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ABSTRACT

Botanical motifs are found in huntgatherer rock paintings throughout Zimbabwe, and to a
lesser extent in other parts of southern Afriewever,even with plants being frequently
mentioned in ethnographicaterial collected from San and hungatherer societies in South
Africa, Botswana, Lesotho, and Namipibere has been a lack of engagement with plants in
rock art research. In order to redress this | conduct the first thorough review to date of botanica
forms and species in the rock art of Zimbabwhis is achieved by a thorough analysis of
literature on plants in southern African rock art, followed by the classifications and typologies
used to identify and categorise botanical motifs recorded in Zivdda heseare informed by

an extensive examination of ethnographic material concerning plants, and analysed through the
l enses of the shamani st i Botanoaldnetl areamodelled bne 6 Ne \
natural and supernatural plants including sreabers, fruit, leaves, and phytomorphs (plant
human/animal amalgamations). They are found in numerous contexts, frequently painted with
specific motif types such as termites and formlings, antelope (tsessebe, kudu, roan and sable),
birds (swifts and pentially redbi | | ed qured &lad&d ) ¢r éatonr e s, and
patterns of cabccurrence, | suggest, illustrate numerous and varied associations between these
motif subjects and plants. | focus on five central themes: trees and their altibiysgress the
boundary between the physical and spirit worlds; roots and tubers as potent underground
metaphorsas well as rain; femaleness; and hugatherer animistic ontologies relating to
botanical forms with personho@hd as a means to mediate relaships between human and
otherthanhuman persons. In this way | hope to offer a more accurate understanding of the
lives and beliefs of the peoples behind this treasores of rock art.
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0- the palatal (cerebral, retroflex) click. An alveopalatal or palatal stop, produced by sharply
pulling the tip ofthe tongue down from the hard palate, sounding much like an imitation of a

cork pulled from a bottle.

O the alveolar click. An alveolar stop, produced by sharply pulling the tongue away from the

alveolar ridge, behind the teeth.

114
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CHAPTER 171 INTRODUCTION

San and huntegatherer rock attis comprised of a multitude of meaningful motiésme of

which are well understood and others understudied. Rock art research endeavours to understand
and interpretliese motifs to gain a better understanding of the peoples and cultures that
produced them. In order to interpret these with any degree of accuracy and in a meaningful
way, interpretationgnust align with their indigenous knowledge systems and woeld's.

This is primarily informed by ethnographic material recorded in the Kalahari, Northern Cape
Province in South Africa, and the southern Malatakensberg as an analogy which is largely
accepted in the field.

This dissertation concerns botanical motifsagatypes depicting plants or those with features

of plants, in Zimbabwe. Early interpretations of plant motifs, conductedlbwialists include
paintings as decoration of rock shelters, pé
interpretdh i ons wer e ba-andglu eodd6 odp par odagcahz,e whi ch pr
incorrect but also Eurocentric and denying any symbolic and nuanced meanings. Later
interpretation®y Peter Garlake (e.d1987a,b, 1990, 1995, 1997) and Nicholas Walke8719
1996)moved away from thisapproactwith successhutthe scope of their researdid not add

much to understanding of plants and the roleg pi@yed in the imagenakerésociety.

Siyakha Mguni 6s research on neanmgusresalisanthe or ml i
topic by applying the concept of cabike reasoningBernstein 1983Wylie 1993)to the rock

art contexts in Zimbabwéle considers hr ee separate 6strandsdé of
of botanical and formling motifs, analgsof associated motifs, and the use of ethnographic
material collected from San and other hugatherer groups in southern Africa as analogies

to inform his interpretations and typologies. This method mtvbe extremely successful in

the understandg of these understudied motifs from a region vathegligible amount of
ethnographic material. His focus solely on trees and their ability to transcend theetteee

San cosmos demonstrates how important the understanding of botanical modif&l is
highlightsthe need for further research on the subject of plant motifs and to increase the scope

beyond just trees.

1 From here on rock art will only refer to rock paintings and not rock engravings



This dissertation aims to drastically increase our understanding of the botanical world for past
huntergatherer societies in what is nowribabwe following the methods used by Mguni and

by creating the first detailed review of all plant types in Zimbabweck artThis is achieved

by conducting a formal analysis of botanical forms based on likely emic typologies, informed
by the corpus obotanical rock art in Zimbabwe and tested against the relevant ethnographic
material, and by applying the same approach to the identification of other-ippege
repeatedly found in association with them. Determining associations in this manner has
limitations in that it assumes a relationship between motifs because of patterosaircence

and potential interaction of plants and these motifs. | do so understanding that these paintings
likely were produced ovea substantial timdrame with significabh periods of time between
painting episodes. | argue that the possibility of assooi& plausible as it is likely that each
placement of subsequent painting was often intentional even if they were painted centuries
apart (ewis-Williams 1998: 88). Although the bulk of this dissertation focuses on
identification and classificatignt is primarily used as a solid foundation for interpretation,
providing a body of knowledgeith which further research can take place, and bringing to the
fore to usefulnes of interpreting botanical motifs through the widely accepted shamanistic

theory and New Animisms.



CHAPTER 21 A REVIEW OF LITERATURE AND THEORY

Huntergatherer ock art proliferates across almost the enw@uthernAfrican subcontinent.
The primaryemphasis on botanical motifs (and secondary emphasis on associated animal
motifs) has of necessity brought Zimbabwe into sharp focus as the ideal geographical location
in which to explorghe role played by the botanical world withire rich history, ethography

and cosmology o$outhern African huntegatherers.

2.17 A Brief Overview of the Rock Art of Zimbabwe

Rock art is found throughout ZimbabwRaintings haveeen formally recorded since at least

the 1890s anthe discovery of new siteontinue through to today (Nhamo 2018: 58, 65).

The rock art has been recorded, studied, and interpreted through various lenses, ranging from
a gazeandguess approach, to one informed by ethnographic information from hunter
gatherers with similar world views. Basv, | outline a brief history of rock art studies in the
country, then focus on studies and interpretations of botanical motifs.

Most of the early studies were empirical, with minimal attempt at an informed interpretation
(Mguni 2005: 34). It is only inhe past few decades that the rock art of Zimbabwe has been
interpreted with the aid of ethnography collected from hugétiherer and San groups
(Huffman 1983: 49; Garlake 1987a, 1990; Walker 1995, 1996; Eastwood 1999; Eastwood &
Eastwood 2006Hubbard & Mabrey 2007; Mguni 2002, 2004, 2005, 2006a,b, 2009, Pearce
2009. It is now generally agreed by archaeologists that the art displays themes, motifs, and
metaphors pertaining to the acquisition and use of supernatural potency (Huffman 1983: 49;
Garlake 19871990;cf. Bahn 2010)

drhere is a significant range of differences between the paintings of Zimbabwe and
South Africa though both undoubtedly belong to the same artistic tradition and

derive from the same basic system of b@&@éarlake 1990: 17).

Sanand other huntegatherergroups are highly diversget there are several commonalities

or similarities in their practices, ontologies, and colloquial metaphors (Guenther 1989: 33;



Lewis-Williams 1981; LewisWilliams & Biesele 1978). Thisoes not meatha all the San

havea homogeneous culture, but rather that there are strong overall commonalities, evidenced
by both the ethnographic records and the rock art itsglf,(LewisWilliams & Biesele 1978;
Lewis-Williams 1981; Hollmann 2007: 85).

The most ntable of these commonalitiege the centrality of the Great Dance (trance
dance), supernatural potency, tiered cosmos, creation mythology, the roles of ritual
specialists, and the belief that personhood is not limited to humans. It is vital to understand
these in order to understand and interpret rock art, especially in Zimbabwe, where there is
no ethnographic evidence from the descendants of the painters. These complex and nuanced
beliefs are briefly outlined below, and the concepts, and how they lbgtigds about plants,

are discussed in depth in Chapter 4.

Supernatural potenéyor just potency see Low 2011: 297), is a powerful force, central to San
beliefs, (LewisWilliams 1981: 7677; Katz 1982) and pervades every part of San culture and

their daily lives (Low 2014: 164). Potency is used by ritual specialists to perform various
supernaturatiasks (healing the sick, changing the weather, and influettegngnovements and
behaviourgame animals) on behalf of their communitgyis-Williams 1992: 5659; Lewis-

Williams & Pearce 200¢ 205 207;McGranaghan 2012: 454; McGranaghan & Challis 2016:
590).Potency is concentrated in varicgigstanceée.g.,honey, as well as that, meat, and

blood of specific animals), as well asedicine songs (of specifanimals) anagpecific places

in both the &éphysi cal Ngunyd00a: & Itésmauiredraed used pi r i t
during the trance dance (see Marshall 1999963Katz 1982; Biesele 1993; Katzal. 1997)

in whichritual specialists and otharitiates go into altered states of consciousngshdpera

1930:180, 198 Barnard 1992: 5AVa | ker 1996-Wi bbi @ ms L.a\@ménsn: 92 3
this state, a p e rdaly entedng thepsfit-warld it ordleeta obwisa t h e
potency fran gods and supernatural beings (Katz 1976; Barnard 1979; MgiMiams &

Pearce 200 59). The girit-world is located underground, underwater, and in the sky, but the

San do not see these realms as distinct, as they are held to interdigitasaW/ill iams 1992:

57). This tiered cosmos is graphically encapsuldigdiyakha Mguni Z006: 62;seefigure

2.1) to show howthe spiritworld can be entered via the trance dance, and through certain areas

or features which act as portals, such as-facks, temite mounds, waterholes, and bodies of

water

2N ddu O6 higiikm , OXam: will be referred to as potency unl e
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FIG. 2.1. Schematiadiagram summarizes the perceptual interconnections between various naturalaatunan
phenomena with a notional tree as -gatherercemalogy{Mguni Abr i dgi
2006a: 66 figure )7

A widely-held belief amongst San groups is that creation occurred in two orders (Guenther
1989: 31; Hewitt 2008: 48puring the first order all the people and animals were created, and
they all lived in ambiguous formghere animals, peoplg&uenther 1989: 31; Keeney 2003:

29), as well agplants(Mguni 2009: 145nppeared to be one, but could easily shift according

to need. It was only after an event, the exact nature of which varies from group to group, that
all thingswere settled into their current forms(11.33.394-406, 416428, 442448, 4@,

475 Biesele 1975: 202 204; Guent her 1989: 3
Eastwood 2006: 93 94; Mg uni 20009: 145) . It

and humans are in many ways equradhat they all have some degree of personhGag(ither



1989: 314). These beliefs extend to include natural forces suchiraas persons with agency
(Low 2014: 171).

The content of the rock art has many similarities to that of the rest of southern Africa, with
human and animal figures forming thellk of the corpus. Unlike much of South Africa,
however, formling (motifs display elements and characteristics of termite mounds) and
botanical motifs aboundCppoke 1969 Willcox 1984; Walker 1987, 1996; Garlake 1995
Mguni 2002: ). Eland, the most fragently-painted animal in the rock art of the wkitown
Maloti-Drakensbergegion(Lewis-Williams 1981)are far less common in Zimbabwean rock
art Nhamo 2014 331) and animals such as kudu, giraffe, tsessebe, elephant, buffalo,
sable/roan, and smallertatope are far more common (Garlake 19953 128; Walker 1996:

89; Mguni 2002: 1).

There are significantly fewer examples of domesticated ansualsas fatailed sheep, dogs,

or cattle, found in the huntgratherer rock amf Zimbabwe when comparedtthat of South

Africa (Walker 1996: 13). Nichola@/alker (1995: 14, 247, 255, 1996:)I&gues, therefore,

that this means most of the art was created before the arrival of African farmers and pastoralists
from approximately 2100 BP (Walker 1983: 88,.90)

Peter Garlake (1987a: 181P1) noted that there were fewer depictions of nasal bleeding,
therianthropes, and dancensZimbabwe,especially in the north of Zimbabweompared to
South Africa.According toRoydenYateset al.(1985: 7374) and Ghilraethaue (2017: 182

183) these areare in South Africa outside of the MalddrakensbergHe took this to mean

that there were fewer depictions pertaining specifically to trance. However, this is quite
possibly not because there are no trance metaphors,athdr rthat there are different
conventions in the representation of altered states of consciousness (ASC)-afidoody

travel.

Garlake (1987a: 191) also highlighted that the art of Zimbabwe is significantly older than the
art of South Africalsing indrect dates of painted spalls found inethte depositsWalker
(1996: 13) surmises that these paintings were made starting from bdtv@@d and 1M00

BP in Pomongwe Cave (Walker 1996: 14), with most paintings dated betw&&0 1® 8000

BP (Walker B96: 14) In comparison, ack art was still being created in the Maloti
Drakensberg in the ¥9century McGranagharet al. 2013). It has been showthat South
African art in the sandstone of the Mailbrakensberg is as old as 29868381 cal. BP



(Bonneauet al 2017; see alswan der Merwe, Sealy and Yates 1987; Mazel & Watchman
1997). Tle difference in ages likely, at least in partp be a function of the different materials

of the rock faces in Zimbabwe (granite) (Cooke 1969: 27; Garlake 1995:|BeMIQ96: 9),

and South Africa (sandstone) which weather at significantly different rates (Yates & Manhire
1991 3; Garlake 1995: 18; Walker 1996: 9, Mkiklejohn et al 2009: 973;Mol & Viles

2010: 280). Rock art painted portablestones &rt mobilier) hasbeen found on burial stones

in South Africa dating to 643BP (Pta4612) (Binneman & Hall 1993: 934; Pearce 2002:

29) and on stone slabs in NamibigApollo 11Cave(27 000BP) (Rifkinet al. 2015:115)

The huntergatherer rock art found in Zinmbwe has a high level of diversity in both technique
and content (Mguni 200638; Nhamo 201449 82), with variations occurring temporally

and regionally. Walker (1996: 31) and Mguni (2002: 1) argue that kudu, tsessebe, giraffe,
formlings and plants atfie most commonly depicted in the Matopos in Matabeleland South
andas one moves further north, elephant, buffalo, and waterbuck are found in greater numbers.
This may be true for these animal motifs but mygairg. obs2019, and Jeremy Hollmann

(pers comm2019 note that plant motifs are more common in the N&akt of the country.
According toAncila Nhamo(2014: 354), brmlings are rare in Central and Eastern Zimbabwe

but occumorefrequently in the north in Mashonaland

Most of the formal archeological studiegonducted in this area hayecusedon lithics,
pottery and other excavated material culture (Jones 1926; Schofield & StapletorChage;

1969, 1983; Wilcox 1984; Walker 1987, 1996; Garlake )19@&er 4000 rock art sites have
been reorded across Zimbabwe, many of which were recorded during the colonial period by
rock art enthusiasts and not trained archaeologists (Nhamo 2018: 65). It watddtbgil not

to use the empirical dataf rock art(historical copies, tracings, and otheragtitative data)

collected by these early writers because of their mestbneous interpretatisn

Early recording of botanical motifs

The first Westerners to pany attention to botanical motifs were Richard Hall (1912:1593

596 in Mguni 2002: 3}, SamuelDornan (1925186, Leo Frobenius (19338 in Mguni

2009: 139, and Margaret Taylor (19271085 in Mguni 2002: 153 These early writers
interpreted the art as a recording of daily

0 the decaoation of rock shelterse(g.,Breuil & van RietLowe 1944; Goodall 1959; Cooke
7



1959, 1969 1971: 19;Woodhouse 1979). These interpretations are deeply Eurocentric,
denying any deeper meaning or cultural significance attributakbdabhas since been sho
to be a highly sophisticated, nuanced, and complex art tradition. It is unfortunate that
uninformed approaches are still employed by some taglgyilenning & le Clus 2011: 4).

Despite their erroneous interpretations of the content of the art, enebidons for its creation,

these early writers did make note of, and sometimes recorded, manwsitése prevalence

of botanical motifs became apparent. Frobe(l@30: 338, cited in Mguni 2009: 13a8ptes

that in Zimbabwe sites with paintings of ¢es appear almost as frequently as those with
animalsdo in South Africa However, further surveys have revealed that botanical motifs
appear far less frequently, and that botanical figures make up a small percentage of the total
number of figures acrossirdbabwe (Breuil& van Riet Lowel944: 4; Garlake 1987a: 60;
Mguni 2009: 139). Walker (1996: 80) found that only, 1.9% of the Motobo siteined

plants.

2.1.17 Early interpretations of botanical motifs

Trees and arboreal forms (motifs or figured thaorporateelements of trees) are found in the
highest concentration in Zimbabwe, to the extent Enabenius (1929; 193ih Mguni 2002:

7) believed tree motifs, along with formlings, to be the defining feature of what was then
referred to aSoutherrRhodesian art. Botanical motifs are not limited to Zimbabwe, however.
They are found in Namibidason 1958, 357368;Pager 1989109, 152, 250, 276 enssen

Erz 2001: 96Mguni 2009: 142), South Africavén Riet Lowe 1949: 37; Vinnicombe 1976:
280; LewisWilliams 1980: 469Mguni 2002: 155Hollmann 2015: 1), and Lesotho (Orpen
1874; Challiset al 2013: 343), although they are few and far between. This scarcity of
botanical motifs is natecessarilyndicative of a lack of importance (Mguni 2002: 9) ptents
feature in the ethnographic recoim these regionsnd are discussed in the following

chapters.

Mguni (2002: 153) states thatpaoportion of the botanical motifs are obviously arboreal or
treelike. Their ease of identification as trees, couphetth their high frequency, is the reason
thatthey have been the focus of almost all studies of these motifs, with other plant forms being
largely ignored€.g.,Frobenius 1929, 193Taylor 1929; Cooke 1969, 1971; Rudner & Rudner
1970; Woodhouse 1979; War 1996; Mguni 2009).



2.127 Early Interpretations of associations

d draw attention to the repeated association of formlings and botanical motifs.
Their coexistence is crucial to understanding these ndgkifguni 2002: 5).

From the very firste@cordings it was evident that formling motifs and botanical motifs are
linked (Frobenius 193In Mguni 2002: 7 Goodall 1959n Mguni 2002: 4 Mguni 2002: 1,
2006b: 583, 2009: 142, 2015: 13Fastwood & Eastwood 2006: 128 reviewing botanical
motifs ore must, to a certain extent, revidarmlings The connections and associations
between these motifs are clearly evident in both the frequency in which they are painted
together, and in the interactions between them. This connection led early writdesgioein
these motifs as a dyad. In this dissertation they are examined together.

Formlings interpreted by early researchers as rocks or kopgas previously beelabelled

as part of landscape paintings into which trees were also placed. This isdi¢oas believed

that the paintings were depictions of the natural waeld.(Breuil & van Riet Lowel944 4;
Goodall 1959 60i 66; Cooke 195942, 1969; Woodhouse 1978 Mguni 2002: 18 Hall

(1912: 594) andHenri Breuil (1966: 24) argued that sinttee painted plants in the Matopos

did not look like any plant species found in the region that they must be depictions of a lush
and fertile utopia (Mguni 2002: 32).

Frobenius (193in Mguni 2002: 27 andElizabethGoodall(1959in Mguni 2015: 24 believed
formlings tobe the tombs of ancient monarchs and interpreted the large therianthropic figure
at Di a n raa énsembdlmed king. Following this supposition they interpreted some
botanical motifs, which are often in association with formlings, axeswf tannins to embalm
bodies (Frobenius 1931 in Mguni 2002: 3Zhere is only one example of archaeological
evidence of huntegatherers potentially preserving their dead, with the use of Boophone
disticha leaves, in Kouga Mountains, Eastern CapehSftita (Binneman 19991 2). There

is no ethnographic evidence of southern African huigi@therers preserving their deaohd

stlllessevi dence for Okings©éo.

Eric Holm (1957: 68n Mguni 2002: 32 interpreted formlings asucculents, not rocBsas
wasthen the current theorZranmerCooke(1971: 19in Mguni 2002: 32, in his attempt at a



more pragmatic interpretatipargued that the botanical motifs were depictions of plants used
by the people for their practical and economic importance, sustewamsedicine. This is not
necessarily the case, however. For example, we know &aatyses ofexcavaed faunal
assemblagebat the animals painted were not those most often utilised for food (Walker 1996:
31).

