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ABSTRACT 
The purpose of the research paper is to demonstrate that analysis using a storytelling 

approach can serve as an alternative means of achieving a deeper interpretation of rock art. 
The novelty of the research paper lies in its comparison of the results of analysis using a 

formal approach and a storytelling approach in the interpretation of rock art. Through the 
storytelling approach, it is possible to trace the connection between rock art and the 
traditional culture of the Muna Indigenous people in the present. 

Conclusion. The Liang Kabori karst on Muna Island contains caves with a wide variety of 
rock art. A total of 37 caves in the area have been identified. The rock art also includes diverse 
depictions of animals and humans interacting with animals. Such depictions were identified in 
120 images across 21 different caves. Through a formal approach, we identified 19 typologies of 
images that characterize animal domestication. The typology is based on the characteristics of 
each image, classified according to the main attribute – namely, the figure, and additional 
attributes, including the presence or absence of weapons, horns, necks, or tails, gesture 
characteristics, and variations in coloring techniques (thick and thin applications). In 
determining the typology, the images were documented and processed using digital methods. 
This approach made it possible to trace color pigments and more clearly visualize depictions of 
animals and humans interacting with animals in the prehistoric caves of Muna Island. The 
storytelling approach in this study was applied in one of the caves in the Liang Kabori area, 
namely the Ladhaniha rock shelter, as a basis for comparative interpretation. This research 
concludes that the storytelling interpretation of animal imagery and human–animal interactions 
is closely related to representations of animal domestication on Muna Island in the past and that 
these relationships can still be observed today. Therefore, rock art in prehistoric caves can serve 
as a source for strengthening the cultural identity of the Muna people. 

Funding: This research was supporting by Indonesian Education Scholarship (BPI), Center 
for Higher Education Funding and Assessment (PPAPT), and Indonesian Endowment Fund for 
Education (LPDP). 
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АНОТАЦІЯ 
Мета роботи полягає в тому, щоб показати, що аналіз із використанням 

наративного (storytelling) підходу може бути альтернативним способом досягнення 
більш глибокої інтерпретації наскального мистецтва. 

Новизна дослідження полягає у зіставленні результатів аналізу, виконаного з 
використанням формального підходу та наративного (storytelling) підходу при 
інтерпретації наскального мистецтва. За допомогою наративного підходу можна 
простежити зв’язок між наскальним мистецтвом і традиційною культурою корінного 
народу Муна в даний час. 

Висновки. Карстовий комплекс Лянг Каборі на острові Муна включає печери, в яких 
представлено різноманітне мистецтво. У цьому районі виявлено 37 печер. Наскальне 
мистецтво також містить різноманітні зображення тварин і людей, які взаємодіють із 
тваринами. Такі зображення зафіксовані у 120 малюнках із 21 печери. З використанням 
формального підходу було виділено 19 типів зображень, що характеризують 
одомашнення тварин. 

Типологія заснована на характеристиках кожного зображення, класифікованих за 
основною ознакою – фігурою, та додатковими ознаками, включаючи наявність або 
відсутність зброї, рогів, шиї чи хвоста, особливості жестів, а також товщину нанесення 
фарби. При визначенні типології зображення фіксувалися з використанням цифрової 
документації й обробки даних. Мета полягала в тому, щоб простежити пігменти та 
чіткіше відобразити сцени взаємодії людей і тварин у доісторичних печерах острова 
Муна. 

Наративний (storytelling) підхід у даному дослідженні був застосований для 
порівняльного аналізу значень в одній із печер району Лянг Каборі – печері Ладханіга. 
У дослідженні зроблено висновок, що наративний підхід до зображень тварин і 
взаємодії людини з тваринами пов’язаний з відображенням одомашнення тварин на 
острові Муна у минулому та може спостерігатися і сьогодні. Таким чином, наскальне 
мистецтво може бути одним із джерел зміцнення культурної ідентичності народу Муна. 

Фінансування. Це дослідження було підтримано Індонезійською освітньою 
стипендією (BPI), Центром фінансування й оцінювання вищої освіти (PPAPT) та 
Індонезійським фондом підтримки освіти (LPDP). 

Ключові слова: наскальне мистецтво, одомашнення, культура Муна, оповідання, 
наратив 
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INTRODUCTION 
Muna Island, as part of the Wallacea region, has unique ecological and historical 

features that make it an important area for the study of human migration and 
biocultural interactions. The Wallacea region lacks native large mammals, but 
domestic species such as dogs, pigs, or buffaloes are most likely the result of human 
introductions from mainland Asia or Papua via Austronesian migration routes1. The 
occurrence of animal images in Muna Island rock art is therefore potentially an 
important clue to the chronology and dispersal processes of domestic animals in the 
region. 

The motifs found in the caves include anthropomorphic, geometric, and 
zoomorphic forms (the latter including representations of various animals that are 
thought to be part of the daily life of the past people of Muna Island)2. Some of the 
animal motifs in the rock art of Muna Island (characterised by distinctive 
morphological features such as short snouts, stocky bodies, or depictions of social 
groups) open up the possibility that the animals were not only hunted but also kept 
or had symbolic domestic relationships with the people who drew them.  

Indigenous people generally view rock drawings as something sacred and as an 
important component of their cultural heritage. This can also be seen in the 
Indigenous people of Muna Island who still highly value rock art as part of their 
culture. The imagery depicted in rock art in Muna Island can still be seen in their 
culture today. This research will examine the variations of pastoralism imagery found 
in rock art on Muna Island and the relationship between these images and the 
Indigenous culture on Muna Island. Therefore, identifying and interpreting the social 
meaning of rock art is the main purpose of symbolic interpretation of rock art3. 

This research departs from the assumption that rock drawings are not only 
aesthetic artefacts, but also cultural documents that hold information about human-
animal relations. However, it recognises that a comprehensive interpretation is 
needed to identify the deeper meaning of rock art on Muna Island. Therefore, this 
research will explore interpretations based on a formal-logical approach and a 
storytelling approach. Finally, this article aims to reveal the relationship between 
rock art and the process of animal domestication in the past and how the art has 
become one of the markers of Indigenous identity in Muna Island. This study is 
expected to enrich the archaeological discourse on Indonesian rock art, as well as 
contribute to the global discussion on the relationship between animal domestication 
and the existence of local community identity in tropical islands. 

Rock art is broadly defined as a form of landscape art consisting of images, motifs, 
and designs placed on natural surfaces such as cliff faces and boulders, cave walls and 
ceilings, and ground surfaces. In relation to this definition, the focus of this research is 
only on paintings and drawings, also called pictographs, which are then referred to as 
rock art4. Data collection in this research consisted of narrative recording and graphic 
                                                
1 O’Connor S., Ono R., Clarkson C. Pelagic fishing at 42,000 years before the present and the maritime skills of 
modern humans. Science. 2011. Vol. 334, Is. 6059. P. 1117-1121. DOI: https://doi.org/10.1126/science.1207703 
2 Hakim B. Interpretasi Lukisan Hasil Survei Di Gua Pominsa dan Sugi Patani, Kabupaten Raha, Sulawesi 
Tenggara: Lukisan Masa Prasejarah atau Bukan?. WalennaE. 2006. Vol. 9, Is. 2. P. 52-61. 
3 Whitley D.S. Introduction to Rock Art Research. Walnut Creek, C.A: Left Coast Press, Inc, 2005. P. 79. 
4 Whitley D.S. Finding Rain in the Desert: landscape, Gender, and Far Western North American Rock Art. 
In The Archaeology of Rock Art / edited by C. Chippindale, P.S.C. Tacon. Cambridge: Cambridge University 
Press, 1998. P. 11-29. 
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documentation. The narrative recording involved descriptive documentation aimed 
at identifying panels and their conditions, along with the motifs contained within the 
panels. Furthermore, graphic documentation aims to accurately capture the rock art 
in its entirety, how different motifs and/or panels relate to each other, and other 
natural features such as their placement on panels or cave sections5. 

