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The aim of this paper is to present a preliminary overview of the Stone Age rock art 
areas and regions in northernmost Europe based on the current material record. The 
geographical area discussed in this paper is Fennoscandia, which includes Norway, 
Sweden, Finland and northwest Russia (Fig. 1).

The history of finds in this region shows that the geographical distribution of rock 
art has changed since distribution maps were made in the early 1900s, when merely 20 

Stone Age rock art sites were known. We now know of more than 300 sites with Stone 
Age rock art in this area and this growth of material, especially in the last few decades, 
has shown that rock art was more common in prehistory than previously believed. 
A general presentation of the history of rock art discoveries may show why certain 
comparative aspects were presented and changed with new finds such as the Finnish 
paintings and the Alta site in northern Norway (Fig. 2).

An overview of Stone Age rock art in 
northernmost Europe – what, where and when? 
Jan Magne Gjerde

Introduction    

Fig. 1. Location of three types of rock art sites Fennoscandia with Stone Age rock art; carvings, 
paintings, polished.

The material record displays great variation ranging from sites with one figure (for 
example at Rykkje in western Norway and Brennelv in northern Norway) to large rock 
art areas such as Alta, Nämforsen in northern Sweden and Vyg River in northwestern 
Russia with numerous panels and locations. These large areas/sites show rock art was 
made in the same places for millennia and people revisited these spots in the landscape 
to make rock art. Most of these large rock art areas are dated between c. 5500-5000 BC. 
This paper focuses on the rock art dated from the later phase of the Early Stone Age and 

Fig. 2. Map with Stone Age rock art sites known by 1900, 1940, 2000 and 2010.

204 205



When G. Hallström initiated his work mapping Stone Age rock art in northernmost 
Europe at the beginning of the 1900s, about 20 sites in Fennoscandia (Norway, Sweden, 
Finland and NW-Russia) were known altogether. Only two of the large rock art areas 
were known; Nämforsen in northern Sweden, and Onega Lake. The initial discovery of 
the Vingen (Bing 1912) and the first carvings at the Vyg River in 1926 (Linevskii 1939) 
later came to be known as some of the largest areas with rock art (Bøe 1932; Ravdonikas 
1938). No rock art was known in Finland until the first discovery was made at Vitträsk 
in southern Finland in 1917 (Europaeus 1917, 1922). In the 1930s, large material 
publications of rock art presented the opportunity to get an overview of the material 
both in Norway (Bøe 1932; Engelstad 1934; Gjessing 1932, 1936; Hallström 1938) and 
northwest Russia (1936, 1938). The Nämforsen material was later published by Hallström 
(1960,) and the publication also included some of the material from northwest Russia. 
From 1930 until 1960, the known material grew from 46 to 70 sites. The number of sites 
increased from 70 to 178 sites between 1960 and 1990. New discoveries were made at 
the large sites such as the Zalavruga at Vyg River and in Vingen1), thereby increasing 
the number of known rock art figures (Lødøen and Mandt 2012; Savvateev 1970). In 
northwest Russia, the carvings at Ponoy River and the paintings at the Fisher Peninsula 
made it evident that Russian material not only consisted of large rock art areas, but 
also smaller sites and paintings. At this time Finnish material grew and the large sites 
with rock paintings at Astuvansalmi (Sarvas 1969) and Saraakallio (Kivikäs 1990) in 
southern Finland were discovered. Furthermore, more than 50 new rock painting sites 
were found in southern Finland between 1960 and 1990. In 1973, the largest Stone Age 
rock art area in Fennoscandia was discovered in Alta (Helskog 1988, 2014). Between 
1990 and 2010, 98 entirely new sites were discovered in addition to new discoveries 

made at previously known sites and rock art areas. Discovered in 1997, Lake Kanozero 
in northwest Russia was most likely the most major discovery during these decades. 
Since 2010, the material record has comprised of more than 300 sites although we do 
not know the exact number. 

Looking at the rock art record today (Fig. 3), one can observe that the growth of material, 
not only in the number of new sites but new discoveries at previously known sites /rock 
art areas, has been extreme over the past few decades. At first glance, we have six large 
rock art areas in Fennoscandia from the Stone Age. These rock art areas have more than 
1000 figures, and the majority of the sites show a long tradition of carving with the most 
extreme being Alta, where rock art was made for more than 5000 years. The Vingen site 
has about 2300 carvings (Bøe 1932; Lødøen and Mandt 2012) and Alta has more than 
6000 carvings (Helskog 2014). Nämforsen has more than 2500 carvings (Larsson and 
Broström 2011), Kanozero Lake more than 1100 carvings (Kolpakov and Shumkin 2012), 
Onega Lake more than 1300 carvings (Poikalainen and Ernits 1998; Ravdonikas 1936) 
and Vyg River more than 2300 (Gjerde 2010: 286f; Ravdonikas 1938; Savvateev 1970).

Growth of material and the large rock art areas    1) Unpublished by Egil Bakka.

Fig. 3.  Map of sites mentioned in the text.

the Late Stone Age even though the creation of rock art continued into the early Bronze 
Age and even Iron Age. 

The most evident observation when studying rock art in northernmost Europe is 
the variation in the material record. A general analysis of animals’ depictions in this 
region shows that while elk are found virtually everywhere, other animals dominate in 
numbers between areas such as swans at Onega Lake in northwest Russia or red deer in 
Vingen, western Norway. 

