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Errata

No. 18 "All Around Rise Hundreds...The Painted Tepee of the Lakota People." Pages 23-38.
Although Webster Ninth New Collegiate Dictionary uses tepee as the preferred spelling, 
professional anthropologists prefer to use tipi.

Shalako Depictions on Prehistoric Hopi Pottery. Pages 77-79.

Figure 4. From Alexander Stephen's Hopi 
Journal, edited by Elsie Clewes Parsons, 
1936, ^Columbia University Press, New 
York. Reprinted with permission of 
publisher.

Figure 6 . Zuni Shalako. Correct illustration 
appears here, replacing figure at bottom of 
page 78. Note also that captions on Figures 
5 and 6 are correct, but figure numbers are 
reversed in text.

We apologize to the authors for any inconvenience these errors may have caused.



FIGURES AND TABLES

HEDLUND
Joe Ben Wheat at Site 5MT3, Yellow Jacket, Colorado, 1983.

CHENAULT
Figure 1. Map of southwestern Colorado showing the location of several major sites. 41
Figure 2. Map of the area surrounding the main Yellow Jacket ruin, including Site 5MT3. 43
Figure 3. Plan map of Kiva A. 45
Figure 4. Plan map of Kiva B. 45
Figure 5. Kiva A grid units containing microflakes. 47
Figure 6. Kiva B grid units containing microflakes. 47

DOYEL
Figure 1. Map of the Tonto Rim-Payson area in central Arizona. 52
Figure 2. Projectile Points from the Hell's Gate sites. 58
Figure 3. Projectile Points from the Hell's Gate sites. 59
Table 1. Western Apache Annual Subsistence Cycle. 61

ELLWOOD and PARKER
Figure 1. Human effigy distribution map. 71
Figure 2. Burial 10, 5MT-1, Porter Pueblo, Yellow Jacket, Colorado. 78
Figure 3. Ceramic artifacts accompanying Burial 10, 5MT-1, Porter Pueblo, Yellow Jacket. 80
Table 1. Human Effigy Vessels. 72

HEDRICK
Figure 1. Points with straight Base. 92
Figure 2. Points with convex arc base. 93
Figure 3. Points with a rounded base. 94
Table 1. Key Linear Attributes. 91
Table 2. Number of Notches on Each Side of Blade. 95
Table 3. Morphological Attributes. 95
Table 4. Stages of Completion and Breakage. 97
Table 5. Types of Material. 97

JETT
Figure 1. Storm-pattern rug from Moore's 1911 catalog. 105
Figure 2. Storm-pattern rug by Susie Nackai, Cedar Ridge area, Arizona, circa 1970. 110
Figure 3. Storm-pattern rug from Moore flyer of between 1903 and 1911. 110
Figure 4. Karachov Kazak carpet, Azerbaijan, nineteenth century. 114
Figure 5. Bergama carpet from Turkey, early nineteenth century. 116
Figure 6. Sketches of various Oriental-carpets compared to the storm pattern's water-bug. 117
Figure 7. Circa-1910 storm-pattern rug with water-bug border. 118

v



L A N G E  A N D  L A N G E
Figure 1. Tablitas as seen by Anna O. Shepard at Cochiti Feast Day Dance, July 14, 1931. 130

MAHANEY
Figure 1. First screen of Navajo rug program introduction. 154
Figure 2. Second screen of Navajo rug program introduction. 155
Figure 3. Branching tree structure showing layout of Navajo rug program. 158
Figure 4. Final screen of the Chief's Blanket branch of the Navajo rug program. 161
Table 1. Regional Weaving Centers Where Named Rug Styles Developed. 162
Table 2. Additional Rug Styles. 166

M A R T O R A N O  a n d  B E A R D SL E Y
Figure 1. Culturally peeled tree located in the Warm Springs Timber Sale area, Carson 177

National Forest, New Mexico.
Figure 2. Replication of the bark-peeling process. 177
Figure 3. Using a scraper made from a baking powder can to separate the edible inner bark 178

from the outer bark during bark-peeling replication.
Figure 4. Peeled tree located at site 5CR214, Custer County, Colorado. 179
Figure 5. Peeled tree located at the Great Sand Dunes National Monument. 179

M O B L E Y -T A N A K A
Figure 1. The interior of the Garlick home in Phoenix in 1897. 187
Figure 2. The hand-written version of the poem written for Charles Garlick by Frank 191

Cushing.