In this research, the classification focuses on the depiction of animal domestication 
motifs. The results of this classification will determine the typology of motifs based 
on depictions of animal domestication in rock art on Muna Island. The classified 
images will be used to define cultural patterns and reveal aspects of animal 
domestication at that time6. Morphological analysis will be conducted to examine the 
attributes of the rock art motifs. The analysis is based on the placement of rock art 
motifs into certain types7. These types are distinguished by the presence of main 
attributes and additional attributes. The main attributes consist of colour and 
anthropomorphic and zoomorphic figures, while the additional attributes consist of 
the presence or absence of weapons, the presence or absence of horns or tails, and 
the thickness of the colouring technique in the drawing. 

After an interpretation based on the formal approach, a storytelling approach will be 
used. The storytelling approach refers to an interpretation that treats the images as 
meaningful scenes interpreted in accordance with ethnographic data on Muna Island. 
The conclusion of this research is a comparison between the narrative produced from 
the formal approach and the interpretation of the storytelling approach. 

The important aspect of animal representation in rock art and its relationship with 
the domestication process has not been widely discussed in the study of rock art on 
Muna Island. Animal domestication is a long-term evolutionary and cultural change 
that occurs when humans start managing and keeping wild animals for food, labor, 
protection, and social symbolism8. This process is reflected through visual and 
symbolic expressions in rock art. Rock art on Muna Island seem to show patterns of 
domestication and complex economies, although there are also some handprints, 
boats, and ordinary human figures depicting those whose livelihoods are hunters and 
gatherers of land and sea. Therefore, the rock art on Muna Island is a reflection of the 
stages in the development of the livelihoods of the local communities from land/sea 
hunters and gatherers, herders or pastoralism, to complex economies. 

Rock art is a reflection of thoughts (feelings and knowledge) and contains stories 
about the beliefs of the makers in the past. The makers of rock art create them with a 
certain intention that emphasizes the message that the artist wants to convey to the 
viewer, in other words, there are implied messages in rock art. Rock art can be 
interpreted, even without the presence of the artist. Like all symbolic systems, rock 
art has a social function; part of that function is to communicate ideas and concepts to 
others in the absence of the creator9. 
                                                
5 Loendorf L. Rock art recording. In Whitley D.S. (ed.). Handbook of Rock Art Research. Walnut Creek, CA: 
Alta Mira Press, 2001. P. 55-79. 
6 Anati E. The Typology of Rock Art. Expression. 2019. Vol. 23. P. 7-23. 
7 Francis J.E. Style and Classification. In Whitley D.S. (ed.). Handbook of Rock Art Research. Walnut Creek, 
CA: Alta Mira Press, 2001. P. 221-246. 
8 Zeder M.A. Pathways to Animal Domestication. In Gepts P., et al. (eds.). Biodiversity in Agriculture: 
Domestication, Evolution, and Sustainability. Cambridge: Cambridge University Press, 2012. P. 227-259. 
9 Layton R. Ethnographic study and symbolic analysis. In Whitley D.S. (ed.). Handbook of Rock Art 
Research. Walnut Creek, CA: Alta Mira Press, 2001. P. 311-331. 
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Rock art contains information about prehistoric life and can be associated with the 
livelihood culture of past communities. Rock art featuring hand imprints interspersed 
with footprints, four-legged animals, geckos (lizards), turtles, leaf prints, hunting 
tools, human figures, shamanistic and ordinary human figures is usually made by 
those whose livelihoods are hunters and gatherers in the land area. Meanwhile, sea 
hunter-gatherers also display similar images of handprints, which are also 
interspersed with footprints and weapon stamps. However, they have very distinctive 
features, drawing different types of fish, turtles, geckos, and different types of boats. 
The rock art depicting herds of domesticated animals, weapons, and figures of riders 
at the site was made by pastoralists. More complex livelihood settings usually depict 
armed figures10. 

In the context of global rock art, animal representations have long been 
interpreted as indicative of ecological, religious, or economic relationships between 
humans and certain species. In Europe, for example, cave paintings such as those 
found at Lascaux and Altamira reflect hunting societies’ focus on wild animals, while 
in Africa and Australia, rock drawings also show the development of spiritual 
relationships and early domestication11. The common reading of the symbolic 
meaning of rock art still relies heavily on a formal approach. This approach seems to 
suggest that images are cultural materials resulting from past ideas that are separate 
from the current local ecological and cultural context, whereas it does not rule out the 
possibility that past ideas have been passed on to subsequent generations or that 
later generations have tried to reconstruct ideas that have been left behind. 
Therefore, the interpretation of rock art on Muna Island as hunting, animal 
domestication, and a complex economy is still superficial and has room for debate, in 
the sense that the interpreted meaning can be explored more deeply by utilizing 
ethnographic data. 

A similar case has also occurred in Spanov’s writing when discussing the problems 
of interpretation of rock art in Central Arabia. In his writing, he explains that rock art 
in Central Arabia can be interpreted as a scene of wild camel hunting using dogs as 
drivers, along with very detailed hunting equipment, rather than just a picture of the 
use of domesticated animals as interpreted by Anati12. Indeed, from this it can be seen 
that the interpretation through the formal-logical approach that produces a narrative 
is different from the interpretation using the storytelling approach. 

The purpose of the research paper is to demonstrate that analysis using a 
storytelling approach can serve as an alternative means of achieving a deeper 
interpretation of rock art. 

 
LITERATURE REVIEW 

Research on rock art on Muna Island was initiated in 1977 by the National 
Research Centre for Antiquities and Heritage, which documented cave and 

                                                
10 Widianto H., et al. Gambar Cadas Prasejarah di Indonesia. Jakarta: Direktorat Cagar Budaya dan 
Permuseuman, 2015. P. 6-7. 
11 Permana R.C.E., Mas’ud Z. Animal Motif On Rock Art in Papua and West Papua. Wacana. 2022. Vol. 23, 
No 1. P. 157-199. DOI: https://doi.org/10.17510/wacana.v23i1.1130  
12 Spassov N., Stoytchev T. The dromedary problem: 3000 BC rock art evidence for the existence of wild 
One-humped camel in Central Arabia. Historia naturalis Bulgarica. 2004. Vol. 16. P. 151-158. DOI: 
https://doi.org/10.5281/zenodo.4043228  
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rockshelter sites consisting of Metanduno Cave, Kobori Cave, Latanggara rockshelter, 
and Lasabo rockshelter. From the documentation, it is known that the most common 
images found in Metanduno Cave are human, horse, deer, dog, boat, and sun motifs. In 
other caves, there are also images of animals, humans, and horsemen. In 1978, 
E.A. Kosasih conducted documentation of the caves. The research resulted in a work 
entitled ‘Paintings in Five Caves on Muna Island (Southeast Sulawesi)’. Furthermore, 
in 1982 a scientific work was also produced by Kosasih entitled ‘Hunting Traditions 
in Cave Paintings on Muna Island (Southeast Sulawesi)’, followed by another scientific 
work entitled ‘Research Results on Paintings in Several Caves and Niches on Muna 
Island (Southeast Sulawesi)’ in 198413. 

Research on rock art in Muna conducted by Aksa (1991), precisely in Metanduno 
and Kabori Caves, concluded that rock art in the cave can be analysed from an 
economic and social perspective. The economic aspect shows that animal motifs such 
as deer, goats, and cows are hunted animals. Meanwhile, the social aspect shows that 
there has been an organization in the social community of the rock art makers. In 
addition to human and animal depictions, Liang Kabori Cave also contains several 
non-figurative motifs; geometric and abstract14. Another variation of depiction is the 
boat motif found in Metanduno, Pominsa, Kabori, Kaghofigofine, and Maarewu Caves, 
which includes a variety of simple forms of boats without sails and boats using sails15. 
In addition, there are also depictions of boats of various small and medium sizes, 
boats using oars, boats using outriggers, and boats with various decorations. These 
boats are based on their shape and size, some of which are used for daily and ritual 
purposes16. 

The results of data collection from the Cultural Preservation Centre XIX in 2018 
note that in the Liang Kabori area there are currently 37 caves and rockshelters that 
have rock art in them. Among the 37 caves and rockshelter, there are 21 caves that 
have depictions of pastoralism (animal domestication). The depictions of pastoralism 
in the 21 caves vary greatly.  