The large rock art areas in northwest Russia show remarkable consistency, each 
distanced around 300km from one another. I suggest that attempting to create a map of 
the distribution of large rock art areas based on the current material record will allow 
us to better understand the Stone Age hunter-gatherer landscape. The natural setting 
of the large rock art areas shows how they could have worked as connecting places 
between communities. Most of these are situated in strategic places related to natural 
nodes or natural stopovers such as in Alta, Nämforsen or Vyg River. It is argued that the 
large rock art sites were meeting places for various interactions and communications.
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Rock carving (Fig. 5) is the most common type of rock art in Fennoscandia. General consensus 
is that they were made through the application of the hammer and chisel technique. 
Successful experiments by Morten Kutschera help confirm this interpretation (Lødøen 
2016). As seen in Figure 5, however, the carvings could have also been drilled with a chisel. 

Fig. 4. The large ground rock art at Leiknes, northern Norway. One can see the killer whale measuring 7,62 
m just above the centre of the photo. The site is dated to c. 8300 to c 7500BC. Photo: Jan Magne Gjerde.

Fig. 5. Carvings most likely made with hammer and chisel. One can also see the outline of the 
figure had started by drilling small holes. Kåfjord, Alta, northern Norway. Dated to between c. 
5000-4000 BC. The elk measures c. 30 cm. Photo: Jan Magne Gjerde.

Paintings (Fig. 6) are likely to consist of red ochre mixed with animal fat. The width of 
the figures often matches the average width of a human finger, suggesting they were 
applied with the finger. There are also a few sites where both paintings and carvings 
appear in the same panel such as, for example, at Sandhalsen in central Norway (Gjerde 
and Stebergløkken 2018).

In general, there are three main types of rock art in Fennoscandia (Fig. 1); ground rock 
art (polished carvings), rock carvings and paintings (rock paintings). Ground rock art 
(Fig. 4) is made up of lines of about 2 cm in width. It was most likely made by grinding and 
rubbing a hard stone on the rock surface.

Three types of technique for rock art in Fennoscandia    

The variation in the material record ranges from single, isolated small sites, 
concentrations of small sites and large rock art areas. This challenges the categorisation 
and methods of comparison of the sites. If the large sites had not undergone extensive 
recording like in Vingen and Alta or the excavations at Zalavruga (Vyg River), we would 
only know these rock art areas to be composed of a few hundred figures in a few panels 
or related locations. If other sites had undergone such intensive study, it is most likely 
that the number of the larger sites in Fennoscandia would be greater. New finds such 
as that at Kanozero Lake are good examples of what may be discovered in the future. 
The history of finds also shows that areas with no rock art early on, such as southern 
Finland in the early 1900s, now include the majority of known rock painting sites in 
Fennoscandia (Fig. 3).
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forward stating that all rock art in the Northern Tradition dated to the Late Stone Age. 
The results of shoreline dating provided by Hesjedal (1990: 132; 1993, 1994) and Helskog 
(1983; 1989a: 99-101) strongly support a long chronology for this rock art. Recent dating 
suggestions based on shoreline dating in Alta suggest the carvings were made between 
about 5000 BC and 0 AD (Gjerde 2010: 246-255; Helskog 2014: 28-33).  

Sognnes (2003) also dated the rock art in central Norway through shoreline dating 
and found the earliest rock art to be as old as c. 8200BC and the latest to be c. 2000BC. 
Stebergløkken (2016) recently analysed the old typology of styles in relation to shoreline 
dating. She found that there is no 1:1 correlation between style and shoreline dating in 
this region, but also determined the oldest rock art to date back to the latter part of the 
Early Stone Age. Based on excavations, Lødøen (2013) dates all the rock art to be from 
about 5400-4000 BC, but they are more likely from 4900-4200 BC or an even shorter 
timeframe within this period (Hjelle and Lødøen 2017: 206).

Shoreline dating of the coastal carvings in Eastern Norway was applied to stylistically 
date the inland carvings. Mikkelsen (1977) found the carvings to be dated to c. 5500-4000 
BC. These dates are still deemed accurate for the few rock art sites in eastern Norway 
(Glørstad 2010: 220-222,) even though the earliest may be slightly older. 

Forsberg (2000: 68f) dated the earliest carvings in northern Sweden at Gärde and 
Landverk   to the Early Stone Age through a stylistic comparison with the ground rock 
art in northern Norway (Hesjedal 1994). These dates align with previous dates given by 
Hallström (1960). The large Nämforsen site was dated mainly based on shoreline and 
stylistic dating; the earliest rock art was found to date to 4200 BC and the latest to the 
early Bronze Age, around c. 1500BC (Baudou 1993; Forsberg 1993; Lindqvist 1994). With 
the aid of new shore displacement data and adjacent excavations, Gjerde (2010: 351-358) 
found the initial phase of the Nämforsen rock art to date to c. 5000-1500 BC. 

An overview of the dating of Finnish paintings is presented by Lahelma (2008: 33-44) 
through shoreline dating, adjacent excavations and archaeological finds. According to 
Lahelma (2008: 40-41,) the first paintings in Finland were made c. 5000BC, followed by a 
more active period between 3600-2500BC and ending around c. 1500BC.

At Vyg River, the carvings were previously all dated to the Late Stone Age (Neolithic 
Period) based on adjacent settlements and shoreline dating by Savvateev (1988; 
Savvateev et al. 1978,) further supported by Lobanova (2007:134-135) and Zhulnikov 
(2006). The dating at Vyg River was re-evaluated more recently through the inclusion of 
more of the adjacent settlement record and new shoreline data. Gjerde (2010: 291-300) 
dated the carvings to be form c. 5300-2000BC, and Janik (2010: 94) dated the carvings 
to be from c. 4600-2000BC; the Vyg River rock art is therefore older than previously 
suggested.  

