).
Facatativa Piedras de Tunja PiedraNo. 41.
Shate-Soacha. Finca San Benito. Piedra Los Alambiques.
M acheta PiedraLaFlor.

Pandi. El Helechd.
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