S C H R O E D E R
Figure 1. General vicinity map. 196
Figure 2. Coronado's route from the Pecos Pueblo to the Canadian River. 197

S C O T T
Figure 1. The 1908 Cannonball Ruin excavation crew taken at the Holley Ranch in 205

McElmo Canyon, Colorado.
Figure 2. The south unit of Cannonball Ruin in 1908. 207
Figure 3. Cannonball Ruin as seen from the air in 1982. 209

T IS D A L E
Figure 1. Silver jewelry by Alvin Thompson, Bahti Indian Arts. 216
Figure 2. Beaded T-Shirt, All Wrapped Up. 218
Figure 3. Glazed ceramic platter, Old Town Artisans. 218
Figure 4. Yard art of wrought iron, Old Town Artisans. 221
Figure 5. Wood coyote napkin holders, Wal-Mart. 221

vi



WASHBURN
Table 1. Percentage Frequencies of Center Band Symmetries. 227
Table 2. Percentage Frequencies of End-band Symmetries. 231
Table 3. Percentage Frequencies of Sarape Axial Categories. 232
Table 4. Percentage Frequencies of Navajo Sarape Layouts. 234
Figure la. Typical layout of Navajo sarape with central pmm.2 band and bands above and 228

below in mirror reflection across central horizontal axis.
Figure lb. Band a = pmg; b = plml. 228
Figure 2. Band a = pll2; b = p lm l; c = pmll; d = pma2. 228
Figure 3. Band a = cmm; b = pmg; c = pmm. 228
Figure 4. Band a = pi ̂  gg; b = pmm'2'. 228
Figure 5. Center band = pmm2 diamond structure changed to p i 12 with central zigzags. 228
Figure 6. Center band = pmm2 diamond structure changed topm'm'2 with color. 229
Figure 7. Center band = pmm2 changed to pma'2' with color. 229
Figure 8. Center band = pmm2 changed to p 'l l l  with color. 229
Figure 9. Center band = pm above and below central horizontal axis. 229
Figure 10a. Finite class = d2. 229
Figure 10b. Finite class = d4. 229

WHITEFORD and MCGREEVY
Figure 1. Map of Paiute linguistic groups. 241
Figure 2. Map of Southern Paiute bands. 243
Figure 3. a) Coiled and pitched water jug, b) Twined and pitched water bottle, and 244

c) Twined treasure basket.
Figure 4. a) Carrier, b) Seed beater, c) Coiled parching tray, and d) Seed beater with 246

fender.
Figure 5. a) Winnowing tray, b) Coiled decorated bowl, c) Coiled decorated bowl, 248

d) Decorated olla, e) Twined cap, and f) Twined cap.
Figure 6 . a) Early decorated bowl, b) "Navajo wedding basket," c) Carrying frame, 249

d) Work bowl, e) Old style coiled bowl, and f) Old style coiled bowl.
Figure 7. a) Parching tray, b) Coiled tray, c) Twined pitch container, and d) Two baskets 250

with designs derived from Navajo wedding baskets.
Figure 8. a) Design with Apache-style animals, and b) Butterfly design. 251

WILKINS
Figure 1. E. A. Burbank painting. 258
Figure 2. Flenrietta Grinnell Cole home. 259
Figure 3. Navajo silk blanket. 260

vii



PUBLICATIONS OF THE ARCHAEOLOGICAL SOCIETY
OF NEW MEXICO

PAPERS

No. 1 Collected Papers in Honor of Lyndon Lane Hargrave.

No. 2
10 papers, 170 pages. 1968. $7.00. 