 
MUNA ISLAND AND THE TRADITION 

The Muna Island region is part of a microcontinent fragment consisting of the 
interconnected Buton, Muna, and Wakatobi Islands. Specifically, the geology of Muna 
Island, lithostratigraphically, can be divided into two formations and alluvial 
sediment units. The oldest formations are the pre-Triassic Mukito Formation and 
Wapulaka Formation. The Wapulaka Formation occupies more than 85% of Muna 
Island. This formation is a massive grainstone limestone. In addition, this formation 

                                                
13 Widianto H., et al. Gambar Cadas Prasejarah di Indonesia… P. 30-72. 
14 Rasyidu M., Syahrun, Suseno S. Identifikasi Gambar Cadas di Situs Gua Liang Kobori Kabupaten Muna. 
Sangia: Jurnal Penelitian Arkeologi. 2020. Vol. 4, No 2. P. 1-7. DOI: 
https://doi.org/10.33772/sangia.v4i2.1082 
15 Pojoh I.H.E., Permana R.C.E. Perahu Muna: Jejak budaya maritim dari gambar cadas hingga tradisi 
sekarang. In Warisan Budaya Maritim Nusantara. Jakarta: Direktorat Pelestarian Cagar Budaya dan 
Permuseuman, 2018. P. 15-25. 
16 Permana R.C.E. Keberagaman Perahu Pada Gambar Cadas Pulau Muna Sulawesi Tenggara. In Meniti 
Ombak Sejarah, Suntingan Kenangan Untuk Professor Susanto Zuhdi. Jakarta: Serat Alam Media, 2023. 
P. 197-211. 



ANCIENT HISTORY 15 

consists of Quarternary limestone controlled by diagenetic processes, especially 
dissolution, forming karst morphology17. 

Based on observations on Muna Island, there is a tendency that the bedrock is 
controlled by the same structural orientation as Buton Island. Broadly speaking, the 
land elevation of Muna Island varies between 0  and >1000 m above sea level. In 
general, the landscape (morphology) of Muna Island shows lowland conditions. The 
limestone mountain range that stretches from north to south is the result of uplift 
during the Tertiary Period, characterised by the discovery of several species of 
marine animals in the limestone18. 

The constituent rock units of Muna Island consist of Quaternary sedimentary rocks 
in the form of limestone and Upper Tertiary marine sedimentary rocks19 with fluvisol 
and luvisol soil types that are reddish, dark brown, or light brown. The cross-section 
of Muna Island is generally not flat, except for the inland part where there are hills 
and mountains with varying heights. There are no major or minor rivers as a result of 
the local geological conditions. The coastal area shows a steep slope, especially in the 
central part of the east coast, and the other side is more or less gentle, with some 
small coral islands in front of it20. 

The morphology of the Liang Kabori karst area is characterised by isolated hills 
with very steep slopes classified as karst tower hills or isolated limestone 
hills/remnants zones with a constituent morphology of large and small caves known 
as karst rockshelters and towers. Large caves in the Liang Kabori area generally have 
one large cave mouth. All large caves have cave ornaments in the form of stalagmites 
and cave pillars that tend to form at the edge of the cave space21. 

The naming of Muna Island refers to at least six names, namely ‘Moena’, ‘Oena’, 
‘Woena’, ‘Pantjana’, ‘Pangsane’ and ‘Pantjano’. However, before the naming of 
‘Moena’, ‘Oena’, or ‘Woena’, many Dutch documents named the island ‘Pangasane’, 
‘Pantjana’, and ‘Tantjano’. According to local oral tradition, the beginning of the 
existence of the people on Muna Island cannot be separated from the myth of the 
crash of Sawerigadi’s ark. Sawerigadi and his followers turned the island into a 
settlement. They are said to be the first inhabitants, known in the local language as 
‘Wawono Liwu’ or ‘Tolu Bhengkauno’. The village where they first settled was then 
called ‘Wamelai’, with the village head known as ‘Meno Wamelai’. As time progressed, 
the first kingdom on the island was formed with the first king named Baiduzzamani 
or La Eli with the title ‘Bhenteno ne Tombula’ which means ‘the one born from 
bamboo’. The title is symbolically a comparison with the myths of other kingdoms 
around Muna Island. For example, in Buton Island, an island just east of Muna Island, 

                                                
17 Yuskar Y., Buburanda H., Choanji T. Karstifikasi dan Pola Struktur Kuarter Berdasarkan Pemetaan 
Lapangan dan Citra SRTM Pada Formasi Wapulaka, Pasar Wajo, Buton, Sulawesi Tenggara. Journal Earth 
Energy Engineering. 2021. Vol. 6 (1). P. 1-10. 
18 Hakim B. Interpretasi Lukisan Hasil Survei Di Gua Pominsa dan Sugi Patani… P. 52-61. 
19 AKW, Bernadeta. Ceruk La Sabo Di Pulau Muna, Sulawesi Tenggara: Indikasi Permukiman Prasejarah? 
WalennaE. 2006. Vol. 9 (2). P. 62-70. 
20 AKW, Bernadeta. Bentuk aktivitas manusia penghuni Gua Di Muna, Sulawesi Tenggara berdasarkan 
data gambar. WalennaE. 2011. Vol. 13 (1). P. 61-70. 
21 Hasria, Karim H., Asfar S. Inventarisasi Geoheritage Potensi Kawasan Geowisata Daerah Tongkuno, 
Pulau Muna, Provinsi Sulawesi Tenggara. Jurnal Geosains and Teknologi. 2023. Vol. 6, No 1. P. 1-16. DOI: 
https://doi.org/10.14710/jgt.6.1.2023.1-16  
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the first king of Buton used the title ‘Bhenteno ne Tombula’ which means ‘out of 
bamboo’ or the title of the first King of Luwuq in South Sulawesi, ‘Sawe ri gading’ 
which means ‘born from bamboo’. This legitimised the first king of Muna as part of 
the old kingdoms on the island of Sulawesi. In line with this, the establishment of the 
Muna Kingdom was at least contemporaneous with the establishment of the Buton 
Kingdom with the first king Wa Kaka in the 14th century AD22 

The social structure formed on Muna Island has lasted for a long time and has 
been inherited across generations. The social characteristics of village communities, 
in general as farmers, are also found on this island, utilising karst land around 
prehistoric caves. In addition to having a livelihood as farmers, many villagers raise 
livestock such as chickens and cows as an alternative means of fulfilling their daily 
needs. In connection with the livelihood of the villagers who are farmers, the cultural 
characteristics of the village community include several traditions that are still 
believed and practiced today, including ‘Pokadulu’, ‘Kasambuno Wite’, and ‘Kaghati 
Roo Kolope’. 

The ‘Pokadulu’ tradition is a tradition of mutual cooperation that is carried out 
when the community opens fields, builds garden fences, or cultivates fields. The 
community works together during the planting season. Like other tribes that have 
farming traditions, the ‘Kasambuno Wite’ tradition is a Muna farming ritual carried 
out with the aim of repelling pests and enhancing crop fertility. In addition, the 
dependence of life on nature makes farmers realise that there are other creatures 
that inhabit the farming location; therefore, this tradition is also intended to avoid 
interference from supernatural beings23. 

The next tradition related to farmers is the ‘Kaghati roo Kolope’ tradition. ‘Kaghati 
roo Kolope’ is a tradition of Muna farmers that aims to protect the garden from 
destructive animals such as wild boars. This tradition is a sacred tradition, full of 
rituals that make it difficult to separate it from the community, especially farmers. 
‘Kaghati roo Kolope’ is a kite made of gadung (wild yam) leaves24, and is used when 
the corn plants have begun to flower, which coincides with the east monsoon. 
‘Kaghati roo Kolope’ is equipped with a sounding device so that people can hear it. 
According to tradition, the kite is flown for seven days without being lowered. If it 
survives this time and is not lowered, the owner will hold a thanksgiving ceremony25. 
This tradition is supported by the presence of rock drawings of kite motifs in Ceruk 
Sugi Patani. This, at least, provides evidence of the connection between the culture of 
the Muna people that has survived to this day and the rock art in the caves on Muna 
Island. 

