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Plate 1. Spirited Hopi kachina doll representing Hilili, a
guard or warrior kachina who protects the other kachina
spirits and also the initiates into the kachina cult. (12" high.
Carved in 1979 by William Quotskuyva of New Oraibi,
Arizona. Private Collection.)

Plate 2. Wooden sculpture of a long-haired shaman or holy
man, attributed to the Caddo, an agricultural people that
once inhabited portions of Texas, Arkansas, and Louisiana,
in the extreme southeastern Plains. (6'/2" high. Eighteenth
century. Smithsonian Institution.)

Plate 3. Dagger of native copper and mountain sheep horn
from Klukwan, a Chilkat-Tlingit citadel near Chilkat Pass
in southern Alaska, which preserved its cultural heritage
until the Gold Rush of 1898. From their village the Chilkat
controlled both the source of copper and the copper trade
route. The weapon, dating from about 1800, bears the
marks of stone saw cutting on the back. Daggers of this
type were given names and passed down from generation
to generation. (223" long. Private Collection.)

Plate 4. With its feathered pipe centerpiece flanked by sun
symbols and numerous pictographs, this extraordinary small-
scale buffalo-hide tipi cover, probably Dakota Sioux, almost
certainly represents a sacred lodge that contained an
important ceremonial pipe. Painted between 1820 and 1830
and acquired shortlv thereatter bv a German traveler, it sug-
gests that the smaller painted model tipis of the late 19th
century had a long history predating the Reservation period
(97'" wide. Museum fir Volkerkunde, Berlin-Dahlem).

Plate 5. Ivory dog-sled drag handle in form of polar bear
cub, carved by Bering Sea Eskimo, 1870-80. (27" high.
Peabody Museum of Natural History, Yale University.)

Plate 6. In a sacred dry painting from the Navajo Shooting-
way curing chant, Holy People and animals circle the
mountain of the center of the world. Four plants represent-
ing blue corn, beans, squash, and tobacco, the last sym-
bolizing all the medicine plants, radiate from the center in
four directions (Copy by Mrs. Franc J. Newcomb, 1936.
Photo courtesy Wheelwright Museum of the American In-
dian, Santa Fe, New Mexico.)

Plate 7. Attributed to Will West Long (1869-1946), a fa-
mous carver, shaman, and ritual specialist of the Eastern
Cherokee band at Big Cove, North Carolina, this mask was
made about 1940. It represents a character in the Booger
Dance usually called Angry or Apprehensive Indian. The
principal aim of the dance is to neutralize the negative
influence of Europeans and other strangers through satire
and ridicule. But, like the False Face drama of the Iroquois,
it is also held to cure the sick or to drive out evil spirits.
Some Booger masks depict Indians and game, others are
caricatures of whites. The term “booger,” like bogey, boo-
gie-woogie, and bug, derives from the West African words
baga (Mandingo) and bugal (Wolof), meaning to annoy,
harm, or worry; it was introduced into American English
by black slaves. (124" high. Private Collection.)










«...To Beautify the World”

The Navajos have a saying that the purpose of
art is “‘to beautify the world.” On the face of it,
this does not sound so different from the function
of art in the West. Yet, pleasure for the senses is
only one dimension, and by no means the most
important, of what Navajos understand by mak-
ing the world beautiful. Beauty, rather, means
balance, the proper order of things. Its affirma-
tion or its restoration implies that society, the
natural and supernatural environment, and the
individual are in the normal state of health and
harmony.

What we call art has a different meaning for a
Navajo, and for Native Americans generally. Be-
cause art was functional, serving social and reli-
gious purposes, and was never “art for art’s sake”’
as it became in the West, Indian languages gen-
erally lack even a discrete term for art as a cate-
gory apart from its function as communication of
specific ideas and values. Still, the stylistic can-
ons and subject matter of Native American art
are not so different and mysterious that non-In-
dians are unable to enjoy them purely in terms of
aesthetics and general standards of good crafts-
manship. A Pomo feather basket like those
shown in Chapter Three is beautiful and superbly
crafted by any measure, whether or not one
knows why this or that color feather was chosen
by the weaver, or how shell beads fit into the
social, economic, and ideological systems of Na-
tive Californians. Few carvers in the world could
do with wood what the artists of the Northwest
Coast achieved even before they had metal tools.
To appreciate as art alone their soaring sculp-
tured totem poles or splendid masks does not
necessarily require an understanding of their re-
ligious ideology, their social organization, or the
ways in which the right to commission or carve
these works passed from the ancestors to their
living descendants.

Yet much of American Indian art does require
a suspension of bias toward the European tradi-
tion, an opening of the mind to new experiences

in forms, materials, and subject matter, and a
willingness even to be jolted and mystified by
unfamiliar beauty and power. For many works of
the First Americans express and convey magic
and mystery as much as beauty. This special spir-
itual dimension propels us into another world,
beyond aesthetics, which may or may not be uni-
versal, into the particular social and ideological
settings that gave rise to many of the works from
the Indian Southwest, California, the Northwest
Coast, the Arctic, the Plains, and the eastern
Woodlands in these pages.

But if Native American art cannot be under-
stood apart from ideology and religion, it is also
true that there is no such thing as "‘the American
Indian religion.”” The social and ideological set-
tings varied considerably from region to region
and society to society. And the subtle interplay
of environment, historical experience, cultural
contact and diffusion, forms of subsistence, so-
cial organization, and other factors, natural and
manmade, led to an enormous variety of local-
ized religious forms, almost as many as there
were Native languages and dialects and peoples
with shared group values and a sense of their
own identity. To appreciate this historical heter-
ogeneity, one need recall only that linguists have
identified more than fifty different Native lan-
guage families, each containing numerous mem-
ber languages that, though related, were
mutually unintelligible. Most European lan-
guages, in contrast, belong to just two families:
German and Romance.

Nonetheless, whatever their ways of dealing
with their environments, and whatever factors
contributed to the organic growth of their partic-
ular religions and art forms, the Native peoples
of North America did share certain basic assump-
tions about the structure of the cosmos, the nat-
ural environment, and the place of human beings
within it. However different in emphases, the re-
ligions and rituals of the Native peoples—from
Arctic sea hunters to seed collectors and cultiva-



tors of the soil—clearly grew from common ide-
ological roots, in what might best be called a
shamanic transformational world view that val-
ued above all the personal pathway to the super-
natural in the ecstatic spirit vision and that
recognized no essential qualitative difference be-
tween humans and other life forms. This world
view accounted for the origin of the world and
natural phenomena in terms of transformation of
matter rather than creation out of nothing. The
central figure in this religious system was the sha-
man, who was the specialist in the sacred and
mediator between the society and the world of
spirits.

In the Native view, human beings were not
superior to animals; if anything, animals by their
very nature were already in possession of sacred
powers which humans sought to acquire. The
relationship of people to their environments, to
plants and animals, to the dead, to the spirit pow-
ers great and small, as to one another, was one
of reciprocity: to receive benefits one had to give.
What was taken from the earth had to be com-
pensated for by gifts of like worth so as not to
anger the spirits and depiete the natural re-
sources. Whatever their specific local forms,
American Indian religions were profoundly eco-
logical in origin as well as in their philosophical
assumptions.

Archaeological evidence suggests that in a few
cases there may have been animal kills greater
than were justified by need, but by and large the
spiritual-ecological orientation seems to have
protected game against overhunting and man-
made extinction, at least until traditional values
began to break down in the north under the pres-
sures and temptations of the fur trade. It is well
known that only a sudden change in fashion in
men'’s top hats saved the beaver from extinction.
On the Northwest Coast, the playful otter, an
appealing animal that everywhere enjoyed a spe-
cial status in myth and symbolism and that was
also a powerful source of supernatural power for
the shaman, was virtually wiped out before its
gleaming pelt lost its economic allure. Its near-
extinction, though, left a curious mythological
residue among the Tlingit. Like all animals, the
otter had its human aspect, and it could transform
itself merely by taking off its animal skin, reveal-
ing the human essence beneath. While shamans
might seek out the otter in their initiatory power
quests, to take its tongue and preserve it as a
magical amulet, ordinary folk feared it as a mag-
ical and merciless adversary of human beings
that lurked beneath the surface of lakes to kidnap
and drown unsuspecting people, especially chil-
dren. The inoffensive and entertaining otter
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seems a curious choice as a dangerous enemy,
but the Tlingit had a logical explanation. The ot-
ters were only taking revenge because so many
of their number had been killed for profit. With
their power as transformers, the Otter People in-
ducted their human victims into their own tribe,
to replace those otters that had been killed.

Of course, this represents an extreme conse-
quence of the breakdown of the rules of life. Or-
dinarily, if an animal had voluntarily given up its
life to human beings, it was incumbent on the
people to see to its regeneration by the strict ob-
servance of taboos and rituals of propitiation.
Among the Eskimos, for example, the slain ani-
mal was not simply butchered but addressed with
respect and gratitude and offered its favorite
foods. Considering the precariousness of Eskimo
life, it is not surprising that hunting taboos and
rites for the rebirth of game were most elaborated
in the Arctic. Indeed, much of Eskimo art was
functionally related to the constant need to pla-
cate the spirits of the game and the greater pow-
ers who watched over the animals on whom
Eskimos depended for virtually everything that
made life possible in the frozen North. The Eski-
mos shared in the general Native American belief
that animals were reborn from their bones. To
make certain that game was regenerated true to
species, the bones of land and sea animals had
to be disposed of separately. So complete was
this separation that a hunter could not even wear
the same clothing or use the same weapons for
hunting on land as on sea. Seal were returned to
life by uniting the bones with the bladder, which
is where Eskimos located the soul or life force of
human beings and animals.

To Native Americans, not just animals but all
other phenomena were alive and inhabited by an
animating spirit. A rock, a tree, a blade of grass,
or a deer was no less potentially capable of
thought, speech, and action than a human being.
In fact, there was no such thing as dead or inan-
imate matter, although natural objects and phe-
nomena did not manifest their potential for
conscious interaction at all times. Thus, the
builders of the Northwest Coast communal
houses, when they took planks from a cedar, or
the Iroquois mask carvers, when they cut the out-
lines of a mask on the trunk of a basswood tree,
begged the tree to excuse them for hurting it.

Every entity was given its outward appearance
by a “form soul.” The shaggy bark of the cedar
gave the tree its appearance, just as the pelt gave
form to the otter. Beneath this outer form, how-
ever, the spiritual essences of the different phe-
nomena were qualitatively equivalent. When the
form soul was removed, natural phenomena re-




vealed their inner identities, and Native Ameri-
can mythology and art, especially in the Pacific
Northwest, are replete with themes of super-
natural beings who transformed themselves into
snakes or trees, bags of paint, or even men to
accomplish their tasks. On the Northwest Coast,
some peoples graphically expressed this qualita-
tive equivalence in complex hinged masks that
represented a spirit being on the outside but, at a
given moment in a dance, could be instanta-
neously opened by the wearer to reveal another
face and identity within. If the animals could lay
aside their skins and appear as men, so too could
a man put on an animal skin and become the
animal, at least during a ceremony or while he
was hunting.

When the form soul was forcibly removed, the
plant or animal might die in its present form, but
its spirit continued to exist and could return and
avenge itself, as did the Otter People in North-
west Coast legend. Therefore a hunter accorded
respect to a slain animal and propitiated its spirit,
often thanking it for giving up its life to sustain
the man and his family, and the hunter’s wife
further honored the game by decorating its skin
with paintings or embroidery. Plants harvested or
collected were believed to be just as sentient,
and to ensure that the plant spirits would not be
offended, agricultural peoples celebrated cere-
monies of thanksgiving at the different stages of
plant growth and maturation. The Algonquian
and Iroquoian peoples of the northern and east-
ern Woodlands held plant life in such high regard
and were so firmly convinced of the beneficent
effect of the living vegetation on human life that
plant and floral motifs literally dominated their
sacred and decorative arts.

Many Native Americans believed that, in ad-
dition to the spirits animating individual plants
and animals, there also existed Masters or Mis-
tresses of the species, conceived as supernatural
guardians more spiritually potent than the beings
under their care. These guardians took offense if
their charges were mistreated, overexploited, or
not properly honored in ritual and in the obser-
vation of the taboos. In the tradition of South-
western Pueblos, for example, corn was in the
charge of the Corn Maidens, each representing
corn of a different color. To this day Zuni tradi-
tion tells of a time when food was so wantonly
wasted that the Corn Maidens grew angry and
withdrew from the pueblo, taking refuge by the
sacred lake in the center of the underworld and
leaving misery and famine among the irreverent
people. Similarly, the Iroquois addressed their
principal cultivated staples—corn, beans, and
squash—as a trio of female deities known as the

Three Sisters and paid them reverent respect.