Collected Papers in Honor of Florence Hawley Ellis.
20 papers, 489 pages. 1975. (Out of Print)

No. 3 Collected Papers in Honor of Maijorie Ferguson Lambert. 
15 papers, 264 pages. 1976. $14.00

No. 4 Collected Papers in Honor of Bertha Pauline Dutton.
11 papers, 206 pages. 1979. (Out of Print)

No. 5 Collected Papers in Honor of Helen Greene Blumenschien. 
12 papers, 252 pages. 1980. $14.00

No. 6 Collected Papers in Honor of Erik Kellerman Reed. 
13 papers, 273 pages. 1981. $14.00

No. 7 Collected Papers in Honor of John Runyan.
9 papers, 202 pages. 1982. $14.00

No. 8 Collected Papers in Honor of Charlie Steen Jr.
15 papers, 287 pages. 1983. $14.00

No. 9 Collected Papers in Honor of Harry L. Hadlock.

No. 10
15 papers, 175 pages. 1984. $14.00

Southwestern Culture History: Collected Papers in Honor of Albert H. Schroeder.

No. 11
21 papers, 258 pages. 1984. (Out of Print)

Prehistory and History in the Southwest: Collected Papers in Honor of Alden C. Hayes.

No. 12
14 papers, 176 pages. 1985. (Out of Print)

By Hands Unknown: Papers on Rock Art and Archaeology in Honor of James G. Bain.

No. 13
13 papers, 164 pages. 1986. $15.95

Secrets of a City: Papers on Albuquerque Area Archaeology in Honor of Richard A. Bice.

No. 14
18 papers, 237 pages. 1987. $15.95

Reflections: Papers on Southwestern Culture History in Honor of Charles H. Lange.

No. 15
19 papers, 288 pages. 1988. (Out of Print)

From Chaco to Chaco: Papers in Honor of Robert H. Lister and Florence C. Lister.

No. 16
14 papers, 195 pages. 1989. $15.95 

Clues to the Past: Papers in Honor of William M. Sundt.

No. 17
25 papers, 387 pages. 1990. (Out of Print)

Puebloan Past and Present: Papers in Honor of Stewart Peckham.

No. 18
18 papers, 227 pages. 1991. (Out of Print)

Archaeology, Art, and Anthropology: Papers in Honor of J. J. Brody. 
20 papers, 241 pages. 1992. (Out of Print)

No. 19 Why Museums Collect: Papers in Honor of Joe Ben Wheat. 
20 papers, 267 pages. 1993. $19.95 
(One free copy with 1993 membership)

Nos. 1-19 (in print) are available from COAS Publishing and Research, 317 North Main, Suite 201, Las Cruces, New 
Mexico, 88001.

AWANYU: The Quarterly journal was discontinued December 1977. For back issues contact COAS Publishing and 
Research at the above address.
AWANYU NEWSLETTER: Distributed to members only. No back issues in print.

viii



Preface

Why Museums Collect honors Joe Ben Wheat for his contributions to our current 
understanding of Southwestern archaeology and ethnology and his efforts to preserve this 
knowledge through museum collections.

In his own modest way, Joe has given unselfishly of himself to his students, colleagues, 
and the public. By generously sharing his knowledge, he has enabled all of us to learn 
something new about other peoples and cultures.

Joe's dedication to collecting and preserving items of material culture from many 
different societies has allowed us to better understand the people who created these items. 
Because of his foresight in collecting, preserving, studying, and interpreting these items, 
scholars and the public have learned and will continue to learn about other past and 
ethnographic cultures.

Joe, on behalf of the Archaeological Society of New Mexico, thank you for all of your 
many contributions that have enriched our lives.

Meliha S. Duran 
David T. Kirkpatrick

March 1993

The editors wish to thank Katherine Mitchell for her assistance in the desktop 
publishing for this volume.
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Joe Ben Wheat at Site 5MT3, Yellow Jacket Ruins, Colorado, 1984. 

Nancy Mahaney photo, University of Colorado Museum.
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JOE BEN WHEAT

Ann Lane Hedlund

I remember going into Joe Ben 
Wheat's office in 1974 as a naive 
undergraduate student and explaining what I 
wanted to do the following summer. I had 
found a field school in Texas that offered 
experience in digging a Paleoindian site—did 
he know anything about it? His modest 
response was characteristically measured, in 
an accent tinged with west Texas origins: 
well, he knew the site held great interest for 
the study of Paleoindian people and bison 
hunting, that it was first excavated in the late 
1930s, and that, well, it was first investigated 
by a guy named Joe Ben Wheat.