Huntergatherershowed greference fohunting smaller game animals (Walker 19961 89

The species depicted in the are mainly larger herbivores, and to a lesser extent predators
(Eastwood & Eastwood 2006: ©B02), and although eaten, do not align with the faunal
assemblagessée Davies 1952 Cooke 1963;Deacon 1965199 Vinnicombe 1972: 194
Walker 1996: 31Challiset al.2007: 468. Therefore, it is clear that the depictions of animals

in rock artare not a menu afhathuntergatherersate This is quite possibly also the case for
botancal motifs.Only in the late 1970s and early 1980s did archaeologists start to see the rock
art as exemplifications of spiritual and religious bebetaough Wilhelm Bleel(in Orpen
1874:11i 13) had stated this as earlyH74. It was Patricig¥innicombe(1976: 280) whdirst
observedhat the botanical motifs likely held a deeper spiritual or religious meaning.

2.27 Searching forMeaning in San Rock Art

It has long been argued that, in order to gain any meaningful understanding of southern African
rock at, one must abandon trying to interpret it froMasterrpoint of view (LewisWilliams

1998: 87; LewisWilliams & Pearce 2009: 42). The interpretation of the rock art must be
informed by ethnographic material collected from southern African people whe shalar
lifeways and worldviews.e., the San l(ewis-Williams 1998: 87; LewidVilliams & Pearce

2009: 42. This approach must be critically evaluated before it can be emplotfestrefore

give a brief outline of what has become known as the shamamsiiel, as well the
complimentary New Animisms before reviewing hdhe modelhas been used in the

interpretation of the rock art of Zimbabwe, and more specifically the botanical motifs.

It was only with the pivotal and pioneering work of Vinnicomeg(,1976), and David Lewis
Williams (e.g.,1981) that archaeologists began to exaneiméc, or insidermeanings of the
art. Informed by the ethnographic accounts collected from various San groups such as the
JuOo6 h@XxinsiNar o, and tebneas Klasymbolit and furmantentallys s

religious, with the religion beingentred onthe trance dance, or Great Dance, and the

10



acquisition ofsupernaturapotency for healing and other tasks (Vinnicombe 1976; Lewis
Williams 1980, 1981, 1998, 2002, 201%er alia; Huffman 1983; LewidNilliams & Dowson
1990, 1999;Garlake 1995; Walker 1994 ewis-Willlams & Pearce 2008 Supernatural
potency is acquired by shamans in order to perkpetialisediuties on behalf of their group;
namely healing the sickéwis-Williams 1992: 5658; Hollmann 2002: 5683 controlling the
game (Hollmann 2002: 563; McGranaghan 2012: 454; McGranaghan & Challis 340)6:
and controlling the weatheDowson 1988;Lewis-Williams 1992: 59;Lewis-Williams &
Pearce 200zt 205 207; Skinner 2017: 25).

Much like the rest of southern Africa, huntgtherer groupsn Zimbabwe adapted to,
assimilaed into, or remowed themselves frone ar | y 0O lrr Bamusp@agirgfarmer
society, andlater, European colomil and moderrday society(Jolly 1996: 287; see also

Gor don 20 Rdhler &4vis 3002: 277; Sadr 2005: 206; Grauer 2007; 4@ that

now Oomilppet s o f t heir bel i efs Afttowgle thesur vi v
ethnographic sources are temporally and spatially distinct, a common underlyirzekefe
system has been shown to exist within these societiesh focuses on altered states of
consciousnes$ghapera 1930: 34; Garlake 1987: 178, 1990: 17; ¢awds1990: 55Barnard

1992: 57;Wa l ker 168, AevisWi6I6l i a ms 931 BaSt®ad 1992 16; Mguni

2006: 52, 2009: 143; Skinner 2017)2Mhamo (2007a) argues thathasehere is negligible
ethnographic information from huntgatherers from Zimbabwe and thiaé rock art irn the
countrydiffers from that of South Africa in bottontent and conventions, the art of Zimbabwe

is therefore distinct and must be interpreted in its own right. However, Nhamo (2007b: 13,
2014 67/ 68) does acknowledge that the usesomeethnographic material is unavoidaple

that there are numerous simiteas between the huntgatherer rock art across southern
Africa, and that each links to the ethnographic material. The independent sources of
ethnographic material each demonstrate striking similarities to the rock art in southern Africa.
These similaries strengthen the use of these sources as analogies for the interpretation of
Zimbabwean rock art. Although there are many similarities, she argues that the differences (in
both content and style) are equally important, and that these changes arevendiddifferent

cultures, and expressions, rather than just a change oveNitam6 201

11



2.2.17 Theoretical framework

The shamanistic modeises ethnograjpdh material collected from San and hung@atherer
societies in southern Africas a means byhich we can investigate and interpret rock art.
There are correspondences between each of the sources of ethnography and, more importantly,
between each source of ethnography and the rock art Williams & Biesele 1978: 130;

Walker 1996: 69; LewiVilliams 1998; Skinner 2017: 30). The contexts in which the
ethnography was collected and the context of the people at the time gives a much more localised
and specific view of those people (Low 2014: 173). Usingfathese sources of ethnography
togethemproduces a much broader framework (Jolly 1983; LeMikiams 1998; Smith 2010:

352; Skinner 2017: 130) with which to interpret to rock art and, more specifically, the botanical
motifs of Zimbabwe. It must, however, be used with caution (Mguni 2009: TBé)validity

of the ethnography and the context in which it was taken should be taken into account
although, by the very nature of San storytelling, there are many idiosyncrasies (Biesele 1975,
1976, 1993; Guenther 1999: 227; Keeney 2003: 19, 24). Tdiesgncrasies are the result of

a culture that prioritises subjective physical experiences over exact objective narratives
(Biesele 1975, 197&uenther 1989, 1999; Keeney 2003: 19). San people have been described
as tolerant of a niedmantaly gnd emotdnaldy byesecmcosmologica u
and | ogical i ncongruities as humans merging
(Guenther 1999: 22in Parkington 2003: 137). For example, the details of what is experienced

by a person in trangeay differ between groups or individuals, but nevertheless the core belief

system remains.

In light of the numerous similarities in beliefs and ontologies found in the ethnographic
material and the rock art of South Afriddnave tested my data againsé tshamanistic model

to understand the meanings of the botanical motifs in the rock art of Zimbabwe. The
shamanistic approachmsostsuccinctly explained by LewdgVilliams (1998: 87)hus

O6rhe making of San rock paintings was essentially (or principafigbciated with a
range of shamanistic beliefs, rituals and experiences and was situated within a tiered
shamanistic cosmology and complex social relations. The images comprise symbols
(or, more emically, concentrations) of supernatural potency (e.gitipgs of eland),
images of trance dances, fragments' of trance dances (e.g., single figures in the arms

back posture), processed’ (recollected and formalised) visions (e.g., the capture of a
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rain-animal), transformed shamans (incind the secalled theranthropes), monsters

and beings encountered in the spisiorld, activities performed in the sphitorld

(e.g., fighting off malevolent spirits of the dead), and 'scenic' groups (loosely called
‘compositions) made by one or more painters, and complexpm@gsl including
superimpositions, of many images that, in a range of ways, show the interdigitating of
the spirit realm with the material world The spivitorld was, in some conceptual

circumstances, believed to lie behind the walls of rock shelt@rs

Below | outline the basic postures and representations of experiences of the humans in the
trance dance based on ethnographic material collected from San groups in the Northern Cape
and Kalaharito identify them in the rock art. The Great Dance entajisagession of people

who dance in a circle in short staggering rhythmic steps, usually around a fire. Outside this
circle women sit nearbynd clap and sing complex, polyrhythmiedicinesongs, which help
activate the potency in the dancers and are thess@&W of potencyMarshall 1969; 352;
Lewis-Williams 1987: 166167; Keeney 1999: 38, 41, 47, 60). The dancers have specific
physical responses and experience various visual, auditory, and somatic hallucinations as a
result of entering altered states ofisciousness in this way. Common responses are abdominal
pain (which causes many to bend over), shortness of breath, hyperventilating, sweating, nasal
bleeding, trembling, and finally they collapse to their knees with their heads to the ground and
sinkinto compl ete unconsciousness wheKag 19%hey o6d
Barnard 1979; Huffman 1983: 49; Lewdgilliams 1987: 167 Walker 1996: 6Y. In this state,
dancers can enter very deep trance statd experiencparoxysms, which are suddesolent

and energetic outburstslarshall 1962, 1969: 36@{uffman 1983: 49)Peopleadoptspecific
postures during the danoghich include bending oveholding theirarms behind the back,
placing theirhands ortheir heads or hips, squattingndkneding on all fours YWoodhouse
1971:128i 129; Huffman 1983: 50 Accompanied by these are sensory experientash

include auditory hallucinations damped hearing, as if underwater (LeWdliams 1984,

1988: 8; Walker 1996: 70), visuiadllucinationsphophenes, trails of light, and hallucinations
(Lewis-Williams 1981 1984, 1988: 8; Walker 1996: Y.0Somatosensory hallucinatiorzse

also experienceduch aglongation of the body, weightlessness (as if flying or underwater),
experiencing extreme heatawold, boiling inthestomachandtingling of the hair roots, which

can make one feel as if they are growing haawis-Williams 1987: 172Hollmann 2002:

567). Many of these same behaviours are physiological responses are seen in th¢raoginals

notabl eland depicted in the rock art in Southern Afriedgher naturally, or when they are

13



killed, especially via poison from poisoned arrofkswis-Williams 1981: 237, 1987: 172;
Yateset al. 1985;Hollmann 2005b: 8/ It must be noted that although death imetaphor for
entering trancethe San truly believe they die and leave their bodies when they enter a deep
state of tranceKatz 1976 144 145 Barnard 197973, 75. Thus, when certain animals die,
they are seen as analogous to humans going into tflaevwes-Williams 1987: 172). The most
notable and most studied is the eland in the rock art of the M2dakiensberg (see

Vinnicombe 1976; LewidVilliams 1981: 91 for a more detailed discussion).

New Animism

The New Animisms constitute an anthropologmavement focusing on beliefs in which both
humans and nehumans (animals, plants, natural forees.,wind and rain) have agency and
personhood, away from earlier views on animistic societies that were oversimplified and
derogatory (Low 2014t65, 169) The degree of attributed personhood is in constant flux, and
the manner in which it is mediated varies over time and from group to group (Low 2014: 171).
Robert Wallis (2013: 5153, 59, 6] puts forth the idea afhizomic personhodil as a means

to degribe the central tenant of New Animism in that it is fundamentally a relational optolog
specifically wherenon-humanpeopleare extant prior to human involvement and have their
own relationships with one another (Cruikshank 2005: 15). Wallis (2013is@%)the growth
patterns of rhizomic plants as an analogy for this web of relations where the roots of a plant
spread out in all directions with nodes where new shoots form. These nodes and shoots
represent various persons dhdir interconnectednesgith some only connected via another,

with no hierarchy or centre.

In southern Africa, New Animisms can be complementary to the shamanistic approach
(McGranaghan & Challis 2016: 580) aisdused as a framework to understand the interactions
between specific hman and nofimuman entitiesn San mythologyand to investigate whether
these araepresentedhe rock art (Low 2014: 171). This framework, like the shamanistic

approach, is based on ethnography and uses indigenous epistemologies. | take a specific

approab, focusing on how humans interacted with animals anégnemral cr eat ur es t
the raind and how, in certain instances, p |
interactions (McGranaghan & Challis 2016: 580 r exampl e, in the OXan

not just a natural phenomenon but is one manifestatitthefa, a powerful entity who is rain
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and in some instances water, mist, or clouds. Specific animals and plants that are associated
with the rain but froman etic perspective are unrelgtace!Khwa-ka-tshweng things of the

rain (Challiset al. 2013:346)0 Tameness &6 and behaving o6nicel ybd
human and nchuman persons (McGranaghan & Challis 2016: 58@) result in more

amicale relationshipsHumans behave in the right manner so thatmaman persons behave

in the same fashion, and so will be easier to hunt, or will send rain (McGranaghan & Challis
2016: 587).

Plants were not only used to mediate these relationships bt wene persons in and of
themselves, whether this be a plant with ageney.(w-/64) (Hollmann 2004:311;
McGranaghan 2012: 138), mythical figures from Primal Tingeg.(&ue (LL.XI & XII.5.
93629377, 93799380v, 93819391, 9391v9401y, LL.XI & XI 1.8.96089618, 96249626;
Guenther 2019: 57 or people who transforinto plants (Mguni 2002: 51, 2015: 4@hich |

shall arguas totake on characteristics of plarfishytanthropes).

2.2.27 Meaning in the rock art of Zimbabwe

Siyakha Mguni 6s interpretation wuses the ett
communities in the Kalahari, Northern Cape, and Eastern Capeceastral pillar to the
interpretation of botanical, and formling, motifs (Mguni 2002: 4, 2088; 2006a: 58b: 538,

2009: 142). While this is by no means a new approach, he utilises the ethnographic record using

6 c albil lee r e as oni n gdétailedwridinamcedantetpretatisns 6f these motifs.

Mguni (2002:4 ) makes a disti-hckeodon albiek edéeadil @wrhan ti
scientific reasoning, as set out by Bernstein (1983) Wytle (1989, 1993). Chaifike
arguments work onobservabns t hat are generalised to forr
the argument is added. If one of these links is faulty, however, the entire argument fails. Cable

like reasoningexaminesdliscrete strands of evidericas interconnected and intertwined
(Bernstein 1983Wylie 1993;Mguni 2002: 4). If onestrandfails but all the othetss t r and s 6
remain intacthen the argument remains strqBgrnstein 1983Wylie 1989; Mguni 2002: 4).

Mguni uses three strands of evidence for his interpretations: formabjisés of the rock art

images; analysis of associated motifs; and ethnographic material collected from various San,
andwider, huntergatherer groups (Mguni 2002: 4). This approach has yielded encouraging
results in the interpretation of the rock art ahBabwe.
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Peter Garlake is the first archaeologist to focus on the botanical images in any meaningful way.
He sees the art as depicting trance phenomena, and the acquisition and use of supernatural
potency, with many fundamental similarities witle ttockart of South Africa. However, he

sees several significant differences between the art of Zimbabwe and South Africa especially
with regard tothe presence of plant forms and formlings (Garlake 1987 11540) see also
Vinnicombe 1976: 280

Garlake (1987&)) madea major contribution to our understanding of botanical motifs, but it
is not without its flaws. He interprets the rock art, specifically formlings and flecks, as symbols
of potencybutlatersuggests that the lack of literal trarredated imagery{e.g.,nasal bleeding,

or processions of dancers) is dushamanism being only one elentrandnot a significant
ond in the art (Garlakel987a: 190191, 1995: 166; Mguni 2002: 51). Thigeems highly
unlikely, as potency and the Great Dance are an intpgraof shamanistic beliefs of San and
southern African huntegatherers and the paintings thereof (Biesele 1975: 5; Huffman 1983:
49; Jolly 1983: 47, 75; Garlake 1987: 178; LeWidliams 1981, 1992; Guenther 1989;
Marshall 1999; Mguni 2015: 142; Skirm@017:27). This lack of trance metaphors and
symbolism is not due to it not being shamanistic (Skinner 2P7):but rather to different
conventions in the representations of altered states of consciousness (ASC)-@irolodyt

travel.

2.37 Trees and Arboreal Forms

Trees and other arboreal forms are by far the most common botanical motifs (Rudner & Rudner
1970; Walker 1996: 26; Mguni 2002: 6, 2009: 139). Like most other botanical motifs, the trees
are highly stylised and, in some cases, have extraneausds removed and relevant features
highlighted, most likely in order to convey a particular meaning (Garlake 1995: 23; Mguni
2002: 157, 2004: 189, 2005: 37). Features of importance were most often the trunks, roots and
in some cases the leaves (Walk@®@: 26; Mguni 2002: 154, 2009: 145). In some cases, these
features are highlighted by increasing their size, and this should be kept in mind if one is using
scale to identify plants in the botanical motifs (Mguni 2002: 157); stiarges and fruit are

not always in natural proportion to one another. When leaves are depicted, they are often
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formed by two lobes to depict what Taylor (192058 in Mguni 2009: 14D refers to as

&onventional treds

Highly stylised arboreal forms have almost no specifiddintifiable features (Walker 1996:

32), and so their exact type (depending on the emic classifications system used by the artists)
might not have been important. It is likely that identity (whether a particular plant, or a group
of plants, as classifiethto indigenous categories), when shown, must have been of some
import. It is possible that some of the botanical forms that are unidentifiable to us, due to the
lack of definable features used for Western taxonomic classificdtignwould have been

easly identifiable to the huntegatherers of the timeHginz & Maguire 1974) The fact that

one can paint generalised trunks, leaves and roots is a strength and not a wBakagssl

motifs were painted with as mudhn as little detail as was required the imagemakers to

convey a particular set of intended meanings (Mguni 2002:6)65

2.3.17 Understanding trees in their own right

The symbolisms and meanings of tree motifs must be understood in their own right, as well as
through their associationsitWw other linked motifs (Mguni 2002: 52, 2015: 42). It is in this
respect that both Garlake and Walker fall short in their attempts to understand tree motifs.
David LewisWilliams (1987: 166) proposed interpreting rock art by looking at it as analogous
toa written | anguage. I f we are to understan:
understand the meanings of each word (motif) before we look at the sgntssociations
between motifs and the rockfateewis-Williams 1987: 166; LewidVilliams & Pearce 2009:

43). This analogy has proven to be very useful because the context and associatiagef

can alter the meaning of each motif (just as they can with words), because they are polysemic
symbols (symbols with multiple meanings), but it isatal that we know what these meanings
(informed by the relevant ethnography) are beforehand (Garlake 1990: 17:Wdlass

1987: 166; LewidWilliams & Pearce 2009: 43). That is not to say that rocksaextwith a

linear narrativebut that motifsmuch like words, have specific meanings, which are agbdr

in isolation or in association to covey a specific set of meanings though the form of metaphors
and idioms Lewis-Williams 1998;cf. Tilley 1991).

Trees thus have the ability to transcend pdatsand spiritual worlds, acting as a cosmological

axis mundi This is becaustheir roots go underground and their trunks and branches into the
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sky (Rappengliick 2018), both of which are worlds of spirit and the supernatural in the tiered
cosmos of the Safe.g., LewisWilliams 1994: 278, 1998: 87). The trunks and boughs are
highlighted in the paintings, probably because these are the features that allow for travel on a
vertical axis. All othedetractingstructural details of the tree, such as the smhatknches and

leaves are removed. The act of using trees for vertical travel features frequently in San
cosmology (Biesele 1978: 92933; Guenther 1999: 188) and is likely a metaphor for traveling
either underground (through holes next to the roots)tortire sky, both common during eut
of-body experiences in trance (Orpen 188i410; Biesele 1978: 92933; Whitley 1994: 24,

26; Guenther 1999: 188; Mguni 2009: 145). Lateral roots of trees often indicate the ground

level and act as another way to dematstwhat is underground (Mguni 2009: 14)e roots,

trunks, and branches of these trees are stylised and contain few details or diagnostic features.

Other botanical forms such as geophytes, fruits, seeds, and flowers are much less frequently
depicted whe compared to trees (Mguni 2002: 155, 2009: 140; e.g., Mason 1958: 364; Garlake
1987: 41, 60; Pager 1989: 276).

2.3.21 Understanding thaneaningsofé u ni d e nt i fthroagh dssodatidnr e e s 6

There are several motifs that are often found in assoeiaiib (i.e. motifs superimposed over
touching or in the same cluster as angthree motifs and can aid in the interpretation of their
meaning in that specific context. Trees are most often found with one or more image categories,
i.e.,formlings, flecks, human figures, kudu, tsessebe, and/or giraffe (Mguni 2002: 157). Walker
(1996: 60) states that in the Matopagboreal motifs are most often found in association with
images of birds. However, this does not seem to be the case, and his lack of gublishe

recordings of these panels makes it difficult to verify.