Still, much American Indian art falls into the
category of ““animal art,” in the sense that even
among people who relied heavily on the vegeta-
ble kingdom, animals and their perceived social
and symbolic functions constituted major themes
in the oral as well as the visual arts. The animals
selected for special attention were not necessarily
especially important for physical survival or par-
ticularly fearsome or respected for physical
prowess as predators. These factors, while cer-
tainly important, seem not to have been the prin-
cipal attractions. Rather, people were fascinated
by species that mirrored the predominant themes
of the general world view, especially the over-
arching concept of transformation, or species
that, like the shaman, the mediator between the
natural and supernatural worlds, were not strictly
bound to a specific ecological niche or cosmic
level but transcended the normal boundaries re-
stricting most species to one environment. Thus,
creatures that occur over and over in art and
myth are those that undergo dramatic trans-
formations, or while not changing form do
equally well in radically different settings: toad
or frog, for example, which metamorphoses from
aquatic, vegetarian, gill-breathing and fishlike
tadpole to terrestrial, four-footed carnivore, or
diving birds that seem equally at home in the sky,
on the water, and under the water. No wonder,
then, that in the Northwest Coast art, the frog is
often represented as the direct source of magical
power, transferring his or her spirit qualities to
the shaman through the tongue. Birds in general
were symbols of the celestial journey of the sha-
man, and water birds, in particular, of the sha-
man’s ability to descend into the watery depths
as well as rise into the heavenly realm. This kind
of symbolism is well-nigh universal: the promi-
nence of the duck in Native American myth and
art all over the continent, for example, stems not
from its contribution to the Indian diet but from
its uncanny, sense of navigation over enormous
distances, its ability as a swimmer, and its capac-
ity to remain under water for a long time. On the
other hand, economic importance hardly dis-
qualifies an animal from a spiritual role. No spe-
cies was more essential to the survival of the
Plains Indians than the buffalo, and none was
more sacred.

Animals that share certain characteristics with
humans, such as an omnivorous diet or care for
their young, were generally selected for special
attention. However, the qualities that made some
animals stand out over other species were not
necessarily obvious: Native peoples were superb
observers of the natural environment, experts in
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the ecology and behavior of every creature or
plant, from insect to tree, ever alert for character-
istics in some way perceived as analogous to
their own thinking. It is this constant interplay
between close and accurate observation of the
natural world and ideology that accounts for the
origins of many metaphors and symbols that to
us at first glance appear arbitrary, illogical, or the
invention of overactive imaginations. If certain
animals were credited with special spirit powers
useful to the shaman and others were not, the
reason might lie buried deep in very old mythol-
ogies, reaching back perhaps as far as the ulti-
mate Asiatic origins of American Indians. But it is
at least as likely that some special observed char-
acteristic of the species was responsible.On the
Northwest Coast, for example, the killer whale
was considered a great shaman-maker.” It is a
beautiful animal, graceful, intelligent, and
“anomalous”’—a warm-blooded mammal that
acts like a fish, a fact well known to people de-
pendent on ocean life. Perhaps its strikingly con-
trasting black and white coloration contributed
to its mediating role in shamanic cosmology, but
no doubt the coastal hunters of the Northwest
Coast observed other behaviors that linked this
species with the transformational powers of their
shamans. Otters, bears, wolves, octopus, and
mountain goats were likewise credited with sha-
man-making powers that unquestionably had
their origin in particular observable characteris-
tics in form, life cycle, social organization, food
preferences, habitat, even sound, characteristics
that associated them with one or another of such
dominant themes in the shamanic world view as
metamorphosis, simultaneity of different forms
inherent in one and the same phenomenon, or
physical and spiritual breakthrough from one
cosmic plane to another.

If many of the phenomena in the Native uni-
verse were capable of change and transforma-
tion, people nevertheless had a clear conception
of the structure of the cosmos and their place
within it. Most peoples divided the world into
four sacred quarters, marked the cardinal points,
and sometimes added the zenith and the nadir as
a fifth and sixth direction, and believed them-
selves to live at the sacred center, the navel of
the world, as the true human beings. Hence,
many called themselves in their own languages
simply The People, while the names by which
we know them today are frequently no more than
European inventions or versions of the often un-
flattering names traders or settlers heard from
their neighbors. Thus, the proper name of the
Navajos (thought to derive from the Tewa Nava-
hu’u, "arroyo with cultivated fields”’) is Diné, Peo-

ple. Small local groups of Eskimos generally
named themselves after the place in which they
lived, but as a whole they are Inuit, People, "'Es-
quimaux’’ being a French transliteration of an
Athabascan word meaning, roughly, ""eaters of
raw meat.”’

The idea of an underworld—the Nadir—as the
home of the generative Earth as Mother Goddess
and of various fertility and germination deities
was naturally best developed among such agri-
cultural peoples as the Southwestern Pueblo In-
dians. Yet there was a comparable conception
even among the Eskimos, who, in the absence of
agriculture and significant plant resources, re-
placed the agricultural earth goddess with an am-
bivalent, half-terrible, half-beneficent Mother
Goddess who ruled over all the animals of the
sea from her house beneath the ocean. North-
west Coast peoples had a rather terrifying but also
sometimes nurturing female spirit of the forested
interior, source of berries and other plant foods
and materials; curiously, the Northwest Coast
peoples also shared with the ancient Mexicans
the idea of a female earth spirit in the form of a
transforming toad, a frequent motif in Northwest
Pacific art. Like other Native Americans, the
Kwakiutl and their neighbors on the Northwest
Coast also conceived of a multilayered cosmos,
with an underworld peopled by the human dead
and by the ruling spirits of fish and other sea
animals.

Above the four-quartered earth was the sky
world, usually conceived as a dome, sometimes

- with several levels, where Sun and Moon and

other sky beings lived. The Sun was usually male
and the Moon female, except among the Eski-
mos, who reversed the sexes. Stars were some-
times thought of as souls of the dead who
traveled through the heavens. Most peoples also
marked constellations, often quite different from
our zodiac, and observed the motions of certain
planets, particularly Venus. The Plains Indians
and many agricultural peoples believed that rain
was brought by the Thunderbirds, large, eagle-
like birds whose wings made the sound of the
thunder and who used lightning and hail against
terrestrial snakes that lived beneath the earth in
caves and springs or other bodies of water. Thun-
derbirds and their cosmic struggles against terres-
trial adversaries are prominent in the symbolism
of peoples as far apart as the Navajos of Arizona
and New Mexico, the Kwakiutl of British Colum-
bia, and the Woodlands peoples of northeastern
North America.

Many peoples not only shared in the world-
wide tradition of a great primordial flood but vi-
sualized the earth itself as an island floating in a




cosmic ocean. Common in art and myth was the
motif of the turtle as support for the earth. The
origin myths of the Iroquois, for example, credit
Turtle with having been the original "Earth
Diver,”” who descended to the bottom of the
cosmic sea to bring up the mud that became the
first dry land. Other peoples assigned this sem-
inal role to different animals, but the idea of a
primordial Earth Diver is well-nigh universal in
Native American cosmology. With a turtle sup-
porting the earth on its back, the sky vault, in
turn, was widely thought to be held up by a great
cosmic tree, its roots in the underworld, its trunk
piercing the earth as axis mundi, the world axis,
and its spreading crown reaching into and sup-
porting the heavens. The Iroquois carried this
symbolism of the cosmic or world tree so far as
to identify their chiefs as pine trees that were
uprooted with their death and replanted with the
installation of their successors, in symbolic re-
enactment of the uprooting and replanting of the
original cosmic tree when the present world
came into being. In one form or another the
world tree as axis mundi was, in fact, universal
among Native Americans, a basic concept they
shared with most of the peoples of the world. In
the Plains Indian ritual of the sacred pipe, the
human being himself became one with the world
axis as he raised the pipe, mouthpiece upper-
most, to the heavens so that the superior powers
might partake of his gift of the fragrant smoke.

In this conception of the universe, with its axis
mundi in the center, earth and sky meet at the
horizon, with the meeting place often envisioned
as a paradoxical or dangerous passage, a rapidly
opening and closing mouth or gateway where
brave heroes and shamans in ancient times dared
to pass into the celestial realm to retrieve souls or
obtain knowledge, spirit power, or some other
benefit for humankind. The clashing gateway as
dangerous passage between the worlds is also a
universal theme in shamanic, funerary, and he-
roic mythology the world over, often with such
specific similarities that they might be accounted
for by common historical origins in humankind’s
earliest past or, more probably, by the very simi-
lar deep structures of the common human psyche
and the universal human experience. In Native
American myth and art, as in the ancient art of
Asia and other places, this universal motif of the
dangerous passage (the Symplegades of Greek
mythology) was often expressed as a fanged
monster mouth or cosmic vagina dentata—the
toothed or fanged vagina—from which only
those who had assumed the qualities of spirit
could escape unharmed. Northwest Coast sym-
bolism is full of this motif. But regardless of the

specific conceptions of the relationship between
the worlds or its levels, the basic complementary
division seems generally to have been between a
male sky and a female earth, or, as the Navajos
expressed it, “Mother Earth and Father Sky.”” This
cosmic pair was also frequently conceived as the
divine progenitors of the first human couple and,
among such peoples as the Navajos and their
Puebloan neighbors, of the Hero Twins, who did
battle against the enemies of the Holy People and
put the present world in order.

Many peoples organized themselves into two
complementary halves which anthropologists
call moieties. Each moiety acted in the other’s
behalf in matters of the sacred, in the great com-
munal ceremonies, in marriage arrangements,
condolence rites, ritual games, and other social
activities. This dual organization generally re-
flected the complementary dichotomy ascribed
to the greater cosmos. Some peoples specifically
associated their two moieties with war and
peace, winter and summer, sky and earth, or
male and female. Together they symbolized so-
cial unity and, in the larger sense, cosmic unity.
The cosmic unity, in turn, was embodied in the
male and female pantheons, which consisted of
deities of greater or lesser spirit power who,
though capable of affecting individual lives, gen-
erally acted for the society and the world as a
whole.

It is clear, then, that for the first Americans, the
whole universe, social, natural, and ‘“super-
natural,” was permeated with generalized spirit
power. But there was also a universal perception
of an individualized spirit protection that could
be obtained by people in the vision quest. In-
deed, so pervasive was the seeking of the vision
and of a personal guardian spirit that it is virtually
the unifying hallmark of Native American spiri-
tuality. As a religious phenomenon the vision
quest had its most intensive development on the
Plains and prairies, but it existed everywhere in
one form or another, regardless of environment,
social organization, or forms of subsistence. Usu-
ally the spirit manifested itself to the supplicant
in the form of a bird or an animal, whatever its
actual nature. Individuals were not limited to a
single vision quest or guardian spirit. Biographers
of the great Oglala Sioux chief Crazy Horse note
that among the guardian spirits who came to him
in visions were not only the dancing horse from
which he took his name but also such super-
naturals as Shadow, Badger, Day, Spotted Eagle,
and Spirit Rock, the last a major Dakota deity.

Guardian spirits sometimes came unbidden in
dreams, but as a rule the vision had to be actively
sought in isolation after a period of sleeplessness,
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fasting, prayer, ritual smoking, and sometimes
self-torture. Especially among the peoples of the
Plains, the actual quest was preceded by purifi-
cation in the sweat lodge and by instruction in
the meaning of the sacred rite by a holy man of
the supplicant’s choice. The Sioux called the rit-
ual “crying” or “lamenting’’ for a vision, for the
supplicant’s suffering was meant to move the su-
perior powers to such pity that they had to fulfill
his wish. Among the Sioux the lamenter had two
assistants who accompanied him on horseback
to a lonely hill, on whose summit they erected
five long poles, one for each of the cardinal
points and one in the center as axis mundi. On
one level this was a model of the ceremonial
lodge; on another, it was the model of the cos-
mos itself. Each of the poles had offerings tied to
the top for the spirits; those on the center pole
were intended for Wakan Tanka, the Great Mys-
tery. During the day and also at night the lamen-
ter prayed to the spirits, especially the birds,
while following a sacred path back and forth be-
tween the poles. At last, exhausted and tortured
by thirst, hunger, and sleeplessness, he came to
rest against the sacred center pole to await his
vision. Later the assistants returned to help him
home, where he was counseled on the meaning
of the experience by the holy man and purified
once more in the sweat lodge. In all these rites
the sacred pipe played a crucial role. It was in
this way that the young man obtained his per-
sonal guardian spirit, although among some peo-
ples individual visions were also sought for
guidance in war and hunting, mourning, or the
naming of offspring. It was from these sublime
spiritual experiences that many of the symbols of
Plains art first arose. Some became part of the
repertoire of the civil, military, and medicine so-
cieties; some were used by the owner for his own
protection as symbols painted on his lodge, his
clothing, and his war shields.