At the time, I only knew about 
Wheat's landmark research on Southwestern 
textiles, but here was an entirely different 
world in which he was also involved. 
Indeed, from High Plains Paleoindians, lithic 
analysis, and the study of bison butchering; 
to the settlement patterns and ceramics of 
Mogollon and Anasazi peoples of the 
Southwest; to historic Pueblo, Navajo, and 
Spanish weaving techniques and traditions, 
Joe Ben Wheat has established a long
standing and outstanding career in both

archaeology and ethnohistory.

232323232323

Joe Ben Wheat was born in Van 
Horn, Texas, on April 21, 1916. His name 
hales from the southern appellation Joe Ben, 
not the Arabic-sounding Ben Wheat. As a 
young boy, like many archaeologists-to-be, 
he hunted "arrowheads and Indian stuff" in 
the sand dunes and caves outside his small 
West Texas community. By the age of 
eleven he had amassed a substantial and 
widely known collection of Indian artifacts, 
many displayed in his family's hardware 
store. Through his contacts with professional 
archaeologists and his own lively 
imagination, Joe Ben rapidly became 
interested in the people who were represented 
by his goodies. During an archaeological 
survey of West Texas, E. B. (Ted) Sayles 
came from the Gila Pueblo in Globe, 
Arizona, to see Joe Ben, when he was in his 
early teens, and his discoveries. J. D. 
Figgins, the original discoverer of the 
Folsom Site, also came to see him. After a 
visit by Frank Merrill Setzler of the

ASNM: 19. Why Museums Collect: Papers in Honor of Joe Ben Wheat 1



Smithsonian, young Joe Ben received several 
monographs and a letter on becoming an 
archaeologist from Setzler. Years later, as 
secretary of the Society for American 
Archaeology (SAA), Wheat remembered this 
act and established a formal program to 
answer and track public queries about careers 
in archaeology.

Victor J. Smith of Sul Ross Teachers 
College in Alpine, Texas, influenced Joe Ben 
in a major way. Trained at the University of 
Chicago under Faye Cooper-Cole, he trained 
the 13 year old to make proper surface 
collections and excavations and to keep 
appropriate records while working at Bat 
Cave in the Diablo Mountains in West Texas. 
After graduating from high school in 1933, 
Joe Ben entered Sul Ross. Attendance at a 
regional American Association for the 
Advancement of Science meeting had a big 
impact on him that year, leading to a trip to 
Mexican archaeological sites with Texas 
Tech's William Curry Holden the following 
summer. In his second semester at Sul Ross, 
he was assigned to design an exhibit case for 
a cache of Mount Livermore points—his first 
museum work. After spending his 
sophomore year at Texas Tech University, 
Joe Ben transferred to the University of 
California at Berkeley to complete his 
degree. There he studied with Alfred L. 
Kroeber and Robert Lowie.

The following years saw Wheat 
excavating early-horizon sites in central 
California, surveying major cave sites across 
Nevada, working at the family hardware 
store to pay back school debts, directing the 
Lubbock Lake Site archaeological project in 
Texas, investigating another series of West 
Texas sites, and examining the Casas 
Grandes ruins in Chihuahua, Mexico.

During World War II, for "four 
years, eight months, and twenty days," 
Wheat served with the U. S. Army's Air 
Force. After working with the photographic 
and communications section, he headed the 
Intelligence Section of the 499th Bomb 
Group, 21st Wing. Following training in the 
U.S., he was stationed in Guam, Tenian, and 
Saipan where, among other things, he took 
special interest in carving tropical woods.

A post-war semester at the Kansas 
City Art Institute later proved instrumental 
for preparing report illustrations, and the 
following six months spent in Mexico with 
war buddies allowed him to explore Mexico 
City, Veracruz, and environs. At an 
American Anthropological Association 
(AAA) meeting in Chicago, Frank H. H. 
Roberts enlisted Wheat to conduct a 
Smithsonian Institution River Basin survey 
for Texas. During this time, he also met 
Frances Irene (Pat) Moore, a red-haired 
musician who was then working as a 
secretary in El Paso. Joe and Pat were 
married on April 6, 1947, and, until her 
death in 1987, the two formed an inseparable 
team.