                                                
22 La Niampe, La Aso, Syahrun. Wuna Anaghaini. Kendari: Oceania Press, 2018. P. 1-15. 
23 Yanti M., La Ode Ali Basri, Suraya, R.S. Ritual Kasambuno WitePada Tradisi Perladangan Masyarakat 
Muna. Lisani: Jurnal Kelisanan Sastra dan Budaya. 2018. Vol. 1 (1). P. 25-34. DOI: 
https://doi.org/10.33772/lisani.v1i1.844 
24 Sifatu W.O. Manfaat Kaghati Roo Kolope Bagi Masyarakat Muna Sebelum Islam. Etnoreflika. 2016. 
Vol. 5 (2). P. 157-162. 
25 Kandi La. Permainan Kaghati Roo Kolope Dalam Etnik Muna (Kajian Bentuk, Makna dan Nilai): Thesis. 
Post Graduate Program, Universitas Halu Oleo. Kendari, 2013.  
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ROCK ART IN MUNA ISLAND 

In this area, there are 37 prehistoric caves with rock art, but images of animal 
domestication are only found in 21 of them. All of these caves are found in the Liang 
Kabori karst. Administratively, this area is located in Liang Kabori Village, Lohia Sub-
district, Muna Regency, Southeast Sulawesi. This area has a hilly morphology because 
it is composed of geological formations of karst hills. The caves with rock art of 
animal pastoralism are Liang Kabori Cave, Metanduno, Kaghofigofine, Pominsa I, 
Toko, Lakolombu I, Maarewu, Lakanthago I, Lakanthago II, Wabose, Wakotubi, 
Lakuba, Pinda, Foo 2, Kumbou, Melobuno, Lansirofa I, Lasabo, Ponisi, Ladhaniha, and 
Lansobalano (see Table 1). 

 
Table 1. The Location of the Caves With Rock Art of Animal Pastrolism 

 
No Name Elevation 

(mdpl) 
Latitude Longitude 

1. Liang Kabori 237 04°53’56.48" 122°39’35.49" 
2. Metanduno 228 04°53’54.47" 122°39’33.86" 
3. Kaghofighofine 239 04°54’53.04" 122°40’23.29" 
4. Pominsa I 281 04°54’38.54" 122°40’13.12" 
5. Toko 230 04°53’35.46" 122°40’20.03" 
6. Lakolombu 220 04°53’50.71" 122°39’56.91" 
7. Maarewu 216 04°54’43.82" 122°39’25.69" 
8. Lakanthgo I 274 04°54’36.53" 122°40’11.30" 
9. Lakanthago II 291 04°54’37.46" 122°40’07.63" 
10. Wabose 214 04°53’36.78" 122°40’24.64" 
11. Wakotubi 197 04°53’25.69" 122°38’51.44" 
12. Lakuba 235 04°53’13.89" 122°40’00.76" 
13. Pinda 237 04°54’39.88" 122°39’37.38" 
14. Foo 2 206 04°54’44.45" 122°40’05.78" 
15. Kumbuo 227 04°54’25.43" 122°39’48.48" 
16. Melobuno 221 04°54’55.13" 122°39’48.48" 
17. Lansirofa I 224 04°53’48.85" 122°39’55.95" 
18. Lasabo 204 04°52’57.15" 122°40’35.34" 
19. Ponisi 227 04°54’05.29" 122°39’46.23" 
20. Ladhaniha 231 04°53’31.18" 122°39’38.70" 
21. Lansobalano 137 04°53’34.84" 122°40’11.01" 

 
 

Overall, the total number of rock art depicting animal domestication in 21 caves in 
the Liang Kabori karst area on Muna Island is 120. Metanduno and Toko contribute 
the highest number of rock art, totalling 19 images in Metanduno Cave and 18 images 
in Toko Cave. Meanwhile, the fewest images were found in Lakuba and Lansobalano, 
totalling 1 image each. The distribution of images in these caves and rockshelters can 
be seen in Table 2 and Table 3. 
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Table 2. The Distribution of Images in Caves and Rockshelter 
No Name Total 

Images 
1. Liang Kabori 7 
2. Metanduno 19 
3. Kaghofighofine 2 
4. Pominsa 1 11 
5. Maarewu 4 
6. Lakanthago 1 2 
7. Wabose 2 
8. Lakanthago 2 4 
9. Wakotubi 2 
10. Lakuba 1 
11. Pinda 12 
12. Foo 2 2 
13. Kumbou 1 
14. Melobuno 8 
15. Lansirofa 1 4 
16. Lasabo 3 
17. Ponisi 2 
18. Lakolombu 1 6 
19. Ladhaniha 4 
20. Toko 18 
21. Lansobalano 6 

 

   
 Liang Kabori   Pinda 
 

   
 Ladhaniha   Liang Kabori 
 

 
Metanduno 

 
Table 3. Total of Domestication Rock Art Images in Muna Island 
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TYPOLOGHY OF ANIMAL DOMESTICATION IMAGES ON MUNA ISLAND 
Rock art representing animal domestication on Muna Island is found in various 

forms, ranging from herding animals to humans riding animals. The most important 
thing in classification is the identification of attributes or characteristics of images26. 
The intrinsic attributes of images consist of the manufacturing technique (pecked, 
incised, painted, etc.), paint colour, type of image (anthropomorphic, zoomorphic, 
abstract, etc.), animal species, body shape, presence/absence or type of headdress, 
view, posture, and other features that can be clearly described or measured. 
Therefore, the classification conducted in this study begins with the type of drawing 
(anthropomorphic and zoomorphic), gesture depiction model, presence/absence of 
body attributes (tail, ears, neck, horns, hands, and head), and presence/absence of 
cultural attributes (spear, shield, weapon, and bridle). The classification results found 
that rock art consists of 19 types (see Table 5 in the Appendix). 

The variety of animal domestication images on Muna Island provides an 
illustration related to the existence of socio-economic activities in the past that were 
quite complex for humans supporting the culture. These activities include images of 
herding or hunting animals (see types 1, 2, 3, 4, and 5). Horse images (types 2, 3, and 
4) are identified by the vertical proportion of the head and neck with the presence of 
ears, but not the presence of horns. Images of horses are integrated with hunting 
scenes or with scenes of being ridden by humans27. In herding animals, cows (type 5) 
are identified based on the characteristics of the neck shape that differ from hunted 
animals such as deer. The cow is drawn with a long neck, with the head and horns 
curved backwards and outwards at the end, and the proportion of the head and neck 
is made horizontal. In addition, this representation of cattle is never drawn as being 
hunted, but is integrated into existing hunting or herding scenes. However, the 
herding or hunting animal (type 1) is not very clear with regard to its type. 

The images of ridden animals (see types 6, 7, 8, 9, 10, 11, 12, 13, 14, 15, 16, 17, 18, 
and 19) show that the animals being ridden may serve the functions of transport, 
hunting, or conflict. The transport function (types 8, 9, and 10) is identified based on 
the presence of two riders on the herder’s animal outside the context of being 
depicted with hunted animals. Furthermore, herders who use the mounts for hunting 
(types 6, 7, 12, 13, and 17) are identified based on the presence of the images in the 
context of animal hunting. Activities related to conflict, in a broad sense, not 
necessarily in a state of war (types 11, 14, 15, 16, 18, and 19), are identified based on 
the presence of attributes such as shields and sheathed weapons carried by herders. 

Narrative interpretation based on formal analysis of the rock art in the Liang 
Kabori area will only reach the conclusion that the images show activities related to 
hunting and social activities, and possibly also images containing rituals as activities 
carried out in the past. The development seen in these hunting activities was 
necessary to improve the ability to cope with the difficulties of their environment28. 

                                                
26 Francis J.E. Style and Classification. In Whitley D.S. (ed.). Handbook of Rock Art Research. Walnut Creek, 
CA: Alta Mira Press, 2001. P. 221-246. 
27 Guagnin M. et al. Hunters and Herders: Exploring the Neolithic Transition in the rock art of 
Shuwaymis, Saudi Arabia. Archaeological Research in Asia. 2015. Vol. 4. P. 3-16. DOI: 
https://doi.org/10.1016/j.ara.2015.08.001  
28 Aksa La Ode M. Pesan Masa Lalu Dari Jejak Lukisan Prasejarah di Pulau Muna. In Hadi Wahyudi (ed.), 
Prasejarah dan Sejarah Peradaban Tua Suku Muna. Raha: Museum Bharugano Wuna, 2022. P. 1-40. 
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The variety of animal types found in the rock art can also reflect the animal and 
environmental resources found around the site and used by the local community29. 