Based on stylistic similarities with the rock art at Ponoy River, Onega Lake and Vyg 
River, the rock art at Kanozero Lake is generally dated to the Late Stone Age and the 
Early Metal Age (Kolpakov and Shumkin 2012; Kolpakov, Shumkin and Murashkin 
2009: 300). A comparison to the Vyg River material made by Gjerde (2010: 327-33) came 

A distribution map of the three types of rock art shows that they are not represented 
all over Fennoscandia; ground rock art, for example, is only found in northern Norway 
(Fig. 1). While one finds carvings and paintings in Norway and Sweden, no carvings 
have been found in Finland to date. On the other hand, Finland has the richest record of 
rock paintings in Fennoscandia. The distribution of rock paintings between the border 
of Russia and Finland shows that no paintings were made on the Russian side. It seems 
like only a matter of time before the first paintings are found in Russian Karelia.

The brief overview given above on the current dates of Stone Age rock art focused on 
the large rock art areas in Fennoscandia where dating has been a primary focus. The 
overview will be supplemented with the presentation of a few other sites. Three main 
dating techniques have been applied to rock art in northernmost Europe; shoreline 
dating, based on geological data of land uplift, and stylistic dating, based on stylistic 
changes in adjacent settlements or other archaeological remains related to the rock art. 
Shoreline dating is by far the most applied method for rock art. 

Most dating of rock art in northern Norway has been within the Ofoten (Gjerde 2010; 
Hesjedal 1994) and Alta areas (Gjerde 2010; Helskog 1983, 1988, 2000, 2014). Dating the 
Alta site questioned the short chronology that Simonsen (1978: 32-33) had originally put 

General chronology and current dating of Stone Age rock art
in northernmost Europe    

Fig. 6. Paintings from Värikallio, northern Finland. The “horned” human figure in the middle of 
the figure measures c. 35 cm. Photo: Jan Magne Gjerde.
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Fig. 7. Regional variation in rock art of Fennoscandia. After Gjerde 2010: figure 301.
A selection of the regional variation of animals in Late Stone Age rock art in Fennoscandia. 
Animals in rock art in Fennoscandia: 1: Hammer 5A after Bakka (1988: iv); 2: Forselv, author’s 
tracing; 3: Bergbukten 4, Hjemmeluft, Alta after Helskog (1988: 44); 4: Kamenniy 7, Kanozero 
Lake, authors tracing; 5: Besovy Sledki South, Vyg River after (1938: plate 32); 6: Besov Nos, Onega 
Lake after (Ravdonikas 1936: plate 27); 7: Verla after Miettinen (Pentikäinen and Miettinen 2003: 
41); 8: Notön, Nämforsen after Hallström (1960: plate XXVI O:2); 9: Katsundholmen (Kløftefoss) 
after Engelstad (1934: Planche LIV); 10: Vangdal 2 after  Mandt (1972: plate 38a); 11: Elva, Vingen 
after Hallström (1938: plate XXXVI); 12: Bogge 2 after Hallström (1938: plate 33); 13: Stykket after 
Sognnes (1981: figure 7). Illustration: Jan Magne Gjerde.

Most often, discussions on rock art speak of their similarities. However, when looking 
at the more than 300 sites with Stone Age rock art in Fennoscandia, the variations 
between them become more apparent. There are also clear regional variations in rock 
art. This is best observed by the selective depictions of aggregations of animals at the 
large rock art centres.  While there are similarities within panels, sites and regions, 
there are no two identical sites or panels in the record.

Elk everywhere – selective depictions and regional
variations in Fennoscandia    

to a similar result for the dates. Recent excavations adjacent to the rock art dated the 
carvings to be from the Late Stone Age (Neolithic) (Tarasov et al. 2014).

Lobanova (1995a, b) dates the rock art at Onega Lake to the late Stone Age based on 
the settlement record and elevation of the carvings at Onega Lake. Stolyar (2000) has 
suggested similar dates ranging from 4000-1500BC. Most recently, Lobanova (2014) 
suggested dating the initial phase of the Onega Lake carvings to c. 4200BC. 

The chronology and dating of rock art remains a challenge to this day and shows that 
more research is needed.  This brief overview of the current dating in different regions 
shows that only a few sites can be assigned to the earliest phases of the Early Stone Age. 
The best examples are found in central Norway, northern Norway and northern Sweden. 
Virtually all the large rock art areas in Fennoscandia show a remarkably similar initial 
phase at about 5500-5000BC (e.g. Alta, Vingen, Nämforsen, Onega Lake and Vyg River). 
I have previously named this the “rock art explosion” (Gjerde 2010: 394-401) due to the 
existence of large rock art areas where rock art seems to have been made for thousands 
of years (e.g. Alta and Vyg River) in addition to a substantial increase in the number of 
sites and a much greater variation in the motifs. 

Agrarian rock art generally starts c. 2000BC in southern Scandinavia, thereby marking 
the end of hunter-gather rock art in this part of Fennoscandia. Hunter-gather art, 
however, is still found after 2000BC in northern Fennoscandia and even continues in 
Alta until c. 0AD.

Large game animals are the dominating motifs in Stone Age rock art (for example, bear, 
elk, red deer, reindeer, swan or seal,) the most common being elk. Elk carvings appear in 
all regions; in the rock paintings in Finland, in the rock art of northern Sweden, eastern 
Norway and middle Norway. The dominating animals in the rock art also seem to refer to 
areas where such large game animals, and the largest aggregations of these species, are 
abundant in the landscape. This includes, for example, red deer in Vingen (Fig. 7), reindeer 
in the Alta region (Fig. 8), beluga whales at Vyg River (Fig. 9) and elk near Nämforsen (Fig. 10).
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Fig. 10. Section of the Kammeniy 7 site at Kanozero Lake. Notice the large whale figure to the left of 
the middle and the elk at the bottom right. The whale measures c. 1m. Photo: Jan Magne Gjerde.