The Wheats lived in Tucson from 
1947 to 1953, while Joe attended graduate 
school, working under Emil Haury and 
Edward H. Spicer. Charles DiPeso and 
Wheat were the first to receive Ph.D. degrees 
in anthropology from the University of 
Arizona. Wheat recalls that, because the 
program was new, it rigorously combined all 
requirements of each professor's alma 
mater—C hicago, Berkeley, and Harvard. 
During that time, Wheat was a field foreman 
at Point of Pines, served as an acting 
instructor in the Department of Anthropology 
and a ranger/archaeologist at the Grand

2 ASNM: 19. Why Museums Collect



Canyon, and received a Ford Foundation 
Fellowship to complete his studies.

Wheat's M.A. thesis was published as 
Bulletin No. 154 of the Bureau of American 
Ethnology: An Archaeological Survey o f the 
Addicks Dam Basin, Southeast Texas (1953). 
His doctoral dissertation was published in 
two parts: Mogollon Culture Prior to A.D. 
1000 came out jointly as a Memoir No. 82 of 
the American Anthropological Association 
and Memoir No. 10 of the Society for 
American Archaeology in 1955, and Crooked 
Ridge Village: Arizona W:10:15 was
published by the University of Arizona in 
1954.

In 1953 Wheat became the first 
Curator of Anthropology and Assistant 
Professor of Natural History at the University 
of Colorado Museum, the institution where 
he was based until he retired as Curator 
Emeritus in 1986. Throughout his tenure at 
CU, he assiduously turned down offers of 
administrative advancement and jobs from 
other institutions, as he continued his lifelong 
commitment to field archaeology, museum 
research and curation, and teaching.

At Yellow Jacket, in the middle of the 
alfalfa and bean fields of southern Colorado, 
Wheat sought an Anasazi site from the same 
time period (Basketmaker/ Early Pueblo) as 
that of his dissertation work on the Mogollon 
culture. Since 1954, he has influenced 
several decades of archaeology students 
through summer field schools at Yellow 
Jacket. Some participants fondly recall being 
dubbed "Joe Ben's Girls" in the days when 
the field crew was predominantly female (and 
before the times when that would be termed 
sexist); others recall playing rollicking games 
of improvisational "ID or Die" with

potsherds found at the site. Pat Wheat's 
flamenco guitar playing in the evenings is 
remembered nostalgically by many.

Interest in Yellow Jacket's "big 
picture" led Wheat to devise ways to carry 
cross-sections across the entire site. Rather 
than dig in artificial or isolated stratigraphic 
units that could only give him a sense of 
gross changes, he instructed students to 
excavate following natural levels and units. 
This allowed greater analysis of intrasite 
relationships. His interest in cycles of site 
formation, occupation, abandonment, and 
subsequent destruction was ahead of its time.

Other research projects arose during 
his tenure at CU. One of his National 
Science Foundation (NSF) grants brought in 
Roy Carlson (now at Simon Frazer 
University) for three years to write up 
materials amassed by Earl Morris. After an 
eastern Colorado survey in 1954, Wheat 
conducted his first Colorado Paleoindian 
excavations at the Olsen-Chubbock Site 
during 1958 and 1960. He was part of the 
University of Colorado expeditions to Sudan 
and Tunisia, where his Paleolithic and 
Mesolithic research extended in 1962, 1963, 
and again in 1966. His investigations on the 
early humans in Colorado continued, with 
NSF support, in 1968 and 1970 at the 
Jurgens Site.

In 1972 a sabbatical leave allowed 
Wheat to embark on an ethnohistoric project 
concerned with textiles from the American 
Southwest. The main goal was to establish a 
key for the nineteenth-century Navajo, 
Pueblo, and Hispanic textiles. His aim was 
to analyze and photograph as many museum 
specimens as possible and to compare their 
physical traits with historic written records.