Boys as young as seven or eight could seek a
vision, and they could do so again and again
throughout their lives. In fact, access to the su-
pernatural through the personal vision quest was
open to everyone, and in many cases women as
well as men embarked upon this powerful per-
sonal encounter with the spirits, especially if they
intended to become doctors. If more men than
women sought the vision and personal super-
natural guardians, it was perhaps in part because
women by their very nature as creators and givers
of life already possessed some of those sacred
and magical qualities which men had to acquire
through repeated ordeals. Like Mother Earth,
women created life and sustained it: they, in a
sense, were the original transforming shamans.
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The recruitment by shamans of spirit helpers—
or the spirits” recruitment of the shamans—does
bear some resemblance to the vision quest: both
arose out of the ecstatic-shamanistic substratum
that underlies Native American religions and that
has its ultimate origins in Asia. Almost univer-
sally, the future shaman first learned of his or her
destiny when a mysterious illness struck whose
supernatural cause was divined by an experi-
enced shaman and whose cure required assent to
the supernatural vocation. Preparation for the en-
listment of spirit helpers, following rigorous train-
ing, resembled in many respects preparation for
the personal vision quest. The novice secluded
himself and observed food and sexual prohibi-
tions, isolation, and sensory deprivation until at
last he fell into an ecstatic trance in which the
first of his spirit helpers manifested itself. Most
dramatically, the young novice experienced sep-
aration of body and spirit, feeling himself rising
into the celestial realms, where he was joined by
bird spirits, and descending into the underworld,
where marine animals and other subterranean
spirits became his tutelaries. Sometimes the spirit
helpers came unbidden in the shaman’s dream
or trance and possessed him so as to act through
him; many shamans even had spirit wives who
visited them at night. The principal difference be-
tween the recruitment of personal guardian spirits
in the ordinary vision quest and the shaman’s
acquisition of tutelaries or spirit helpers lay in the
spirits’” function: guardian spirits protected and
guided the individual, whereas the shaman’s tu-

. telaries assisted him in his exertions in behalf of

patients or the community in which he func-
tioned as diviner and curer of physical and emo-
tional ills, magician and transformer, mediator
between the worlds, religious philosopher and
guardian of the traditions, and, often, artist and
poet par excellence.

As a corollary of the universal availability of
some kind of immediate spiritual experience in
the vision quest, Native American spirituality in
general was characterized by a great respect for
the validity of everyone’s personal pathway to the
supernatural. To our knowledge, there is no evi-
dence in North or South America that any Native
peoples, even those who were otherwise militar-
istic and expansionist (the Aztecs, for one), ever
tried to impose their particular religious philoso-
phy on anyone else, friend or foe. To the con-
trary, the Aztecs commonly adopted the gods
and rites of peoples they had conquered and
added them to their own. All over North Amer-
ica, in fact, individuals and whole societies
readily took from others those deities, ceremo-
nies, and sacred objects that seemed particularly




efficacious in curing, bringing the rains, ensuring
abundant game or harvests, and generally attract-
ing to themselves the good things to be expected
from the superior powers in exchange for the gifts
and respect human beings gave to them. It took
the white man to bring into the New World the
idea of one exclusionist religious truth before
which all others had to give way. Historically,
the Native Americans themselves followed their
own traditional pathways of spirituality and artis-
tic expression but periodically enriched their
spiritual knowledge and their symbols by bor-
rowing from their neighbors.

The six areas whose religious and decorative
arts are illustrated in these pages—from the semi-
arid Southwest, with its cultural mix of long-time
sedentary, corn-growing villagers and sheep-
herders, through nonagricultural California and
the Pacific Northwest to the Arctic shore, and
across the Plains to the eastern Woodlands, with
its Iroquois and Algonquian farmers—were
selected because they represent most of the prin-
cipal environments and lifeways of the first in-
habitants. They also give a representative cross-
section of most of the major styles, materials, and
functions of the Native American arts during the
past two centuries, from the purely spiritual to
decorative but still extraordinarily high-quality
art made for the white market. Of course, selec-
tion means frustration: lasting reminders of imag-
ination, taste, and skill were produced beyond
the environmental and cultural boundaries of
these areas that could not be included—the Sub-
arctic, the Plateau, the coast between California
and British Columbia, for example, or the South-
east with its remarkably sophisticated tradition of
archaeological art reminiscent, in some respects,
of ancient Mexico, and its historic cultures that
were uprooted and driven west by the relentless
advance of white colonization before there was
any interest at all in preserving the Native arts for
posterity. ‘

But selection, often arbitrary, there had to be,
for so great and universal was the compulsion “'to
beautify the world” among all the aboriginal
peoples that for almost every object, big or small,
shown in this book there are many others of
equal beauty. For the Northwest Coast alone, to
mention one case, there are an estimated
220,000 catalogued objects in the world’s public
and private collections, from halibut hooks trans-
formed by a skilled carver into scuplture in the
round to masks and totem poles. The Southwest
Museum in Los Angeles alone has more than ten
thousand baskets, many of them from California
and a majority of them masterpieces of this wom-
an’s art by any standard of aesthetics and crafts-

manship. The great Datsolalee was the most
famous and most accomplished of Washoe bas-
ket-weavers (Plate 72), but not every fine basket
ascribed to her necessarily came from her hands:
there were a few others nearly as accomplished
as she whose work she sold to get them higher
prices. Shelf after shelf filled with old Pueblo
pots, each rivaling those accompanying Chapter
Two, line the walls of the Smithsonian’s exten-
sive storage facilities. In a sense, all these peoples
were societies of artists, for almost everyone par-
ticipated to some degree in the making of what
we now call “Indian art.” Thus, to be a woman
admired in Plains society, one had to be adept at
embellishing buckskin and rawhide, sharing in
the accepted canons of beauty and symbol and
in the common standards of good craftsmanship,
while still expressing one’s individual taste and
temperament. Girls learned the creative as well
as utilitarian arts from their mothers and other
female relatives, boys theirs from their fathers.
And good design and execution were virtually
universal, not exceptions to the rule.

Still, there were everywhere recognized mas-
ters of their crafts, men and women whose work
was in demand beyond their own needs and
those of their own families. The idea of the anon-
ymous tribal artist is in any event largely false,
even if their names have failed to come down to
us, for they and their works were certainly well
known to their contemporaries and often remem-
bered well beyond their death. What is true is
that few, if any, Native artists were ever full-time
professionals. Even on the Northwest Coast with
its great art tradition that often kept master carv-
ers busy for months and years at a time, most
artists, like shamans, hunted and fished for their
main support. Nor were they “‘primitive artists,”’
in the sense of a self-taught Grandma Moses; they
learned their craft over many years under the tu-
telage of master carvers.

There are other major differences between
“art’” in the Western sense and Native American
art, or, for that matter, any traditional or “tribal
arts.”” For one thing, frequently the act of making
the object, or its use in a specific context, was far
more important than the work of art itself. The
work might even be destroyed or abandoned to
the elements once its purpose had been accom-
plished, no matter how much effort and expense
had gone into its creation. By supernatural sanc-
tion, Navajo sandpainting, an ephemeral art form
requiring years to learn, had to be obliterated and
its materials returned to the natural environment
after the curing ceremony of which it was part.
In other cases, the art was not even meant to be
seen by anyone but the artist himself or the spirits
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with whom he was in communication. So, for
example, California Indians painted their super-
natural visions in hidden caves and rock shelters
as far removed as possible from places fre-
quented by other people.

But that was the exception. In its broadest
sense and purpose, Native American art was a
system of public communication, a means of
sharing symbols and meanings, of confirming
and reinforcing the traditional system and its val-
ues and, by adding the visible dimension of
beauty and spirit to even the most mundane of
objects, of affirming their animate nature and the
bond of reciprocity among human beings, their
works, and the natural and supernatural environ-
ment.
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Plate 8. Leather case mask of Kokopelli, the Hopi sexual
clown, transformer, and guardian of seeds. One of the most
powerful fertility figures among all the kachina spirits, Ko-
kopelli is also among the oldest. As a hump-backed flute
player, he appears on prehistoric Hohokam pottery of the
tenth century and earlier, and in virtually his modern form
he is depicted in pre-Hispanic sacred Pueblo murals. (11"
high. Private Collection.)

Plate 9 (overleaf). Most painted images covering the walls
of the sacred rock art site known as Painted Cave, near
Santa Barbara, California, are geometric or abstract, but
this winged figure seems to represent a flying spirit, part
bird, part lizard, part human—perhaps the shaman-artist
himself, experiencing his own transformation in an ecstatic
trance.

Plate 10 (page 23). Northwest Coast transformation mask
of a woman with a labret in her movable lower lip conveys
an anguished intensity depicting the interplay between life
and death. The mask’s appearance by firelight in a cos-
tumed ritual drama must have been a gripping experience.
Masks like this seemed to come alive when worn by a
dancer, perhaps a shaman representing his spirit helper,
who gave movement to the hinged lip while speaking or
singing through its open mouth. (9'4" high. Tsimshian or
Haida, British Columbia, 1830—-50. Private Collection.)
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Plate 12 (opposite). The theme of metamorphosis is carried

by an 1875 catlinite sculpture of a hawk or an owl with a
human face. Though monumental in appearance, it is less
than three inches high. It was originally part of a musical
instrument, a flute stop mounted on a six-hole wooden
Plains Indian “courting flute.” The Bird Person was pre-
sumably the Sioux artist’s guardian spirit, acquired on his
ecstatic vision quest. (23" high. Collection William E.
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Arts of the Southwest

Kachinas:
Hopi Spirits of Life

Just before dawn on a recent midsummer
morning, a Hopi mother was heard to call, half
in English, half in Hopi, from one of the flat-
roofed stone houses lining the plaza of Shungo-
povi, on Second Mesa, Arizona: “Wake up, chil-
dren, wake up! The kachinas are coming, the
kachinas are coming!” It was the day of the
Niman, the final ceremony of the kachina sea-
son, when Hopi villagers bid farewell to the
masked spirits of life that have once again
brought them the blessings of rain and growing
corn. On the roofs above sat captive young
golden eagles awaiting sacrifice so that they
might hurry as messengers from the people to the
world of spirits. Below, the children poured out
of the houses, rubbing the sleep from their eyes
to stare in silent awe and expectation as a long
line of figures appeared at the lower end of the
plaza, masked and costumed in the manner of
the kachinas painted on the walls of prehistoric
kivas, bearing gifts of new corn and squash and
small carved replicas of themselves as gifts for
women and children. Thus the kachina spirits
continue to fulfill their ancient promise to return
with blessings of life, as they have done for a
thousand years, and as they will do the next sea-
son and the one after, for as long as there are
Hopis.

The colorfully painted wooden effigies of the
kachinas, the so-called kachina dolls, have been
a popular form of Indian folk art for nearly a cen-
tury, collected by tourists and museums alike,

Plate 14. With its plant symbolism and its curiously haunt-
ing face, suggesting prehistoric effigy pottery, this tall, buff-
colored Maricopa storage jar from Arizona, made about
1910, may represent a vegetation spirit or guardian cf
water plants. (18" high. Private Collection.)

often without consideration of their real mean-
ings to the Hopis and other Pueblo Indians who
participate in this pervasive and very ancient re-
ligious cult and in its public and private art (Plates
1, 15, 20-25).

The Hopis live on three flat-topped mesas
north of the Little Colorado River in northeastern
Arizona (Plate 16). They speak a language dis-
tantly related to those of the Aztecs, to the south,
and of the southern California Indians to the
west. They divide the year into two ceremonial
halves, a ““winter”’ season, from about the middle
of July to mid-December, and a “summer’’ sea-
son, from December to July. As a whole the year
represents an unending cycle of birth, death, and
rebirth. The winter season begins after the sum-
mer solstice and coincides with the summer rains
and the harvest. It is also a time of death—the
death of the sacred food plants, which give their
lives to feed the people, and the seasonal death
of other vegetation. The Hopis, unlike the Pueb-
los of the Rio Grande in New Mexico, are not
even nominally Catholic, and so their ceremo-
nies, unlike those of the Rio Grande peoples,
reflect not varying degrees of accommodation
between Indian and Christian but belief and cus-
tom that go back to pre-Columbian times. In the
winter season, the religious ceremonies are held
in the kiva, which is partly below ground and
represents the underworld from which the Hopis
believe their people emerged in primordial times,
and where the germinator deities have charge of
the new food plants of the coming season of
growth. This season ends with the winter solstice,
the kindling of New Fire in the kiva, and the
initiation of the young, who symbolically die as
children and are reborn as full-fledged members
of Hopi society, just as the new beans and corn
are reborn from their own seeds. The summer
season that now commences is the time of the
kachinas.