Tree motifs are very often found within or
4, 98; Mg uni 2 Q43)2whichlofien lodk @ebySimilarltel tBe leaves of those
trees (Garlke 1995: 99). They seem to swirl, and flow around the trees, especially the crowns
(Garlake 1990: 21, 1995: 99; Mguni 2015: 38). The claims made by early writers that these
flecks arditeral representations of rivers or other features of the landscapaslgdismissed

as they, like all other motifare highly symbolic and inherently shamanisticd so have a
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deeper meaning beyond literal depictions (Walker 1996: 34). To Ggda®s: 105)these

flecks are representations of a form of potency thepesific to plants. It is likely that they are

representations of potency, whigdoften the case in huntgatherer rock art in South Africa

(Dowson 1989: 92; ewis-Williams & Pearce 2004 98), but he ignores a fundamental feature

of potency that it pemeates plants, animals, and people alike anddthethe potency that

permeates these subjects is undifferentia@ddiguni 2015: 40¢cf. Low 2011: 297; Hollmann

& Lombard 2020). This argument also ignores the association between fleck and other motifs

swch as humans (Walker 1996: 34), formlings (Mguni 2002, 2004, 2005, 2006a,b, 2009, 2015)

and other animals, which Garl3.ke himself | at

ChrisLow (2011) suggests that potency is not supernatasai is part of everyday KhoeSan

life, and that it is not substance but rather a potential to do withk From his work with

numerous Khoe and San groups he argues that
Orhe idiom of work is closely tied to ownership and to taking on the characteristics and
powers of something, or ntasship. KhoeSan healers, old and new, describe how they
own and work with particular animals or plant medicines. Similarly /Xam folklore
reveals shamans who were owners of springbok. A Hai//om healer described the
Ju/ 6hoansi as t hen @ eboepd au sweh ot hbeoyw nw a rhke wWii to
are strong do strong things. By taking on the potency of a strong bird a person can
become strong and achieve the same things as the bird; they own the bird or work with
the bird. Birds that fly before the raiare described as working with the rain or being
owned by the raid(Low 2011: 300).

Walker (1996: 71)interprets the foritike shape of some of the bare trees as linked to or

representative of arrows, which are commonly forked in painting$im, the forked trees

have more to do with potency, due to their supposed arrow symbolism, than with trees.

The work of Siyakha Mguni (2002, 2004, 2005, 2006a,b, 2009) changed the way we understand
Zi mb ab we 0Rrinstanceke showed that the ubiquitousidmgs contained elements

of termite nests in their structure and, informed by ethnographic material and natural modelling,
that they were polysemic images relating to supernatural potency, creation, afi@maiite

nests and mounds have deep spiritigadliBcance because they are seen as portals teitie s

world, much like waterholes and rockfacésWis-Williams & Pearce 2004a: 1)9Trees that

grow out of these mounds connect them to the sky and so combine to f@xsanundi
connecting sky, grond and underground (Mgui2006a: 63, 6) Termites are a renowned

source of fat, which in the San idiom translates as supernatural potermojte mounds,
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therefore are foci for this spiritual power (Jolly 1983: 75; Walker 1996: 72; Mguni 2004: 189,
2006:67). Arboreal forms are regularly depicted in relation to formlings in the Matobo and
Mguni (2002: 5, 150, 154, 200283 2006a: 58,b: 538, 2009: 142) demons#ateonvincing

connection between the two and their associated symbolism and meaning.

2.47 Geophytes, Leaves, Flowers, Fruits & Seeds

Geophytes are plants with underground storage organs (USO) which include tubers, roots,
rhizomes, and bulbs. | draw a distinction betwd&0Ds and tree roots, solely for the purposes

of classification.Tree rods are used as one means to illustrate the distinction between surface
and underground and are used todtghrough and acrogbese realms (Mguni 2002: 154,

156, 2009: 140)in paintings, thesare often simple in design in order to highlight this featu
(Mguni 2002: 154, 2009: 130Geophytes that are not associated with trees appear in different
contexts, with detailed morphological features marking them as distinct from tree roots. One
exception tdhisis tree roots with morphological features sinito those oSOs andwhich

could potentially be diagnostic features. Geophytic storage organs are the second most
commonly depicted botanical motif, yet they havet been discussed in any detail by
researcherd.ittle mention is made except for theiresence, frequency, and on occasion their
associations. Walker (1996: 32) observed that bulbs are found painted more frequently in
Mashonaland than in the Matopos. Geophytes and tree roots are both found underground and
their presenceinapanelactsasai di om r el ating to the abilit.y

tiered cosmos (Mguni 2009).

Other plant forms, particularly geophytésature in the ethnographic record and the rock art.

These plants are valued for their medicioalspiritual propertiesor because they contain
supernatur al pot ebBX,y 14vBarlsthOa,l | 1616;9 9Mi tbc2h el |
These plant forms appear more often in the ethnography than trees (Katz 1982: 52; Marshall
1999: 52; Mitchell & Hudsparhdu€t®tbedreatedriumberdo) . Th
and reliance on geophytic plants when compared to trees in the arid Kalahari biome (Cowling

et al. 1999: 3;Pr o ceha R006: 27. That is not to say that just because geophytes are
mentioned more frequently thareés in the Kalahari ethnographthat they were more

important. Even if they are more important to the Kalahari San groups (whose ethnographic
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material is used to aid interpretation of Zimbabwean rock art) one cannot say paintings of

geophytes are of mommportance than trees. An examplethis:

6Ju/ 6hoansi zaa{Termieaigsericdpand/dna(Achcea giraffae,
nowVachellia giraffae) trees, which they believe to be capable of influencing the
r a i(Magshall 1999, cited in Mitchell & Hudso2004: 43).

Fruits or seed pods are rarely painted (Mason 1958: 364; Garlake 1987: 41, 60; Pager 1989:
276; Mguni 2002: 155, 2009: 140), and flowers or buds ®snfrequentlyRudner & Rudner
1970: 155)

Geophytes and fruits, when painted, are commaldgicted being used by peopkg.,
pounding rootsfigures2.2A & C), andeating fruit (Garlake 1995: 6@{ubbard 2013: 17

There are a small number of images of people eating plants. Rigrshows a human with

a distended stomach, eating what issinikely the fruit ofFicus sur Further, the distended
stomach in this example is a depictionbeing full of potency (Garlake 1995: 60; Hubbard
2013: 17) which has been recorded ethnogratiffi¢Katz 1982: 51; Yatest al 1985:72;
Garlake 199589). This is likely the case as a distended stomach is a widely used convention,
both seen in the rock art of southern Africa, and from ethnographic material, for being full of
potency (Katz 1982: 51; Yates$ al 1985:72; Garlake 199587 89; Mguni 2004 186). Ficus

fruit contain no psychoactive compountgghlighting the point that psyckactivity of aplant

does not pertain tpotency oritual significarce.
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FIG. 2.2. Depictions of human figures interacting with botanical motifs described in AgxMuchekal
(Mashonaland EasGarlake 1995: 53); BMan holding up likely plant material at the opening of a formling
(Toghwana Dam ,1Matabeleland SouttPager 1973 fig. 5 in Mguni 2015: 27 fig. )14C) Ngomakuriral
(Mashonaland EasRedrawnfrom photogra@h courtesyof the Trustees of the British Museum. Copyright David
CoulsoriTARA. Edited: croppel D) Goromonzi(Mashonaland East. Aft€arlake 1995: 60

A plant's power can come from its medical properties, and maglicious(either contaimg

supermtural potency or hawgot h e rr efianloon or percei vadgllaheal i n
aiding novices to enter trance (Lee 1993: 185p | ant 6 s psychotheomgi ¢ QU :
reasonthat they had magical or supernatural qualities ascribed to {Sebiecki 2002: 1

Staffordet al.2009: 324) but as Mguni (2009: 142) rightly points pwithouta species level
identification, one cannot use possible psychotropic qualities as the sole reasons for the trees

being painted.



2.57 Plant Charms

Unequivocaldepictions of plants used as charms (plants or plant parts that are used for their
magicareligious properties) are rare kieir depiction may be inferraslith a fair degree of
confidence frontheir context €.g9.,0Orpen 1874: 10; Pager 1976:;Aannicombe 1976 fig.

239. These charms are most likely bundles of aromatic hdrbwigWilliams 1980;
McGranaghan & Challis 2016: 5943%ed to placate rain animals, allowing them to be captured
and led over the land to make raiceyis-Williams 1977: 166;Mguni 2002: 165;Lewis-
Williams & Pearce 2004b; McGranaghan & Challis 20890), as well as for other purposes

Plant charms are depicted as ovoid Hidad shapes, or fatike shapes. In the Zimbabwean
context these plant charms appear in a greater diversifgrims (discussed in detail in
subsequent chapters) and are used to mediate the relationships between the typical rain

animals, along with antelope, elephants, as well as trees.

2.67 Phytanthropes

One of the most interesting and, to date, understudiedesutnf botanical motifs are
phytanthropes (from the Gregihytos - pertaining to plants, anénthropos human).
Phytanthropes are beings that combine the features of humans and plants, similar to the way
that therianthropes combine features of humansaairdals.Depictions of pytanthropes are

rare, and in Africa appear to be unique to the rock art of Zimbabwe (van den Heever 2020: 48).
Hubbard (2013: 16) onl y ikrei efildol merstoi omog i thhge
with formlings and flecks.

Botanical motifs are an understudied topic in rock art research in southern Africa despite their
prevalence in various ethnographic sources. Their meanings and associations wittotther

in huntergatherer rock art has been studied with various @sgoé accuracy. It is onlgy

looking at the art through ¢Hens of the shamanistic modaformed by relevant ethnographic
material from southern African huntgatherer societiess well asNew Animism that one

can interpret them based on likedynic perspectivesThis allows fora fuller and more
meaningful interpretation of botanical motifs arah beused to complement our understanding

of huntergatherer belis using the methods outlined below.
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CHAPTER 317 METHODS

The principal method | use cdmmes three lines of evidence. Mguni (2002, 2009) successfully
uses this approach to elucidate on the meanings and roles of trees and formlings in Zimbabwean
huntergatherer rock art. The first line of evidence is a formal study of botanical motifs using
their morphology and natural models. The second is an analysis of botanical motifs in their
painted contexts and their associations with other motifs. Finally, there is an analysis of San

symbolic and idiomatic systems, ontologies, rituals, and beliefaipierg to plants.

The research for this project began with a review of published and unpublished literature,
tracings of rock art, and the ontologies and folkloric traditions of southern African hunter
gatherers, particularly those pertaining to plantdbeltame readily apparent that botanical
motifs, in various form, are present in seven of the ten provinces of Zimbabwe and that large

scale analyses are necessary to do justice to this understudied area of research.

| examine a diverse collection of graptal material taken from a wide range of sources. Due

to the scope of the research area all credible sowersconsulted. | have trawled through
online archives (SARADA, the Frobenius Institute, the British Museum, as well as Flickr) for
photographs, &cings, redrawings, and historical copies, as well as photographs from Jeremy
Hollmann, Siyakha Mguni, and amateur rock art enthusiasts. | have also located tracings and
redrawings in the RARI archives as well as published material by Garlake (19871999)),
Walker (1996)Cooke (1971), Goodall (1959), and Mguni (2001, 2009).

For practical and ethical reasons this study relies exclusively on archival sources. Fieldwork
across the entirety of Zimbabwe is impractical because of time constraints, lbgistica
difficulties, inability to enter Zimbabwe because of border closure due to SARS GOY¥ID

and a lack of resources available in Zimbabwe. The latter factor ties into (and cannot be
separated from) the ethical concerns. At the time this research commigreceduntry was

(and is) experiencing a severe economic crisis (Rypgkation, and a lack of currency),
resulting in shortages of food and fuel. This dire state of affairs coupled with the tumultuous
political situation means that research on the gbalewas envisaged is not currently feasible.

| could not justify using what little there was of thesmarceresources that are available in

Zimbabwe.
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Fortunately, the sheer amount oterial available is more than sufficient for this research. |
have amalgamated this material into a single database. To facilitate comparison of items in the
databasematerial from disparate sources anddifferent formats has been converted into
modern, and standardised formats (discussed in the following section).

3.17 Source Material

Multiple sources of graphic material are used in order to gain a better understanding and create
a more complete database. The sources used are photographs (film and digital), tracings, ink
redrawings, and historical copies. Each sotaits own set of pros and cons, which | discuss
below. It should be noted that although the level of detail and accuracy of the recorded artworks
is extremely important, this alone is not enough; the images must be interpreted within the

context of San intergatherer ontologies.

Originally, | used historical copies, tracing, and photographs for sites but subsequently |
realised that usingistorical copies and tracirap the sole record for a panel or site was not
reliable. | have subsequently removeldsites with only historical copies or redrawings from

my analyses. Sites with multiple copies from separate authors e.g., historical copy and a
redrawing are used if these seemed to corroborate one another. Redrawings, even those from
reputable authors (@, Mguni, Garlake, Walker) are not uselden they are the only recording

of a panel or sitbecause redrawings tend to make images seem clearer or they leave out motifs
that are not pertinent to the u t h researoh They are notbestused for determimig
associationd.use redrawing thatl have made from photograptes those from authors at sites

| have photographs agthroughout most of this dissertation, because they make the images and
motifs clearer and more distinéthe photographs of theseestand those | used to make
redrawings are all includedlong with historical copies and athages with botanical motifs

in AppendixA.

3.1.17 Historical copies

Historical copies are physical graphic reproductions of rock art panels, madelatethd’

and 2" centuries, prior to the development of other methods. The media commonly used for
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these copies were paper, watercolour, pencil, crayon, ink, and stencils. These media were used
because at the time photography was expensive, and laekgddlity, detail, and colour (Guy
& Wintjes 2009: 64) needed for rock art recording.

These copies are useful as they create a record dating back close to a century. They enable us
to see how the paintingsight have beeat that time, and they provideuaeful record of how
they have deteriorated or been damaged over proeiding that the copyists did not

themselves add (or omit) details in the rock art, as is sometimes the case

Copiesare inherently subjective (more so than other recording metwtsas photography

and direct tracingasthey are not precise, faithful reproductions, especially with regards to
scaleand contentVery few of the copies were tracditectly from the rock facé&Keene 201.:

17), andm some casesppyists omitted motifandb cor r ect ed 6 det ai |l s i n
they thought was right. Images that are far apart on a panel were recorded closer together, or
figures from a panel were recorded separately, and details of the rock face (steps, cracks etc.)
were left outThis can be seen in some of the copies even by reputable copyists oathas

Lutz andElisabeth Goodall, whiMichaelRaath(1971: 1 6) and Garlake (1993: 15, 1997: 47)

said had produced some of the most detailed and precise .copies copyists usily had

little knowledge of San beliefs, mythology, and idigth&seomissions andorrections often

altered the meaning of the art (Mguni 2002). &br these reasonave not used unverified

historical copiesdr my analyses of botanical matifs.

3.1.2- Direct tracing and ink redrawing

Direct tracings are made using seapaque tracing film and light pencils. Images or entire
panels are painstakingly traced, with their colour, fading, superpositioning, and damage
(flaking, mineral wash, anthropogerdamage etc.)narked The outlines of the images are
traced, and their colours are labelled. This is a-tior@suming process, and although it is more
accurate than freehand copyimgs nonetheless subjectiyelollmann 2018: 167). Theopies

are the bsis forink redrawings, using standard conventions of stippling to show colour. There
are limitations to this method: the images are removed from their context on the rock face, and
the outlines and distinctions between images are made clearer and rioce ttiign they are

on the rock face. This method makes the lines sharper and clearer than those of the original
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image(Guy & Wintjes 2009: 75) and are therefore useful for analysis (Le Quetlec2015;
Hollmann 2018: 161). Tracings and redrawings athbpublished and unpublished material

were done by Mguni, Garlake, and Walker.

3.1.27 Photographs

Photographs, both historical and modenre used in this disgation. Historical photographs
were taken during the Afrika Expedition, led by Frobeninsl929 1930. Thepanels were
recorded on 16mm film (Keene 2D117). Thelow resolution and lack of colour renders these
photographs usefubnly for more general analysis and for comparison with the historical

copies.

Digital photographs are sourced fréARADA, the British Museum, the Frobenius Institute,

as well as from individual researchers (Jeremy Hollmann, Siyakha Mgur\raiid Nhamo)

as well asprivate photographers and rock art enthusiasts (lan Withnall, Nicole Galame
Darbellay, Lyle Tatum). Hjh resolution (Raw, Tiff) digital photographs, from the sources
mentioned above, are used for the documentation of rock a&tHitis method of recording

and digitally enhancing images has become the standard for rock art recerdifdp{lmann
2018:157). The use of image enhancing software and algorithms such as Adobe Photoshop,
and DStretch (seéttp:/Mvww.dstretch.corfAlgorithmDescription.html)allow certain details

that are now difficult to see with the naked eye to be made clesdrefah is gplugin of ImageJ,
developed by J. Harman, and is used to enhance pigments, especiafigt renge pigments,

and this has become an indispensable tool to aid in the depiction of rock art (J. Harman 2005;
Hollimann 2018: 159). The use of digital photodrajpas many benefits over physical tracing:

it allows the recorder to initially record more images in the same period of time, images can be
enhanced showing details that are now invisible to the naked eye, the recorder cant@aoom in
and layer images, imag can be enhanced and traced back in the studio reducing the amount
of fieldwork time, it includes features of the rock face in high ded@itl most importantly it
negates any contact with (and possible damage to) the rogifeitmann 2018: 15p Digital
recording and enhancements, like other methods of recording, are still subjective, due to the
nature of focusing on certain aspects pertinent to a research question, and the subjective nature
of choosing outlines (Le Quelleet al 2015; Hollmann 2018161). Image enhancement

algorithms are a tool that must be used in conjunction with the relevant ethnographic materials
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as a means of interpretation. In order to avoid or mitigate any biases and errors, | have followed
the method laid out by Le Quelleat al. (2015), which has been used successfully in the
southern African contexe(g.,Hollmann 2018) This method involves the following:

1. An unenhanced version of the rock painting should be published alongside the
enhancement or digital tracing
2. Any additins or modifications to the image should be noted

The procedures followed to create the enhanced image or tracing should be made explicit.

3.1.371 Digital redrawings

The dgital redrawings | produced are made in Adobe Photoshop CS4, using a Wacom Cintiq
22HD digital tablet with an interactive pen display. The source materials are historical copies,
tracings, ink redrawings, scanned film photographs, and digital photographs. Digital
photographs are enhanced usingetch and contrast settings in Photostiarh version of

the image, and each redrawing coloerg(,red, white, yellow etc.) is placed on a separate
layer. Whichever version of the image makes a specific colour, or section, of the panel clearer,
is usel. 163photographs were digitally redrawinuse similar conventions to ink redrawings

butl use grayscale in place of stipplitmgdepict coloufor the majority ofpanels and figures,
especially where the original had small dots and flecks, to avoid misrepresentation of these

features.

3.27 Morphology and Natural Models of Botanical Motifs

The first step | use to gain understanding of botanical motifs, and therefore the role of plants
in various aspects of huntgatherer lives, isgwofold: a formal {.e., Western taxonomy, or
predeterminedtategories) and an informal (likely emic categories) identification. Botanical
motifs are painted with varying degrees of detail and embellishment (Mguni 2002: 153). | have
therefore classified the botanical motifs into categories based on their moipablegtures.

The categories are useful for classification of the motifs, although they are unlikely to reflect
the exact categorisation used by the hugtgherers of Zimbabwe. The main types of botanical
motifs identified are trees, underground storaggans USOs i.e., roots, tubers, bulbs etc.),

flowers, fruits, leaves, mushrooms, and phytomorphs.
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Rock art motifs are not I|iteral representat.i

are representative of, and relate to, a multiplicitycofturally specific concepts (Lewis
Williams 1998: 89), which are modelled on natural fofpearce 2009: 338The concept of
natural modelling in huntegatherer societies is grounded in a shamanistic worldview that sees
the natural world as a rich saer of information and inspiration (Whitley 1994). Natural
models are identified by their morphological features (Mguni 2004, 2006a: 53; Hollmann
2005a). These features are often not ones that are most obvious or useful to thé¥estsing
taxonomic clasifications (see Heinz & Maguire 1974; Mguni 2004, 2015: N8hethelessa

certain level of identification is vital to understand the significance of the imagery, as without
knowing what they are.€.,which categoryhey fall in) one cannot move onudat they mean

in any meaningful way. Furthermore, identification basetiMasterntaxonomy can be useful

to understand specific behaviours or properties of the model and to aid in finding the correct
emic classification in the pertinent ethnographic maltgHollmann 2005a: 26). Where
possible | identify plants to a genus or species level founded on a detailed analysis of the
morphological features in the motifs as well as an understanding of how depictions of real
plants would be stylised in order fdreim to be identifiable when painted. Once identified,
research on the depicted pl@nthemical properties, growth habits, role in the environment
and local ecology can be pursued. This investigation includes the use made of the plant by

huntergatherersdday as well as local indigenous uses.

