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Decoding the messages of pre-Aboriginal
rock art—Part 1

By Vesna Tenodi MA, archaeology; artist and writer

Austra-
lia’s
past
goes all
the way
up to
the top of
the estab-

lishment.”

Factual and arbitrary truth—
what’s the difference?

| In Australia
today, main-
stream archae-
ology forms
part of the Abo-
riginal industry.
d The current
theories relating
to Australian
prehistory in-
vented over the
last few dec-
ades are often
questionable.
Some rely on suspect or, in
some cases, fabricated evi-
dence but are deceitfully
presented as if based on
actual proof.

Over the last few decades,
new “discoveries” and finds
of dubious authenticity (e.g.,
Fig. 1) were often made just
in time to coincide with yet
another Aboriginal land claim:

“Despite claims by some activ-
ists that all these archaeologi-
cal discoveries were known
already, but were kept secret
by Aborigines, it is evident
that such discoveries are in-
corporated into their political
and land claims agendas.”

-John Mulvaney, “Past Regained,
Future Lost,” Antiquity 1991

These Orwellian “truths” as
we find in Australian text-
books today leave no room
for any debate. They were
force-fed to the Australian
people and usually go on
unchallenged because—as
former New South Wales
detective, Tim Priest puts
it—the “corruption in this
country goes all the way up

to the top of the judicial
tree” (The Enemy of the
State, 2000). In relation to
Australian archaeology, we
can rephrase Detective
Priest’s words to inform the
public of what is going on
and why it was allowed to go
on: it is

ment of arbitrary politically-
driven invented theories.

Factual truth about Wan-
jina and Bradshaw rock art

I wrote about pre-Aboriginal
Australian rock art before,
and about the anthropomor-
phic, clothed

because figures
t_he decep- known as
tion abput Wanjina and
Australia’s Bradshaw
past goes paintings in
all the way the Kimber-
up to the ley region of
top of the Western
establish- Australia
ment. (PCN #17;
Factual (GRS
truth 2012), PCN
#20
comes
from genu- | Decomber
ine, objec- [ 2012), and
tive as- ¥
sessment A BCN #22 -
of evi- (March-April
s, 2;)13)_. At
actual indi- . - ) i a.t e
Figs. 1. Forbidden archaeologists believed
cators, and
ble argue that recently created rock_ _art that what
& SEnEl belongs to a category of graffiti needed to
approach, rather than art. Photos by the late be said was
supported Grahame Walsh. e and
b e said and so
concen-

honest statements made by
sincere Aboriginal informants
over the last two centuries.
Their words were recorded
at the time when they were
able to speak freely and did
not have an army of lawyers
telling them what to say in
order to win more land
claims.

Hence the difference: fac-
tual, evidence-based find-
ings, contradicting the ideo-
logical system currently in
power, are being suppressed
and replaced by the enforce-
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trated on other topics of in-
terest. However, the culture
wars have recently been
reignited, and I feel the sub-
ject needs to be revisited.

From the earliest coloniza-
tion of Australia, Aboriginal
informants were reporting
that Wanjina and Bradshaw
anthropomorphic figures
were not painted by Aborigi-
nal people nor even by their
ancestors. Wanjina images
were feared by the tribes,
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who attributed the forces of

recorded by the British ex-

mn
Walsh ar- nature to them, such as the plorer George Grey (Journals
gued that power to bring rain, lightning  of two expeditions of _
the Wanjina and thunder. In time, the discovery in North- |
and west and
Western
Brad- .‘!, Australia,
shaw \% during
sites b | the years
were 1837, 38
- and 39,
univer- % \ 1841).
sal
heri- i One of
Tassel Sash Elegant Action clothes peg the critics
tage ... of the
and Fig. 2. Sketches depicting the four traditional styles of practice
that Bradshaw rock paintings from the Kimberley region of of slap-
Western Australia. According to famed researcher Gra- :
Abo- hame Walsh, all of the adornments featured in the Brad- pIng negN
riginal shaw figures were unknown to the Aboriginals before cogts 0
European settlers arrived; Image: Wikimedia Commons. | Paint
people over the
should tribes appropriated the im- L original
not have the  agery and started painting E?slﬂgngsBi‘gr?cf Lg::m
right to . over the original art. qued Ft’r']at ove[:‘paint—
make deci- Aboriginal informants also ing does not consti-
sions about reported that Bradshaw fig- tute a “continuation
their re- ures (see Fig. 2 for the basic  of traditional practice” but is a
. . o styles of this tradition) were “parody of the tradition,”
painting. deemed to be “rubbish paint- which ruins the paintings and