Kachinas as supernaturals are perhaps best
understood as energizing spirit essences, the

.
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noncorporeal counterparts of physical phenom-
ena in the Hopi universe. Hopi dead join the
kachinas, appearing as rain clouds drifting
through the sky; thus the dead themselves are
among the principal rainmakers, remaining for-
ever vital components of Hopi life. Not only
clouds but steam, rain, geological features, heav-
enly bodies, wild and domesticated animals and
plants, birds, insects, historic personages, and
even gods may be personified as kachinas. So
may more abstract concepts, such as germination
and growth. Nor is the system static. New kachi-
nas are added, others disappear. At present the
total number of kachinas is about two hundred
and fifty.

The kachinas have distinct but interdependent
manifestations—first, as spirit beings; second, as
the physical counterparts of the spirit when they
are given substance and personality through
masks, costumes, paint, symbols, and actions by
human impersonators, who thereby cease being
ordinary people and are transformed into spirits;
and third, as the small wooden effigies called
kachin-tihus by the Hopis and kachina dolls by
outsiders. The effigies are not dolls in the con-
ventional sense, however. They are carved by
Hopi men from pieces of cottonwood root col-
lected from gullies or purchased. The carvers
give careful attention to the distinguishing details
of mask, costume, and colors. On special occa-
sions the tihus are presented to infants, children,
or females of all ages to familiarize them with the
kachinas’ characteristics. In this sense they func-
tion almost as educational toys. After the wood
has been dried and seasoned and cut to the de-
sired length, the carver outlines the rough shape
of the tihu with a hand saw and then sculptures
the doll, first with a hatchet and then with a
succession of chisels, knives, and wood rasps.
Arms and some details of costume are carved
separately and attached with wooden pegs and
glue. After sanding the tihu is primed, formerly
with a fine clay paste, now with commercial
gesso. Paint has also undergone considerable
change. Old tihus were painted with mineral and
vegetal colors. Inks and oil paints introduced by
traders earlier in this century were judged inade-
quate, but opaque watercolors and poster paints
found ready acceptance. More recently, acrylic
paints have increasingly replaced the opaque
watercolors, even though the latter most closely
resembled the former natural paints in texture
and hue. Color, of course, is of great importance
to the Hopis, who associate specific hues with
each of the six cardinal directions: most com-
monly mentioned are white with east, blue or
green with west, yellow with north, red with
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south, black with the zenith, and gray with the
nadir. Thus, along with its other characteristics,
the colors of a tihu may indicate not only its func-
tions in the seasonal and ceremonial cycle but
also the directions with which it is associated.

Kachina dolls are not only instruction for Hopi
children but are also meant to assure to the recip-
ient the benefits of intimate association with the
Hopi supernaturals. This is why Hopi children
even today refuse to part with tihus they have
received as ceremonial gifts from masked danc-
ers, whom they may or may not have recognized
as their fathers, uncles, or brothers, but whose
human personalities are immaterial during this
sacred time, when they have been supplanted by
the spirits.

Neither the tihus nor the kachina spirits they
represent are worshipped as idols, saints, or dei-
ties; rather, they are generally welcomed and
treasured as powerful friends and guardians who
bring gifts of rain, crops, bird songs, flowers,
summer greenery, happiness, health, and long
life. Some, particularly the “‘ogre kachinas”
(Plate 23), occasionally serve the sterner role of
scaring recalcitrant children into obeying the
rules of life by threatening to kidnap them, to be
eaten. The model of an ogre kachina might have
been a real person who presented a threat to the
people in the past; yet no ogre kachina may
touch a child lest the youngster become too ter-
rified.

If kachinas are not gods in the true sense, the
dividing line is not always very clear. There are
kachinas who function on both levels, as inter-
mediaries between human beings and the gods,
and as deities with a decisive influence on
human, animal, and plant life. Ahola (Plate 22),
for example, has such a dual role through his
close identification with the sun and the germi-
nator gods Alosaka and Muyingwa. He is also
one of the Hopi supernaturals who can be defi-
nitely traced to prehistoric times, for his charac-
teristic divided mask, with its black inverted
triangle and its crosses, is among those found in
a kiva mural in the ruins of Awatovi, not far from
where the Hopis live today. Ahdla makes his first
appearance in December, when he inaugurates
the new kachina season by ritually opening the
kivas in anticipation of the impending return of
the supernaturals to the Hopi villages from their
winter homes in the San Francisco Mountains,
near Flagstaff, to which they will return after the
summer solstice. Ahéla makes the rounds of all
the clan houses and invests the women’s seed
corn with fecundity and strength for the growing
season. Before departing he offers prayers to the
sun for an abundant harvest, long life, health,



many fine old Classic blankets of the second half
of the nineteenth century were made with either
aniline colors or aniline in combination with nat-
ural dyes, an important point because some peo-
ple believe that commercial dyes disqualify a
Navajo weaving from being included in the first
rank (Plates 33, 34, 37).

The Classic period itself should probably be
counted from the beginning of the nineteenth
century because blanket fragments from a cave
where Spanish soldiers massacred a party of Na-
vajo men, women, and children in 1804 are very
similar in design to the striped blankets produced
around 1850-60. After 1850, and especially
around 1870—-80, Navajo women were weaving
fine wearing blankets not only for themselves and
for sale to whites but for sale or barter to other
Indians. The so-called chief’s blankets were es-
pecially popular with Cheyennes, Sioux, and
other Plains peoples, being the best known of the
Classic-period textiles (Plate 33). As late as the
turn of the century, there were still Navajos who
produced many excellent blankets, but, through
the influence of traders and the need for steady
sources of income, Navajo weaving was becom-
ing increasingly commercialized. It was at this
time that the old wearing blanket—even the
chief’s blanket—became a rug, for this was what
the market wanted. And it wanted it not in the
traditional styles but with borders, previously
completely unknown, and in designs based on,
among other non-Indian models, Oriental rugs,
pictures of which were supplied by traders. How-
ever, Navajos would not have been Navajos had
they simply copied. Invariably the artists took the
foreign designs and experimented with them until
they had produced something entirely new, more
suited to the Navajo taste.

Still, commercialization inevitably resulted in
an over-all loss of quality, even though some
early traders—]J. B. Moore at Crystal, for example
—went to great lengths to encourage preserva-
tion of the old high standards. Moore even
shipped wool back east for processing, super-
vised the dyeing personally, and commissioned
only the best weavers to produce rugs in tradi-
tional as well as innovative designs. Unfortu-
nately, the general policy of traders around the
turn of the century to pay for rugs not by size but
by the pound was bound to lead to degeneration,
for the Indians were not slow to perceive that it
was more profitable to make rugs as heavy as
possible with coarsely spun wool than to produce
tightly woven textiles with finely spun yarn. With
some exceptions, mediocrity became the rule for
several decades, until 1938, when the traders
William and Sally Lippincott at Wide Ruins spon-

sored a vigorous revival of weaving in subdued
earth tones and refused to purchase any rug made
with garish dyes, poor workmanship, and, above
all, borders (Plate 35). Nearly fifty years later,
“Wide Ruins’ is still a magic phrase in modern
Navajo weaving, although rugs of equal quality
are now produced in other centers on the Reser-
vation.

Sacred Sandpainting

In 1919 a respected medicine man named
Hosteen Klah, “Left-Handed,”” occasioned much
grumbling among his fellow Navajos and, some
thought, but for his great prestige might even
have put his life in danger by combining his ex-
traordinary talents as a weaver and his ceremon-
ial knowledge to produce a large sandpainting
tapestry, as fine as any of the early Navajo blan-
kets. This violated a cardinal rule: that sandpaint-
ings (Plates 38—41) depicting the magical deeds
of ancient heroes and the Holy People must be
obliterated at the end of the curing ceremony in
which they were used, and must not be made
permanent. Hosteen Klah himself had thought
long and hard before agreeing to weave a sacred
sandpainting and did so only after he had assured
himself that it would never be placed on a floor
where people would walk over the Holy Beings
but would surely be hung on a museum wall.

That Hosteen Klah had the skill to translate his
ritual knowledge of the sacred male art of sand-
painting into the woman’s art of weaving, and
that he could do so without harm, were due
largely to his unique status as nadle, man-
woman, a condition that in Navajo society con-
fers prestige and sacred power. Hosteen Klah
went on to make several more of his splendid
pictorial tapestries, initially alone and later with
his nieces, weaving the last one in 1930. All are
now museum treasures (Plate 42).

By Hosteen Klah's time, weaving had long lost
whatever sacred significance it may once have
had among the Navajos, beyond the generalized
one of beautifying the world. But sandpainting
was another matter; it was pictorial prayer
which, by depicting the Holy People, the gods,
in a beautiful way, enlisted them in restoring
health, harmony, and beauty to life. The Navajos
call this condition hozho. Hozho is not only de-
sirable; it is the natural condition of the world,
the condition which must be restored if self, so-
ciety, or environment has become unbalanced,
ugly, or disharmonious. Song and art will bring
this about or, where it already exists, reinforce it.
This is why the Navajos have blessing and curing
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rites for everything—people, places, houses,
crops, livestock, the opening of a store, mental
and physical illness, a young man leaving to join
the army or returning from the outside world.
Ritual song and ritual art recreate the world as it
was in primordial times. Whatever needs to be
set right is placed in the sacred center of the mi-
raculous events of the mythic past, a time when
everything was possible, a time when the Holy
Ones, the benevolent gods, and the Hero Twins,
children of Father Sky and Mother Earth, battled
and vanquished the forces of darkness, evil, and
disharmony and received all the sandpaintings
and all the curing chants the medicine men use
today. Sung into the living present and depicted
in ritual art, the Holy Ones and their deeds gen-
erate a positive charge that drives out the abnor-
mal state of ugliness and imbalance and restores
the natural state of harmonious beauty. In the
context of ritual, then, pictorial art functions in a
special, sacred way, uniquely Navajo. The spirits
enjoy seeing themselves depicted with technical
skill and pleasing symmetry. But the two-dimen-
sional depiction of the mythic past also helps blur
the boundary between sacred history and the liv-
ing present, as does the accompanying chant.
Both have the same aim: to restore harmony.
The creation of a sandpainting is not an iso-
lated act but part of an extended ritual, some-
times lasting as long as nine days. The ceremony
is requested by an individual or the family of an
individual who suffers from a disease or from a
feeling of general malaise and being out of bal-
ance with himself, others, and the world. Some-
times a curing will be requested not to drive out
illness but to secure a benefit—protection on a
journey, for example. The one who wishes to be
“sung over” first goes to a diagnostician to deter-
mine the cause of his trouble. For the Navajos
every illness has a spiritual as well as a physical
dimension, and to attempt to cure one while ig-
noring the other would be useless. Once the spir-
itual cause, which may lie far back in an
individual’s history, has been discovered, the di-
viner prescribes the appropriate ceremony or
chant. The patient then seeks out a singer who
knows the proper songs and paintings.
Shaman-singers must spend years learning the
curative ceremonies, which consist of a series of
interrelated ritual acts and accompanying songs.
The sequence of actions is rigidly set, any devia-
tion rendering them useless and even dangerous.
In all, about two dozen chants exist, each with
hundreds of individual songs and some four or
five hundred sandpaintings that accompany
them. The Hail Chant, for example, which con-
fers power against diseases caused by frost, is one
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of the shortest and yet has 447 songs!

The shaman-singer having been selected, the
time for the ceremony is set. The patient provides
the assistants to help in making the sandpaintings
and with the chanting. The family of the one-
sung-over must provide food for all, for these
cures are occasions for the gathering of family
and friends who wish to receive the spiritual ben-
efits of attendance. The family also pays the
singer, who adjusts his fees according to their
means. No one goes without treatment for being
poor.