3.37 Typology and Identification

| categorise these motifs based on morphological features, specifically of certain plant parts
i.e., roots, trunks, leaves, and so forth, but this has proven problematic in masyargsly

owing to Western botanical categories used to differentiate between these plants, which are
indubitablynot the features that were used by the image makers. | apply this method because |
use morphological features of the rock art as the basithéoidentification and then cross
reference this with the relevant San ethnographic material (as laid out in C3)ajredoing

so it has become clear that using formal (i.e., Western taxonomical) identification has its limits
both in its ability to chssify these motifs and in its usefulness for interpretation. | move away
from a strict taxonomical identification and to a less rigid system that does not rely on
identifying a plant to its genus or species. This has proven to be the most useful method th

far because of the lack of relevant and culturapecific emic classificatory systems and
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criteria. That said, this method must be used solely as a starting point and interpretations must
then be informed by the San ethnographic material.

Other clasgicatory systems that align with current emic categories were consjdaicdas
classifying plants by their uses (e.g., Medicine, food, building materials, hunting pamrens,

alia) or by using systems employed by extant San and hgatberers. Thenain challenge

with the former is that a single plant has a multiplicity of uses, some of which are not universal
amongst San groups, artdus in using this any classification would be difficult if not
impossible. The main challenge with the latter is {hatseen from ethnographic records) it is

near impossible to write about one aspect of San life without having to discuss all the others
(Lewis-Williams 1976: 33; Katz 1982: 228). For exampleéAnsieHoff (2011: 44 46) records

that some of the OXam classify the world in
6water thingsd) and dr yinte glia);ntes system imadarsall v el d
encompassing and it is difficult to delineateecaspect from the other. In order to produce a
coherent analysis of the role of the botanical world in the cosmology of Zimbabwean hunter

gatherers, | use the following systems for the interpretation:

Formal identification of botanical motifs has beea thcus of most of the research into this
topic. These key features (from a Western taxonomic point of view) are often not the features
that defined a particular plant for the indigenes, or they do not emphasize its most important
features, asis seenwithh e pl ant drawings made by the oXo
dissonance has led many to abandon the topic in the belief that identification of most of the
plants is simply not possible (Garlake 1995: 8; Walker 1996: 32; Hubbard 2013: 16). The
assumptn that the formal identification of a plant is the key to understanding its meaning is
shared by many ethnographers (elgapaka 1976: 11213; Lee 1979, 1993; Katz 1982;
Sobiecki 2002; Mitchell & Hudson 2004) and is understandable, and very difficolove

away from, coming from a Western perspective. While important, however, | argue that this
diverts attention away from what is truly important: the emic botanical classifications (i.e.,
what and, in some instances, who the plants are), which ardylalggermined by their

perceived roles and functions.
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The use ofVestern taxonomic identification to categories botanical motifs is not without its
merits. The benefits of this method of identification and classification are fourfold:

1 Firsti it allows outside researchers to speak in terms understandable to one another.

1 Second to identify a plant's taxo ascertain whether they are important because they
contain medicinal or psychoactive compounds, or because they hold some other cultural
or symboic meaning (Mguni 2009: 142)

1 Third7 it allows one to use current ecological knowledge to understand the role a plant
plays inthe ecosystem (Mguni 2002: 18[b1) and so can point to biological plant
plant and plananimal relationships (see Chap&r

1 Fourthi it allows one to use relevant ethnographic material collected fromgrtingys
to help inform on the potential uses and meaning of these plants.

This fourth point is particularly useful because there is no ethnobotanical record of the hunter
gatheers of Zimbabwe. | use ethnobotanical information from other hgatirerer groups in
southern Africa, and from past and present farming communities in Zimbabwe to help inform

on probable plant uses and beliefs to redress this.

The first step in idenflying motifs as botanical is the assumption that the inmagkers
intended these motifs to depict plants which | based on the presence of various morphological
features indicative of plants. The secondhis identification of he plantsor the classes of
plantsthey likely representOnce identified one can hypothesize on the various roles plants
played in the lives of Zimbabwean huntgtherers. Identification is based on emic categories
and, when possible, form@lestern taxonomy which is the startingmt for my interpretation

of botanical motifs. This is because without knowing what a plant is one cannot elucidate on

its uses and the cultural and symbolic meanihgtthese uses have.

| havedividedthe content of botanical motifs into seven categgrirees, underground storage
organs (USOs), leaves, fruit, flowers, mushrooms, and phytomorphs, each with their own
subcategoriesAs huntergatherers, the imagmakers would have relied heavily on plants for

both food and Medicine. Botanical motifs thaight not be identifiable to us now were
apparent to the communities that produced them. In cases where a plant can be identified
taxonomically one can investigate whether they were valued because they contained useful
chemical compounds, or because theld some other cultural or symbolic meaning (Mguni
2009: 142). Owing to the stylised nature of the botanical motifs, taxonomic identification is

challenging and in only a few cases specific diagnostic features have so far been produced. In
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some rare insteces, botanical forms have been identified previoustr instancea palm
(Hyphaene natalengi®ias been identified by Mguni (2009: 140) in Zimbabwe. Goodall (1959)
identifies a botanical form found at a site in Mucheka 1, Mashonaland B&dtiasacumnata

(Goodall 1959: 76; Mguni 2009: 140). Botanical motifs were intentionally painted with
differing levels of detail, with some being easily identified to a specific plant or class, and
others being ambiguous or generalised (Mguni 2A@%5) The plantsdepicted may be
conflations of multiple plants and i ntssome i

found in the spirdworld (JeremyHollmann pers. comm2020.

Still, I argue that all botanical motifs are identifiable, although not itbstern taxonomical
sense. What appears to be a bare or Ofeature
details and features removed to highlight more culturally important ones. Thelmadgee r 6 s
intent was to convey culturally significaattributes andnot necessarily a specific species or

group. It is the associations with other themes and motifs, and how those associations and
relationships interact with the ethnographic material that provides insight into the meanings of
these motifs.

Associations are determined by how often and in what context botanical motifs are painted

with other motifs, specifically, but by no means exclusively, humans, formlings, flecks,
tsessebe and sabl e, an dChapterd).iTihegustaposing of Humanr ai n o
and therianthropic figures interacting with botanical motifs by climbing, touching, lying under,

and consuming them is crucial to understand their meaning.

3.47 Analysis of Botanical Motifs in their Painted Contexts and Asstated Motifs

Botanical motifs rarely occur in isolation. It follows therefore that in order to fully understand
the significance of plant motifs to the huntatherers of Zimbabwe, one must understand the
intricate web of connections they have with assted motifs, especially depictions of animals.

In order to explore these connections and associations as fully as possible, identification and
interpretation of associatgaixtaposed animal motifs is necessaryexaminetheselikely
associated motifs tbugh the identification of their natural models which includes

morphological characteriss@nd generapeciesspecific behaviours.
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In order to study a specific motif or theme, one must isolate these from other motifs, thereby
breaking the componentijee s down t o Aunits 706f 7a7n)al(yes.igs.0, |
trees, formlings). Although this process is unavoidable it does bring with it several limitations
and complicationsThe selection processmoves the chosen motifs from their original context

on the rock face and severs their assamiatwith other images. The result is an artificial
separation of themes. It is most likely that all the images in an assemblage interact with each
other; the process of selecting and isolating specific imesgésis fundamentally selective.

This selectie process results in motifs that (at the time) seem unrelated to the research question
being left out of the interpretation. It is not possible to describe every image in a panel and so
researchers mutgave out what does not apply to their research munest is becausef this

that San ethnography must be used to inform the selection of associated motifs (Mguni 2002:
81).To mitigate these biases wiriithe study of botanical motifany isolated images are noted

as such. Where possible all availablrsions (historical copies, photographs, tracings, and

redrawings) of a panel fiabeen included in Appendix A.

3.51 Quantitative Analysis

I record the type of botanical motif, what
associatd motifs for each sitésee Table 1Appendix B. These data are used to help identify
patterns in the imagery, specifically how numerous these images are and the frequency in which
types of images are painted together, as well as their spatial distibatiooss the country.

The use of quantitative data is a useful method especially when considering the wide
distribution of botanical motifs, and that it is not feasible to describe each figure of a panel in
detail. The quantitative data summarizes larmgewnts of data into understandable formats. It
must be stressed that the collection and analysis of these data is (and must be) informed by the

relevant ethnographic material.

| do not use this quantitative data as the sole source for interpretatiom, fesgiency of a
motif does nonecessarilyequate to itslegree oimportance (LewidVilliams 1984, 1990Db,
1995b; Garlake 2001).hat being saidtis still useful, as high numbers can lead to questions
of why something might be important. It is usedhis manner in the Drakensberg with the
eland (Vinnicombe 1967%f. Lewis-William 1984, 1990b, 1991;ewis-Williams & Loubser

1986). For instance, the ubiquity and high numbers (along with their size and centrality to other
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motifs) of elands recorded indtDrakensberg rock art led to the questioning of why the eland
motif was so widespread, numerous and elaborated in comparison with other image categories.
These quantitative data were incorporated into an ethnographically informed approach that led
to a major change in the interpretation of southern African rock art.

These data, especially frequency of association between categories of motifs, are used as a
starting point to find connections between motifs and were used within the framework of the
ethnograhically-informed approach (Garlake 1998, 2001), and are not used solely for
interpretation Nhamo 2014 101). The number of sites where paintings of botanical motifs
occur and how often specific motifs are painted with them are used to find the fregfiency
associatior(see Table 1Appendix B. This is based on sites with botanical mo#fsilable

from archival sourceand not on how often these motifs occur in Zimbabwe, as this is out of
the scopef this research topic. For example, | recorded howndfiessebe are painted at sites

with botanical motifs rather than how often tsessebe are painted and how often these are then
painted with botanical motifs. Presermiesence values were used to determine the strength of
relationships between the two motisesencebsence valueweused, instead of the number

of figures, because the exact values do not indicate importaewes{\Williams 1984, 1990b

128 1995b; Garlake 200,1and the possibility of miscounting or misidentifying motifs would
skew the redlts.

Associations between images are determined by their relationship to one another on a panel or
frieze® a panel is somewhat subjective, but | refer to a partbkaset of paintingin a single

rock shelterBonneatet al. (2017 have shown that painggson the same panel in Phuthiatsana
valley Lesotho, Maclear district in South Africa, and Thune Dam in Eastern Botswana were
painted in separate episodes, hundreds to thousands of years apart. For example, individual
images from the same rock shelterBatswana TD2 were painted millennia apart with the
earliest dated to 1276862 BP and the latest to 232@78 BP Bonneawet al. 2017: 12).This

is likely the case with the rock art of Zimbahweven the ranges of paintings. No direct dates
have been obiaed for the Zimbabwearock art, but painted spallwerefound in stratified
deposits with directly dateable materialthe same layewhich Walker (1996: 13fated to
betweerbetweerll4 000 and 1@00 BP for Pomongwe Cave (Walker 1996:. Hig concluded
thatmost paintingsn Matobodated between 1000 to 8000 BP (Walker 1996: 14ven if

the images were painted thousands of years apart, the fact that the second artistpehose to

a motif in a specific place is meaningfldubsequenpainters placedhe images with

intentionality emphasising or altering the meaning(s), by bringing to the fore or alluding to
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specific idioms or concepts of the motifs already in place and the frieze as a whole (Lewis
Williams 1998: 88)Motifs paintednear,juxtaposed uth, or superimposed over another can
show a relationality between them, especially when these motifs have some connection (e.g.,
what they are modelled on have a connection).

Quantitative data are used to indicate regional trends in both the typesanichbtnotifs

present and their associations. These differences are important as they can help to elucidate
how different groups within Zimbabwe ascribed meaning to different pl&msdle 1975:
164;Heinz 1975: 24; Jolly 1983: 90Nhamo 201481). Tothis end distribution maps of the
various types of botanical motifs are mgsee Chapter 6)

3.61 Limitations

There are several limitations towering such a broad topion motifs found across much of
Zimbabwe. Due to political instability and claskorders because of the COVID pandemic

| was unable to conduct fieldwork in Zimbabwe. Although there is a wealth of archival
material, including historical copies, tracings, redrawings, and photographs, field work has
numerous advantages to purelyraval research (se€hapter3 section 1). | could not verify

the numerous historical copies of plants which would potentially have added another 74 sites
and 241 motifs to this analysis. Due to time constraints | had to limit the number otusiéeks |

for my analysis as | kept finding more material and new sites with botanical motifs. The final
limiting factor was the word limit of this MSc. Botanical motifs touch on many different
aspects of huntegatherer beliefs and consequently | was resttitiefocusing on a few most
obvious ones. | could not conduct comparative analyses with botanical rock art found

elsewhere in southern Africa and in Australia.

3.7 1 Analysis of San Symbolic and Idiomatic Systems, Ontologies, Rituals, and Beliefs

Pertaining to Plants.

Ethnographic material from huntgatherers of southern Africa is pivotal to this research and

is fundamental in informing and guiding my interpretations. Ethnography pertaining to plants
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is my primary line of investigation, but it soon bete apparent that a much broader study of
San ethnography is needed, because plants and the various beliefs around plants are

inextricably connected to other aspects of San beliefs.

Ethnographic records of San and huigatherer groups from southern Afaiare studied, as
well as linguistic studies, from @ih o &am, Maloti San, Batwa, MasarwéXod, GWi,
Nharo, Kxoe, and !Kung groups. This is done in order to get a broadgrarativdramework
for understanding the role of plants for hurgatheres sinceas Nhamo (20146i 57) states,

there is a high level of variability between San groups in the same area.
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CHAPTER 4 1 ETHNOGRAPHIC CONTEXT FOR
BOTANICAL MOTIFS

Pl ants are an intrinsic part of aldshgngopl es

central to many cultural practices; this is equally true for hegaérerer groups in southern
Africa. There is a high level of diversity in these uses and beliefs and so | analyse several

different ethnographic records of San and hugtgheer groups from southern Africa. Here |

draw on ethnographic material, as wel |l as [
as the 'Kung or IKun)&am, Ma |l ot i San, Bat wa, Masar wa, oXo
l K»), GOwi , Nhar dgrougéxrotids,waya asthblish & broades framework

for understanding the role of plantsthe lives othuntergathererssince there is a high level

of variability even between neighbouring San groups (Heinz 1975: 2; Jolly 1983: 90; Garlake
1995: 46; Myuni 2006a: 53Nhamo 2014 65 68), as well as to avoid essentialising or
homogenising huntegatherer cultures. These regional differences can possibly lead to an
understanding of how various groups within Zimbabwe saw the botanical world, or how
different vegetation found in these areas were incorporated into a wider and more general belief

system.

Huntergatherers use plants as sources of food, water, shelter, as well as Medicine (medicine,
magic, and for trance) which is explained in the subsequetmbrsellost plants fall into two

or more of these categori€ld_.11.36.32423261,LL.VIII.1.6082, LL.VIII.7.6679v, LL.XI &
XI1.5.9381y, LL.XI & XI1.7.9573-9580; WB.XXVII.2539\). Below | briefly outline what each

of these uses entail befodéescussg them on the basis @he categories | have determined,
founded on the botanical motifs in Zimbabwe: trees, underground storage organs, fruit, sap,
leaves, and phytomorphs.

There are approximately 1400 edible plant species in southern Africa (Ceavlalg2004:

492), with at least 200 being recorded to be used by people (Tredgoldnl®@&@sson 1998:

81). ThayerScudder(1971: 19) recorded 215 edibplants, of which 131 are recorded to be
eaten in Zimbabwe. Plants are the main source of food for hgatieerers in southern Africa
(Lee 1965; Si |l bdg Tdnakal®rar 1293B5;5 : Hidtdc hc oc kGidsS 8 2 :
& Snyman 1986: 240Guenther 1989: 15; Biesele 1993: 41; Hewitt 2008: 34). Edible plants
feature in ethnographic material collected in the Northern Cape and the Kdldhsfil -
18.7553v7554v, LL.VIII.27.8395; Hollmann 2004: 277; Hewitt 2008:) 3fbr instance the
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Kalahari San rely heavily on geophytes as food throughout the year, but moreirgp du
prolonged periods of drought (Biesele 1975: 20; Cowéh@l 2004: 481). Plants are also
sources of water which are vital in the arid regiagesammamelons Citrullus lanatug and
geophytes are sources of water (Estes 1988; van Wyk & Gericke 200: 81, 99116;
McGranaghan 2012: 76).

San groups from the Kalahari, Brandberg, Tsodilo Hills and further south in South Africa all
seem to havelacal a greater cultural significance on meat, or rather on the animals whose
meat it is, despite their heaxgliance on plants (Marshall 195736; Biesele 197202 1993

95, Mguni 2002: 62 Guenther 2020: viii, 199 This is evident both from ethnographic records
and from the prominence of these anin{alsd the lack of botanical motjfs the rock art of

these regions. This emphasis highlights the importance of these animals and chumnan
relationships for these groups. The ubiquity and diversity of botanical motifs in Zimbabwe is
indicative of a major difference in humaonhuman relationships withigmts as well as
animals being of similar importance. Southern African hugégherer groups use plant fibre

for housing, bedding, cordage, weaving, and occasionally clothing (although animal skins are
the preferred material in the Kalaharatt Wyk& Gericke 2000: 297326; Sievers 2006; Orwa

et al 2009: 2). Plants are also used as sources of dyes, pigments, paint binders, and in the
tanning of skinsan Wyk & Gericke 2000: 247 261; Orwaet al 2009: 2; Bonneaet al

2011: 420).

Plant Medicines

The dchotomous classification of medicinal plants as those that treat physical ailments and

pl ants usgedalfdomr ed@rs®nphysical symptamsteates a false mistinction

that is not reflected in San ethnographic records (Hutchings 198992P8 1993:121;

Marshall 1999: 53; Hirst 2005: 14; Sobiecki 2002: 25; Keeney 20031154 Hollimann 2004

301;Mi t chell & Hudson 2004: 47, Ch aMddicied 201 4:
(with a capital 6 M6) t oplamtato loeat pathplsysicallarel pans e by
physical ailments. Plant Medicines are used to treat physical ailments, but are also Medicines

that help one enter trance or give the ritual specialist potency to heal the sick, whether from
physical, psychological, aocial illnesses (LewisVilliams 1986: 173; Garlake 1987a: 179;

Guenther 1989: 188; Walsh 1990; Sobiecki 2002: 1; Keeney 200Biguni 2015:147).
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There are between nine (Mitchell & Hudson 2004: 53)I(d.ee 1979; Katz 1982: 51) plants

that have beedocumented as being used by the Kalahari San groups as medicine specifically

to help induce trance or replicate the physical feelings of trance such as the sensation oh

(the JuOo6ho«n t er m bdilingin stomgete Mang of thesa, las welbase n c y
others, also contain in avhrether or not they contain psychoactive compoutder{berger

1912: 89; Katz 1982: 281294; Guenther 1989: 44; Winkelm&n Dobkin de Rios 1989;

Marshall 1999: 52; Keeney 2003: 3 t chel | & Hudson 2004; McGr :
Looking atthe etymologyof n@amd i ts associated metaphor of
Nfné refers not only to boiolfi npgl awnattseor ,( Lbeuet 1a9l 6

43) providing another strand of evidence to link plants and potency.