 

 

 

Fig. 1. Rock Figure at Ladhaniha Rockshelter. Source: Author 

                                                
29 Permana R.C.E., Mas’ud Z. Animal Motif On Rock Art in Papua and West Papua… 



ANCIENT HISTORY 21 

However, as a medium of communication that is aesthetically demanding, for 
practical and symbolic reasons, it also functions to represent aspects of the natural 
environment, livelihoods, and society; these interpretations can still be explored 
further. The rock art in the Liang Kabori karst area can be interpreted as a unity of 
several images that show a scene. Most of these images are drawn in the style of the 
period of hunting and complex economy. There are many images of deer and 
domesticated animals such as dogs and horses, as companions of humans doing this 
daily work. Rock art on Muna Island is more dominated by realistic imagery and 
various images that help humans to adapt, coexist, share, and co-operate, as well as to 
form stories that are told to connect and convey meaning30. For comparison in the 
interpretation of meaning, we use the rock art in the Ladhaniha rockshelter as an 
example. The images in this rockshelter will be read as a unity of a scene interpreted 
through a storytelling approach. 

The animal domestication images in the Ladhaniha rockshelter include at least 11 
images consisting of six animal images, four human images, and one image of a 
human riding an animal. From the review of existing images, animal imagery can be 
classified into three groups, possibly horses (Fig. 1.1 and Fig. 1.6 (although some 
images have been erased)), deer (Fig. 1.2, Fig. 1.3, Fig. 1.4), and small animals 
(Fig. 1.5), which are very likely dogs used in deer hunting. The images can then be 
divided into deer hunting, animals being ridden (very likely horses), and animals 
assisting in the hunt (very likely dogs). The human images (Fig. 1.8, Fig. 1.9, Fig. 1.10, 
Fig. 1.11) are depicted in the same activity pattern of standing with one part of the 
hand bent but in different sizes. The human image is flanked by the horse (upper 
part) and the deer (lower part). Furthermore, the image of a human riding a horse 
(Fig. 1.7) is depicted in an active position. 

Through the storytelling approach, we reveal at least four interpretations of the 
scene images in the Ladhaniha rockshelter. First, the scene of animal domestication 
can be interpreted as a scene of pastoralism (very likely horses) (Fig. 1.1, Fig. 1.6), 
using horses that have been tamed or ridden (Fig. 1.7). Furthermore, there is the 
utilisation of domesticated animals to aid in hunting. The depiction of a human-
ridden animal (Fig. 1.7) and a single animal, very likely a dog (Fig. 1.5), following 
humans on a deer hunt illustrates this. Third, there are also human images (Fig. 1.8, 
Fig. 1.9, Fig. 1.10, Fig. 1.11) in groups of four leading to animal imagery (Fig. 1.2, 
Fig. 1.3, Fig. 1.4) of deer. In these images, it can be seen that hunting in the past, 
especially deer hunting, was conducted conventionally on foot by utilising small 
domesticated animals (Fig. 1.5), such as dogs used to track deer. When looking at the 
images in the panel as a whole and in relation to one another, it can be seen that in 
the process of deer hunting, horse riders were also used (Fig. 1.7) in addition to 
conventional walking. Moreover, from the overall scene, it can be interpreted that in 
the past the community engaged in collective work for hunting. Therefore, through 
the storytelling approach, the rock images in the Ladhaniha rockshelter can be 
interpreted as follows, as shown in Table 4. 

The storytelling approach provides the freedom to interpret the images. However, 
academically, these interpretations must be based on a foundation of reliable data. 
Therefore, we argue that ethnographic data is consistently important in 

                                                
30 Aksa La Ode M. Pesan Masa Lalu Dari Jejak Lukisan Prasejarah di Pulau Muna… 
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strengthening the results of interpretation through the storytelling approach. The 
ethnographic data still seems to need to be presented so that the basis for inferring 
meaning becomes clear and not obscured, and is worthy of discussion. 

 
Table 4. Interpretation of the rock art images in the Ladhaniha 

Rockshelter 
 Type Image Information 

Animal 
Pastoralism 
(Scene 1) 

Fig. 1.1,  
Fig. 1.6,  
Fig. 1.7 

Animal Pastoralism (very 
likely a horse with a tamed 
horse) 
riding a tamed horse 

Pastoralism 

Use of Animal 
Pastoralism 
(Scene 2) 

Fig. 1.1 dan 
Fig. 1.5 

Using animals 
Pastoralism for deer 
hunting 

Conventional 
(Scene 3) 

Fig. 1.2, 
Fig. 1.3, 
Fig. 1.4, 
Fig. 1.5, 
Fig. 1.8, 
Fig. 1.9, 
Fig. 1.10, 
Fig. 1.11 

Deer hunting is done 
conventionally on foot 
using the help of small 
animals to track deer. 
Tracking the deer 

Rock Art 
Ladhaniha 
Rockshelter 

Animal 
Hunting 
Process  

Collective 
(Scene 4) 

Fig. 1.2, 
Fig. 1.3, 
Fig. 1.4, 
Fig. 1.5, 
Fig. 1.7, 
Fig. 1.8, 
Fig. 1.9, 
Fig. 1.10, 
Fig. 1.11 

Deer hunting is done 
collectively by utilising 
conventional methods and 
horse riding in hunting 
deer. 
Horseback riding in 
hunting deer 

 
THE NARRATIVES INTERPRETATIONS OF ROCK ART AND CULTURAL EXPRESSION ON MUNA 
ISLAND 

Hunting activities in rock art are indeed one of the oldest types of imagery found 
on Sulawesi Island. In South Sulawesi, the image of a wild boar at Leang Tedongnge is 
known from 45,500 BP. Then, the hunting scene with half-human and half-animal 
figures at Leang Bulu Sipong 4 was recorded as 44,000 BP31. Previously, in 2014, 
handprints and pig paintings were dated at 39,900 BP and 35,400 BP32. In Central 
Sulawesi, precisely on the coast of Morowali, there are at least four prehistoric cave 
sites of Early Holocene and Late Pleistocene age, namely Gililana Cave with dating 
results of 11,697 ± 35 BP and 29,341 ± 103 BP, Kunefo Cave with dating results of 
9,036 ± 29 BP, Topohulu Cave with dating results of 10,016 ± 31 BP, and Topogaru 
Cave with dating results of 24,642 ± 62 BP. In the coastal region of Morowali, rock 
drawings were also found in the Sombori Islands area, one of which is Mbokita Cave. 

                                                
31 Aubert M., Lebe R., Oktaviana A.A., et al. Earliest hunting scene in prehistoric art. Nature. 2019. Vol. 576. 
P. 442-445. DOI: https://doi.org/10.1038/s41586-019-1806-y  
32 Aubert M., Brumm A., Ramli M., et al. Pleistocene cave art from Sulawesi, Indonesia. Nature. 2014. 
Vol. 514. P. 223-227. DOI: https://doi.org/10.1038/nature13422 
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The results of the excavation at Mbokita Cave showed that the cultural layer had 
lasted from around 4242 ± 26 BP to the last layer of 7150 ± 30 BP33. Furthermore, in 
the Southeast Sulawesi region, rock art is found in the Matarombeo karst area, North 
Konawe. The results of excavations in the caves, namely the Talimbue Cave site in 
Konawe, which is dated from 15,863 ± 69 BP to 3,372 ± 27 BP, Anabahi Cave, which is 
dated to 16,499 ± 72 BP and 9,474 ± 30 BP, and Tenggera Cave, dated 10,455 ± 30 BP 
in North Konawe, are located within one lithological area34. 

In the context of rock art, its chronology also varies, from panels painted in the 
Maros region of South Sulawesi that have some of the earliest figurative drawings in 
the world35, to panels in Timor-Leste and Kisar depicting boats with sails, domestic 
animals, and human figures wielding metal axes or riding horses, suggesting a much 
more recent production dating from the Neolithic to the late historical period36. 