The complex preparations for the ceremony,
held in a specially consecrated hogan—the tra-
ditional eight-sided dwelling—are intended to
purify patient and participants and to strengthen
them for their impending encounter with the spir-
its. Decorated prayer sticks and gifts of tobacco,
food, and turquoise are placed in front of the
hogan so that the Holy People will see them and
be pleased. The ceremonies of the first night are
repeated on three successive nights, becoming
longer and more complex each night. The patient
is instructed in the sacred lore, administered me-
dicinal herbs, and purified with a sweat bath. On
the fifth day the making of the first sandpainting
begins, so that the patient may absorb its curative
powers and, in turn, shed the forces of evil and
illness. By nightfall the sandpainting must be ob-
literated and the sand, which has soaked up the
negative forces, must be carefully restored to na-
ture.

The painting is created with finely pulverized
stone and natural pigments. White pigment is ob-
tained from ground rock, yellow and red from
ochres, and black from charcoal. Pink, used for
“sparkling,”” is a mixture of red and white pig-
ments; blue is made from white and charcoal,
and brown by combining red, yellow, and white.
The Navajos believe that these basic materials
are alive, having come from the transformed
body of Walking Rock, the last of a succession of
monstrous enemies of humankind that were slain
and transformed into forces for good by the elder
of the Hero Twins, Monster-Slayer, or Slayer-of-
Enemy-Gods. Roots are collected and burned
and the ashes are mixed with the pigments to give
them bulk and body and also to invoke the ben-
eficial powers of the Plant People. In the strictest
sense, then, these are not “sand’”’ paintings but,
rather, dry or ground paintings.

The designs are laid down on a bed of fine tan
sand that has been smoothed with a weaving bat-
ten. The painter holds the pigment in his palm
and, guiding it with his thumb, trickles it between
his first and second fingers. When he changes
colors, he first rubs his hand in some plain sand




to remove the traces of the old color. Bodies of
figures are set down first in the preferred colors:
black and blue for males, yellow and white for
females. Then details of costumes, accouter-
ments, and sacred symbols are added. The
ainter works from large areas to small details,
and from the inside to the outside. Some partic-
ularly complex figures have five or six layers of
sand when completed. Some sandpaintings are
small, no more than a foot or so on each side,
while others are fifteen to eighteen feet across,
taking up the entire floor of the hogan. Sand-
paintings tend to be square, but there are also
some rectangular and circular forms, the latter
often the result of encircling the scene with the
protective and beneficent figure of the rainbow
guardian or, as in Plate 40, with a snake spirit.

In recent years, the Navajos have added sand-
paintings on boards to their inventory of folk art
for sale, and some Navajo artists have drawn on
them as subject matter for paintings on canvas
(Plates 38—39). Despite continuing misgivings on
the part of some traditional Navajos over record-
ing sacred art for public consumption, the best of
these permanent paintings are the work of men
who are themselves practicing singers, much
sought after for their knowledge and skill in cre-
ating curative ground designs and reciting the sa-
cred chants that go with them. In works for sale,
however, subtle changes in details are intro-
duced to avoid giving offense to the Holy People
and to render the sandpaintings ceremonially
useless and therefore harmless. If the correct form
were to be made permanent, the power of the
painting would be too great for the uninitiated.

Jewelry

Without question, the ephemeral dry painting
and its transformational role are essentially Na-
vajo. It was Navajo genius that brought this art to
unparalleled perfection and complexity. This
counts for more than the question of whether
sandpainting, like weaving, was originally in-
spired by the Pueblos, whose kiva rituals also
include ground paintings made with colored
sands. But the Pueblo sandpaintings are much
simpler and serve different purposes; if the
Pueblo were indeed the teachers, therefore, they
were soon outdone by the pupils.

In fact, the Navajo pattern for a long time has
been to borrow a practice or trait and then perfect
it according to their own taste and tradition. With
its dual origin in Spanish metallurgy and Indian
lapidary technology, silver and turquoise jewelry
is another prime example (Plates 43, 44, 47).

The Indian peoples of the Southwest shared
with the pre-Hispanic civilizations of Mexico a
high regard for turquoise that bordered on ven-
eration, for turquoise symbolized, above all, the
blue of water and the green of growing vegeta-
tion, essential conditions for life. In very early
times, certainly during the rule of the Aztecs,
there was a lively turquoise trade between the
Southwest and ancient Mexico, for the Aztecs
and their Mixtec contemporaries used enormous
quantities of the precious mineral for mosaics on
funeral masks and other ritual objects, and the
turquoise from the Southwestern mines had qual-
ities found nowhere else. In the prehistoric
Southwest, the Hohokams of southern Arizona in
particular shared these skills with Mexico, but,
curiously, these craft traditions were not passed
on to their probable descendents, the Pimas and
Papagos. Instead, it is in some of the Rio Grande
pueblos of New Mexico that the prehistoric skills
of jewelry-making are kept alive today. In fact, a
clamshell ornament of classic Hohokam design,
with a closely fitted mosaic of polished turquoise,
shell, and jet (Plate 46), has long been practically
the emblematic jewelry of the pueblo of Santo
Domingo.

Silverworking, and particularly the combina-
tion of silver with turquoise, is a much more re-
cent innovation, originating with the Navajos but
now shared by many Native jewelers in the
Southwest (and some non-Indians as well). The
Navajos’ first contact with metallurgy was during
the Spanish period, when they observed Spanish
smiths at work and when they also obtained a
few silver ornaments, frequently by raiding. Soon
after 1850, a Navajo named Atsidi Sani, and per-
haps a few others as well, had learned to work
silver from Mexican smiths. But it was not until
about a dozen years later that Navajos began to
turn to metallurgy in earnest, as an indirect con-
sequence of their defeat after years of conflict
with white settlers south and north of the Mexi-
can border. Imprisoned for four years at Bosque
Redondo in southeastern New Mexico, deprived
of their normal pursuits, peaceful and otherwise,
having lost their flocks of sheep and their fruit
trees to Kit Carson’s scorched-earth campaign
against them, some Navajos began to try their
hand at working in metal, initially iron, then cop-
per and brass. Following their repatriation, these
craftsmen soon assimilated the secrets of silver-
smithing from skilled itinerant Mexican plateros,
or silver workers. And by the early 1870s, Navajo
silversmiths themselves were turning American
and Mexican silver coins into tasteful jewelry.

The earliest stamping tools for decorating Na-
vajo bracelets were the dies employed by Mexi-
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cans in tooling leather, but soon the Indians were
making their own and, true to form, elaborating
the designs far beyond the originals, so much so
that it was not unusual for a Navajo silversmith’s
kit to contain a hundred or more homemade dies.
During this period the Navajos also mastered the
art of setting stones, especially turquoise, in sil-
ver. How this skill was in turn transmitted to the
Zunis is not clear, but after a period in which
Zuni silver and turquoise jewelry was rather mas-
sive, like that of the Navajos, the Zunis set out in
their own direction, toward ever more delicate
and skillful treatment of turquoise. At first this
was done entirely by hand; after 1940 and the
introduction of electricity, power tools were used
as well. Zuni lapidaries became renowned espe-
cially for clusters of small, smoothly polished
needle-pointed, oval, and round stones, for mo-
saics of white and red shell, and for turquoise
and jet set in silver (Plates 45 & 48). For several
decades silver was used alone, without tur-
quoise. Brass and copper were shaped into neck-
lace ornaments as early as 1830, and silver was
in full use at least by 1879, when the Smithsonian
Institution sent the Stevenson Expedition to Zuni
and a twenty-two-year-old ethnologist named
Frank Hamilton Cushing began a love affair with
the Zunis that led to his adoption into the sacred
fraternity of the Bow Priests.

Pottery

When the Stevenson Expedition left Zuni, after
collecting prodigious amounts of pottery (Plates
49, 50, 53, 56), Cushing decided to stay. And
because he himself was adopted by the Zunis, he
was able to gain insights into aspects of the cul-
ture that were not open to other observers. Then
as now, Pueblo pots were the best produced in
the Southwest, but the craft was in the hands of
women who rarely confided much more than
their technology to inquiring males. As an
adopted Indian, and a Zuni priest besides, Cush-
ing was allowed a glimpse not just of the tech-
nology but of the metaphysics of Zuni pottery-
making as well.

The traditional Pueblo water canteen, of a
shape used from the Rio Grande to the Hopi
mesas, is a case in point (Plates 53, 55). Flat on
one side and conical on the other, with a spout
at the top and suspension rings for carrying, the
pottery canteen was superbly functional. The
form made it possible to transport the canteen
safely suspended from a strap across the wearer’s
forehead and to be held snugly on his back,
while also ensuring maximum volume; the po-
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rosity of the clay kept the water cool through
evaporation. But Cushing found that the distinc-
tive shape of the canteen had a metaphysical as-
pect as well. Water as the prime source of life,
he was told, is the mother’s milk of adults, the
sacred gift from the bountiful breast of the Earth
as Mother of All. It was no accident that the can-
teen looked like a female breast, for its very name
in Zuni was me’-he-ton-ne, from me’ha’na,
breast, and e’ton-nai-e, roughly meaning con-
taining within. In prehistoric times, he learned,
the spout was, like the nipple on the breast, at
the apex, but this was found to be impractical.
Yet the memory of spout as nipple persisted
among the women potters of Zuni. When the
potter had completed the canteen nearly to the
apex by the common coiling method of South-
western pottery, and before she attached the
short cylindrical spout, she made a small wedge
of clay to close off the apex hole. But at this
delicate moment, the potter always averted her
eyes, completing the task by touch alone. To do
otherwise would invite misfortune, perhaps bar-
renness, or illness, or even the death of a new-
born infant. Seeing made all the difference: were
she to close off the metaphorical nipple of the
breast-canteen-in her sight, the potter would by
analogy risk shutting off the exit-way for the
source of life in her own breast.

Some of Cushing’s observations from inside the
culture on Zuni attitudes toward their pottery can
be safely extended to other Pueblos as well. Pots
were regarded as having a conscious existence of
their own, capable of feeling and expressing
emotion. The clang of a pot when it broke or
cracked during firing was thought to be the cry of
its escaping spirit, the source of its life. This in
turn was related to the opening or break that was
left in the heavy line dividing the neck of a water
jar from its body (Plate 56). Other Pueblos, pre-
historic and historic, shared this same convention
(Plate 51), for which different explanations have
been offered, but none so detailed as Cushing’s.
In Zuni pottery decoration, this lifeline or spirit
path is clearly different from the red lifeline that
connects the mouth of deer to the heart in Zuni
pottery painting and that is thought to represent
the breath or life force. The encircling broken
line was always the first design element to be
placed on the unpainted jar, before the brush
touched either the upper or lower panels, which
by Zuni tradition had to have different designs.
The Zunis told Cushing that the broken line was
the exit path of the spirit—the spirit of the vessel
primarily, but also the living essence of whatever
it might contain. The same explanation was given
for the encircling open line inside food bowls.




and happiness for the Hopi people.

Another kachina who is also a deity, to many
Hopis the most important of all, is Masau’u (Plate
15). More than any other member of the Hopi
pantheon, this old earth and fire god embodies
the essential complementarity of phenomena the
western world generally regards as opposite.
Masau’u is at once the giver of life and benefactor
of the Hopis, to whom he awarded their lands in
ancient times, and the master of death; he is the
divine guardian of the fertile surface of the land
as well as of the underworld and the deceased.
He guards the subterranean passage of the souls
of the dead to the land beyond, and, conversely,
the road of the kachinas from the San Francisco
peaks to the Hopi mesas, where they emerge
through the hatchway in the roofs of the kivas.
Because death is always present, Masau’u alone
remains in the villages when the other kachinas
bid farewell in July. As dread god of death he is
the opposite of living things; he may actually
walk backwards and reverse his speech. He is
also the patron of the Kwanitaka, the One Horn
Warrior Society; the members serve as guardians
against witches, guides of the souls of the dead
to the underworld, and protectors of the young
novices in the Wuwuchim initiation rites in No-
vember near the end of the winter portion of the
ceremonial year that foreshadow the new season
of life. As guarantor of new life, fertility, and
abundance, Masau’u is present at the making of
the New Fire. This presence is also required at
the sowing of the new corn and at its harvest. But
agricultural activities belong to women, the own-
ers of the fields, springs, and houses. Accord-
ingly, Masau’u embodies female as well as male
aspects, symbolized by the clothing in which he
is represented as kachina doll and in which he
makes his appearance in the villages: cape,
wraparound blanket dress of rabbit fur, sash with
designs representing the falling rain (male) and
the fertile earth and vegetation (female), a fox
skin in back that all kachinas wear in memory of
the time when humans and animals had the same
form, and dance moccasins. Like the women in
the kachina ceremonies, he bears a basket tray
containing food for the young people, to remind
them that it was Masau’u who gave the Hopis
their most ancient foods. The kachina’s goggle
eyes and protruding teeth, shared with the old
Mexican earth and rain god Tlaloc, are said to
represent the aspect of death in the death/life
equation this complex deity embodies in Hopi
thought.