4.17 Treesin San Mythology and Cosmology

Trees area commonand potenbotanical form in San mythology and cosmologyees are

of ten si t 8lause, drthenare uged dséa means of access to God (Thomas 1959:

79; Biesele 1978: 92933; Guenther 1999188 Marshall 1999 21; Keeney 2003: 42, 83;

Mguni 2002: 167169). This emphasis on trees is reflected in the rockGlrater7). David

Whitley (1994) argues that there are three concepts that are central to anthropomorphic
symbolic systems: power, liminality, and trait analogies. Mguni (2002, 2006a, 2009) is the first

to link these concepts to arboreal motifs in Zimbabwe disdusshow these motifs
interdigitate with other motifs and wider San beliefs. He argues that liminality is perhaps the
most wusef ul concept in understanding the r ol
2006a: 63, 2009: 143). Treeantranscend physical dnspiritual worldsin thethreetiered

cosmos of the Sare@.,Lewis-Williams 1994: 278; Whitley 1994; Mguni 2006a: 63). These

features allow for trees to be used for travel on a verticabaxiare highlighted by removing

all other detracting structalr details of the tree, such as the leaves and fruit. The act of using

trees for vertical travel features in San cosmology (Biesele 19789929 Guenther 1999:

188) and is likely a metaphor for traveling either underground or into the sky, which are
comnon during owof-body experiences in tran(@rpen 18748i 10; Biesele 1978: 929 33;

Whitley 1994: 24, 26; Guenther 199888; Mguni 2009). Lateral roots of trees often create a
6ground | evel &6 and, furt her (Mgunike®: pA0)de monstr a

Treesare mentioneth thecreation myth®f various San group$or example:
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@ [ Thel] G wi t a |l ePisiboroclimbs up & supemawiralt r i ckst er
tree, Acacia erioloba to join his two wives awaiting the original procreative

encounter. They conceive, and when the children are born, they drop from the

branches like fruti(Thomas 1959, 79 Mguni 2009: 145).

The X006, according to Heinz (1975: 21 in Mguni 2002: 168)ievethattheir creator made

them from wood The San of the Lower Orange River (Stow 1905:1130) whoWilliam
CoatesPalgrave (Stow 1905: 1B031 in Mguni D09: 144) recordedrecounteda creation

myth in which the first people and animals are said to have emerged from the ground beneath

the roots of a tree.

The JuObho«nsi believe t hGadnlad relr®eu e ei ¢ woaigad
mystical gigantic tree in the middle, which is exceptionally strong (Marshall 1999: 21, 314)

and is Oassociated with t heMaghalddea 236, 4909:t he d
21, 314). The lesser godaouse has two smaller trees (Marshall 1999: 25)Mguni (2009:

145) observes) Al t hough they are unli ke any natur al
from her i nfor mant rees maybdenodelied onia speciesadheal thornt h e s e
(Acacia eriolobanowVachellia erioloba 6 . Belreksreadfirm that trees can be links to the
spirit-world.Xug a deity and myt hol ogical figere tha
almost always in association with plants (X1 & XI11.5. 93629377, 9379, 9380v, 9381384,

93859391, 9391y9401y, LL.XI & XIl .8.96089618, 96249626 Guenther 2019: 57which

is discussed in more detail in thaytanthropes section in this chapter

Accordingto Louis Fourie (1926: 49 in Mguni 209: 145), i is awidely heldbelief in the

Kalahari that there are spirits that reside in tr&ge. Nyae Nyad u O'6 thelieve that their
deceasead n c e sate turneddntagauwa(spirits of the deadwhen their bodies and spirits

are hung in a supernatural tr@ehich is medicingand medicinal smoke blaaround them

(Marshall 1962: 222, 1999: 4h Zimbabwe, theeeisaShona bel i ef that t hei
reside within certainMubvumira trees Kirkia acuminata (Maroyi 2016: 2511) These
instancese-enforce the role of plants (especially trees) as media&iween thegrit-world

and the material wrld, and shows that this belisfnot confinedto the Kalahari.
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4.271 The Significance of Other Plant Forms and Parts fothe San

Trees are not the only plant forthat is significant for the Sa®ther plant formssuch as
underground storage orgaisiit, sap, and leavgslay equally important roke These are not
taxonomicclassifications but refer to specific plant parts (as opposed to the entire plant, be it
tree, shrub, vine, herb). Below | provide relevant ethnographic information on thesglatiier

forms.

In the absence ahformation about thendigenous plant knowledge of the huntgtherers

that inhabited Zimbabwehe traditional knowledge of theon-domesticatedpecies useth
extant farming communitiemay act as a proxy for understamglwhich plantswere used by
huntergatherersThe historical records and ethnobotanical studies show that wild plant foods
are still an everydaypart of the diet in many African countriesspecially irrural communities
(Getahun 1974; Campbell 1987; yamaet al. 1990; Campbellet al. 1997; Harris&
Mohammed 2003; Teklehayman®tGiday 2010n Maroyi 2011a: 506yan Wyk& Gericke

2000; Shava 2005: 747). Wild plant foods are used to supplement the diet of farming
communities, especially during in theydseason, antb help diversifya carbohydraténeavy

diet (Mabogo 1990: 140, 15051; Maroyi 2011b: 5720, 5726).

4.2.17 Underground storage organs

Geophytes are plants with underground storage or¢#®©9g, such agoots, tubers, corms,
bulbs, andizomes Theseare widely used among huntgatherers across southern Africa as
a source of food, water, dyes, Medicine, and poisons (Biesele 19M8e@@jnger 199611;
van Wyk& Gericke 2000: 81; Cowlingt al. 2004: 481; Philippe & Angenot 2005; Martie
2011: 60; Bradfielcet al. 2015. Geophytes are of particular importance as tb&Osare
available yearound, even when the abegeound plant parts have died off during winter or

the dry seasan

USOshave been gery important food source for huntgatherers in southern Africa @ufor

at least the last 3000 years (Deacon 1993: 86). They are especially important in the arid
regions of the country, where they make up the majority of plant food (Biesele 1975: 20;
Cowling et al.2004: 481; Mannetti@L1: 6Q. Parry (2002: 19) argues that they would not be
as important in higher rainfall areas in Zimbabwey(,Matobo) where some forms of plant
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foods are available yeaound.However,althoughZimbabwe receives a higher rainfall tha
the desert regianof southern Africarainfall is still seasonal with dry conditions persisting on
average from April to OctobeBSgayce 1987n Gratwicke 1998: 25; Walkdr995: 23 Maroyi
2011a: 519) Thereforethe importance otJSOsas yeairound food sources should nio¢
underestimatedJSOsare important soursef starch and carbohydrates, which are often not
present in any meaningful quantity in other plant foolisey often require some form of
processing but are very valuable as a food sandevell worth the efbrt (van Wyk& Gericke
2000: 81). Below I focus on two which are most relevant to this rese@ygerusspp. and

Plectranthus esculentus.

Cyperusspp. most notabl¢. fulgenss a geophytic plant with an edible corm which grows in
a diverse range of hahts across much of southern Africa where it is widely utilized as a plant
food (Mabogo 1990: 141/an Wyké& Gericke 2000: 86; Cowlingt al.2004: 478; Youngblood
2004: S51). It is prized for its flavour, ease of gathering, prolific spread, and highm@aotki
water content (Youngblood 2004: S5€)yperus fulgenalong with other edibl€yperusspp.
(e.g.C.usitatug are quick to sprout leaves aftaren the smallest amount of rain (Youngblood
2004: S51) making it one of the first edible geophytes adailto foragers. This quick

production of green plant mat tskerruand!kereur r ai n

&Kerru; v. to become green, be green, sprautgrass, foliage, vegetation (Bleek,
1956:87); Nkerru:, Nkerru, n. blossom, blossomtin(Bleek, 1956:422). As this latter

term suggests, this colour term was connected intimately with phenological responses
following rainfall. This connection underpinned the positive characterisation of the
colour; when the rain arrived, the green foliagea s ed t he bad food to
brought the springbok, made the honey plentiful, and led to the ostriches laying the
Gkerrud s eggs o6 (-2082)6(MtGrapagharz 2DH2239396)

The terms kerru and'kerru suggest a wider connection between rain, the sprouting of plants,
and a remarkable increase in the fecundity of the l@ndulgens C. usitatus,and other
unspedied Cyperusspecies have been recorded as traditional aromatiosWyk& Gericke

2000: 86; Cowlinget al. 2004: 478) used by San and Khoekhoe groups in Namibia and
Botswana. The deeplyeld importance of scents, smells, and aromatic plants is disanssed
detail in the subsequent sections. Another reason to fodOgmarusspecies when looking at

the rock art of Zimbabwe is that sprouting bulbous plant motifs closely resemble Cyperus

corms
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Plectranthus esculentykivingstone Potato) is found throughwide range of habitats across
most of southern Africand as far north as Ethiopidt is a much sougkdfter plant food
because iis highly nutritious, adaptable, and can grow in almost every climatic zana\yk

& Gericke 2000: 94Allemannet al 2003: 37;Cowling et al.2004: 477)P. esculentuss the
most nutritious wild tuber in Africait is 80% starch, 13% essential amino acid, and high in
other vitamins and mineralSANBI 2020. Much like other members of the Lamiaceae it is
highly aromatic Along with its importance as a wild food crop and being aromatic its tubers

grow in a manner resembling tubers found in the rock art of Zimbabwe.

USOsare an important source of hunting and fishing poisons (Neuwinger 1896)yk &
Gericke2000; Philippe& Angenot 2005; Bradfieleet al. 2015). San hunters used poisoned
arrows to bring down their prefWadley et al 2015: 1) The best known poison is that
produced by thBiamphidiabeetle larva (Schapera 1925; Hall & Whitehead 1927; Bleek 1928;
Shawet al 1963; Neuwinger 1996yan Wyk & Gericke 2000: 237; Robbinst al 2012;
Wadley et al. 2015, which was often used in conjunction with plant poisons (Hall &
Whitehead 1927) such as sap Stfychnosspp, Euphorbia spp. andBoophonedistichg
Asparagus exualis tuber to form a composite poison (Wadktyal 2015: 1).This beetle is
restricted to the more arid parts of southern Africa, and so other arrow poisons are used in other
regions. The most common arrow poison recorded to have been used in Zimbdbvesizrn
Mozambique is produced frotrophanthus kombgzan Wyk & Gericke 2000: 244). The
poison ofStrophanthus kombsg used in conjunction with the juices from tBriosa superba
tuber in Nigeria as an arrow poison (Neuwinger 1i99@aroyi & van e&r Maesen 2011: 6116).
Both S. kombeand G. superbaare found acrosmanyof the norarid countries of southern
Africa. Minute amounts 0&. superbaulb are used in Zimbabwe for treatments of tooth ache
and snake bitesrn Wyk & Gericke 2000: 208). Thecales ofB. distichaand tubers oA.
exuvialis, S. kombandG. superbanust be processed in order to extract the poesh mixed

with additives or adhesives in order for them to adhere to arrows (Weidédy2015: 8, 1b

19). These processes oftewvoive multiple steps, but most often involve manual extraction
(grinding, squeezing, pounding), heating, reduciilgd(). These steps can aid in the
identification of the USO depicted in the rock art, as we shall see in Clhapteexuvialisis

first tapped to soften the tuber, then the juices are manually extracted and are boiled to reduce
it to a thick paste or solid mass (figurd. & figure4.2.) (for a detailed description see Wadley
et al 2015).
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FIG.41.AThe col |l ect i o Aspaagud expvialmpdadri atiiveen aaf Eagl e Pos. A.
Ni amce Aspajagisexyvialis oot s; B. [oma OKunta softens a root
sap on the pot lid; C. The heated Asparagus sap is stirred until it reduces and darkens; D. Aameagds

sap on the stirring stick; E. Grinding the hardened Asparagus sap to powder in the glenoid cavity of a scapula
mo r t (&adleyet al 2015: 17)
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FIG.42.APreparing arrow opoi sOma at| ®@ami P st hfdvedebratoc ul ar f
be used as a container for mixing poisonp@B.0 | Oma sAsparagaszexumialis tubeC. Heating theA.

exuvialist uber s i n hot ashes; D. Squeezing sap from the tu
(Wadleyet al 2015: 18).

Richard Katz (1982: 52) record$ plantswhicht he Ju O6ho«nsi i n-the Ka
related purposes; of these, eight are geophyeart from Boophonedistichathese are all
identified solely by t hlgwah(unlentiédhkaisheorgaiseme . Th
noru noru (Ferraria glutinosg, Mokgonastole (unidentified), zau (unidentified), mai
(unidentified), Boophonedisticha and an unidentified parasite that feeds on roots of the
Mokgonastolglant(Katz 1982: 29P293). lkaishe(Lee 1979: 469)Boophonalisticha(Laing

1979;van Wyk & Gericke 2000: 1568, 164;Mitchell & Hudson 2004: 50Mokgonastole

(Keeney 1999: 65)and its root parasitt Ke e ney 1 MieHel & Hudson2004: 411

have hallucinogenic propertieshe hallucinogenic effects are a plausible rea®sorthese

plantsto beused. Western scholars generally place great importance on visual hallucinations

and outof-body expemnces, yet it appears thidr the Santhe most important properties of
suchplants isnot that they induce trance as per the dance, but that they refiiieatematic
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sensations one feels when in trarsuech adoiling and heat in the stomaandsh&ing (Lee
1993:121), their magical capacity (Mguni 2002: 6 162), or because they contain potency
(Huffman 1983: 49t ewis-Williams 1987: 16%. This is based on the length and detail in which
these effects were described as opposed to the visual hallucinations. This is not surprising when
one considers how powfal the tranceinducedexperience is, and the emphasis the San place
on the Great Dance at the centre of their religious beligdspractice¢Biesele 1975: 5; Jolly

1983: 75; Garlake 1987a: 178; Guenther 1989: 33). Many San deny using hallucinogens
(Silberbauer 1981203;Mg u ni 2 86)) Whethds this is because these plants are no longer
used for that purpose (Kal®82: 292293), or because this detracts from the importance of
the Great Dance is unclear. What is clear is that root Medicines were used for variousgpurpos
most commonly to help people learn how, or give them the altdignter trance successfully
(Shostak 2000: 26%eeney 2003: 114L15; Mitchell & Hudson 200442/ 43).

There is no need to view a plant piepdtiesdsneso
separate from one anothbegcausdrom an emic perspective all aspects of a plant are seen as

a whole. Marshall (1999: 53) collected ethnographic material concerningthesample of

which is the root medicinékaishe.For the Nyae NyaeuJO6 h o « n s i this medici
their gods and is made invisible to all except for a select number of healers whgadshe

favoured (Marshall 1999: 53; Mitchell & Hudson 2004: 41). Once acquired, this medicine is
mixed with the urine ofGauwa a lessr deity and the messenger of the big God, in a tortoise
shell and consumed. O6When a man drinks it, h
not happen he will acquire sufficientii @aorbe able to enter trance and heal (Marshall 1999:

53). As disussedkaishehas powerful hallucinogenic properties, and these likely result in the
heal er going 6madé, giving him a potentially
as distinct from its ability to give a healer exceptional amounts of potanorder to facilitate

healing), or from this root belonging to the goddit¢hell & Hudson 2004:41). Plant

Medicines must banderstoodn a holistic way and must be firmly grounded in ethnographic
material. By separating these properiféssternschdars have placed greater emphasis on a

pl antés psychotropic properties. Using this
the rock art in southern Africa is hardly be

due to its econoi/sustenancgualities.

The plant theXam calledp-ii » & described in great detail litabbo in the Bleek loyd
collection (L.11.36.32423261;Bleek 1931: 179, 1956: 182ollmann 2004; Mitchell and
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Hudson 2004; de Praggamper 200)7 From his description it has been tentatively identified
as eitherPancratium tenuifolium(Mitchell & Hudson 2004: 47) or aSalium tomentosum
(Hollmann 2004: 278), both of which have recorded medicina spiritual usesloséde
PradaSamperargues convincingly thaip-ii »i€ a class of medicine, some of which are
botanical, rather than a specific specids RradaSamper2007). This better aligns with the
ethnographic material collected abegii » Fhis is corroborated by the work done by Sam
Challis (Challis 2012276, 2014: 250, 201&) in which he demonstrates tlsatin coarp-in » 2
(&am), @-s o §Kolana), anduiMabophg(isiXhosg are cognates and are linked not by their
species, but are the name faraanically-classified category of root Medicine plants thlaare
specific traits.In the Eastern Cape, for example, it is most likely to have Béembago
auriculata (Challis 2014). Plants in this category have many uses (see Hollmann 2004: 277,
300; Challis 2014: 24750 op&ants share some superficial miogipgical features, in that

the roots of stems are often red and contain tannins, but most importantly they share the same
perceived properties (Challis 2014: 251, 2b®jJabopheor so-in caee categories and so plants
that have these properties can be usdtle same manner, depending on which are available
(Challis 2012: 276, 2014: 250, 2019%:

The bulk of the information given Kabbo aboutp-in »was most likely about just one type

which wasdkurrakonokurrakon (Bleek 1936: 1444 L.11.36.3242"; Holmann 2004: 300de
PradaSampe007: 1, 5) Thisp-i1 »whas not ingested but used as an everyday mediciae, as

magi cal charm for protection, to bind or col
accuracy with a weapon (Hollmann 2004: 277, 30Ballis 2014: 247)dkurrakonékurrakon

was used to make things go on a figood pathbo
searching for honeydé PradaSamper2007: 7).ckurrakondkurrakon was introduced into the

body by means of scarification, @ ashes from the burnt root were rubbed into cuts on the

hand or arm (Hollmann 200£77, 300;de PradaSamper2007: 7).Marshall (1999: 154)
recorded a similar practiceanmhhe JuO6ho«nsi where male init

manner with a rot Medicine at the start of their first hunt.

The use ofkurrakondkurrakon to make things go on the right path demonstrates that it is not
only trees, but also other plant forms suchU&Os that allow for travel on various planes.
Trees provide a meafsr travel on a vertical axis, as discussed earlier, but it is likely that other
plant forms are used to travel in other directions. Keeney (2003: 33) provides summarised
ethnography from San, and other informants, from the Kalahari in which they taitkpddnots
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as sources of potency, possibly linked to a form of travel during trahddguni 2006a: 64).

Once in an intense trance state, ritual spec
Goddo, which are shi niwhie, Idading torthemrit-vgorldedndtei t her
Godo6s h o wwblimmsetlak2@00:4929; Keeney 2003: 33; Mguni 2006a: 64). There are

also green and red lines, running horizontally, that can be used for traveling to physical

| ocati ons i n( Kieheen edyr e2a0l063 :wo3r3l,d 12 8, 144). 6Th
of the green plants that help us sustain life, are good. They will take you along to the good
pathdé (Keeney 2003: 144). The wuse of trees a
of the cosmos is but one aspect, although an important one, of their meaning irghtiresr

culture.

The @elieventhat 1p-i1 »planthad personhood arabuld only be safely collected by a
-1 -kem k vairitual specialist who used this clagsptant medicine de PradéSamper
2007 7). A wp-n k&M k Wwad to be introduced to the plant and had to learn to speak its
language. Such a connection was formed thaptiie -kaév k t@dk on the scent of this plant
and in doing so took on someitsf powers (McGranaghan 201238).

Roots and tuberare a commonhused plant part foé ¢ h a.Mark McGranaghan (2012:
483485) records that six of t hreroot.Planpchaanmst ¢ h a |
fall within the category of Medicinget the subtle distinction between a charm and medicine

is never made explicitly clear, and in some cases the plant part is used for both (Challis 2014:
249; de PradaSamper2016: 50) Charms (which are not exclusively plants) are substances

with magical propdres and appear to be used/crafted for a specific purfbsé use does

not necessarily require ingestion (Staffetél 2009: 331; Challis 2014: 248¢ PradéSamper

2007: 2, 2016: 50

4.2.271 Fruit and seeds

Fruits and seeds are widelyugihtafter plant foods for their minerals, vitamins, trace elements,
and often sweetness which is a rarity in other plant fdedgs liketsamma melonjtrullus
lanatug (Estes 1991138;van Wyké& Gericke 2000: 81, 99160),!nara melon Acanthosicyos
horridus), and Gemsbok cucumbek.(naudinig are of vital importance as sources of moisture,
but also food irthearid partsof southern Africafan Wyk& Gericke 2000: 34; Cowlingt al
2004: 476). Another plant of vital importance to hurgatherers i§Schirziophyton rautanenii
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(Mongongo nut). This fruit, and the nut it contains, is of vital importance to many people in the
Kal ahari, namely the Dobe and JuObdihdalynsi ,
calories (Lee 1979: 271). The fruipens overa short period, March to May, but the fruit and

the nut remain edible for much of the year (Lee 19@R)viding amuchneededyearround
source of food even in drought periods (LeeX®59).S. rautanenihas been utilised in the
Kalahari for at least 800 years (Robbins & Campbell 1980van Wyk& Gericke 2000: 24).