In relation to the depiction of dingoes by Australian Aboriginal peoples in Arnhem, 
several studies have also argued that the Sulawesi region was part of the main route 
for domesticated animals such as dogs to enter the Australian continent through the 
Sahul shelf around 3500-5000 BP. These domesticated animals adapted to the 
Australian continental environment, developing distinctive behaviours and 
characteristics, namely the dingo. Later, Australian Aboriginal peoples developed 
their own relationship with the dingo37, which is often associated with the 
Macassarese in ceremonies and featured as ancestral beings in poetic lines and as 
totemic species. The Makassars and early seafarers (known as Baijini) traded with 
Aboriginal tribes in northern Australia for centuries. In fact, the Yolngu of Australia 
adopted useful material objects such as axes, tobacco pipes, and outrigger canoes 
from Macassar seafarers38. 

However, the case of horses, which were initially allowed to flourish in the wild, 
was later introduced in large numbers in Africa in contact with Europeans in the late 
1830s. This is depicted in cave paintings in Natal, Drakensberg. The case of the Natal 
cave paintings suggests that images of horse domestication were made after the end 
of hunter-gatherer societies in this area or after contact with European settlers 
around 1850. The results of this study provide insight into the longevity of cultures 
that utilise caves as a medium, ranging from tens of thousands of years to a few 
hundred years. The variety of motifs from different ages is an indication that cave 

                                                
33 Azis N., et al. Archaeologichal Research Report ‘Hunian Praasejarah di Pesisir Kabupaten Morowali 
Porvinsi Sulawesi Tengah Tahap III’. Ministry of Education, Cultural and Research, Center Archaeology 
Research of Manado, 2021. 
34 Nur M. Prasejarah Gua Tenggera dan Gua Anabahi, Konawe Utara, Sulawesi Tenggara, Indonesia. Ph.D. 
Thesis. Universiti Sains Malaysia, Pulau Pinang Piperno, 2018. P. 350-359. 
35 Brumm A., Oktaviana A.A., Burhan B., et al. Oldest cave art found in Sulawesi. Science Advances. 2021. 
Vol. 7 (3). P. 1-12. DOI: https://doi.org/10.1126/sciadv.abd4648 
36 Oktaviana A.A. Hand stencils and boats in the painted rock art of the karst region of Muna Island, 
Southeast Sulawesi. In S. O’Connor, D. Bulbeck, J. Meyer (eds.). The Archaeology of Sulawesi: Current 
Research on the Pleistocene to the Historic Period. The Australian National University Press, 2018. P. 61-
78. DOI: https://doi.org/10.22459/TA48.11.2018 
37 Fillios M., Taçon P. Who Let the Dogs In? A Review of the Recent Genetic Evidence for the Introduction 
of the Dingo to Australia and Implications for the Movement of People. Journal of Archaeological Science: 
Reports. 2016. Vol. 7. P. 782-792. DOI: https://doi.org/10.1016/j.jasrep.2016.03.001  
38 Fijn N. Encountering the Horse: Initial Reactions of Aboriginal Australians to a Domesticated Animal. 
Australian Humanities Review. 2017. Vol. 62. P. 1-25. 
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drawings have become an inherent conceptual system for artists and have a dynamic 
response to changing social conditions39. 

Another case is the depiction of European hats on humanoid figures in Arnhem 
Land, Australia. This also shows that rock art does not only depict the culture of the 
artist, but that the motifs may refer to the culture or type of clothing associated with 
colonising groups, or may be learned from the surrounding environment. Rock art as 
one of the archaeological evidences shows that globally, the Holocene saw dramatic 
economic and social changes in precolonial indigenous communities with the 
development of elaborate material culture, new technologies, food production, and 
more complex socio-political systems40. 

Discovered prehistoric rock art constitutes a wealth of data ranging from 
variations in motifs and styles, as well as the location and layout of paintings and 
sites, properties that in themselves can provide material for countless analyses of age, 
grouping, tradition, and style. They are also a source of information about the 
environment, resources, and technologies, as well as practices and conditions in the 
societies from which the paintings originated41. In context, rock art on Muna Island 
also reflects this pattern. The rock art on Muna Island shows that the communities 
living on Muna Island also make use of animal grazing or pastoralism and are not only 
dependent on coastal utilisation, coastal adaptation, or maritime adaptation42. This is 
quite different from other areas in remote Southeast Asia and the Pacific Islands, 
where there is a very deep and systematic local adaptation to the use of the high seas 
environment, especially fishing and shellfish collection as a substitute for agriculture 
and animal husbandry43. 

Pastoralism has been practised by many societies around the world since animals 
were first domesticated more than 10,000 years ago. When livestock were moved 
seasonally from one location to another, the people overseeing them usually required 
overnight shelter44. The tradition of horse herding began as early as 3000 BC in 
Central Asia in Botai, Kazakhstan. This tradition spread throughout Asia, such as West 
Asia, East Asia, and South Asia. Regarding the entry of the tradition of herding, 

                                                
39 Manhire A.H., Parkington J.E., Mazel A.D., Maggs T.M.O’C. Cattle, Sheep and Horses: A Review of 
Domestic Animals in the Rock Art of Southern Africa. Prehistoric Pastoralism in Southern Africa. Goodwin 
Series. 1986. Vol. 5. P. 22-30. 
40 O’Connor S. Rethinking the Neolithic in Island Southeast Asia, with particular reference to the 
archaeology of Timor-Leste and Sulawesi. Archipel. 2015. Vol. 90. P. 15-47. DOI: 
https://doi.org/10.4000/archipel.362; Brockwell S., McMillan A., Kealy S., et al. New Archaeological 
Discoveries In North-Central Timor Leste indicate sociocultural adaptation to landscape change during 
the Holocene. The Journal of Island and Coastal Archaeology. 2024. Vol. 20, No 1. P. 51-84. DOI: 
https://doi.org/10.1080/15564894.2023.2248590  
41 Tansem K. Always Ritual, Symbolic and Religious? An Essay on the Alta Rock Art and the 
Archaeological Quest for Meaning. Norwegian Archaeological Review. 2022. Vol. 55 (2). P 159-185. DOI: 
https://doi.org/10.1080/00293652.2022.2101938  
42 Crowther A., Faulkner P., Prendergast M.E., et al. Coastal Subsistence, Maritime Trade, and the 
Colonization of Small Offshore Island in Eastern African Prehistory. The Journal of Island and Coastal 
Archaleology. 2016. Vol. 11 (2). P. 211-237. DOI: https://doi.org/10.1080/15564894.2016.1188334  
43 Bulbeck D. An integrated perspective on the Austronesian Diaspora: The switch from cereal agriculture 
to maritime foraging in the colonisation of island Southeast Asia. Australian Archaeology. 2008. 67 (1). 
P. 31-51. DOI: https://doi.org/10.1080/03122417.2008.11681877  
44 Costello E. Dating and Interpreting Landscapes of Livestock Herding: Excavation of Hut Site and 
Enclosure in Southwestern Ireland. Journal of Field Archaeology. 2024. Vol. 50 (2). P. 181-198. DOI: 
https://doi.org/10.1080/00934690.2024.2397863 
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especially horses, in Indonesia, some opinions believe that it is due to trade contacts 
with South Asian and Central Asian traders since the 4th century AD. In Java, horses 
have appeared on temple reliefs built in the 8th century AD, such as Borobudur and 
Prambanan temples. In 1253, the invasion of Kublai Khan’s army into Java brought 
cavalry on horseback during the time of Raden Wijaya. This event is also thought to 
have influenced the use of horses in a military context and among the local elite. 

One of the folklore traditions that developed in Southeast Sulawesi explains that 
the First King of Buton, Wa Kaka, who was appointed in 1332, was a descendant of 
Majapahit nobles. The Buton Kingdom cannot be separated from the existence of the 
Muna Kingdom, because Sultan I of the Buton Sultanate was also the seventh King of 
Muna, who was appointed in 1517. In relation to the tradition of using horses, in the 
Muna Island area, the kaomu group had the right to keep and ride horses during the 
royal period, so it is possible that this is related to the cultural contact that occurred 
between Southeast Sulawesi (Buton-Muna-Wakatobi) and the Majapahit Kingdom 
since the 14th century. The kaomu/walaka group is a group of royal descendants who 
in the following period were given the title La Ode for men and Wa Ode for women45. 
To this day, these privileges are still reflected in the tradition of horse fighting, which 
can only be initiated by the kaomu/walaka group. 