The appearance of the kachin-tihus has under-
gone considerable change since they first caught
the eye of collectors in the last decades of the

nineteenth century. Early dolls are generally
blocky, expressing little motion, resembling the
kachina-like wooden pre-Columbian altar figures
that have been found in several prehistoric
Pueblo sites (Plates 18—19). With time, and in
response to a lively demand for Indian arts and
crafts, kachina dolls have become more and
more naturalistic, leading to the modern ““action
doll”” that depicts the masked kachina dancer in
dynamic motion (Plate 1).

A question that has never been answered sat-
isfactorily concerns the antiquity of kachina dolls
as religious art. The kachina cult itself is ob-
viously pre-Columbian. It is widespread among
the Pueblos, and even the Navajos were influ-
enced by it. Zunis and Hopis, in particular, have
a number of kachinas in common, although the
ancient dolls of the Zunis were easily distin-
guished because details of their costumes were
often made of cloth or leather, not painted; their
arms were sometimes movable; and they were
frequently festooned with all sorts of extra details,
such as rattlesnake rattles, bits of turquoise, and
hair (Plates 20 & 25). Yet there is little evidence
for kachina dolls prior to the latter half of the
nineteenth century (Plates 21 & 24). This has led
to speculation that this art form owes something
to the carvings of Catholic saints, common in
Southwestern Spanish-American culture. How-
ever, the masked kachinas bear no resemblance
to saints. Others believe that the proliferation of
kachinas toward the end of the century was
solely a response to the growing interest in the
Hopis on the part of anthropologists, museum
collectors, traders, and tourists. It is true that
traders prevailed upon the Hopis to carve dolls
specifically for sale. But if the practice of carving
effigies of the kachinas in large numbers is, in
fact, a late-nineteenth-century phenomenon,
perhaps there is another, more profound expla-
nation, one that has to do with the Hopis’ sense
of self-preservation.

It was in the late nineteenth century that the
Hopi lifeway came under the most determined
foreign assault, an effort at forced acculturation
to the white man’s world that dwarfed anything
the Hopis had ever experienced and that was first
of all directed at the children. Children were
forcibly removed from their parents, even kid-
napped, and imprisoned “for their own good”” in
distant boarding schools under conditions that
shocked many contemporary white observers.
The white schools forbade them to use their na-
tive language and prohibited contact with their
families for years at a time, to make the children
forget their traditional culture and religion. Only
occasionally were the Hopi children permitted to
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go home for summer vacations, during which the
parents tried desperately to undo the damage of
deliberately induced alienation. Perhaps the
carving of kachin-tihus and their presentation to
the children on the occasion of the farewell to
the kachina spirits were an effort to make the
children know where they belonged, to remind
them of the rightness of the Hopi way and of the
benefits of the kachinas, as much as they were a
response to any foreign stimulus.

Be that as it may, a hundred vyears later, rare is
the Hopi house that does not have a few kachin-
tihus hanging from the walls or rafters, and rare
the child who does not invest some of his or her
emotions in these household effigies of the Hopi
spirits of life.

Baskets:
Oldest Art, Woman's Art

A long time ago, as the Navajos tell it, a
woman was seated beneath a juniper tree weav-
ing a sacred wedding basket (Plate 28). She had
just completed the spirit path, the break in the
mountain design by which the gods travel back
and forth between this world and the lower
world, and was about to start on the rim when
the Hunting God, Hastseyalti, appeared and
threw a juniper sprig into her basket. She under-
stood this to mean that the god wished her to
weave the medicine power of the juniper into her
basket. This she did, by braiding the pattern of its
folded leaf into the rim. Ever since, Navajo
women, and also the Utes, Paiutes, and
Apaches, who weave the same sacred bowls for
use by Navajos, have finished them with a her-
ringbone pattern.

The Indians’ belief that basketry has been
around almost as long as human beings—that
this was one of the arts the gods taught women at
the very beginning—is understandable. Basketry
is one of the oldest of human arts, almost as old
as toolmaking. In North America there is evi-
dence for basketry eleven thousand years ago,
before mammoth and other large Pleistocene
game became extinct. In contrast, the oldest pot-
tery anywhere in the New World has a history of
just over five thousand years. Basketry is also
basic to other arts. It is on the techniques and
patterns of basket-weaving that the textile arts are
based; indeed, basketry is rightly called a ““textile
art without machinery.” Even pottery is based on
baskets, and some of the oldest pots were ac-
tually pressed into basket molds.

In the Southwest, all the major basket-weaving
techniques—wicker, plaiting, and, most impor-
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tant and widespread, coiling—had been per-
fected a millennium before 1540, when Coro-
nado came looking for his mythical Cities of Gold
and the Spanish priests for souls to recruit to the
foreign religion. Indeed, it is not always easy to
distinguish by technique alone which is a well-
preserved prehistoric Anasazi basket and which
a well-used one made in the nineteenth century.

The sacred wedding tray of the Navajos, which
has several functions in other ceremonies as well,
has its counterpart in the flat coiled Hopi “wed-
ding plaque,” without which a Hopi man from
Second Mesa would have difficulty being admit-
ted into the underworld at his death (Plate 26).
The plaque, called po-ta by the Hopis, is one of
several kinds of coiled basketry that only the
women of Second Mesa still weave today. It is
distinguished from other Southwest basketry by
its much thicker coils of shredded yucca or grass,
only one or one and a half to the inch, and by
the very tight sewing of fine yucca splints over
the foundation. Except for occasional reinforce-
ment with a commercial dye, the colors are of
vegetable or mineral origin; the designs range
from geometric representations of the four world
quarters or clouds and rain to life forms and
kachina spirits. Crow Mother, the mother of all
the kachinas, with her distinctive crow-wing
headdress, is the most prominent of the kachina
spirits represented (Plate 26, left; see also Plate
21). From the symbolic point of view, the flat
plaques are the most interesting. Not only does
the sacred plaque replicate the flat earth disk, the
Middle World on which the Hopi people live,
but the coil, more than just a function of basketry
technology, can be read as the most ancient and
sacred history of the Hopis: their circular migra-
tion from the sipapu, the cosmic emergence hole
in the center of the earth, to the horizons of the
four world quarters, and back again to their point
of origin, near which, at the behest of their gods,
they established their first villages.

Pottery and, more recently, metal progres-
sively reduced the need for basketry among the
Pueblos of New Mexico and Arizona. The true
inheritors of the fine old Anasazi basketmaking
tradition were the Pimas and Papagos of southern
Arizona, the western Apaches, and some smaller
Yuman-speaking tribes. Both the Pimas and the
related Papagos employed a variety of basket-
making techniques for mats, storage bins, grana-
ries, and shamans’ baskets. But it was in closely
coiled food bowls and winnowing trays of great
strength, durability, and dynamic designs that
women really came into their own as consum-
mate artists (Plates 27 & 30).

In utilitarian and ceremonial Pima basketry,




the traditional design motifs known as the fret
and the terrace, alone or combined with varia-
tions of the whorl, spiral, rosette, or cross, are
not only the most common but the oldest as well,
inspired in part by decorations on prehistoric Ho-
hokam pottery found in Pima and Papago coun-
try and presumably also used by the ancient
Hohokams in their own basketry. The triangular
whorl, seen in Plate 27 on a large tray of a type
used both for food and, turned upside down as
in the Navajo wedding tray, on a shaman’s bas-
ketry drum, may have three to five triangular
arms extending from the base, with a corre-
sponding number of triangles extending down-
ward from the rim. Although even before 1900
most Pima basketmakers were following well-es-
tablished abstract design traditions of which the
original meanings had long been forgotten, the
triangles elongated into whorls on this and simi-
lar baskets would probably have been identified
as martino, the ""devil’s claw’’ (Martynia probos-
cidea) motif. This hardy desert plant furnished the
black splints for designs on both Pima and Pa-
pago baskets, and it provided by far the toughest
and most durable basketweaving material in the
whole Southwest. Martynia grows wild, but the
Pima and their neighbors also seeded it in their
fields. The long, elliptical pods, harvested in the
fall when the seeds have ripened, are distin-
guished by pairs of tough, slender hooks some-
times more than a foot in length. From these the
weaver strips black splints and soaks them to
make them pliable. This is done at the sacrifice
of precious water; the Pimas once had plenty for
farming and drinking, but they have been despar-
ately short of water since the nineteenth century,
when the white man diverted their traditional
supply from the Gila and Salt rivers for his own
use. The Martynia pattern was basic, but at the
turn of the century Pima women identified other
favorite patterns as “juice falling from saguaro
fruit,”” '‘coyote tracks,” “turtle,” “deer in
woods,” and tasita, or swastika, referring to
either stationary or whirling crosses with hori-
zontal arms of equal length (Plate 30). Except for
the swastika, however, most such designs were
too stylized to be readily recognizable.

A new basket form that appeared toward the
end of the last century was the flat-bottomed
bowl of the type depicted in Plate 30. Though
inspired by white taste, such forms were made
for domestic use as well, probably as trinket
boxes, with abstract designs adapted from the
traditional shallow food bowls and also with the
life forms favored by collectors. The juxtaposition
of bold black swastikas with horses, or of people
with horses and even camels (unsuccessfully in-

troduced into the Southwest in the 1800s by the
U.S. Army), as on the shallow tray and the large
bowl shown in Plate 30, represents a late-
nineteenth-century departure from traditional
conventions. However, free-standing figures,
perhaps of spirit beings, were used on earlier
Pima ceremonial baskets, and repeated life forms
also occur on prehistoric Anasazi basketry.

Skilled as the Pimas were in the art of basketry,
it was the western Apache woman who emerged
as queen of Southwestern basketmakers, with a
truly splendid inventory of dynamic designs that
has no equal outside of California. Two forms
predominate, shallow trays or bowls (Plate 29),
two to four inches deep and anywhere from ten
inches to two feet in diameter, for ceremonial
and practical use, and large storage jars that
sometimes approach the monumental (Plate 31),
ranging from fifteen inches in height to two and
even three feet. Apart from their obvious utilitar-
ian functions in the gathering and preparation of
food, the bowls came into their own as sacred
symbols during the puberty ritual for girls, a com-
munal celebration that transformed the maiden
temporarily into White Painted, or Changing,
Woman, divine mother of the Apache culture
hero Monster-Slayer, whose father was the sun.
Changing Woman, of course, is the holy earth,
whose blessings radiated outward from the pu-
bescent girl as mother-goddess incarnate into the
whole society. During these rituals, which lasted
four days, the finest baskets were used, and new
ones were made, to be heaped full of ceremonial
foods, tobacco, and sacred cattail pollen, symbol
of fertility and plenty. Complexity and beauty of
design, however, are no certain evidence of a
basket’s ceremonial function, for even baskets
normally used in food preparation were likely to
be superbly decorated. Besides, baskets easily
passed back and forth between everyday and rit-
ual use, there being no sharp dividing line be-
tween them. For example, at the conclusion of
her puberty celebration, the maiden would scat-
ter pollen from a basket over the guests, taking
special care to bless the children; she would later
use the same basket for winnowing.

The foundation of Apache baskets typically
consists of three slender, supple rods of willow,
cottonwood, or sumac, with the same material
used for the binding. Four or five coils and about
twelve fine and even stitches to the inch were the
norm. The black designs were made with the
same plant material used by the Pimas and Pa-
pagos, the seed pod of Martynia, or devil’s claw.
The red dye occasionally seen in Apache as well
as Pima storage jars (Plate 27) came from yucca
bark. Apache bowl designs, like those of the
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Pimas, start with a black element in the center,
often a star. The designs are all-over, well inte-
grated, animated, and often very complex, al-
ways in perfect or near-perfect balance. Life
forms include men and women, horses with and
without riders, dogs, deer, birds, and what ap-
pear to be spirit figures. However, purely geo-
metric designs appear to predate the use of
natural forms.