In higher rainfall regions of southern Africa there are a greater variety of edibledugtsas

the marula$clerocarya birreg, fig (Ficusspp.), wild date palmRhoenix reclinaty andfan-

palms Hyphaene petersiarendBorassus aethiopumSeasonal fruits of th®. birrea(which

ripen inautumn), andricusspp (spring into early summer) (Maroyi 2011a: 519) were of such
importance thahuntergatherer groups aggregated and seittedreas for longer periods of

time in order to utilise these foods (Walker 1995: 73, 122j 14B, 165). The three palm
species mentioned above were of importance as they are some of the only edible fruit available
yearround (Cowlinget al 2004: 476).

Fruit make up the majority of the edible plant foods used by extant farming communities in
Zimbabwe (Maroyi 2011a: 509; Mushangwe 2019:78. Archaeobotanical studies of early
farming community sites (Cooke 1953; Huffman 1974: 17, 97; Mushangwe 20%5)8nd
huntergatherer sites (Walker 1980: 21; 1995: 73, 146) show the prevalence of seeds from
edible fruits when compared to the number of seeds of other edible wild plants, esfgecially
birrea (Walker 1995: 73, 122, 146147, 165) Seeds preserve moreadily than other plant

parts such aglSOsand this may account for the higher representation of fruiting pilaaits

USOsin the archaeobotanical recqi@adleyet al 2020: 87).

Fruit and seeds are used by the San groups to make musical instrumedtgoDrds are used

as resonators for string instruments seen both in the rock art in southern Africa, and as artefacts
from extant San communities (Nurse 1972: Z@naka 1980; LewisVilliams 199G 30;
Mannetti 2011: 4042). Dancing rattles, an importaattornment in the Great Dance, were, in
some cases, made from seed pods (Silberbauer 1981: 81), or springbuck ears filled with seeds
(LL.V111.1.6129").
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Fruit in mythology and folklore

Fruits, nuts, and seeds are the most seafibt plant foods, wittmany being seasonal and
produced during the rainy season (Maroyi 2011a: 519). This has led to fruit, especially when

in abundance, being linked to the prosperity and fecundity of the land. This is typified in a
common belief that the dwelling places of theds are always prosperous and so often have

an abundance of fruit. One healer procl ai med
it with many fruit trees and grelRinsipliigtint 89 (
children drop fron atree like fruit(Thomas 195979).Go d 6 s ishnahe skgwith all the

spirits of those who have died. Godods family
plants Keeney 2003: 425cod fAmade t he BushmenKeemeg2008e pl ar
83))When the shamans take the | ine iibidd3)t he sk
Fruits are also important as Medicines, such asktid r ui t . A OXam person

another human person either holds or rubs their batiythe ikui fruit in a purifying process
cal | edLXh&Xdl alll1099.

4.2.31 Plant sap and gum

Plants saps and gums are widely utilised by San groups &¢esternrandsouthern Africa for
food, adhesives, and poisons (Lee 1979: 270; Mannelti: 241 ; Bradfieldet al. 2015: 32;
Wadleyet al. 2015. These saps are obtained predominantly from tree&)&aks(Bradfield
et al.2015: 32;Wadleyet al 2015.

The adhesive substances used by San groups are mainly used for securing arrow heads to the
shafts (Bradfieldet al.2015: 32;Wadleyet al 2015) Gum from severaVachelliaspecies are
used solely as adhesivé&gdleyet al 2015)

Plant sap is often uset make arrow poisons, e.@pophone distichgDornan 1916 in
Neuwinger 1996: 11; Schapet&25 in Mitchell & Hudson 2004: 51)p conjunction with
animatbased poisons, the most often recorded being the entraiBiaofiphidia grubs
(Bradfieldet al.2015: 49. Hunting poisons are not limited to arrow poisons; for example, the
latex sap frontEuphorbia ingenss used in South Africa and Zimbabwe, not as an arrow poison
but added to water to poison fiskaf Wyk& Gericke 2000: 240).
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&am women us@ whitegum calledigui made from thékhoutree (L.VII1.23.8054-8067),

which is likely Vachelliasp, to seal pots by boiling the gum{LV111.23.80548067). On a

practical level this is done to reduce the porositthefpitfired pot, and to prevent cracking,

but the act of rubbing the pot with: Rhbase s
evidently held a deeper meaning, and was | i
knowledge (McGranaghan 2012: 264)

Gums and saps are important plant foods, with gums eaten as foods, and saps used as beverages.
Lee (2012: 43) recorded8 different species of plant gums that are eaten by the Dobe
JuOdbho«nsi, wi t Wachellraspp. he jHartebedstyRivdr é@hnreily had a
fondness folVachelliagum (LL.VI111.18.7551"). The gum from unspecifi®&hchelliaspecies

are relished by rural VhaVenda communitiestfair sweetness (Mabogo 1990: 141).

Tree saps are a delicacy for many huig@therer groups (Guenther 29&3), largely due to

their sweetness and high sugar content, properties that are something of a rarity in wild foods.
The sap from palmsPhoenix reclinata, H. petersiana, Hyphaene corigcaad Borassus
aethiopun is tapped from trees and used as a tsaby huntergatherer groups in Namibia
(Dinter 1912: 2122 in Story 1964: 15) anddy farmer cultures throughout much of Africa
(Meredith 1948n van Wyk& Gericke 2009 Cunningham 1990; Mabogo 1990:; &n Wyk

& Gericke 2000: 106; Shava 2005: 8Bplaet al. 2006 Flitsch et al 2014: 186. The sap
naturally ferments due to the presence of wild yeagtsoducea mildly alcoholic drink called

palm wine (Mabogo 1990: 60; Mbet al 2019: 842). The sap from these trees has an
exceptionally high sugar ctent which ranges between 10%%% (Dalibard 1999: 1;
Kurniawanet al. 2018: 591 Saputrcet al 2019: 863andisvaluedhighly, possiblyto a similar
degree as honey. Trees are tapped either by cutting the inflorescence spadix of the female
flower headgOrwaet al 2009: 1), or directly from the trunk by cutting down the entire tree,
with the latter being the most commonlged method across much of ssdharan Africa
(Meredith 1948; Cunningham 199¢an Wyk& Gericke 2000: 106; Shava 2005:; &blaet

al. 2009. The sap is harvested by cutting the apical meristem at an angle, which is used to
direct the flow of the sap into a collecting vessel (figdi®. Hyphaenespp. are the most
productive and produce several litres of,s&ph some larger trees kbto produce 60 litres

over several weeks (Meredith 1948vian Wyk & Gericke 2000: 106). Further, palm wine is
valued not only for its high sugar content, but because it is availableogad an Wyk &
Gericke 2000: 52, 10&owlinget al 2004:476).
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There is a precedence for alcohol fermentation in southern Africa as far back as 40 kya (Rusch
2020: 18)Neil Rusch(2020: 4 11) shows through archaeological evidence from Boarder Cave

in KwaZulu-Natal, South Africa, and ethnohistorical accounts fromelof southern Africd

except Zimbabwe that huntergatherers have been fermenting honey, with the addition of

water and often various plant addittyeo make alcohol.

FIG. 4.3. Tapping and collecting sap from palm tre&¥ Sap collection from a holeut in the felled
trunk (Flitschet al 2014:174);B) Hyphaene petersiansap collection process from meristevarg
Wyk & Gericke 2002: 107)

Sap, along with honegnd fat are all exceptionally high in calories and exist in both solid and

liquid states Fat and honey are both substances that contain an abundance of supernatural
potency (LewisWilliams 1981a: 50; Huffman 1983: 50; Lewiilliams and Dowson 1989:

63; Walker 19967 2 ; Mg uni 2002: |ewisWilllams& Chdligd 20109146 7 ;
Hollmann 2015: 341

®&am reference tothe consumption of thee three substancesay in certain contexts be
euphemisms for sex (Guenther 1989: 15). Guenther (1989: 63) recorded siomyverf a
similar myth from the Nharo in which tree sap is apparently used as a metaphor forisemen.
argue that it is likely that palm sap contains an abundance of supernatural potency.
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4.2.47 Leaves

Leaves are one of the most important plant paitised by people, although they are often
overlooked when studying plant use in the pidstly due to the poor level of preservation in
archaeobotanical depositSievers 2013: 236). Leaves and greens (both wild and
domesticated) form a major part tiet plant foods eaten in southern Africa (Mabogo 1990:
142 144;van Wyk & Gericke 2000: 63). They are also a source of fibre, building material,
bedding, Medicine, and phytochemicals. Leaves of certain plants have a high degree of
culturally specific symbagm but are widely associated with growth and the fecundity of the
land due to theiwvital rolei n supporting game ani makesuy and | |
which is associated with green and the emergence of foliage after rais,theableginning of

a time of plenty becaug&e foliage attractsspringbuck and ostriches (LL.I1.23.202062).

The leaves 6 aromatic herbs and plants are, for many hugtgherer groups in southern

Africa, also linked to rain.

Aromatic plants

Aromatic plants get their scents from a variety of volatile compounds which, due to their
lightweight structure, readily evamte and diffuse into the giPicherskyet al. 2006: 808

809) These compounds fall into two mains groups: terpenes and phenols, and it is the unique
combination of these in varying concentrations that gives a plant its aroma. As their names
suggestboth terpenes and phenols are oils (or essential oils) and are produced in varying
concentrations in all parts of a plant. Plants have evolved to produce these compounds for
various reasons, but most involve attracting pollinators or repelling predators thermighest
concentrations of these are often found in flower, leaves, and @ams& Tumlinson 1996:

93i94; Theis & Lerdau 2003: S97Yolatile oils in leaves are produced pellucid glands

(Fahn 1988n Theis & Lerdau 2003: S97When the leavesr@a crushed or are heated these
glands are brokemxposing more volatile oils and so they evaporate at a faster rated resulting

in a stronger scent.

The San place great emphasis on the importance of the sense ofL&nveR.3869; Lewis-
Williams 1981a: &; Mguni 2002: 162, 165; McGranaghan 2012:)13his is why aromatic
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plants were, and still are, so important to Kagahari Saras MedicineAndrew Smith (1966:

1641165) argues that the name 6Sandé shows the d
a omatic plants. O6Sand, a name given by the |
San, which is also their name of aromatic plants and bushes which we now ascribe to the genus
Pteronia The suffix qua means peopky the names of San groups likee Sanqua, and
Sonqua | iterally translate to fAthe people
(Smith 1966in van Wyk & Gericke 2000: 215). Although San groups did not use the term
6Sand t o de s,dhe fatt ¢hat this anoistieglitlv arasnatic herbs is used as a

collective term is a clear indication of how central these plants were to them

The importance of smell is why many of the plant medicines used are not indgestade

burned in a tortoise shell and this smoke is wadtei the patientWilhelm Bleekin Orpen

1874: 13;Marshall 1962, 1969: 36@atz 1982: 39; Keeney 2003: 51). The scent of a plant is

often its most powerful compone(itL.V.3.4120; Marshall 1969: 360, 37McGranaghan
2012:138). The most common oftheés8uchy whi ch refers to a OXam
herbs that are used for their magical, medicinal properties, and not solely to the genus
Agathosma(LL.VIII.14.7282; Bleek 1933:382 Mguni 2002: 164; Hollmann 2004: 177;
McGranaghan 2012: 483).

Thearomatic herb, or class of herBéjs used for its magical ability to mask scents and for its
calming effects (Biesele 1975: 192; Hollmann 2004: 130; McGranaghan 201253B3)sed

to mask the smell of women during menstruation ft&imwa (the persaification of rain) in
order to not invoke his ire (LL.V.2.3869; LL.V.6.4398394'; Hollmann 2004: 13;
McGranaghan 2012: 137)h&relationship withKhwa need to be mediated antthis isdone

by adhering to correct behaviour (McGranaghan 2014: W24bh includes the use of plants

such asa.

Those seeking to capture a rainimal rubsad on themselves and their lasso in order to mask

their scentl(L.V.3.4119 Bleek 1933: 382Hollmann 2004)Sais used to calm ratanimals

once they have been lassoedcaptured lLewis-Williams 1977: 166Hollmann 2004: 163;
McGranaghan & Challis 201690.Sai s used to calm or O6cool do
have entered into trance too deeply, or have acquired a dangerous amount of supernatural
potency (LL.V.3.4122-4131 Bleek 1935b: 2B824; Biesele 1975: 192; Keeney 2003: 51,
Hollmann 2004: 237).
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Although relatively uncommon, there are depictions of people in the art using plants for various

purposes. The most fascinating of these are what appear to be plarg ¢bansWilliams

1980; McGranaghan and Challis 2016: 594). These plant charms are most likely bundles of

aromatic leaves which have been identified in the est&f South Africa and Lesotho (Smits
1973; Vinnicombe 1976: 33839; LewisWilliams 1977, 198; Challis et al 2013;

McGranaghan & Challis 2016: 587). These charms, when looked at through the lens of New

Animism, wereused by people to make animals (both real andrnenal ) 6t ame 6
t hem behave étali2@ld; MgGianaghad @hhllis P046: 587)Similarcharms

are also present in Zimbabarerock arand appear to be used in similar contexts.

4.2.51 Phytanthropes

Phytanthropes are beings that combine the features of humans andgfants humarplant
conflations (van demdeever 2020: 4i819) or transformations from human to plant\oce
versa Phytanthropes appearbe isolated to a small area in Zimbabwe anébsent from the

rock art ofSouthAfrica.

Despite being rare in the rock gphytanthrope®r people transfoning into plantd either

partially or completely do appear in the ethnographic material collected from the Northern

Cape and KalahariL(.11.2.295-305, LL.XI & XII.5. 93629377, 9379, 9380v, 9383391,
9391y, 9401y LL.XI & XIl .8.96089618, 96249626 Bleek 1935a: 266; Biesele 1976: 310;
Lewis-Williams 2000: 171172; LewisWilliams & Pearce 2004a: 162; Guenther 2020:1110
111). These were predominantly characters and figures from the FirgGaeather 1989: 31
2015: 285 Keeney 2003: 29; Mguni 2@: 145).

San deities often took the form of trees and plantsHil(Nharo),ikue ( Ju Odho«n) ,

and

q

l esser extent OKaggen (OXam) are fundament al

2009: 145). This can be seen in the folklore and mythesatiscussed below.

Kuef eat ures in sever al JubGdho«nsi mhLtXhé&s |,
X11.5.93629377, 93799380v, 93819384, 9385391, 9391y9401y, LL.XI & Xl .8.9608

9618, 96249626 Bleek 1935a: 266; Guenther 2019:)5Wh nine myths iKue transforms
himself into various plants, sometimes the entire plant and in gtis¢the leaves or the fruit,

sometimes multiple plants in one tale. All of these plants produce edible LftuXI (&
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XI1.5.9380v,9401v; LL.XI & XII .8.96089618; Bleek 1935a: 266 In every tale where he
assumes plant form, he also transforms into animals, most commonly lizards and pythons
(LL.XI & X11.5.9347v, 93599403; LL.XI & XI1.6.94049430,9437-9438, 94430448, 9459

9490; LL.XI & XI1.8.9602-9607v, 9609%9616\) as well as some form of water either as rain
(LL.XI & XI1.6.9437-9438, 94420448, 9459490 or as a body of wate(LL.XI &
X11.5.9362-9377, 9379403; LL.XI & XI1.6.9404-9430).

Kueis constantly involved in some familial conflict which he is either killing or attacking

his fathefin-law or is being attadd and killed by him. Most of his transformations are to
disguise himself so that he cannot be attacked or can flee safely. On several occasions in these
tales he dies and changes form, then comes alive again. Death in San mytlaiodea
metaphor forgoing into trancel{ewis-Williams & Pearce 2004 1112). iXueis almost

constantly in the process wansformatbn while going into trance or once he is in trance.

The link between plants and these deities is further reinforced when looking at the etymology

of their namesNiguni 2009: 145). The moréeral translation of the Nharo gddilé means
6bushoé or 6t r el®F 61 Bdrnard k9868907 2) Sbutas 2a Fleity Hileé was
closer to the fAspirit of the bush.o0o (Bleek 1
Kueandiku likely share etymological root&u are wooden pieces used for divination and are

made from théket r ee, whi ch 0i s a fLLYI&KXHE.#987').é not a

This belief in the liminality between plants and people is not restricted to mythologhend
Early-Race stories (Mguni 2009:145) but features in interviews with San individuals. For

i nstance, a JuOdbho«n woman said that she was:
rootcalled d wa itk QnBai esel e 1976: 310).

A young woman might gedterself and her band turned into trees, frogs, or rockKlmya if
she violates menstrual taboos (Guenther 1989: 31A n o t hnarrativeXXls ahthremen
turning into trees by looking at or being looked at by young maidsn she is full othe
liminal and transformative power ofenarche (Hewitt 1986:781; Guenther 1989:10%11,
2015 287288).

AThe gi r | gouraswitheharearst The rman stands. He stands because the

mai den | ooks at him with the mhmwéteds ey
ground. And it is so. His legs are those of a man, but he is a tree. His arms are those of

a man. He holds thgourawith his mouth. He is a tree. He has his eyes, because he

was a man. He has his head. He has his Head He is a tree whicls a manHe is
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a man. He is a tre@® Ldwis-Williams 2000: 271 in Guenther 2015: 2&B8
Emphases by the author in bpld

These men areimultaneousihhumans and tregget these physical attributes remdiscrete.

No mention is made of whether they #men phytanthropes, or people who have been totally
transf or me d ,butrMatbias Gueetlzet (2015t 288 posits that their transformation
into trees is complete and final.

To summarise, from the analysis of a wide range of ethnographic streroescross much of
southern Africa it is evident that plants are an intrinsic part of hgatirerer lives, and that

they play a major role, sometimes central, sometimes peripheral, in every aspect of life from
subsistence to Medicine, religion, rituahythology, and cosmology. In the absence of
ethnographic material from huntgatherers from Zimbabwe | use the rock art itself, in
conjunction with ethnobotanical records from local Baspeaking farmers and hunter
gatherers from elsewhere in southerfnida to elucidate their many meanings and help shed

light on a wider array of beliefs and ontologies.
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CHAPTER 517 BOTANICAL MOTIFS AND THEIR NATURAL
MODELS

In this chapter Lse theclassification systemset out in Chapte3 to identify and understand
botanical motifs and likely identification&igure5.1 shows the breakdown of each category
that was informed with ethnographic materaid the corpusf botanical motifs used in this

dissertation.

Bare
Solid
Trees Lobed
Fronds
Fruits and Flowers

USOs
Individual leaves
Leaves—E Fan
Plant charms —|
Oval
Gourds
Fruit—|
Bunches

=On formlings
==\ ushroom charms

Individual flower
FIowers—I
Flower charms

Roots, tubers, corms, rhizomes, and bulbs

Mushrooms

Geophytic
Phytanthropes Other
Phytomorphs
Phytotherians

FIG. 5.1. Breakdown of botanical motif classifica.
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5.2 - Morphology of painted trees and plants

5.2.17 Trees and arboreal forms

Trees and arboreal forms are often stylised with minimal detaindellishmentsBe that as

it may, they are still often easily recognisable as trees, unlike leg®uws motifs such as
formlings (Mguni 2002: 153). The most common features in trees are the trunk, branches, roots,
0 g r o u n fiuit, iand osvérs iguni 2002:154). | outlineherethe various plant parts | use

for classification and descriptions oktkbategories.

Trunk

The trunks are the most common feature found on arboreal motifs and in many ways the trunk
is a defining morphological feature of this category. The trunks vary in thickness and length
and are rarely embellished. The only consistetaid®und on some trunks are spikiee
protrusions which are most likghetiolesof old branches, which remaim some speciexter

the leaves have fallen.

Branches

Branches and branching patterns are common features on tree motifs. These bratiehiisg pa
are occasionally helpful for identification especially for plants such as palms which all branch
directly from the crown. This is also the case for yo#inzia acuminataand Zanthoxylum
capensdsee Fronds section)

Roots

Tree roots are a commoedture of arboreal motifs, most often seen with bare trees. Most are
short and go either vertically or horizontally. The roots are very simplified and show little to
no ramification or embellishment. Lateral roots often fdrrg r o usitdat cameatend el

beyond the tree. These effect of this is twofold: it creates a line wihiglt demarcatevhat
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is above and below ground (Mguni 2009: 14@d it connects the tree to other figures and

motifs, most often other trees.