Fig. 9. Section of the Laxön panel at Nämforsen (Hallström, 1960, main group I, Subgroup G:1) The 
boat figure measure c. 1,75m. The rock carvings are filled in with red paint. Photo: Jan Magne Gjerde.

Fig. 8. Reindeer and elk at Ole Pedersen 4, Alta, northern Norway. The elk figure in the right of 
the photo measures c. 40cm. Photo: Jan Magne Gjerde.

Fig. 7. Group of red deer. Section of the Brattbakken panel in Vingen. The large reindeer in the 
middle of the photo measures c. 80 cm. Photo: Jan Magne Gjerde.

A simplified model of selective depictions and regional variations of favoured animals 
in the different regions of Fennoscandia can be found in 7. Sites may be dominated 
by one species such as the whale figures at Søbstad (Fig. 11) or elk figures at Stykket or 

214 215



the halibuts / flounders at Kvennavika in middle Norway. The species depicted shows 
regional variation, in addition to variation between panels, such as at the paintings 
where a whole panel is devoted solely to salmon (Fig. 12) while other panels at the same 
site are depicting terrestrial animals (Linge 2014).

Another aspect of variation between the rock art sites is the size of the panels with images. 
Some sites include only one or a few figures while other panels include several hundred 
figures with a number of scenes and compositions, such as the Bergbukten 1 panel at the 
Bergbukten site within the Alta rock art area containing more than 300 figures (Fig.13).

Fig. 11.  Photo of parts of the Søbstad (Søbstadklubben site). One can see the three whales in the 
middle of the photo. The largest whale measures c. 1m. Photo: Jan Magne Gjerde.

Fig. 12. Photo of the rock painting at Hunnhammar. The salmon measure between c.1m and 
1,2m Photo: Jan Magne Gjerde

Fig. 13.  Photo of the majority of figures at the Bergbukten 1 panel located within the Bergbukten 
site, Hjemmeluft, in the Alta rock art area. The photo covers more than 10 m of the panel.
Photo: Jan Magne Gjerde.

Large aggregations of rock art sites become common features in Fennoscandia’s 
landscape around 5500-5000BC. Most of these sites are located in places revisited 
by people for thousands of years for the production of rock art. The largest, with 
approximately 6000 figures, is found in Alta which has been dated to between c. 5200BC-
0AD. The large rock art areas have been interpreted as central locations for social 
activities that could be related to the rock art aggregations (For example, Fuglestvedt 
2017; Gjerde 2010; Gjessing 1945: 313; Hagen 1976: 127-130; Hallström 1960; Hood 
1988; Malmer 1975; Stolyar 2001). The unique geographical locations of aggregation 
sites, such as Alta, Nämforsen or Vyg River, take a advantage of the natural landscape 
features in particular in the relation to the communication between the communities 
and individuals.

Communication expressed in the imagery shared by the sites was suggested by 
Hallström (1960: 317) he pointed the similarity between the large rock art sites of 
Nämforsen and Onega Lake to be the elk head boat carvings. The east-west contact 
was rejected by Tilley (1991:13) in his study on the Nämforsen rock art. In light of boat 
carving discoveries in southern Finland, including the sites of Astuvansalmi (Sarvas 
1969) and Sarakallio (Kivikäs 1990,) similar to those in Nämforsen, Sweden, the idea 
of connections and the use of the elk-headed boats proposed by Hallström has been 
re-examined. When mapping the elk head boats, they can clearly be seen to have a 

Nodes in the landscape – rock art aggregations as meeting places    
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Fig.14. Examples of elk head boats from the north dated to the Late Stone Age. Boats from Alta, 
after Helskog (1989b: fig. 4). Boats from Nämforsen after Hallström (1960). Boats from Kanozero 
Lake, northwest Russia after author’s tracings. Boats from Onega Lake, after Hallström (1960: 
plate XXVIII) and Ravdonikas (1936: plates 1 and 13). Boats from Finland from the following site, 
listed from top to bottom: Patalahti, Saraakallio, Saraakallio, Pyhänpää after Lahelma (2005: fig. 
1). The Pyhänpää boat figure is depicted as the antlers of an elk and is included in this overview 
to show the link between the elk and the boat. Illustration: Jan Magne Gjerde.

northeastern distribution and all show striking similarities with one another (Gjerde 
2010: 396-400; 2017: 126-129). Individuals or groups of people journeyed to and from 
nodes the hunter-gatherer landscape. Many of the boats are depicted engaged in various 
marine activities such as halibut fishing in Alta or whale hunting at Vyg River (Gjerde 
2013, 2016) (Fig. 14). Moreover, boats with more than 10 people can indicate other marine 
activities as indicated in more recent Umiak boats of the Inuit. These ethnographic 
examples of large boats could hold more than one ton of cargo and between 5 to 10 
persons (Ames 2002: 29; Chappelle 1994: 174). That is, groups of people could move 
between settlement sites and meeting places taking large amounts of equipment with 
them. Marine journeys and stories of the voyages including rituals related to launching 
and landing the boats have been part of the “long” journeys.