Fig. 3. Deliberate defacing
of Bradshaw. The oldest

Bradshaw paintings, from
the Erudite Epoch, were
defaced by either scraping
the surface or by superim-
position of crude motifs.
Photo: Grahame Walsh.

ings,” made
by a race
inhabiting
Australia
before the
arrival of
Aborigines.
[This belief is
perhaps re-
flected in the
deliberate
defacing and
painting over
of many
Bradshaws
(Figs. 3-5).

o The recently

adopted
practice of
repainting
Wanjina fig-
ures ruined
the original
designs. The
practice was

criticised by some experts for
the poor standard of the over-
laid paintings and crude style
which are a world apart from
genuine original Wanjinas as

causes the loss of the

cave art (Loren Bishop, 1987,
Unpublished correspondence

with Australian Insti-
tute of Aboriginal
Studies, 22 June
1987 to 4 September
1987, AIATSIS Li-
brary, Acton).

Other critics of over- |

painting practice
included Australian
leading rock art ex-
perts Grahame Walsh
and George Cha-
loupka. They pointed
out that: 1.) Contem-
porary repainting has
no continuity with the
traditional practice
of repainting, and
2.) The new paint-
ings are unaesthetic.

They argued that the tradi-
tion of painting has long
lapsed, and that repainting
the rocks is not, therefore, a
continuation of traditional
practice, but a reinvention of
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Fig. 4. Bradshaw
figures overpainted
with less sophisti-
cated forms and dem-
onstrating question-
able respect for the
older art. Photo: Gra-
hame Walsh.

original the Erudite

Fig. 5. Sophisticated
Bradshaw painting
deliberately painted
over with stick figures
to indicate Aboriginal
contempt for Brad-
shaw art. Photo:
Grahame Walsh.
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it (George Chaloupka, Re-
touch Events, 1992).

Walsh argued that
the Wanjina and
Bradshaw sites
were universal
heritage belonging
to all humanity,
and that Aborigi-
nal people should
not have the right
to make decisions
about their re-
painting (Grahame
Walsh, Rock art
retouch: can a
claim of Aboriginal
descent establish
curation rights
over humanity’s
cultural heritage,
1992).

Based on stylistic
characteristics,
Walsh classified
the earliest, most

sophisticated Bradshaw paint-
ing—with their dynamic, ele-
gant figures—as belonging to

Epoch. The Erudite

groups of Bradshaw figures
wear headdresses, clothes,

decorations and
adornments, all
unknown to Abo-
rigines until the

arrival of Euro-

pean settlers (as
in Fig. 2).

This oldest phase

| was followed by
4 Tassel figures

and Sash figures,
and ended with
the phase of the
simple Clothes
Peg or stick fig-
ures, which he
attributed to Abo-
riginal art.

Walsh argued
that the Brad-
shaw and Wan-

jina rock art, with their su-
perior aesthetics to other
Aboriginal rock paintings,
were created by a

> Cont. on page 17
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“mysterious race with an
advanced society and cul-
ture,” predating the arrival
of Aboriginal tribes

15

Fig. 6. Grahame Walsh and a group of Bradshaw figures.

big issue because “Aboriginal
minder-groups saw it as chal-
lenging the Aboriginals’ land
claims” (ABC interview, 2002).
He kept quoting his Abo-
riginal informants who

3| reported they didn’t know
d anything about these
Bradshaw paintings, and
cannot explain the Wan-
jina iconography. For his
| refusal to yield to the
mainstream, this whistle-
| blower became the
“enemy of the state” to

| the extent that even his
classification of Bradshaw
paintings has been re-
placed with a different,
more politically-correct
“| terminology.

But attempts to erase his
work and destroy his
credibility were not

"To see
that on-
going
fraud now
got the
attention
of the
State
Govern-
ment of
Western
Australia
gives us
hope that
other
types of
fraud
commit-
ted by the
Aborigi-
nal indus-
try will
finally be
investi-
gated as
well.”