Textiles

Although basketweaving and the weaving of
spun textile fibers are based on the same general
principles and techniques, the latter is much
more complex, requiring manipulation with
some mechanical device, however simple. By
A.D. 500, Anasazi weaving techniques had ad-
vanced to the point where footwear and bags
woven of finely spun yucca or apocynum (dog-
bane or Indian hemp) cordage resemble finely
spun and woven cotton in quality. Agave fibers
were similarly used. By Pueblo Ill, about A.D.
700, the Anasazi had the simple upright loom,
consisting of two vertical poles supporting hori-
zontal bars at top and bottom, perhaps invented
locally, perhaps introduced from Mexico. The
warp, or foundation (comparable to the coil in
basketry), was tied to the upper and. lower poles,
the weft material woven over and under from
side to side. It was on such a simple vertical loom
that an ancient Anasazi weaver, some eight cen-
turies ago, produced the fine polychrome blanket
pictured in Plate 32, one of very few to have
survived in almost pristine condition from the
prehistoric Pueblo period. Far from being simply
a practical craft, weaving involved (and in places
still involves) much sacred symbolism that tied it
specifically to the woman as weaver of the thread
of life, which is why the Moon Goddess is com-
monly the divine patroness of the art of weaving.
It was certainly a sacred occupation among the
ancient Pueblos, for the vertical loom was usu-
ally set up inside the kiva. But here men, not
women, would have to have done the weaving,
and, indeed, this is still the custom among the
Pueblos, at least for weavings that are used only
ceremonially, such as the sashes worn by ka-
china spirit impersonators.

In addition to the upright loom, early weavers
also used the backstrap loom, one end of which
is tied around the weaver’s waist and the other
attached to a beam or tree. Not nearly so simple
In construction as it may appear, the backstrap
loom produced narrow lengths of cloth—used
for headbands, belts, and breechclouts, for ex-
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ample, or for the ceremonial kilts and sashes
worn by the kachinas. It is a very ancient weav-
ing instrument, common to both hemispheres at
least two thousand years ago, a distribution that
has naturally raised questions of independent in-
vention versus long-distance transoceanic diffu-
sion.

Cotton came into use in the Southwest on a
limited scale some two thousand years ago, but
even after it was grown and processed to a signif-
icant degree, other plant fibers, and even feath-
ers, rabbit fur, and mountain sheep wool,
continued to be used. True wool weaving, how-
ever, did not begin until much later, when Na-
vajo women, and some men, emerged as the
master weavers of the nineteenth century.

The history of Navajo weaving should properly
be counted from the first introduction of sheep-
raising into New Mexico by the Spanish, around
A.D. 1600. At some point during the seventeenth
century, the Navajos—then still known to others
as Apachi, a Tewa word meaning stranger or
enemy, or Apachi-Navajo, but to themselves, as
today, Diné, people—adopted sheep-raising,
certainly for meat, possibly for wool. If they had
not already learned to weave by then, weaving
was certainly taught to them by the Pueblo In-
dians who sought refuge in Navajo strongholds
of northern New Mexico following the unsuc-
cessful united Pueblo Rebellion against the Span-
ish in 1680.

Early Navajo weaving was restricted to the nat-
ural- colors of sheep’s wool: white, black, and
brown. Most blankets were striped, on the pre-
historic Pueblo model, but designs were also in-
spired by Mexican serapes and blankets made in
Saltillo and Oaxaca. Beginning in the early nine-
teenth century, new materials were introduced,
especially bayeta, a baize flannel-like cloth im-
ported by Spain from England and then exported
to Mexico. Navajo women, in turn, unraveled,
respun, and dyed it red with Mexican cochineal
for use in combination with their own coarser
homespun wool yarn. Other popular dyes intro-
duced at this time were a deep indigo blue, ma-
roon, purple, pink, green, and yellow, but red
was decidedly preferred. Brightly colored Euro-
pean yarns and the distinctive red yarn produced
in Germantown, Pennsylvania, soon came into
use. In fact the Navajos not only purchased or,
more often, traded for commercial yarns but re-
cycled all kinds of other materials; for example,
they unraveled red flannel underwear and yard-
age, old uniforms, and Army blankets. Some
yarns were acquired already dyed, others the Na-
vajos dyed themselves, initially with natural col-
ors, then increasingly with aniline dyes. A great




(Plate 51). Were these lines to be filled in, there
would be no exit trail for the invisible sources of
life, no way for them to permeate the air with
their breath. Writers who followed Cushing to
Zuni in later years were told that the broken line
represented the lifeline of the potter herself. Were
she to close it off, this would signify the comple-
tion of her own life and thus presage her death.
Symbols never being one-dimensional, no doubt
one explanation is as true as the other.

The conviction that an earthenware jar was not
simply a functional container but a living, breath-
ing being is evident also in the potter’s behavior
during its production. When a woman had
formed her vessel and dried, polished, and
painted it, Cushing reported, she expressed deep
relief that it was now a “Made Being,”” with a
personal existence. This is why, when putting it
in the kiln, she also placed a bit of food inside
and beside it. Because of the pot’s sentient na-
ture, there were restrictions on the kinds of
sounds one might make during its production.
Because, as we have noted, the clang of a pot
when it broke or cracked was thought to be the
cry of its invisible essence as it separated itself
from the vessel, and the ringing sound when it
was struck or the hissing noise when it simmered
on the fire were believed to be cries of distress,
similar sounds might never be made by anyone
while the pot was being finished lest they agitate
the spirit and cause it to escape, which would
crack the pot during drying or break it in the kiln.

Ideology aside, next to basketry, an art that has
for the most part sadly declined in the Southwest,
it is pottery technology that best exemplifies the
extraordinary cultural continuity that is the hall-
mark of the Indian Southwest, from language and
attachment to place to religion, social and cere-
monial organization, architecture, and the other
arts. New materials, forms, and technologies
added to and modified the other crafts, but pot-
tery has remained remarkably stable from its first
appearance in the Southwest around 300 B.C.
among the Hohokams to the present day. Now
as then, Puebloan and other Southwestern potters
form their earthen wares entirely by hand, pri-
marily by coiling, using at most a plate or shallow
bowl to support and shape the base, but not the
potter's wheel, ancient in the Old World byt un-
known in the New before Columbus. Of course
there have been changes over time in form and
decoration, some slow, some sudden leaps.
There has been much experimentation with dif-
ferent slips and colors. There have been real in-
novations as well, which broke with local
tradition. Some of these have been eminently
successful, like the matte black on shiny black

perfected almost by accident in 1918-19 by the
famous Maria Martinez of San Ildefonso and her
husband, Julidn, in the course of experimenting
with prehistoric blackware decoration (Plate 57).
And there were some notable revivals of older
styles, like that pioneered in the 1890s by the
Hopi-Tewa potter Nampeyo of Hano Pueblo, on
the approaches to Walpi atop First Mesa in Ari-
zona (Plate 16). At that time Hopi pottery deco-
ration was in decline. Nampeyo, whose husband
was helping to excavate the prehistoric village of
Sikyatki, restored Hopi pottery to its former dis-
tinction by using the dynamic designs on old Sik-
yatki bowls as an inspiration for a new style of
her own (Plate 51) that still endures in the work
of her descendents.

Almost all Southwestern Indians participated to
one degree or another in the general pottery tra-
dition, and all developed their own specialties.
Considering their much longer history as potters,
it is not surprising that the Pueblos excelled
above all others; while sharing some dominant
vessel forms among themselves, they had the
widest range of design and color preferences.
Some, like Santa Clara, preferred blackware.
Others, like Acoma and its related villages, used
a wide range of motifs and colors, from the com-
pletely abstract (Plate 55) to combinations of life
forms and geometric designs (Plates 49-50).
Acoma, famed since the time of the Spanish con-
quistadors as the virtually impregnable ““sky city”’
atop its steep-sided, free-standing rock in western
New Mexico, was also distinguished among
other Pueblos for the thinness of its vessel walls
and the hardness of its paste. Individual potters
of great distinction are still carrying on these great
traditions with adaptations of the classic designs
and innovations of their own.

To stress continuity, as we have done in this
chapter, is not to ignore or gloss over change.
Change there has always been—gradual, from
within, or sudden, through innovation and con-
tact, not always benign, with other peoples and
new materials and symbols. New technologies
and the exigencies of a market economy have too
often in this century depressed the quality of
workmanship, taste, and artistic spontaneity. So
the arts have had their ups and downs, some of
them virtually disappearing among people who
were not long ago their undisputed masters. Yet
in some instances—silversmithing and the raising
of sheep for wool, for example—new technolo-
gies and materials have actually helped expand
the traditional range of arts and crafts and added
new recruits to the ranks of first-rate artists among
people who were not previously involved.

Nor do we mean to deny that as even those
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most traditional of Southwestern peoples, the
Hopis, have increasingly been forced to come to
terms with a white man’s world that let them be
far longer than it did other First Americans, there
has been some loss of unity of purpose, some
weakening of old ties that bound art, religion,
environment, social organization, politics, and
economics into a single harmonious whole. Still,
what impresses one in the Southwest today is that
the same Hopis who carve kachina dolls for sale
in the Hopi craft cooperative conduct sacred rites
in the kiva and participate in the masked dances
intended to bring the blessings of the kachinas to
the Hopi people. The same Navajo who makes
sandpaintings for sale one day, once an unthink-
able violation of ceremonial behavior, is apt to
be creating a sacred painting the next day on the
dirt floor of a consecrated hogan. In the Indian
Southwest today, in the arts and in the cultural
context from which they arose, continuity and
change are clearly two sides of the same coin.
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Plate 15. Masau’u Kachina, seen here in his wooden effigy,
or tihu, carved in 1939 by William Quotskuyva of New
Oraibi. This is the kachina aspect of the old earth and fire
god Masau’u, whom many Hopis place at the very head of
the pantheon. While he is the divine guardian of the crop-
bearing surface of the earth, his death aspect as ruler of the
underworld and the Hopi dead is expressed by the goggle
eyes and protruding teeth of his skull-like mask. Because
the dead become rain bringers, rain clouds are represented
on his cheeks as colored spots. As kachina doll, he is usu-
ally represented wearing the kachina cape, a wrap-around
blanket skirt of rabbit fur, a kachina sash with a fox tail in
back, and kachina dance moccasins. Some of this clothing
—the wrap-around skirt or dress, for example—is female,
emphasizing the essential god’s male-female nature and
the unity of the sexe$ in the generation of new life. (13%4"
high. Private Collection.)







Plate 16. “Built without design, added to as
need arose, yet constituting a perfectly satis-
fying artistic whole,” is how Edward Curtis,
the photographer and ethnographer of the
American Indians, characterized the Hopi
town of Walpi, dramatically perched at the
end of First Mesa, which he photographed in
1906/07.

Plate 17. In this 1921 Curtis photograph from
Oraibi, members of the Antelope Fraternity,
at right, face those of the Snake Fraternity in
a rhythmic chant that precedes the handling
of the sacred rattlesnakes in the Hopi Snake
Dance. The foliage at right decorates a cot-
tonwood booth that shelters the custodian of
the snakes, kept in jars.




Plates 18 & 19. These striking kachina-like altar figures,
found in an ancient cave in southwestern New Mexico,
suggest a prehistoric origin for the Pueblo practice of rep-
resenting the supernatural kachina spirits in portable
wooden effigies. Radiocarbon analysis has placed these
effigies in the thirteenth century A.p. The one at right is
carved of cottonwood, like modern kachina “dolls,” and
represents a male kachina or deity; the one at left, of stone,
represents a female. The paints are of mineral origin. Both
effigies are embellished with spun cotton. (Left, male, 25"
high; right, female, 14" high. Art Institute of Chicago.)







Plate 20 (opposite). The wooden rattlesnake effigy held in
its teeth and the real rattler fetish around its neck identify
this century-old Zuni kachin-tihu, the proper Hopi name
for kachina “doll,” as Situlili, Rattlesnake Kachina, a spirit
of life and fertility whose Hopi counterparts are the Snake
Dancers. (104" high. Private Collection.)

Plate 21. Her distinctive crow-wing headdress and white
cape identify this nineteenth-century wooden kachin-tihu
as Angwushahai-i, Crow Bride, who assists in the initiation
of youngsters into the kachina cult. (7%" high. Laboratory
of Anthropology, Museum of New Mexico, Santa Fe.)

Plate 22. Kachina “dolls’” are not playthings but are carved
by the fathers and uncles of Hopi children to instruct them
in the characteristics of the spirits who bring rain, fertility

and supernatural protection to the Hopi people and who
are personified in the masked kachina dances. Some ka-
chinas are gods. Ahéla, here portrayed by the late Jimmy
Kwanwytewa, a famous kachina-doll carver, is one of the
oldest identifiable Hopi gods. Ahéla helped bring the peo-
ple to their present homes on three mesas, or tablelands,
in Arizona, and in the growing season he activates the
germination of seed corn and other food plants. (13" high.
Private Collection.)