The three large rock art areas in north-western Russia show similarities insofar that 
they are all situated at major communication lines and appear at nodes in the landscape 
that are natural places to stopover. The distance between the Onega Lake site and the 
Vyg River site is about 300km as the crow flies. The distance between the Vyg River 
site and the Kanozero Lake site is about 280km as the crow flies. I expect minor sites 
between these large rock art areas in north-western Russia to be discovered in future, 
mirroring the rest of Stone Age Fennoscandia.

Amongst circumpolar groups of hunter-gatherers, ethnographic and historical 
data show they meet at specific places during certain times of the year in relation to 
their migration pattern. Some most likely lived in these areas most of the year while 
others periodically journeyed to these sites at specific times of year. It is difficult to 
generalize over such large geographical areas at regional or inter-regional levels. The 

macro topography is different, thereby leading to difference in landscapes conditions 
and land use. The coastal mountain landscape of northern Norway holds different lines 
or patterns of movement than a generally flat landscape with major rivers of Russian 
Karelia and the Stone Age archipelago and lake systems of southern Finland, which 
would also guide use of the landscape.

During hunting, mainly for reindeer, the Nganasan can wander between  600 to 700km 
(Popov 1966: 21) while the minor hunting trips are about 100-150km (Popov 1966: 31). 
Further still, the Nenets cover several hundred kilometres in their annual migration 
patterns (Zvelebil 1997: 36f). With large Russian rock art sites frequenting every c. 
300km in addition to ethnographic and historical information on hunter-gatherer land 
use suggesting nomads in the area to have territories of several hundred kilometres, I 
propose the radius of large rock art areas in Fennosnadia to have a radius of c. 200km.

Land use in the different areas are likely to vary due to its use and the difference in 
macro topography. However, this schematic presentation of the large rock art areas 
with initial dates between c. 5500-5000BC show that distances between the aggregation 
sites presented above cover large parts of Fennoscandia. This model despite being very 
general, still presents how the large rock art areas may have acted as meeting places 
or nodesin the landscape between groups of people located at major communication 
ores with the best examples at Kanozero Lake (10), Onega Lake (8) and Vyg River (9), 
Nämforsen (6) and Alta (Fig. 15). The tentative map shows the large rock art areas, while 
some of the centres are more obvious, such as the sites in Alta (1), the Vingen/Ausevik 
(4), Nämforsen (6), Onega Lake (8), Vyg River (9) and Kanozero Lake (10,) others require 
further detail and research. The Ofoten (2) has no one large site, however holds the 
large sites at Forselv with c. 200 carvings on one panel adding to several other adjacent 
sites (e.g. Sletjord (Herjangen)) within c. 25km. Within central Norway, Beitstad 
Fjord features several rock art sites, the largest with 17 panels of rock art at Hammer. 
Similarly, eastern Norway (5) contains the three sites with few figures at Skogerveien, 
Utenga and Åskollen within c. 10 km of Drammen Fjord and Kløftefoss (Geithus,) which 
could be smaller “centres”; that said, there is also no one large site. Southern Finland 
solely consists of paintings and two large sites, Astuvansalmi and Saraakallio, stand out.
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Fig.15. Map of Stone Age rock art in Fennoscandia with rock art centres or nodesmarked in red. 
The encircled areas all have a 200km radius which together cover large parts of Fennoscandia. 
1: Alta; 2: Ofoten area; 3: Beitstad-fjord area; 4: Vingen/Ausevik; 5: eastern Norway; 6: 
Nämforsen; 7: southern Finland; 8: Onega Lake; 9: Vyg River, 10: Kanozero Lake.

There are also sites that hold more similarities than differences, as discussed above, 
but it goes beyond the scope of this chapter and is a part of the future analysis and 
publication.

This brief overview of Stone Age rock art in northernmost Europe shows how 
the history of discovery has guided or characterized rock art research and previous 
publications. About a century ago, only a few sites with Stone Age rock art were 
known in northernmost Europe. Gradually, through more research and systematic 
recording, we have acquired new rock art sites and depictions that are more common 
and more widely distributed than previously argued. Between 5500-5000BC, virtually 

Concluding remarks    

Thanks to Prof S. Lee, Dr L. Janik. Dr J. Park for inviting me to contribute to this 
volume. This paper is part of the NRC (Norwegian Research Project nr. 261760) at UiT – 
The Arctic University of Norway.
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simultaneously across northernmost Europe, large rock art centres were established 
and were revisited by people making rock art for thousands of years. The most evident 
example is at Alta where people made rock art for more than 5000 years. Revisiting these 
places to produce rock art most likely implies there were key to the hunter-gatherer 
landscape of the Stone Age.

The rock art also shows more variation than previously argued with sites varying from 
1 figure to, for example, the large panels in Alta where more than 300 figures seem 
to make up one or several compositions. In terms of depicted motifs, the elk is the 
most common animal while others vary in frequency depending on the site, such as the 
swans at Onega Lake or red deer in Vingen. While the general map (Fug. 22) shows the 
large rock art areas (as nodes in the landscape, at strategic locations related to lines of 
communication.

Acknowledgements    

References    

220 221



tidsskrift, XXXII(1), 61-7.

Forsberg, L. 1993. En kronologisk analys av ristningarna vid Nämforsen, in Ekonomi 
och näringsformer i nordisk bronsålder, eds. Forsberg, L. & Larsson, T. B. Umeå: Umeå 
Universitet/Arkeologiske Institutionen, 195-261.

Forsberg, L. 2000. The Social Context of the Rock Art in Middle Scandinavia During the 
Neolithic, in Myanndash. Rock art in the ancient Arctic, ed. Kare, A. Rovaniemi: Arctic 
Centre Foundation Rovaniemi, 50-87.

Fuglestvedt, I. 2017. Rock Art and the Wild Mind. Visual Imagery in Mesolithic 
Northern Europe, London / New York: Routledge.