Leaves

Individual leaves are ranebepicted Tree canopies are most commonly presented/degsted
a single solid mas®innate leaves are the most common identifiglde of kafarrangement.
In some instancdssuggest thatashes or fleck which often match the size and shape afidte
commonly associated with these tree motiépict leavesindividual leaf motifs separate from

any tree motifs are classified separately.

Fruits and flowers

Fruits are most often depicted on trees as small spherical shapes connected directlyato or by
peduncle to a branch or stalk. Flowers appear as ligbhteured fingeilike protrusions on the

ends of branches.

Bare canopy

Bare trees are defined by the presence of a trunk, and branches with no(canomyleaves)
They comprisel6% of the trees recorded. Most have narrow trunks vaitimple branching
pattern and with prominent elongated roots running either vertically or laterally (8g)re
These elongated roots are most notably at sitdgrbezhel (figure5.3) andAmadzimbal
(figure 5.4).

Due to the lack of specific morphological featyfesmal identificationson family, genus and
species levehire not possibld-ormal identification is largely irrelevant as these trees fall into
the category of bare trees and there is no need fopr@ specific classification as this
highlights their function aaxis mundiand as a means of travel between realms or the-three
tiered cosmos (Mguni 2006&3, 67,2009: 144) and sd is probablysimilar to the emic

classification.
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FIG. 5.2. Huntergatherer rock paintings of bare treefour different contextslescribed in texiA) Domboshawa
1 (Mashonaland EasRedrawnfrom Nicole CalameDarbellay. Modified: other figures removedolour: Black
= Ochrg; B) Tshangula CavéMatabeleland South. Moi 2002: 33 fig 5. Colour: Black = Dark Réd C)
Ruchera(Mashonaland EasRedrawnfrom Joachim Lutz, FBAD4 01619, © Frobenius Institute. Modified:
figures removedBlack = Dark Rejj D) ZombepatdgMashonaland CentraRedrawnfrom image ourtesy of tie

Trustees of the British Museum. Copyright David Coulson/TARSlour: Black = Ochrg

FIG. 5.3. The roots of bare trees connected to a formiwith animals, described in texG(ulumbezhel,

Matabeleland South. Mguni 2004: 183 figure 2).
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FIG. 5.4. The roots of bare trees creatidgy r o u ndkdcribedengedtd) Amadzimbal (Matabeleland South.
Mguni 2002: 34 fig6. Colour: Black = OrangeB) Amadzimba Matabeleland Soutiguni 2009: 141 figure
2. Colour: Black = Req

At Gulumbezhd (figure 5.3) the tree roots from two bare trees on thelhgitd side connect

to one another and extend through a set of formlifigis line of rootspossiblydemarcates
what is above ground (giraffe, wildebeest, and a largeanaiimal bleeding from the nose)d

what is underground (tsessebe and female kudu, some of whom are kneeling). The lateral
rootsb g r o u mudd througitiree of the lefmost cores athe formling with half above and

half below potentially showing the liminal nature of formlings andeés in that they can
transcend the three tiers of the cosmos (Mguni 2006a: 62n¥stdzimbal there are two
examples of roots forming) g r o0 u n Biduiesb.4Ak @ show antelopgkuduandtsessebe
respectively)lying on top of the linghat extends he/een two treesAll treesconflated with
formlingsare bareTreesin the everyday worldre often found growing out of termite mounds
(Turner 2000: 151Traoréet al 2008; 64 Moeet al 2009; Okullo & Moe 2012; van der Plas
2013: 1, 3)andtermitenesst are often built in the hollow trunk of a tree (Mguni 2014 6

147). Although rock art motifs are not literal depictions of the natural wtréy are modelled

on natural forms and so it seems far more likely that this is a formling within the trunk of a
tree. The tree dtlanke 2(figure 5.5) does not have roott the bottom, but it hasbranching
structure above the trunk with a formling contained within the triirdoes have elements of

a sprouting tuber or root, or possibly a conflation of that and a formling, but thigdrave

only recorded one site thi underground storage orgam®mpared t@1 with bare treesin

Matabeleland South, this seems unlikely.
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FIG. 5.5. A bare treedescribed in texhearNankel (MatabelelandSouth.Redrawnfrom image courtesy of.
CalameDarbellay Colours: Black = Orage, Dark Grey = Red, Grey = Light Red

Antelope are painted apparently browsing on trees, thougtetbsare typically bare of any
leaves(Mguni 2009: 142) This association seemsiwusual from a biological perspective
considering the lack of foliageand again highlights the difficultypoth in using Western

taxonomic identification for the interpretation of botanical motifd & attemptingd | i t er al 6
interpretations of emic metaphors. At b@humbashaba ffigure 5.6) and Amadzimbal
(figure5.7)femak kudu are browsing on bare branches.
extended towards and/or touching the tree) might be the method to depict the animal smelling

the plant, or the animal equivalent of reaching out and touching the plant.
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FIG. 5.6. Female kudwanda bare treeShumbashaba Matabeleland South. Mguni 2009: 141 figureCdlours:
Black = Red, White = Whide

FIG. 5.7. Two female kudu browsing on a bare tréen@dzimbal, Matabeleland South. Mguni 2009: 141 figure
2. Colours: Black= Red, White = Whitg

The juxtaposition of creatures apparently browsing on bare iseestrestrictedto antelope
herbivores or e@uubahwedfiguds.8)tharais anargnake withha head

that has rows of sharp teethich hagts facepositioneddirectly touchinga bare tree.
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FIG. 5.8. A rainsnakeanda bare treeA) Gulubahwel (Matabeleland SouttSARADA); B) Redrawing from
A.

The primaryrole of suchjuxtapositiors of people andreesmay refer to trees asraeansof

travel betweethe spirit and material worlédsdescribed irethnographi¢estimoniesecorded

by Biesele (1978: 92933) and Guenther (1999: 188) and seen in the rock art (Bg)teBy
removing extraneous details, the imagakers highlight thigpractce, often exaggerating the
dimensions othetree and shoimg figures climbingup the trunk, branches, aown roots.
Besides figures climbing the trees, the presenedamling in the trunk ofitree (figures$.5)
indicates trees as a means of travel the vertical axis because the crevasses or holes in trees
that some termites make their nests in are seen as analogous to other portafsric\eeld

such as watering holes and holes in the rockface (Mguni 2045647).
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FIG. 5.9. Human figure climbing bare trees or animals associated juxtaposed with thesoribed in textd)
Fair Range3 (Masvingo. Redrawn from RARI image Colour: Black = Dark Réd B) Domboshawal
(Mashonaland EasRedrawnfrom N. CalameDarbellay. Modified: figures remved . Colour: Black = Ochie
C) Lone Star Ranchl1 (Masvingo.Redrawn from RARI imageColour: Dark Grey = RgdD) Amadzimbal
(Matabeleland South. Redrawing by Mguni 19@lours: Black = Reg E) Ruchera(Mashonaland East.
Redrawnfrom J. Lutz, FBAD4 01619, © Frobenius Institut€olour: Black = Dark Red, Grey = Re#&) Kudale
2 (Matabeleland South. Redrawing by Mguni 19@®lour: Black = Orange

Ritual specialist of both the Northern San the Kalahari an&outhern San ithe Northern

Cape Pruince of South Africa transform themseldewhen in trance or dreamifiginto
animalssuch as felinesr birds to travel to places in the physical woftat, exampleto visit

other camps (Bleek 193BewisWi | | i ams 1 XK8t418€821 B @01, Biéséle 1993:

9 498; Keeney 1999: 61t ewis-Williams et al. 2000: 129. Ritual specialists who wish to

travel great distances must use a potentially dangerous amount of potency, and transform
themselves i felinesmost ofterlions, as they are the epitome of danger and potédaiker

1996: 71; Eastwood & Eastwood 2006: 107) T h e J and®® liorg junm means pawed
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creature but also to travel in eof-body experience(Lewis-Williams 1987: 168; Levs
Williams et al. 2000: 129).

Journeys to the spirivorld sometimesnvolve a ritual specialist leaving their bottya deep
trance state and climbing or following luminous thredides or ropeaip to the skyOrpen
1874: 8 10; Schapera 193@98; Mardall 1962 238 1999 21, 25; Biesele 1980: 56; Guenther
1999 188) Theset hr eads of | i gé#&rdafqundanrtherdck artpnettee Mélati g o d 6
Drakensbergdepicted as red lines often with white dots (LeWdliams et al 2000: 123;
Mguni 2006a: 8) and are representations and manifestations of a means of travelpoithe s
world (Walker 1996: 67| ewis-Williams & Pearce 200 179. | argue thabare treesulfil

the same role in Zimbabwe&his perhaps is best illustrated in fig&&0where ehuman figure

is climbing a thin, ropdike tree which is graphically denoted by the branching at theatupb

is closely associated with a leopard with a gaping mouth and form\vigjs.its allusion to
travelling through a series of formlings, which an@Wn sources of great quantities of potency
and are linked to spiritual travel (Mguni 2002, 20@®er alia), and alongside a leopamghich

is a feline and a pawed creature most notably associated with potency an@Widket 1996:
71; Eastwood & Eastood 2006: 107) this panel provides multiple metaphors to reinfbece

link betweerb ar e tr ees, potency, and travel to God:¢

B et

FIG. 5.10. A) human figure climbing a lintéike tree described in texiMatabeleland SoutiModified from Mguni
2006a: 67B) close up of the climbing figure.
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Solid Canopy

Trees witha solid canopy are what Taylor (1927: 10&8&d in Mguni 2009: 140referred to

as fAconvent i on adrandefrom eoanded o irbsekhke svithan@ iedividud

leaves depicte@figure 5.11). Thorns, flowers, and fruit are never depicted, and roots are rare;
when depicted they are generally short. The lack of individual leaves and thorns makes a formal
identification challenging although theshape or style ofrée is synonymous with African
Savanah trees. Those with umbralleaped canopies most closely resemidehellia and
Senegaligformerly Acacig species, which have thorns, prickles, and pinnate leaves (Barnes
2001: 10). With56 taxa of Vachellia found in Zimbabwe alone (Timberlaket al 1999)
identification to species or even genus is in most cases not possible. With this in mind, it is
likely that the exact species was not important but referred to a generalised emic category.
There are few commonaliien context and associations between solid canopy trees and other

motifs whichmakes any interpretatiahifficult.
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FIG. 5.11. Tree motifs with soliccanopies described in te) GOK1 (MasvingoRedrawn from RARI image
Colour: Black = Dark RegB) Nyahuvu Farm (Manicalan&®edrawrfrom Goodall 1959 plate 5&olours: Black
= Red, Grey = Ochje C) Rusapg(Manicaland.Redrawn from SARADA imageColours: Black = Dark Red,
Dark Grey = Red, Grey = YellowD) Arlington Roadl (Mashonaland East, Garlak895: 96 fig 112 Colour:
Black = Dark Rey} E) Cairnsmore Ranch (Mashonaland CentRaldrawrfrom Goodall 1959: 46 figl8. Colour:
Grey Scalg F) Matobo Hills (Matabeleland SoutRedrawnfrom imagecourtesy of the Trustees of the British
Museum. Copsight David Coulson/TARAColours: Black = Dark Red, Greys = Fading Dark R&J Markwe

1 (Mashonaland EasRedrawn from SARADA imageColour: Black = Light Red H) Lekkerwater Farm
(Manicaland.Redrawnfrom L. Frobenius, 1929, FB& 00680, © Frobeniutnstitute Colour: Black = Light
Red.

Lobed canopy

Lobed canopies comprise two or more oval or rounded sections and are most often solid but
can be lobe of flecks (figure5.12C). Trees with lobed canopies are offgaintedwith trees

with fronds In some instances, for example figusd.8A, both lobes and fronds can be found

on the same tre€or these reasomsrgue that lobes are, for the most part, one way of depicting

palm fronds or the large drupes of palm fruit (discussed in the following didmgec
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FIG. 5.12. Trees with lobed canopieescribed in textA) Murehwa 1 Mashonaland EasRedrawnfrom RARI
image Colour: Black = Dark R&dB) Murehwa 1 Mashonaland EasRedrawnfrom RARIimage Black = Dark
Red; C) Bushman Point (Mashonalad WestRedrawn from RARI imageColour: Black = Rejj D) Big Cave
Matabeleland SoutliRedrawnfrom image courtesy olN. CalameDarbellay Colours: Black = Light Red, Dark
Grey = Ochrg E) Lesapi Falls(Manicaland.Redrawnfrom J. Lutz, FBAC1 01516, © Fobenius Institute
Colour: Red.

Fronds

Fronds are large, divided leaves and are the most common canofiyypé 363 tree motijs
Trees with fronds often have roots that run vertically (although not as tqorgrmounced as
those found on bareetes) and are often associated with fleckatappear to be part of the
canopy (figures.13E & F).
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FIG. 5.13. Trees motifs with fronddescribed in textA) Bushman Point {Mashonaland WesRedrawnfrom
SARADA image Colour:Black = Yellow) B) Harae (Redrawnfrom Nhamo 204: 289 fig 127h Colour: Black

= Reg; C) Zimbabwe(Redrawnfrom Hubbard 2013: 17 figs. Colour: Black = Rel D) Glen Norah Farmi
(Mashonaland EastRedrawn from SARADA image Colour: Black = Dark Red E) Somerby Farm
(Mashon#and West.Redrawnfrom Goodall 1959: 12 plate.Xolours: Black = Dark Red, Grey = RedF)
Manembal (Mashonaland EasRedrawnfrom image courtesy aof. Holimann Colours: Black = Dark Red, Grey
= Ochrg; G) Murehwa (Mashonaland Ea&edrawn fromimagecourtesy of the Trustees of the British Museum.
Copyright David Coulson/TARAColour: Black = Dark Red

Specific identifications of painted trees

Palms

There are two broad types of palms indigenous to southern Afdngualms and éather
palms. These palms share morphological similarities in trunk and root morphology, namely
both groups arenonopodial, with the leaves emerge directly from the crown with no side
branching or ramification, have thin, penliile roots, and are dioecious (Oremal 2009 1).

It is the leaves, and the branching pattewisch are the characteristics that make these

distinguishable.
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FIG. 5.14. Palm morphology diagrams. A) fanpalm morphology (FDACS/DPI, and
USDA/APHIS/PPQ/CPHST/Public Domain); Bydtherpalmmorphdogy (A. W. Meerow, UF/IFAS).

Fan-palms

There are two genera fa#n-palmindigenous to southern Africidyphaene (H. petersiana, H.
coriaceg andBorassug(B. aethiopurp (Coates Palgravet al 1 9 7 7 69). BH.petersiana
(formerly split intoH. petersianaand H. benguellensjsis found in Zimbabwe, Botswana,
Namibia, Mozambique, and Limpopo (Coates Palgeivad. 1 9 7 7 68) V@it an altitudinal
range of 2761000 m (Strelitzia 973H. coriacea is often misidentified abl. petersianaut
can be ruled out as a candidate because it is found at low altitud@9@5®) restricted to
coastal areas and lelying river plains Gtrelitzia 973).

They all have singkstemmed trun&ranging betweenill4 m for H. petersianaand between
5720 m forB. aethiopun{Strelitzia 973) with a slight swelling halfway up the trudoétes
Palgraveetal 1 9 7 7 : 67 9). The | ar-ghaped vétly ther lepflets alln
joining at the petiole (Coates Palgraeteal 1977: 67).B. aethiopunproduce large (1218
cm), round fruit borne opendamtike bunchesibid.), andH. petersiangroduceedble fruit

in hanging bunchesith an ivorylike nut inside about 45 cm in diamete(ibid.).
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FIG. 5.15. Hyphaene petersianA) Hyphaene petersian@Marco Schmidt/CEBY-SA-3.0); B) H. petersiana
fruit (Karen Pagel/C@BY-SA-4.0).

FIG. 5.16. Borassus athiopum A) Borassus aethiopunlJi-Elle/CCBY-SA-4.0); B) B. aethiopumfruit
(Atamari/CGBY-SA-3.0).
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FIG. 5.17. Examples ofan-palm moti& described in textA) Zimbabwe(Redrawnfrom Mguni 2009: 142 figure
3. Colour: Greyscale B) Mimosa 2(Harare.Redawn from Goodall 1959 plate 29Colour: Black = Dark Rexd
C) ZombepatgMashonaland CentraRedrawnfrom image courtesy al. Hollmann Colour: Black = Orange
D) ZombepataMashonaland CentraRedrawnfrom image ourtesy of the Trustees of the Britiduseum.

Copyright David Coulson/TARAColour: Black = Whitg
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The tree in figuré.17B might beB. aethiopunbecause of its large fruit afidn-palmleaves.

B. aethiopunproduce fruit in drupes and have fsimaped leaves likd. petersianao in order

to distinguish the two the fruit @. aethiopunmay have been painted larger aslasinge

mass of fruitNeither species of fapalm bear their fruit from their fronds or close to the trunk.

A more likely explanation is that these large, rounded shapedird nests (se€hapter6
section6.7). Figureb.17A is interesting as it shows how palm leaves (both fan and feather) can
be depicted as lobes emanating from the crown. The lobes on thHeneftside show

characteristic palm leaflets and tkamn the right are solid.

Phoenix reclinata

Phoenix reclinatgwild date palm)s the only indigenous species of pinnate palm in southern
Africa (Coates Palgravet al 1 9 7 7 : ). They hake a wide distribution covering most of
East and Central Africkcom Ethiopia to the Eastern Cape Province in South Afilzid.}.
They grow in most biomes with an altitudinal range G8@0 m above sea levaldronica
1992;0Orwaet al 2009:2).

P. reclinatahave straight to slightly curved trunks betweéd@ m tdl with slight swelling

near the base and are either found singularly or in clumps (&rat2009: 1). They have
feathershaped evergreen leaves which a3 long (Coates Palgraeeal1 9 77 : 66 7 ; Or
et al. 2009: 1). These leaves drdpavingtheirbases along the length of the trukyaet al.

2009: 1, whichonly becoming smooth once the tree has attained a great height. The simplified

leaf shape of pinnate palms leai®an elmgated ovalconnected tohe crown on a relatively

thin leaf stalk.P. reclinataare dioecious (individual plants are either male or female), with

male flowers producing large, visible clouds of pollen (Coates Palgitaaé 1 9 7 7 : 66 7;
Veronica 19920rwa et al. 2009: 1). The female plants produce edible fruits that are oblong,
ovalshaped (2.5 cm) and are borne on large drooping bunches that take up to four years to
fully ripen (Veronica 1992 In their final stages of ripening the fruit turn orange é&mel

bunches hang at a low to a neartical degree under their weigMgronica 19920rwaet al

2009: 1).
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Looking atthe crowns and trurdof 11 arboreal motifs in southern Zimbabwgreuil (1966:
24,116, 119) identified these as palpeciesMostd t hem compri sed a fAsi
for the trunk and two symmetrical lobes hanging down from either side of the trunk to represent
the | eafy criaNguni2002(18)rleondurlthatth@se I6bed canopies are likely

to be stylised represtations of palm fronds batld that this appearanoey be the result of

fading of the finer details of these fronaésd.,figure 5.18A). These lobes could also represent

the large hanging bunches of fruit, which droop further down at aveetcal agle under the

weight of the fruit. Lobed canopies are not always depicted as emanating directly from the
crown. This could be because two trees were superimposed on one another with the trunk of
one behind the other (figuEel8E) or because the motifs amt always look exactly like the

plants they are modelled on, with the other features (lobed canopy, slender singular trunk etc.)
being enough to identify these as palms, as is the case in figL8&s& G.
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FIG. 5.18. Featherpalmmotifs described indgxt. A) Ngomakuriral (Mashonaland EasRedrawnfrom Goodall
1959: plate 40Colours: Black = Black, Dark Grey = Dark Red, Light Grey = Light)RB) Matabeleland South
(Redrawnfrom Walker 1996: 38 slide 4@Colour: Black = Rejj C) Chiremba(Harare.Redrawnfrom Goodall
1959 plate 38Colour: Black = RefD) Tsindi (Mashonaland EasRedrawnfrom J. Lutz, FBAD3 01519, ©
Frobenius InstituteColours: Black = Dark Red, Grey = Ocjire) GoromonziMashonaland East. Garlake 1995:
88 figure 99 Colours: Back = Red, White = Whide F) Zimbabwe(Redrawnfrom Hubbard 2013: 17 figb.
Colour: Black = Rejl G) Lake Chivero(Mashonaland WesRedrawnfrom image courtesy afhe Trustees of
the British Museum. Copyright David Coulson/TARBolours: Black = Red, &k Grey = Light Rel] H) Big
Cave(Matabeleland SoutliRedrawnfrom image courtesy dil. CalameDarbellay Colour: Black = Light Red

I) Gambarimwel (Mashonaland EasRedrawnfrom image ourtesy of the Trustees of the British Museum.
Copyright David Calson/TARA Colour: Dark Grey = Dark Rgd
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Arboreal motifs displayingsingle upright trunks, monopodial branching pattern, pinnate or
palmate leaves, or oblong lobed canopies, and leaf bases along thareyrddm trees hose

displaying two or morérondsare very likely to be palmsecause this collection of features is

found only in palm treesThe same conventions have been used to depict palms in the rock art
of Libya (figure5.19).