In the context of Muna culture, the use of horses for riding and buffaloes for 
carrying carts and goods was still the main mode of transport at least until the late 
1940s or WWII. This is because during that time, it was noted that the connecting 
roads on Muna Island were still very limited and intended for local transport. In 
addition, it was also noted that motorised vehicles were only owned by a few people. 
In the coastal areas, the common means of transport were still boats46. 

 

 
 

Fig. 2. Horses became a means of transport for the privileged class on Muna Island in the 1930s. 
Source: (Dokumentasi Transportasi di Sulawesi tahun 1930.an ANRI: KIT 31/72) 

                                                
45 La Niampe, La Aso, Syahrun. Wuna Anaghaini… 
46 Allied Geographical Section, Southwest Pacific Area, Terrain Study. Archive. No. 107. Kendari (SE 
Celebes), 14 May 1945. 
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Meanwhile, the hunting of animals such as deer until the 1970s was still carried 
out by the Muna people using horses and dogs47. At the same time, rock art figures of 
riders on horses, dogs, and deer were also found in various caves in the Liang Kabori 
area. Nowadays, horse pastoralism activities and the use of horses for traditional 
attractions such as Pogiraha Adhara (Horse Fighting) can still be seen on Muna Island. 
However, the areas that still maintain these practices are limited to the Lawa region 
and its surroundings, especially in the Latugho and Lagadi areas. 

 

  
Fig. 3. Environmental Conditions and Horse 

Grazing Activities in the Lawa Region 
Source: Author 

Fig. 4. The Pogiraha Adhara attraction in 
the Lawa Region.  

Source: https://rri.co.id 
 

 
Fig. 5. Distribution Location of Horse Herding Traditions and Attractions in the Muna 

Region (Latugho, Lawa, and Lagadi) 
 
The rock art image in the Ladhaniha rockshelter also shows the existence of 

activities carried out together or collectively. In the context of Muna culture, activities 
carried out together for a job aimed at common interests are known as ‘Pokadulu’, a 
traditional mutual aid system of the Muna ethnic group. At present, Pokadulu is 
carried out for work related to agricultural land processing, such as cultivating fields, 
installing field fences, planting fields, and harvesting field products, usually done in 
                                                
47 Aksa La Ode M. Pesan Masa Lalu Dari Jejak Lukisan Prasejarah di Pulau Muna… 
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Pokadulu (‘gotong royong’). The procedure is carried out by taking turns in a group 
consisting of several families. The type of work completed in Pokadulu (‘gotong 
royong’) is not only scheduled, such as cultivating fields, but also unscheduled work 
concerning the interests of the community collectively48. However, in the past, it may 
also have been practiced in the context of collective hunting. 

Hunting in Muna culture is not only related to fulfilling the needs of life. It is also 
related to obligations towards the nobility (‘priyayi’). The nobility in traditional Muna 
society consists of three classes: ‘kaomu’, ‘walaka’, and ‘maradika’. Kaomu is the class 
derived from the sons of kings and their consorts in the Muna Kingdom. Walaka is the 
class derived from the daughters of kings and their consorts in the Muna Kingdom. 
Maradika is the class derived from the descendants of kings and their concubines. 
These nobility classes influence the social strata of Muna society, including village 
leaders. If a member of the kaomu class becomes a village leader, they receive the title 
‘Kino’. If the village leader is a nobleman from the walaka class, they receive the title 
‘Meno’. If the village leader is from the maradika class, they receive the title 
‘Bhontono Liwu’ or ‘Kamokula’. ‘Ghoerano’, a regional leader (a region consisting of 
several villages), is appointed exclusively from the walaka class. 

One of the rules of hunting in traditional Muna society is as follows. If a maradika 
kills a large deer, he must give some of the meat to the ghoerano, kino, and meno in 
his village. If the deer is small, he must give some of the meat to the bhontono liwu 
and kamokula. If he fails to do so, he will be fined by the village authorities. For la ode 
(kaomu) and walaka, after he kills the third deer, he must also give some of the meat 
to the ghoerano, kino, and meno. However, if this is not done, it cannot be punished 
under the terms of the kampong law49. In the context of the rock image in the 
Ladhaniha rockshelter, it can be interpreted as a hunt carried out collectively by the 
nobility (‘priyayi’). This is because there are two different images: images of humans 
on horseback and humans standing. The man on horseback is very likely a 
representative of the priyayi, or those who have a higher status. Meanwhile, the 
standing man could be interpreted as an ordinary person. 

Interpreting the rock art in the Ladhaniha rockshelter with the exploration of 
ethnographic data around it indicates that there is cultural continuity from 
generation to generation, from the past to the present. When reflecting on similar 
ethnographic explorations of handprint rock art in South Sulawesi, where the Bugis-
Makassar community still makes handprints on the poles and walls of stilt houses, it 
seems that the ethnographic exploration of Muna culture to explain the meaning of 
rock art in the Ladhaniha rockshelter is acceptable. The purpose of the handprints is 
to repel danger, and some scholars agree that the handprints are a survival of 
prehistoric ideas that are still found today. When mapping the form of cave wall 
paintings in South Sulawesi is done, we will come to the conclusion that cave wall 
paintings are closely related to the environment around the cave. For example, the 
cave wall paintings in Labbakkang, Pangkep Regency, which are close to the coastal 
area, the most important paintings are of fish, although their species and origin 
cannot be identified. The proximity to the coastal area leads to the interpretation that 
the painted fish are closely related to the artisan’s life experience50. If a similar 
                                                
48 Aderlaepe. Sejarah dan kebudayaan Muna. Jakarta: Daulat Press, 2017. 
49 La Niampe, La Aso, Syahrun. Wuna Anaghaini… 
50 Duli Akin, Nur M. Prasejarah Sulawesi. Makassar: Fakultas Ilmu Budaya Universitas Hasanuddin, 2016.  
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identification is made of the surroundings of the Ladhaniha rockshelter, then the 
current horse pastoralism and horse attraction sites in the Lawa region and its 
surroundings are indeed ideal areas for pastoralism and hunting activities. In 
addition, they are located in the vicinity of the Liang Kabori karst area where the 
Ladhaniha rockshelter is located. 

Some resources may have been defended and others not according to a range of 
different resource utilisations with respect to predictability, abundance, and 
mobility51. Groups of people may physically defend territories only when the 
resources they contain are sufficiently large, concentrated, and predictable. For 
example, for Mesolithic hunter-gatherers in Southern Norway, defending territory 
may have meant further emphasising ownership of resource-rich sites52. Something 
similar can be seen in the prehistoric rock art of Muna Island. The existence of 
traditions related to rock art in prehistoric caves of Muna Island is still related to 
animal pastoralism that is maintained until now. In fact, it explains that the cultural 
community on Muna Island is not only physically present on Muna Island but also 
possesses very dynamic and constructive ideas. As stated by Manhire, the variation of 
drawing motifs depicted across different periods is an indication that cave drawings 
have become a conceptual system attached to the artist and have a dynamic response 
to changes in social conditions. The ideas inherent in the artist, embodied in the form 
of rock art, are dynamic in response to changes in social conditions and are re-
realised or re-constructed by the next generation, perhaps in different forms that are 
acceptable to the community at that time, namely in the form of traditional local 
culture. 

Therefore, the interpretation of rock art through a narrative approach will only 
produce meanings that are globally accepted as comprehensive. In other words, 
interpretations are formed in accordance with certain ideas that are considered 
reasonable about what rock art is. This certainty seems to have become a kind of 
‘black box’ in Latour’s sense53. However, the interpretation of rock art through a 
storytelling approach reinforced with ethnographic data will produce meanings that 
are local. As Helskog states, certain characters and scenes can be interpreted as 
expressions of myth and symbolism, portraits of spirits or powerful people, and also 
as representations of how art can display real and mythological events. It is this 
locality that will be an attribute that strengthens the identity of the local cultural 
community and re-knits the link between the local cultural community and the rock 
images thousands of years ago. 