(Grahame Walsh, Bradshaw
art of the Kimberley, 2000).

Reframing Wanjina and
Bradshaw rock art

Another author, historian Ian
Wilson, further developed the
theory of pre-Aboriginal Aus-
tralia in his book published in
2006. He agreed with Walsh
that the anthropomorphic,
clothed Wanjina and Bradshaw
rock art predates the influx of
Aboriginal tribes. Bishop ar-
gued that later Aboriginal art,
while interesting in itself, sim-
ply didn't have the beauty and
characteristics of the original
paintings. He too concluded
that Bradshaw art from the
Erudite Epoch was driven by
a different race, with differ-
ent aesthetic and certainly
with a different motivation
(Ian Wilson, The Lost World
of The Kimberley, 2006).
Wilson too suffered a back-
lash from the mainstream.

Both Walsh and Wilson were
fully aware of the motivation
behind the attacks. In a TV
interview, Walsh said that his
theory of an advanced pre-
Aboriginal race has become a

enough. In 2013—in yet
another bizarre attack aimed
at discrediting him, six years
after his death in 2007—some
tribes suddenly remembered
that Walsh had some skeletons
he had “stolen” from them,
and demanded the return of
the bones. Accusation sprang
out of nowhere and no-one
knows what they are talking
about. But even such a bit of
Aboriginal gossip is enough to
set the Aboriginal industry in
motion. The tribes demand
that his personal effects and
his private collection must be
examined, and that anything
deemed to be “Aboriginal”
must be given to the tribes
("The black art of grave rob-
bing,” Sydney Morning Herald,
16 March 2013).

This ludicrous attack on the
man who dedicated his life to
saving and documenting Aus-
tralian rock art fits the pattern
we have long become familiar
with. An accusation is made,
the Aboriginal industry springs
into action, and the false claim
is used as an opening to engi-
neer a process which can ulti-
mately rob the dead man’s
family of its private property.
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On a positive note, late last
year, The West Australian
newspaper made it known on
their front page that Aboriginal
heritage assessment rorts cost
an estimated $100 million a
year. Among the main offend-
ers? Archaeologists and an-
thropologists who act as heri-
tage and land claims consult-
ants, “charging exorbitant fees
for their reports that are some-
times simply cut-and-paste
duplicates” (The West Austra-
lian, 27 November 2014).

Aboriginal heritage fraud as
one of the standard practices
within the Aboriginal industry
has been known for years.
But to see that ongoing fraud
now got the attention of the
State Government of West-
ern Australia gives us hope
that other types of fraud com-
mitted by the Aboriginal in-
dustry will finally be investi-
gated as well. That would per-
haps make us free to openly
discuss the facts about Austra-
lian pre-Aboriginal rock art.

VESNA TENODI is an archaeologist,
artist, and writer based in Sydney,
Australia. She received her Mas-
ter’s Degree in Archaeology from
the University of Zagreb, Croatia.
She also has a diploma in Fine
Arts from the School of Applied
Arts in Zagreb. Her Degree Thesis
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Neolithic man in Central Europe
as evidenced in iconography and
symbols in prehistoric cave art
and pottery. After migrating to
Sydney, she worked for 25 years
for the Australian Government,
and ran her own business. Today
she is an independent researcher
and spiritual archaeologist, con-
centrating on the origins and
meaning of pre-Aboriginal Austra-
lian rock art. In the process, she
is developing a theory of the Pre-
Aboriginal races which she has
called the Rajanes and Abra-
janes. In 2009, Tenodi estab-
lished the DreamRaiser project,
with a group of artists who explore
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Website: www.modrogorje.com

E-mail: ves@theplanet.net.au
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® | earn the real story of our Palaeolithic ancestors—a
cosmopolitan story about intelligent and innovative peo-
ple—a story which is unlike that promoted by mainstream
science.

The ® Explore and regain confidence in your own ability
to think for yourself regarding human ancestry as a

Pleistocene Coa I ition broader range of evidence becomes available to you.

® Join a community not afraid to challenge the

‘ Prehistory is about to changﬂ status quo. Question with confidence any paradigm
promoted as "scientific" that depends upon withholding

conflicting evidence from the public in order to appear

unchallenged.
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