Gjerde, J. M. 2010. Rock art and Landscape. Studies of Stone Age rock art from northern 
Fennoscandia, in University of Tromsø Tromsø.

Gjerde, J. M. 2013. Stone Age Rock Art and Beluga Landscapes at River Vyg River, 
North-west Russia, Fennoscandia archaeologica, XXX, 37-54.

Gjerde, J. M. 2016. Marine Ventures in Stone Age rock art of Fennoscandia, in Marine 
Ventures Symposium Proceedings, eds. Bjerck, H. B. & Fretheim, S. Sheffield, UK: 
Equinox Publishing, 337-54.

Gjerde, J. M. 2017. A boat jouney in rock art "from the Bronze Age to the Stone Age- 
from the Stone Age to the Bronze Age" in northernmost Europe, in North Meets South, 
eds. Skoglund, P., Ling, J. & Bertilsson, U. Oxford: Oxbowbooks, 113-43.

Gjerde, J. M. & Stebergløkken, H. 2018. What we see is what we get - Seeing Sandhalsan 
with new "eyes", in Giving the Past a Future - Essays in Archaeology and Rock Art 
Studies in Honour of Dr.Phil.h.c. Gerhard Milstreu eds. Dodd, J. & Meijer, E. Oxford: 
Archaeopress, 215-30.

Gjessing, G. 1932. Arktiske helleristninger i Nord-Norge, Oslo: Aschehoug.

Gjessing, G. 1936. Nordenfjelske ristninger og malinger av den arktiske gruppe, Oslo: 
Aschehoug.

Gjessing, G. 1945. Norges steinalder, Oslo: Norsk arkeologisk selskap : I kommisjon: 
Tanum.

Glørstad, H. 2010. The structure and History of the Late Mesolithic Societies in the 
Oslo Fjord Area 6300-3800 BC, Lindome, Sweden: Bricoleur Press.

Hagen, A. 1976. Bergkunst : jegerfolkets helleristninger og malninger i norsk 
steinalder, Oslo: Cappelen.

Hallström, G. 1938. Monumental art of Northern Europe from the Stone Age. The 
Norwegian Localities, Stockholm: Thule.

Hallström, G. 1960. Monumental art of northern Sweden from the Stone Age : 
Nämforsen and other localities, Stockholm: Almqvist & Wiksell.

Helskog, K. 1983. Helleristningene i Alta i et tidsperspektiv - en geologisk og 
multivariabel analyse, in Folk og ressurser i nord. Foredrag fra Trondheims-
symposiumet om midt- og nordskandinavisk kultur 1982, eds. Sandnes, J., Østerlie, I. & 

Kjelland, A. Trondheim: Universitetsforlaget, 47-60.

Helskog, K. 1988. Helleristningene i Alta : spor etter ritualer og dagligliv i Finnmarks 
forhistorie, Alta: K. Helskog ; distributør: Alta museum.

Helskog, K. 1989a. Helleristningene i Alta i et nordlig perspektiv. Kronologi og 
symbolisme Iskos, 7, 67-75.

Helskog, K. 1989b. Naturalisme og skjematisme i nord-norske helleristninger, in 
Framskritt for fortida i nord : i Povl Simonsens fotefar, eds. Utne, A., Bertelsen, R. & 
Reymert, P. K. Tromsø, 87-104.

Helskog, K. 2000. Changing Rock Carvings - Changing Societies. A case from arctic 
Norway. Scandinavian Society for Prehistoric Art, 5-16.

Helskog, K. 2014. Communicating with the world of beings: the World Heritage rock 
art sites in Alta, Arctic Norway, Oxford: Oxbow Books.

Hesjedal, A. 1990. Helleristninger som tegn og tekst : en analyse av veideristningene i 
Nordland og Troms, Tromsø: [A. Hesjedal].

Hesjedal, A. 1994. The Hunters's Rock Art in Northern Norway. Problems of Chronology 
and Interpretation, Norwegian Archaeological Review, 27(1), 1-28.

Hjelle, K. L., and Lødøen, T. K. 2017. Dating of rock art and the effect of human activity 
on vegetation: Thecomplementary use of archaeological and scientific methods. 
Qauternary Science Reviews, 168, 194-207.

Hood, B. C. 1988. Sacred Pictures, Sacred Rocks: Ideological and Social Space in the 
North Norwegian Stone Age. Norwegian Archaeological Review, 21(2), 65-84.

Janik, L. 2010. The development and periodisation of White Sea rock carvings. Acta 
Archaeologica, 81, 83-94.

Kivikäs, P. 1990. Saraakallio. Muinaiset kuvat: Atena.

Kolpakov, E. M., and Shumkin, V. 2012. Petroglify Kanozera, Sankt-Peterburg: Iskusstvo 
Rossii.

Kolpakov, E. M., Shumkin, V., and Murashkin, A. I. 2009. Канозерские петроглифы,  
Kola Archaeological Expedition.

Lahelma, A. 2005. The boat as a symbol in Finnish rock art, in World of Rock Art. 
Papers presented at the International Conference, ed. Devlet, E. G. Moskow: Institute 
of Archaeology RAS, 359-62.

Lahelma, A. 2008. A touch of red : archaeological and ethnographic approaches to 
interpreting Finnish rock paintings, Helsinki: Finnish Antiquarian Society.

Larsson, T. B., and Broström, S.-G. 2011. The Rock Art of Nämforsen, Sweden. The 
survey 2001-2003, in UMARK Umeå: Department of Historical, Philosophical and 
Religious Studies, Umeå University, Umeå, Sweden, 117.