FIG. 5.19. Paintings interpreted as the common date Ritoenk dactyliferg Libya (Courtesy of the Trustees
of the British Museum. Copyright David Coulson/TARA)

Other plants display similar features to the pinf&teenixspp. such as tree ferAdsophila

dregei and cycad{¢Encephalartospp.) While these have mgle trunks and produce large
frond leavesthere are several key morphological differences between them and palm trees.
Their trunks are shorter, and wider relative to their height than that of palms, their leaves unfurl
from the centre of the crown aspgsed to growing straighminiatures of the adupalm
leaves.Both cycads and tree ferns have leaf scars on their trunks, but they do not retain the
stem bases and so their trunks are smdotte motifs with lobed canopies or pinnate leaves
are foundhroughout Zimbabweand tree ferns and cycads are limited in their range of habitat.
Even accounting for habitat Igssycads and tree ferns do not occur over as vast a range as

these motifs are found and so are unlikelpécandidatesn identification
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There are no other plant species in southern Africa that have large palmate leaves like that of
thefan-palms. Palmate leaves and branching from the crown are therefore sufficient identifiers

of fan-palms. They have been identified in the roak in Zimbabwe (figure5.17C), and

Namibia (figure5.20). The largeround shapes and palmate leaves seen on the tree at Mimosa

Farm (figureb.17B) suggest that the tree could baapalm The large rounded shapes could

be fruit but both generaproduce fruit in dapes not singly. A more likely explanation is that
these rounded shapes are birdsodé neygpsigus( pot er
parvus which adhere their nests the underside of palm fronds with saliva) discuS$expter

6.

Paims are widely exploited as a resource across Af@eavéet al. 2009: 3. Almost all parts

of the palm are used for a variety of purposes includoay, fuel, construction material (for

weaving and timber), medicine, alcohol, and magic/witchc@fti¢aet al. 2009: 1 5; Orwa
etal2009:) . The fl esh and the O6nut d oFalgraveet f r ui
al. 1977: 68). The sap of the palm is tapped from the tree and drunk, most commonly as palm
wine (Coate®algraveet al 1977: 679; Cowling et al 2004:476;Solaet al. 2009
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FIG. 5.20. Painting of a tree with fashaped fronds tentatively identified ldgphaene petersian@iguni 2009:
142) (Damaraland, Namibi&edrawn from RARI imageColours: Black = Dark Red, Dark Grey = Redgi
Red = Whité.

Kirkia acuminata

There are paintings of four arboreal form$/icheka lon a large and complex panel (figure
5.21). All four arboreal figures are painted next to one another. They are located directly above
a large set of formlings wh the rightmost figure in or over a large spiral. The three to the right
are badly faded but the leftmost figure has been preserved with a high level of detail. They

have short, narrow trunks, with pinnate leaves emerging from the crown. These leawes are
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bifurcated branches and have short leaflatel only one has a terminal leaflet. The three
additional terminal leaflets recorded by Goodall (figbr&lB) could not be seen even using
digital enhancing software (Btretch) and accounting for fading. &'tkeavesare outlined in

white and are decorated with white d@®odall (1959: 76)David Coulson& Alec Campbell
(2000), and Mguni(2002: 155)identify these asKirkia acuminata Kirkia leaves are
imparipinnate andhave betweeni@0 pairsof short lealiets with a single terminal leaflet
(CoatesPalgraveet al 1977:354). The short leaflets and the bifurcating Keaénches mark

these a¥. acuminataas opposed t®. reclinata (Coates Palgravet al 1977:354)% this
branching pattern is most notableymungKirkia saplingsKirkia spp. have a long history of

use in southern Africa. In Zimbabwe, they are widely used for various medicinal purposes as
well as sources of fodder for livestock (CoaRedgraveet al. 1977:354) Some groups in
Zimbabwe and rmbhern areas of South Africa believe that lakgekia trees, especially those
planted around homesteads, are sadled.). The Shona believe that these trees are home to
their ancestral spirits (Maroyi 2018511). This treés widespread use, currecantrality in

local beliefs, and a wide range of ethnomedicinal uses, coupled with the branching and leaflet
structure make this a likely candidate for the tredduatheka 1 However, the lack of terminal
leaflets and the white dots should be noted. Whitts dre a common embellishment in the
rock art of Zimbabwe and South Africa, and these might not be actual representations of
morphological features on regirkia. Such dots are found on figures on the same panel, most
notable on the spiral over which ttree is superimposed.

FIG. 5.21. Two copies of a tree motif aflucheka 1(Mashonaland East)A) Redrawnfrom photograph
(SARADA. Edited: Surrounding figures removed. Colours: Black = Dark Red, White = White, Grey =Artificial
blank background)B) histarical copy of the same motif (Goodall 1959: Fig. 5.25).
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Zanthoxyluntapense

The leavesof the small knobwoodtree Zanthoxylumcapenseare imparipinnatewith 3i 10
short, oppositeleafletsand a terminal leaflet thoughin most casesthe terminal leaflet is
missing(Grant& Thomas2005:387). Thesdeaveshavetranslucenbutvisible dotsalongthe
leaf margin,which arepellucid glandsthathold aromaticcompoundgibid.). Theseglandsare
akey diagnostidfeatureof plantsin thefamily RutaceaeWhencrushedthesdeavesproduce
a strongcitrus aroma(ibid.). Z. capensébelongsto the Rutaceadamily alongwith all citrus
trees,aswell asaromaticdike Buchu(Agathosmaetuling (Moolla & Viljoen 2008:414).

Theparipinnatdeaf structureandthe branchingpatternmatchwith thosefoundon thefigures
at Mucheka 1 The white dotson the leaflet marginscould be the glandsfilled with aromatic
oils found on Z. capensdeaves.Sangroupsplacea greatdeal of importanceon smell and
becauseof this many aromaticplantsare very importantto them. Z. capensehasa strong
aromaticcomponentsimilar to that of buchu,which hasbeenwidely recordedto havebeen
usedby the San(LL.VIII.14.7282; Mguni 2002: 164; Hollmann 2004: 177; McGranaghan
2012:483),andwhichalsohavethesesameglandsonits leaveqdMoolla & Viljoen 2008:414).
ThesdactorscouldmakeZ. capens®r otherZanthoxylunspeciesnorelikely candidateshan

K. acuminata

Fruit and Flowers

There are26 individual trees with fruitfrom 12 sites and a single tree from one site with
flowers. These are highly stylised and do not aid in identification, with the exception of figure
5.23 and potentially figuré.25. Other waydruit are represented is on large hanging drupes
most commonly seeon palms. Alother examples of trees with fruits or flowers are devoid of

other foliage and have short roots.

Fruit-bearingtrees are both literal and symbolic representations of fecurdityvidenced by

the ethnographic material collected by Thomi®5@ 79) and Keeney (20083) . Goddés hou
is always seen witbupernaturairees constantly bearing fruit (Keeney 2003: 83, and for

the GOwi the first children dropped from tre
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that the majorit of fruit-bearing tree motifs are depictions of these trees ofihée-world and

mayrepresensupernaturatatherthartb r eal 6 tr ees.

FIG. 5.22. Five examples of trees with frudescribed in textA) Ngomakuriral (Mashonaland East. Redrawn
from image courtesy ahe Trustees of the British Museum. Copyright David Coulson/TAR@lour: Black =
Red); B) Gambarimwel (Mashonaland EasRedrawnfrom image courtesy ofthe Trustees of the British
Museum. Copyright David Coulson/TARAColour: Black = Blak = Dark Brown; C) Gambarimwe 1
(Mashonaland EastRedrawnfrom image courtesy of. Hollmann Colour: Black = Rejj D) Lesapi Falls
(Manicaland Redrawnfrom J. Lutz, FBAC1 01516, © Frobenius Institut€olour: Black = Ochre E) Manyeni
Reserve (Maghnaland EasRedrawnfrom, E. Mannsfeld, FBAD3 01524, © Frobenius Institut€olour: Black

= Dark Reqg.

83



Specific identifications of painted trees

Ficusspp.

Ficus spp. or fig trees are found throughout much of southern Africa. Thel@Gaseecies

indigenous to southern Africa includifrgcus ingengndF. soldanella, F. londeri, F. capensis,
andF. sur(Tree Society of Zimbabwe 2018

FIG. 5.23. A) Human figure with a distended stomach eating fruits fronfFiaus spp. tree(Goromonzi,
Mashonaland &st. Hubbard 20137 fig. 3; B) redrawing of the same panélfter Garlake 1995: 60 figh4).

Ficustree® most notable and distinguishing features are their roots and their drupes of fruit.
They have large, adventurous roots which allow them to grdvefotihe smallest cracks in
rocks and cliff faces. They aoauliflorous,i.e. their flowers andfruits form on the trunk and
branches and not ttehoots Hickey & King 200: 3. Their fruit are large, round to oblong, and

are borne otarge drupes.

Figs are an importanand widely-utilised food source for people and animals alike.
Archaeobotanical remains show that hugatheregroups in Zimbabwe would aggregate and
settle in areas with abundant ficus trees to exploit this resource (Mguni 2006a: 54). Looking at
the depth of and size of deposits in sheltigrsre is a correlation between the number of rock
paintings and the extéand size of the deposits, indicating that there was more, or larger scale

ritual activity when groups banded together, often to exploit these botanical resources (Walker
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1996: 14; Mguni 2015: 162). Fig trees have the ability to grow out of tiny gapskifaces,
which are known to be the veil between this world and piv&-svorld (Mguni 2015: 162).

Uapaca Kirkiana

This is asmall tree averaging' b m with a rounded canopgZhirwa & Akinnifesi2008 331)
that is found throughout the miombo woodlabibme (Ngulube et al. 1995: 107).It is
gregariousoften forming dense groveblgulubeet al 1995: 107)It is cauliflorousand bears
yellow spherical fruit ranging between 2.53 cm which ripenbetweenJuly and December

(ibid.). The fruits are much sght-afterby people and animals alike.

The cauliflorous fruiting, canopy shape, and gregarious nature are reminisgaintofgs
found atNgomakuriral (figure 5.22A & figure 5.25).

FIG. 5.24.Uapaca Kirkianafruit growing directly from the branchekeft Bart Wursteh (right Jarret Mhango).
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FIG. 5.25. Tree motifs aNgomakuriral (Mashonaland Eastj\) Original photographQourtesy of the Trustees
of the British Museum. Copyright David Coulson/TAR®) same as A (Estretch yrd).
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The only recordd example of a tree with flowers is foundeéifi 1 (figure 5.26). The flowers
are depicted as lighteoloured lobes, some with petdde crenellations. The presence of long
lines of winged insects, which Mguni (2015: 144) identifies as lflyesg around these lobes
further strengthens the argument for these being flowers.
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FIG. 5.26. Flowering tree with beesEf(ifi 1, Matabeleland South. Modified froMguni 2002: 154Fig. 415.
Colours: Black = Red, Grey = Yellgw

5.2.21 Underground Storage Orgas

Underground storage organsg309 include roots, tubers, rhizomes, bulbs, and corms. As the
name suggestt)SOsare largely found underground except for some halgs,members of

the family Amaryllidaceae most notablyBoophonespp. yan Wyk & Gericke 2000: 156)

which protrude from the ground. Each type of USO has a specific botanical definition but these
distinctions are not evident in the classificatory system used by the-mmalggrs. USO motifs
appear to fall into two open classes (tubers and sfwunbs). These open classes with

generalised tuber motifs make a formal identification difficult and, in most cases, impossible.

USOsare the second most numerous botanical raotfcomprie 31% of motifs used in this
dissertationDepictions of tubersn t hei r 0 nea hotbeiad used byspeopl®, are
almost alwayslepicted in bunche§ ubers are connected directtyeach other (fasciculated)
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as theygrow in clusters (figuré.27F, figure5.28 andfigure 5.29) or by thin root lines (figures
5.27B, D, & G, figure 5.28). They are almost alwaysdepicted assprouting, i.e., with
lines/vines/leaves emerging from the top (figbr27, figure 5.28, & figure 5.29). There is a

large degree of variation in root shag#oughmost rootsare spindleshaged fusiform).

FIG. 5.27. Root motifsdescribed in textA) Murehwa 1(Mashonaland EasRedrawn from RARI imageColour:
Black = Dark Rey B) Murehwa (Mashonaland East. Modified from Garlake 1995: 10@.1i§ Colours: Black
= Dark Red, Dark Grey = R C) Manembal (Mashonaland EasRedrawnfrom photographcourtesy ofJ.
Hollmann Colours: Black = Red, White (white dots) = Whjt®) Tsengerai 4 (Manicalandredrawnfrom

Nhamo 2014160 plate 40aColour: Black = Rej E) Bindura (Mashonaland Centr&Redrawnfrom Goodall
1959 plate 32Colours: Dark Grey = Red, Light Grey = Light Re#) Rodia (HarareRedrawnfrom image
courtesy ofSteve TatumColour: Black =Red; G) RucheralMashonaland EasRedrawrnfrom J. Lutz, FBADA4
01619, © Frobenius Instite. Edited: numerous surrounding figures removed. Colour: Black = Dark Red
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USOsare most often painted in a single, uniform colour, although the roots painted at Tsengerai
4 (figure5.27D) and the large roots at the top of the panel at Thetford ¢|R8) are painted

with longitudinal stripeskigure5.27C shows one of the thrisege roots found dflanembél

which contain dotted formlingike cells possibly showing a conflation of the two motifs.

Multiple forms and variations of root motifs are fmuat Thetford (figuré.28) and Surtic

Farm (figure5.29). The large root motifs at Thetford bear some resemblance to fruiting
structures or seedpods (Nhamo 2020: 11) but | cladsiyias roots because they appear to

be sprouting. This site containemerous othetdSOs(and their associated motifs) with round,
sprouting bulb/corms located on the {kéind side, to the right of a procession of dancing
female human figures. Directly to the right and above are several fasciculated roots, both solid
and strped. Directly to the right of these are geophytic phytanthropes, and below these are
multiple groupings of fusiform roots connected via thin lines. At Surtic farm (fi§L2®@),

there is a similar selection of USO motifs with the exception of phytanthrapesll as motifs

associated withdSOs(specifically burrowing and rooting warthogs).
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FIG. 5.28. Root and bulb/corm motifsThetford Mashonaland CentraRedrawnfrom image courtesy od.
Hollmann Colours: Black = Black, Dark Grey = Dark Red, Gre@range.
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FIG. 5.29. USOsat Surtic Farm (Mashonaland CentRédrawnfrom Goodall 1959 figure 27Colours: Black =
Red, Dark Grey = Orange

Corms(swollen underground vertical steyasd bulbgmodified swollen leavgsare externally
very similar andare only easily distinguished once they are cut o@ermsaresolid while
bulbsthathave concentritayers of leaves and leatales. Both are singular, (one corm or bulb
per plant)and often rounded to slight oblong on the horizontal axis with roats stems
growing from the centre bottom or tdike the motifs in figuré&.30. Bulbs are monocots, with

the exception oDxalisspp Monocotyledonous and dicotyledonous plants have corms
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FIG. 5.30. Bulb and corm motifslescribed in textA) Nyahwu Farm (ManicalandRedrawrnfrom Goodall 1959
plate 55 Colours: Black = Red, Grey = OrangB) CharewaMashonaland EasRedrawnfrom imagecourtesy
of the Trustees of the British Museum. Copyright David Coulson/TABR#our: Black = Dark RedC) Thefford

(Mashonaland CentraRedrawnfrom image courtesy a¥. Hollmann Colour: Black = Black D) Gambarimwe

1 (Mashonaland EasRedrawnfrom image courtesy af. Hollmann Colour:Black = Dark Rell

There are paintings of humans interacting directiyhWisOs although these are not common
Depictions of the gnding and poundingf rootsarethe most commo(¥.31A, B, & C). Here
depictions of women are surrounded bwyd fusiform to cylindrical shapeand upper and
lower grindstones. This grinding @nprocessing ofUSOs has only been recorded in
juxtapositionwith huntingequipment most specifically arrowse(g.,figures5.31A & C). At
bottom left of figureb.31A, is a male human figure witlihatarearguablyseven arrow shafts

at his feet, nine contgte arrows on his right and one in his hands. This potentially shows the
manufacturing of arrowandbr the application of arrow poisorigo what end this might have
been depicted is perhaps the subject of further sft@ihe right of the woman poundingots

in figure5.31Bis a male human hunter with seven arrows (figu82). This is the only other
figure in the panelhighlighting the link between the roots being processedaarwvs In
figure 5.31Cthere are two seated women with what appear tartosvs directly behind them

The womarin the centre is pounding a roehile the woman to her right has an object below
her with 11 lines/arrows radiating it, likely a container used for mixingspns. These
processes are markedly similar toU8Gs@Beet he
Chapter4 figures4.1 & 4.2).
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FIG. 5.31 Human figures interacting wittSOsdescribed in textA) Sllozwanel (Matabeleland Soutliredrawn
from RARI image Colours: Black = Dark Red, Dark Grey = ReB) Mucheka 1(Mashonaland East. From
Garlake 1995: 53 figh2. Colour: Black = Dark Reg C) Ngomakuriral (Mashonaland EasRedrawnfrom
Goodall 1959 plate 40Colours: Black = Black, Dark Grey = DaRed; D) Garawizi (ManicalandRedrawn
from Nhamo 2014 137. Colour: Black = Ochrge E) Madzimudzangara (Mashonaland Ededrawnfrom
Goodall 1959 plate 44Colours: Black = Orange, Grey = White

Figure5.31D shows a human figure holding a large ovatet next to three simildooking
conjoinedroots. Figure5.31E show a female human figure and geophytic phytanthropes
(humanroot conflations) dancing around a circle contair#gounded bulbs/corms.
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FIG. 5.32. Mucheka 1(Mashonaland EasCourtesy & the Trustees of the British Museum. Copyright David
Coulson/TARA.

Specific identifications of paintddSOs

Boophondisticha

Boophondistichais a geophytic plant in the Amaryllidacefaenily with a large bulb (22Zm
long 15cm thick),andalargeumbel of pink to red flowers (Neuwinger 1996: 1B)disticha
has been widely recorded as an arrow poison used by fgatitesrers in southern Africa
(Schapera 192 Mitchell & Hudson 2004: 51and specificallyn Zimbabwe (Dornan 1916

in Neuwinger 199611). The USOsin figure 5.31A arepossiblymodelled onB. disticha
because they have similar morphological featstesh as the thick rounded shape of the bulb
and the short protrusions at the base are the,rantsare juxtaposed with scenes of root
grinding and arrow making.
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5.2.31 Leaves

This category is defined as individual leaves and objects made from leaves. | place motifs into
this category only when it is clear that they are not directly attachada part of a tred.é.,
canopy) or a whle plant, especially in cases where these may have faded and only the leaves
remain. This category is further divided into subcategories: individual leaves (isolated and
hel d), and pl ant ¢ c h&a33twsgeople boldavhat appeabe padm ) .
fronds, specifically farpalms.

FIG. 5.33. Two humans holdinfan-palmfronds at Gwangwadza 1 (Manicalafedrawnfrom imagesupplied
by N. CalameDarbellay Colour: Black = Dark Red

Pl ant 6char mso

Planto c har ms 6 ar e ddkssand largetpalmh froodea méntioaed abbve. The
ethnographic record showsat plant charmsvhich aremost often made from aromatic herbs

are either burned with other ingredients such as animal fat in a tortoiseshell or the leaves and
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