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Cover images:
Top: Painted Rock, a horseshoe-shaped sandstone feature in central California’s Carrizo Plain, features numerous paintings on the walls of its interior. Its paint-
ings have suffered greatly from disrespectful visitors, primarily in the first half of the twentieth century. Painted Rock was the focus of an on-site training course 
for rock art conservation, organized by Getty Conservation Institute, in 1991. See Chapter 3.1 for more information. Image: Tom McClintock.

Middle Right: The Cave of Altamira outside Santillana del Mar, Spain, was discovered in 1868. After decades of heavy visitation, authorities recognized the cave’s 
delicate climate was being impacted to the detriment of the paintings’ preservation. It was closed to the public in 1977 and a replica (pictured) was built for visi-
tors, which opened in 2001. See Chapter 4.2 for more information. Image: Tom McClintock.

Bottom: The White Shaman Mural is one of the best preserved and most narratively elaborate paintings in North America. Located in the Lower Pecos River 
Region of southwest Texas, the site is currently managed by the Witte Museum in San Antonio. See Chapter 3.3 for more information on the rock art of the Lower 
Pecos. Image: Tom McClintock.

Middle Left: The Chauvet-Pont d’Arc Cave was closed immediately following its discovery in 1994, a decision that was based on the impacts observed at other 
sites like Altamira and Lascaux. At the time of discovery, the paintings yielded some of the earliest known radiocarbon dates for rock art, roughly 32,000 years 
old. A facsimile of the cave and its paintings was opened to the public in 2015. Pictured here is the replica of the “grand panneau des Points-Paumes,” nearly one 
hundred ochre palm prints evoking the shape of a bison. See Chapters 2.4, 4.1, and 4.7 for more information. Image: Tom McClintock.
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4.3.3 The Periphery of UNESCO World Heritage Sites 
Savino di Lernia

North Africa hosts three rock art properties on the UNESCO World Heritage list: Tassili 
n’Ajjer in Algeria (1982), Tadrart Acacus in Libya (1985), and Ennedi in Chad (2016). The 
management of the properties and involvement of stakeholders are different, as are the 
outcomes in terms of preservation and use. Inclusion on the UNESCO World Heritage list 
typically leads to several advantages: sites are better managed, better preserved, and are 
more attractive for socio-economic development and tourist exploitation. This disparity can 
have important repercussions on sites that are in the immediate vicinity of UNESCO 
properties. 

As a case-study, the Tadrart Acacus rock art sites in Libya are separated by a mere fifty 
kilometers from the massif of the Messak, one of the richest rock art galleries in the world 
(fig. 4.11). The first rock art site in North Africa (Barth 1846) was recorded here, not far from 
the world-famous site of Mathendous (2008 World Monuments Watch). At approximately 
the same time of the Acacus inscription on the list, the entire Messak Plateau became the 
ground for oil exploration, with irreparable damages to the natural landscape, archaeologi-
cal contexts, and rock art sites. Oil extraction infrastructures, recently paved roads, and 
other facilities have dramatically increased accessibility to rock art sites, further endanger-
ing their preservation. 

FIGURE 4.11. 

Aerial view of the seismic lines 
scarring the surface of the Messak 
plateau, southwest Libya. Image: 

The Archaeological Mission in the Sahara, 

Sapienza University of Rome.
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A similar fate may befall the world-famous site of Niola Doa, on the northern side of the 
Ennedi Massif (fig. 4.12). The extent of the property listed was reduced by about 20% from 
the original map (which covered the entire massif), excluding extraordinary sites such as 
Niola Doa from the UNESCO property. In addition, the buffer zone was completely removed 
from the northern side and was limited to a one kilometer corridor. For these reasons, the 
criteria of authenticity and integrity are no longer satisfied (ICOMOS 2016). Given the inter-
est for oil exploration in the region, is the fate of Niola Doa more endangered than other 
sites falling within the UNESCO property?

The relevance of a UNESCO site generates important benefits for the inscribed prop-
erty and related activities. Nonetheless, it is necessary to develop adequate management 
plans so that the conservation of a UNESCO site will not be at the expense of an immedi-
ately adjacent context, as these Saharan cases illustrate.  
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FIGURE 4.12. 

Despite being physically located in the Ennedi Massif (northeast Chad), the magnificent engravings of Niola Doa are excluded from the present 
boundaries of the UNESCO World Heritage property. Image: David Coulson, Trust for African  

Rock Art.
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