Lindqvist, C. 1994. Fångstfolkets bilder : en studie av de nordfennoskandiska 
kunstanknutna jägarhällristningarna, Stockholm: C. Lindqvist.

Linevskii, A. M. 1939. Rock engravings of Karelia Part 1, Petrozavodsk: Karelian 

222 223



Scientific Research Institute of Culture. Karelian State Publishing House.

Linge, T. E. 2014. Rørsle gjennom fjordlandskapet – om nyfunne bergmalingar på 
Honnhammar i Tingvoll. Viking, LXXVII, 7-36.

Lobanova, N. 1995a. Economy and mode of life of the Neolithic population on the 
Eastern shore of Lake Onega Lake. Fennoscandia archaeologica, XII(1995), 103-11.

Lobanova, N. 1995b. Petroglyphs of the Kochkovnavolok Peninsula: dating, natural 
environment and the material culture of their creators, in Perceiving Rock Art: Social 
and Political Perspectives, eds. Helskog, K. & Olsen, B. Oslo: Novus Forlag/The Institute 
for Comparative Research in Human Culture, 359-66.

Lobanova, N. 2007. Petroglyphs at Staraya Zalavruga: New Evidence - New Outlook. 
Archaeology, Ethnology & Anthropology of Eurasia, 29(1), 127-35.

Lobanova, N. 2014. К вопросу о хронологии и периодизации наскальных 
изображений онежского озера. Российская Aрхеология, 2014(3), 137-49.

Lødøen, T. K. 2013. Om alderen til Vingen-ristningene. Viking, LXXVI(2013), 7-34.

Lødøen, T. K. 2016. Ritual Landscapes and Borders within Rock Art Research - Papers 
in Honour of Professor Kalle Sognnes, in Ritual Landscapes and borders within rock 
art research, eds. Stebergløkken, H., Berge, R., Lindgaard, E. & Stuedal, H. V. Oxford: 
Archaeopress, 67-77.

Lødøen, T. K., and Mandt, G. 2012. Vingen : et naturens kolossalmuseum for 
helleristninger, Trondheim: Akademika.

Malmer, M. P. 1975. The Rock Carvvings at Nämforsen, Ångermanland, Sweden, 
as a Problem of Maritime Adaptation and Circumpolar Interrelations in Prehistoric 
maritime adaptations of the circumpolar zone, ed. Fitzhugh, W. W. The Hague/Paris: 
Mouton Publishers, 41-6.

Mandt, G. 1972. Bergbilder i Hordaland : en undersøkelse av bildenes sammensetning, 
deres naturmiljø og kulturmiljø, Bergen: Norwegian Universities Press.

Mikkelsen, E. 1977. Østnorske veideristninger - Kronologi og Øko-kulturelt Miljø. 
Viking, XL, 147-201.

Pentikäinen, J., and Miettinen, T. 2003. Pyhän merkkejä kivessä, Helsinki: Etnika Oy.

Poikalainen, V., and Ernits, E. 1998. Rock carvings of Lake Onega Lake : the Vodla 
Region, Tartu: Estonian Society of Prehistoric Art.

Popov, A. A. 1966. The Nganasan the material culture of the Tavgi Samoyeds, 
Bloomington: Indiana University.

Ravdonikas, V. I. 1936. Naskal'nye izobrazenija Onezskogo ozera i Belogo morja, 
Moskva: Izdatel'stvo Akademii nauk SSSR.

Ravdonikas, V. I. 1938. Naskal'nye izobrazenija Belego morja / Наскальные 
изображения Белого моря, Leningrad.

Sarvas, P. 1969. Die Felsmalerei von Astuvansalmi. Suomen Museo, 1969, 5-33.

Savvateev, J. A. 1970. Zalavruga : archeologiceskie pamjatniki nizov'ja reki Vyg River 

: cast' perbaja Petroglify / Залавруга. Часть 1: Петроглифы, Leningrad: Izdatel'stvo 
Nauka.

Savvateyev, Y. A. 1988. Ancient Settlements connected with Rock Art in Karelia. 
Bolletino del Centro Camuno di Studi Preistorici, XXIV, 45-68.

Savvateev, Y. A., Déviatova, E. I., and Liiva, A. A. 1978. Dating of the rock art by the 
White Sea / опыт датировки наскальных изображений белого моря. Sovetskaja 
Archeologija, 1978(4), 16-36.

Simonsen, P. 1978. New elements for evaluating the origin and end of northern 
Scandinavian rock art, in Acts of the International Symposium on Rock Art, 
ed. Marstrander, S. Oslo/Bergen/Tromsø: Universitetesforlaget/Institutt for 
Sammenlignende Kulturforskning, 31-6.

Sognnes, K. 1981. Helleristningsundersøkelser i Trøndelag 1979 og 1980, Trondheim.

Sognnes, K. 2003. On Shoreline Dating of Rock Art. Acta Archaeologica, 74, 189-209.

Stebergløkken, H. 2016. BERGKUNSTENS GESTALTER, TYPER OG STILER: En 
metodisk og empirisk tilnærming til veidekunstens konstruksjonsmåter i et midtnorsk 
perspektiv, in NTNU Trondheim: NTNU, 343.

Stolyar, A. D. 2000. Spiritual treasures of ancient Karelia, in Myanndash, ed. Kare, A. 
Jyväskylä: Gummerus Kirjapaino Oy, 136-73.

Stolyar, A. D. 2001. Milestones of Spiritual Evolution in Prehistoric Karelia. Folklore, 
18&19, 80-126.