 
CONCLUSION 

Rock art is, on the one hand, a way to communicate with other entities, corporeal 
or spiritual, to influence or control certain aspects of the world. On the other hand, 
however, rock art is a means of making sense of the world, where transformations 
and ambiguities in the art reflect, shape, and process perceived reality and the 
relational conditions that people have to deal with. At the level of interpretation with 

                                                
51 Dyson-Hudson R., Smith E.A. Human Territoriality An Ecological Reassessment. American 
Anthropologist. 1978. Vol. 80. P. 21-41. DOI: https://doi.org/10.1525/aa.1978.80.1.02a00020  
52 Tansem K. Always Ritual, Symbolic and Religious?… 
53 Latour B. Science in action: how to follow scientists and engineers through society. Cambridge, MA: 
Harvard University Press, 1987. 
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a narrative approach that uses formal-logic, rock art on Muna Island is defined as a 
variety of motifs that reconstruct the complex economy of the community supporting 
rock drawing culture. However, the meaning can look different at the level of 
interpretation with a storytelling approach that is reinforced by ethnographic data. 

The case of rock art in the Ladhaniha rockshelter (one of the prehistoric caves in 
the Liang Kabori Karst Area) is the result of the past that may have been made by 
artisans to describe the atmosphere of social activities or even to provide messages to 
the next generation. The social activities depicted in the rock art of the Ladhaniha 
rockshelter can still be found in the present through ethnographic exploration, 
although not exactly the same. 

The results of the interpretation at Ladhaniha rock art show that the current 
culture, especially horse pastoralism, is related to past culture. Thus, the existence of 
rock art can actually affirm and strengthen the cultural identity of the current 
community. The existence of ethnographic evidence offers productive insights into 
past practices where archaeological records overlap with cultural memories and 
narratives about a place that have been maintained by locals since ancestral times54. 

Hence, the storytelling approach in rock art interpretation can connect the 
disconnected threads between past cultural phenomena and present cultural 
communities. 
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Table 5. Typologhy of Animal Domestication Images On Muna Island 
 

No Type Motif 
1. Type 1 

 
Zoomorphic, brown, 
thin Image with 
head, neck, tail, ears, 
legs;  
Image without 
horns. 

(1) Wakotubi  
(IMG 9797) 

 
  

(2) Melobuno  
(IMG 9213) 

 

 

2. Type 2 
 

Zoomorphic, red, 
bold 
Image with head, 
neck, tail, legs, ears; 
Image without 
horns. 
 

(4) Pinda  
(IMG 9422) 

 

(5)Ladhaniha  
(IMG 8346) 

 
 

(8) Lasabo  
 (IMG 8186)  

 

3. Type 3 Zoomorphic, brown, 
bold 
Image with head, 
neck, tail, legs, ears;  
Image without 
horns. 

(9) Lansobalano 
 (IMG 9483) 

 

(10) Toko  
(IMG 2414) 

 

 

4. Type 4 
 

Zoomorphic, bold 
red, Image with 
head, neck, tail, legs;  
Image without ears, 
horns 

(12) Lakolombu 1 
(IMG 8724) 

 

  

5. Type 5 
 

Zoomorphic, red, 
bold horizontal 
Image with head, 
neck, tail, legs, 
horns;  
Image without ears 
 

(15) Lakolombu 1 
(IMG 8722) 

 

(16) Kabori 
(IMG 7852) 

 

 

6.  Type 6 
 

Anthropomorphic, 
(Man Riding 
Animal), red, bold 
Image of Human 
with head, hand 
holding bridle;  
Image of animal with 
Head, legs, tail 
 
 

(20) Lansirofa 1  
(IMG 4708) 

 
(31) Pinda 
 (IMG 9308)  

 

(21) Metanduno 
(IMG 1120) 

 
 
(32) Metanduno 
(IMG 1108) 

 
 

(30) Lansirofa 1 
(IMG 4847)  

 
 
(33) Lakanthago 1 
(IMG 9064) 

 

7. Type 7 Anthropomorphic, 
(Man Riding 
Animal), brown, bold 
Image of Human 
with head, hand 
holding bridle;  
Image of Animal 

(19) Pominsa 1  
(IMG 3674) 
 
 
 
 
 

(22) Toko 
(IMG 2523) 
 
 
 
 
 

(23) Kabori 
(IMG 7879) 
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with Head, legs, tail 
 
 
 
 
 

(28) 
Kaghofighofine 
 (IMG 9069) 

 
 
(36) Lakolombu 1 
(IMG 8949) 

 
 

(29)  
Pominsa 1  
(IMG 3359) 

 
 
 
(37) Toko 
(IMG 2421) 

 

(35)  
Kabori 
(IMG 7874) 

 

8. Type 8 
 

Anthropomorphic, 
(Man Riding 
Animal), red, bold, 
Two  
Image of human 
with head, hands 
holding bridle; 
Image of Animals 
with Head, legs, tail 
 

(38) Wabose  
(IMG 2341) 

 
 

  

9 Type 9 Anthropomorphic, 
(Man Riding 
Animal), brown, bold 
Image of Two 
humans with head, 
hands holding 
bridle; 
Image of Animal 
with Head, legs, tail 
 

(39) Metanduno 
(IMG 1355) 

 
 
 

  

10. Type 10 
 
 

Anthropomorphic, 
(Man Riding 
Animal), brown, thin, 
Image of Human 
with head, hands; 
Image of Animal 
with Head, legs, tail 
 

(40) Wakotubi  
(IMG 9797) 

 
 

(41) Pominsa 1 
(IMG 3640) 

 

 

11. Type 11 
 

Anthropomorphic, 
(Man Riding 
Animal), red, bold, 
Image of Human 
with head, hand 
holding weapon;  
Image Animal with 
head, legs, tail, ears 
 

(42) Lakuba 
(IMG 8247) 
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12. Type 12 Anthropomorphic, 

(Man Riding 
Animal), brown, bold 
Images of Human 
with: head, hands; 
Images of Animal 
with: Head, legs, tail 
 

(43) Kumbou  
(IMG 8651) 

 
 

(46) Toko 
(IMG 2411) 

 

 

13 Type 13 Anthropomorphic, 
(Man Riding 
Animal), red, bold, 
Images of Human 
with head, hands; 
Images of Animal 
with Head, legs, tail 
 
 

(45) Ponisi 
 (IMG 8411) 

  

  

14. Type 14 
 

Anthropomorphic, 
(Man Riding 
Animal), brown, bold 
Images of Human 
with head, hand 
holding weapon 
Images of Animal 
with Head, legs, tail 
 

(47) Pominsa 1 
(IMG 3351) 

 

(48) Metanduno 
 (IMG 1465)  

 

(49) Kabori 
 (IMG 7882) 

  

15. Type 15 Antropomorfik, 
(Man Riding 
Animal), red, bold, 
Images of Human 
with  head, hand 
holding weapon; 
Images of Animal 
with Head, legs, tail 
 

(51) Lansirofa 1 
(IMG 4713) 

 

(50) Metanduno 
 (IMG 8056) 

  

 

16. Type 16 
 

Anthropomorphic, 
(Man Riding 
Animal), red, bold, 
Images of Human 
with head, hand 
holding bridle ; 
Images of Animal 
with Head, ears, legs, 
tail 
 

(52) Maarewu  
 (IMG 4174)  

 

  

17. Type 17 Anthropomorphic, 
(Man Riding 
Animal), brown, 
bold, 
Images of Human 
with head, hand 
holding bridle;  
Images of Animal 
with Head, ears, legs, 
tail 

(53) Metanduno 
 (IMG 1530) 
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18. Type 18 

 
Anthropomorphic, 
(Man Riding 
Animal), brown, 
bold, 
Images of Human 
with head, hand 
holding bridle and 
weapon; 
Images of Animal 
with Head, legs, tail 
 

(54) Lansobalano 
 (IMG 9499) 

  
 

 
 
 

 

19. Type 19 
 

Anthropomorphic, 
(Man Riding 
Animal), bold, 
Images of Human 
with head, hands 
holding bridle and 
weapon  
Images of Animal 
with Head, legs, tail, 
ears, horns 

(55) Metanduno 
 (IMG 1550) 

 
 

  

 
 
 