23. Most kachinas are benevolent spirits of life, fertil-

ind growth, and those qualities are embodied in their
wooden replicas, the kachina “dolls.”” But some serve as
ogres to warn people, and especially children, to adhere
to the rules of life that bind the Hopis to one another, the
land, the food plants, and the ancestors—the Hopi dead
who themselves join the ranks of the kachina spirits as
bringers of rain. One of the most prominent ogres is
Wuyak-kuita, Broad-faced Kachina, represented here with
his typical case mask of painted yucca basketry with buf-
falo horns, horsehair beard, and the wide mouth with jag-
ged teeth that he shares with other ogre kachinas. Some
ogres may have been inspired by historical persons, in
particular the Spanish, who gave the Pueblos reason to feai
them. (294" high. Ca. 1900. Collection Rex and Bonnie

\rrowsmith, Santa Fe, New Mexico.

Plate 24. Some kachinas are thought to be especially pow-
erful healers of disease. Among them is Bear Kachina,
whose brown body paint was made from corn smut. This
fine old kachin-tihu of Bear Kachina was collected in the
1890s by H. R. Voth, the Mennonite missionary and eth-
nographer of the Hopis, in the pueblo of Mishongnovi, on
Second Mesa, Arizona. (85" high. Laboratory of Anthro-
pology, Museum of New Mexico, Santa Fe.)



Plate 25. In 1539, the Zunis of Hawikuh pueblo killed
Estevan de Dorantes, the black companion of Fray Marcos
de Niza, the Franciscan priest who, as the first Spanish
explorer of New Mexico, invented the fabled seven
“golden cities of Cibola.”” Estevan had been sent ahead to
scout the towns of the Zunis, but they refused him entry
and later fell upon him and his party. Estevan may have
been the inspiration for the short-haired black kachinas
called Chakwaina, here seen as a pair of war chiefs and
patrons of hunting fastened to an old Zuni altar that was
hung from the ceiling of the ceremonial kiva in the Chak-
waina dances. (30" wide. 1880—1900. Private Collection.)







Plate 26 (opposite top). Only the Hopi women of Second
Mesa still weave coiled basketry bowls and sacred meal
plaques. Decorated with geometric life forms and four-
directional designs, these are used in kachina and basket
dances and other sacred ceremonies. The flat plaques also
accompany the dead. Indeed, at least on Second Mesa, no
male could hope to gain entry into the company of his
ancestors without a sacred meal plaque. (lLeft, 8" high;
center, 19" and 14" diameter; right, 84" high. 1900-20.
Private Collection.)

Plate 28. The construction of the Navajo ceremonial or
wedding tray is not just a matter of basketry technology
but is strictly regulated according to ritual requirements.
Thus, the rim coil must always end in a direct line with the
spirit path that interrupts the interior design of the sacred
mountains of the world. As exit and entry way for the su-
pernaturals, this pathway must face east when the basket

Plate 27 (opposite bottom). For the nineteenth-century
Pimas, the coiled basketry tray or shallow bowl! served
every purpose filled in the white woman’s kitchen by pots,
pans, bowls, and china. Shamans, or medicine men, also
used woven trays to carry salt from the sea on the sacred
salt pilgrimages and in curing the sick. Women used olla-
shaped storage baskets like the one shown at right, with its
rare dark-red vegetal dye decoration, to transport seeds,
usually balancing the baskets on their heads. (Left, 19"
diameter; right, 13" high. 1890—1900. Private Collection.)

is used ceremonially. In some rituals the same basket tray
turned upside down may also serve as ceremonial drum.
Sacred trays, usually woven for the Navajos by Utes and
other Indian neighbors, are made both full-size and, occa-
sionally, as miniature fetishes, as at left. (Left, 5" diame-
ter; right, 17%4" diameter. 1890—1910. Private Collection.
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te 29. Few nineteenth-century baskets from the South-
e as well documented as this exceptional group of

1al geometric Apache ceremonial bowls. They
ected between 1895 and 1898 by Brigadier Gen-

Settle Godfrey while he served at Forts Grant

Mexico. By the time he was posted to

rey had a long record of fighting In-

barely missed the fate of his

ral George Custer, at the

Little Big Horn. In that historic engagement in 1876, God-
frey, then a lieutenant, commanded Company K, the rear
guard of Custer’s 7th Cavalry. He wrote an authoritative
account, from the Army’s point of view, of that fatal en-
gagement, in which Sioux and Cheyenne warriors wiped
out Custer along with 265 of his troopers. (Diameters:
upper left, 13%s"; lower left, 9"; upper center, 11%:"; lower
center 15'/4"; right, 11'/4". Private Collection.)



Plate 30. Nineteenth-century Pima baskets were generally
decorated with geometric abstractions of vegetation, the
heavenly bodies, or animals and their tracks. Another im-
portant design motif was the tasita, or swastika, a symbol
of the moving sun, which the Indians shared with Asian
peoples. At the turn of the century, naturalistic forms be-
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came popular, particularly among white collectors. They
were sometimes used in combination with the swastika
and other more traditional geometric motits. (Upper left,
121" diameter; lower left, 74" high; upper center, 111/"
diameter; lower center, 92" diameter; right, 111/" high.
1890—-1910. Private Collection.)



The impressive basketry storage jars for
women became famous in the late nineteenth cen-
have been inspired by old Pueblo pottery, but
1/so resemble European bottle-necked vases. Many of
baskets were made for sale to whites, but they also
> used in the Apache household for storing seeds and
The earliest jars were decorated geometrically, like
ldest basketry trays, but toward the end of the last
ntury life forms became increasingly popular. (28" high.

York State Museum.
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Plate 32 (opposite). The splendid development of the
weaving art among the prehistoric Pueblos is evident in
this detail from a 700-year-old twill-weave cotton blanket.
It was found undamaged in 1895 in a southern Utah pre-
historic cliff dwelling. The arid climate had preserved the
blanket, which had been stored inside a pottery vessel that
protected it from the elements, rodents, and insects. These
blankets were woven by men on vertical looms inside the
sacred kiva, or ceremonial chamber. (Full size: 57" x 59"
San Miguel Historical Museum, Telluride, Colorado.)
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Plate 33. Although the famous Navajo “Chief’s Blanket” and women wore them. The earliest type, or First Phase
was never a badge of chieftainship, its high quality of ma- style, ca. 1850-70, had simple patterns of red and blue
terials, precision in the layout and spacing of designs, and stripes. In Phase Two the bands were elaborated with geo-
extra-tight weave made it so expensive that only people of metric designs. Phase Three blankets, like the one shown

here, from about 1885, had serrated or terraced diamonds

some means could afford such blankets. Hence, owning
one did confer some status, and the blankets were in great or triangles, inspired by Mexican weavings. (74" long.

demand as far as the Narthern Plains, where Indian men André Emmerich Gallery, New York.)

Plate 34 (opposite). The distinctive design of serrated dia-
monds and zigzag lines in this Navajo serape, or wearing
blanket, woven about 1875, was inspired not by the Pueb-
los but by Spanish-American weavings and the Saltillo se-
rape made in northern Mexico. Such shoulder apparel be-
came known as Moki blankets, from an old name for the
Hopis. (70" long. André Emmerich Callery, New York.)






Plates 35 (above) & 37 (opposite). For collectors of modern
Navajo weavings, those made at Wide Ruins, like the rug
opposite, are the standard for museum-quality weaving.
The style was first revived in the early 1920s, using natural
colors instead of commercial dyes and traditional, border-
less striped patterns in place of those introduced by white
traders. The original revival had had its start at the Chinle
trading post, under the sponsorship of a wealthy Bostonian,
Mary Wheelwright, and the trader L. C. McSparron. Unfor-
tunately, wholesalers in Gallup, the principal customers
for Navajo rugs, demanded the gaudy colors and bordered
designs that the public had come to believe, erroneously,
were “typically Navajo.” So the revival was slow and spo-
radic until the late 1930s, when the Wide Ruins trading
post, under Sally and William Lippincott, became the new
center of high-quality, natural-dye, borderless rugs woven
in the soft, pastel shades of the Painted Desert. The Wide
Ruins revival style caught on, and today rugs of compara-
ble quality are produced near other trading posts as well,

including Crystal, Burnt Water, Chinle, and Pine Springs.
The blanket above, from between 1890 and 1900, shows
a transitional style, still borderless and with serrated zigzag
lines derived from the Saltillo serape and Spanish-Ameri-
in tradition. It was woven with natural and aniline dyes,
the then-popular lightning pattern. (Left: “56" long.
38—40. University of Colorado Anthropology Museum.

le Collection. Right: 66" long. Private Collection.)

Their hair dressed in the old style, called squash

1, these Hopi maidens posed in 1914 for a photo-

Edward S. Curtis. Traditionally, however, the

ssom symbolized the flower of the sacred Da-

Plate 80), a powerful hallucinogenic plant used

n and personified in"Zuni myth as a superna-
pairr
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Plates 38 & 39. For the Navajos, control of
evil and restoration of health and harmony
depend on the invocation of the supernatur-
als and their mythic deeds in complex and
lengthy rituals which often include dry paint-
ings with colored sands and vegetable pig-
ments as well as chants. The sacred dry
paintings are so numerous and intricate that
it takes specialists years to learn to make
them so accurately and beautifully that the
Holy Ones will feel compelled by the rules
of reciprocity to bestow their blessings and
cure the patient. Once the patient and the
world have been thus restored, the painting
is wiped away and its materials are returned
to nature.

Despite old taboos against making this
ephemeral sacred art permanent, in recent
years sand paintings on boards have been
added to the Navajo art made for sale. Some
of the best, like these two, made in 1979 by
singer-sandpainter Herbert Ben, Sr., are the
work of practicing chanters, much sought
after for their skill and knowledge as masters
of the sacred form of this art. With certain
changes to avoid offending the supernatur-
als, the two paintings belong to the fifty that
make up the Male Shooting Chant.

The sandpainting, Homes of the Buffalo
People (above), depicts the buffalo brought
back to life in their houses in the Otherworld
and harmony restored after a near-fatal en-
counter with the Hero Twins, Monster-Slayer
and Holy Boy, children of Father Sun and
Mother Earth. Buffalo are Plains animals,
which is why the four rows of homes are
Plains tipis. The tipis also signify that the
mythic Navajo heroes traveled far into dan-
gerous places to slay monsters and obtain
powers for good. The four rows of animals
represent the female White Buffalo People in
the east, the male Black Buffalo People in
the west, the male Blue Buffalo People in the
south, and the female Yellow Buffalo People
in the North. In the center is the water that
divides this world from the world beyond. It
is the source from which the buttalo and the
medicine plants receive life-giving moisture,
as indicated by the white lines leading from
each animal to the water.

The Skies (below) is one of the sacred
paintings which Father Sun taught his twin
children. It depicts the Sky world, white rep-
resenting dawn, blue the day sky, yellow
sunset, and black the night sky. Corn, bean,
and squash plants represent the earth; the
birds are messengers, A protective rainbow,
open to the east (top), connects day, eve-
ning, and night skies. (24" square. Private
Collection.)



Plate 40. Endless Snake and Wind People, a sacred Navajo
dry painting seen here in a 1936 watercolor copy by Mrs.
Franc J. Newcomb, is prominent in the Big Starway Chant.
This ceremony is held to cure troubles attributed to ghosts
and witches, such as tension, nightmares, sleeplessness,
mental upsets, and fainting. The patient sleeps on the sa-

cred designs at night to absorb their curative powers. The
four coils are said to encircle the four sacred mountains of
the Navajo universe. Four of these dry paintings are made,
with a black snake on the first day, and a blue, yellow, and
white snake, respectively, on the succeeding days. (Wheel-
wright Museum of the American Indian, Santa Fe.)




ite 4 1. More than any other drv painting, this rendition
Blue Mother Earth from the Shootingway Chant, per-
natched with Father Sky as her identically shaped
ntary opposite—the two halves of creation—

the ultimate in perfection and cosmic har-

Earth, located on the south side and wearing

Iress of the summer skyv, holds a corn plant

vith corn pollen. In the 1iter of her body is

ed the place of emerg after the peo-

ed from the underwor it sprout the

1ts brought up from beloy rn, beans,

squash, and tobacco. Father Sky’s body is the black night
sky, with markings representing the Milky Way, crescent
moon, stars, and constellations. He too holds an ear of
corn and in the other hand his sacred tobacco pouch. A
line of sacred pollen links their mouths, and their repro-
ductive organs are likewise connected. Both wear buffalo
horns marked with lightning and identical Shootingway
Chant headdresses of turkey and eagle fea<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>