Tarasov, A. Y., Kolpakov, E., and Shumkin, V. 2014. Отчет Кольской археологической 
экспедиции ИИМК РАН о раскопках у группы петроглифов Каменный-7 в Терском 
районе Мурманской области 2014 г., 87.

Tilley, C. 1991. Material culture and text : the art of ambiguity, London: Routledge.

Zhulnikov, A. M. 2006. K voprosu o datirovke Belomorskih petroglifov, in Pervobytnaya 
i srednevekovaya istorija i kultura evropeiskovo Severa: problemy, izucheniya i 
rekonstruktsii Arkhangelsk, 238-47.

Zvelebil, M. 1997. Hunter-gatherer ritual landscapes: spatial organisation, social 
structure and ideology among hunter-gatherers of northern Europe and western 
Siberia, Analecta Praehistorica Leidensia, 29, 33-50.

224 225



얀 마그네 피제르
Jan Magne Gjerde

최북단 유럽의 석기 시대 암각화에 대한 개요 – 언제, 어디서, 무엇을?

An overview of Stone Age rock art in northernmost Europe
– what, where and when?



해가 지지 않는 땅

Rock Art of the White Sea

백해의 암각화

  전시  

  도록  

총괄

기획/진행

지원

자료제공

보조

디자인/시공

총괄

기획/진행

교열/윤문

지원

발행처

이상목

박준철

이현정

릴리아나 자니크((Liliana Janik_Visiting Curator)
조민재 (Assistant to the Visiting Curator) 
이고르 지오르지에브스키 (Georgievskii_Igor)
스베츠라나 지오르지에브스카야 (Georgievskaia_Svetlana)

박수진, 공서연

열린기획

이상목

박준철

이현정, 박수진, 공서연

오경용 지방행정사무관    김보창 지방행정주사    박혜경 지방행정주사
이일락 지방공업주사    김유라 지방행정주사    김범선 지방행정주사

울산암각화박물관
44913 울산광역시 울주군 두동면 반구대안길 254
전화 052-229-4797 팩스 052-229-4799



집필진 Contributors

릴리아나 자니크

영국 캠브리지대학교

Liliana Janik
Department of Archaeology, University of Cambridge

Cambridge, Great Britain

엘레나 미클라쉐비치

톰스카야 피사니차 박물관

Elena Miklashevich

“Tomskaya Pisanitsa” Museum-Reserve
Kemerovo State University

Kemerovo, Russian Federation

스베츠라나 지오르지에브스카야

러시아 과학 아카데미 산하 카렐리아 연구 센터

Svetlana Georgievskaya
independent artist

Petrozavodsk, Russian Federation

카타르지나 스케제스나

폴란드 스체신 문화센터

나졔즈다 로바노바

러시아 과학 아카데미 산하 카렐리아 연구 센터

Nadezhda V. Lobanova

Department of Archaeology, Institute of Language, Literature and History of 
Karelian Research Centre,

Russian Academy of Sciences Petrozavodsk, Russian Federation

바딤 릭하체브

카노제로 암각화 박물관

Vadim Likhachev

Faculty of Design and Arts of the University of Lapland, Rovaniemi, Finland
Rock Art Museum "Petroglyphs of the Kanozero", 

Umba, Russian Federation

얀 마그네 피제르

노르웨이 북극 대학교

Jan Magne Gjerde

Department of Archaeology, History, Religious Studies and Theology
The Arctic University of Norway

Tromsø, Norway

House of Culture “Klub Skorwin”
ul. Stołczyńska 163 Szczecin, Poland

Katarzyna Szcz  sna



Rock Art of the White Sea백해의 암각화

Liliana Janik릴리아나 자니크

Svetlana Georgievskaya스베츠라나 지오르지에브스카야

Katarzyna Szcz   sna카타르지나 스케제스나

Nade  hda V. Lobanova나졔즈다 로바노바

Vadim Likhachev바딤 릭하체브

Elena Miklashevich엘레나 미클라쉐비치

Jan Magne Gjerde얀 마그네 피제르

Preface발간사

Contents

1010

1212

5638

9274

116108

130122

150136

172162

204182

1. Besovy Sledki
2. Erpin Pudas
3. Small Island
4. Zolotets
5. Zalavruga

1. 베소비 슬레디키
2. 예르삔 뿌다스
3. 소도(小島)
4. 졸로쩨쓰
5. 잘라부르가

The Unique and the Common : The Rock Art of the White Sea유일함과 흔함(보편성과 특수성) : 백해의 암각화

Visual analysis: cooping the Besovy Sledki petroglyphs시각적 분석: 베소비 슬레디키 암각화의 복제

Through the Artist’s lens: Artistic expression, 
visual dialogue and rock art

예술가의 눈으로 : 예술적 표현, 시각적 서술 그리고 암각화

The White Sea Rock Art
: Study, Protection and Presentation

백해 지역 암각화 : 연구와 보존 그리고 전시

Kanozero petroglyphs as a part of the White Sea rock art 
tradition of sea mammal hunters

백해 암각화의 해양 동물 그림 전통과 카노제로 암각화

Paper imprints and plaster casts of Karelian petroglyphs by V. Ravdonikas 
and modern possibilities for facsimile copying of rock art

라브도니까스(V. I. Ravdonikas)의 카렐리아 암각화 탁본과 석고모형, 
그리고 바위 예술 복제본에 관한 현대적 가능성

An overview of Stone Age rock art in northernmost Europe 
– what, where and when?

최북단 유럽의 석기시대 암각화에 대한 개요
- 무엇을, 어디서, 언제 -

목차

View publication statsView publication stats

https://www.researchgate.net/publication/330754820