Ann Lane Hedlund 3



He mounted a nationwide, and indeed 
international, search for documented textiles 
in public collections. After viewing 3,500 
textiles and closely analyzing and 
photographing about 2,000 specimens with 
documentation, "...Wheat developed a time 
line for textiles woven in the Southwest based 
upon materials, techniques, design styles, and 
historical correlations. Many earlier 
assumptions regarding native weaving were 
challenged. Today, a much clearer picture of 
the evolution of southwestern textile 
production can be drawn because of Wheat's 
pioneering work. Curators, collectors, and 
other researchers now have a standard set of 
tools with which to identify Native American 
and Hispanic fabrics" (Hedlund 1990:7).

As Curator of Anthropology at the 
University of Colorado Museum, Wheat built 
the collections, developed both permanent 
and changing exhibits, and tirelessly trained 
students and met with the public. He 
oversaw the growth of the ethnographic 
holdings from fewer than a hundred 
specimens to a collection of over 15,000 
objects with worldwide coverage. The 
archaeological collections, established largely 
by Earl H. Morris early in this century, grew 
significantly in size and scope under Wheat's 
direction. (See related article by Lange and 
Leonard in this volume.) He encouraged 
research in the museum, in order "to 
'excavate' collections that were already there 
and put on record those things that had been 
excavated a long time before but had never 
seen the light of print" (Wheat, personal 
communication). No matter how busy his 
schedule, he always welcomed discussion 
with students, colleagues, and all other 
earnest visitors.

For his professional accomplishments,

Wheat received the Colorado State
Archaeologist's award in 1981, the Robert L. 
Stearns award in 1982, the Clarence T. Hurst 
award in 1990, and the Byron S. Cummings 
award in 1991. He has been listed in Who's 
Who in America since 1982 and in Who's 
Who in the West from 1960 to 1982. He 
served as president of the Society for 
American Archaeology in 1966-67, as 
secretary from 1964-66, and received their 
50th Anniversary award. He was also
president of the Council for Museum 
Anthropology in 1977-1978 and is a fellow 
of the American Anthropological Association 
and the American Association for the 
Advancement of Science. Ever generous
with his knowledge, he consults with many, 
many museums, including the Smithsonian 
Institution, Museum of International Folk 
Art, the Textile Museum, the Heard 
Museum, California Academy of Sciences, 
University Museum at the University of 
Pennsylvania, and the Minneapolis Institute 
of Art.

Beyond the chronology of a life well 
spent and beyond the many specific
contributions that Joe Ben Wheat has made to 
science and anthropology, three themes stand 
out: his personal commitment to teaching and 
lifelong learning, his faithfulness to the 
materials he studies, and his overall humanist 
objectives—never to forget the people behind 
the artifacts and site plans. (I should note 
that a complete list would include a fourth 
theme—a persistent habit of punning 
whenever possible, but as Joe himself would 
say, "Tempus fidgits.")

As a teacher, Joe encourages 
independent discovery. Always ready to
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discuss an idea or share a book, he prompts 
students and colleagues to find things out for 
themselves. He provides a model framework 
for inquiry and sets students free to explore. 
Perhaps that is why, for most of his career, 
he found his professional home in a museum 
that serves as an intellectual forum, rather 
than in an academic department that might 
center on classroom lecturing.

Joe brings to his own work and to the 
training of students an unbending honesty 
toward material evidence that is unearthed, 
no matter where it's found—in the ground, 
among the archives, or inside museum 
storage cabinets. Avoiding facile
categorization of his own orientation, he 
notes, "In science, theories come and go as 
fads, but you can't understand a culture 
without knowing the society's objects." 
Whether it is Olsen-Chubbock bison bones, 
Yellow Jacket watchtowers, or Navajo 
blankets, he approaches each empirically and 
forms hypotheses based on thorough 
observations.

Finally, Joe never forgets his work is 
ultimately about people, not tools, or 
timelines, or technicalities. Standing on a 
low sage-covered hillock looking out over the 
Yellow Jacket sites, listening to Joe talk, you 
would think that the Anasazi had left just 
yesterday to go visit grandma. They are that

alive to him. His designs for the University 
of Colorado Museum's permanent displays in 
the Hall of Man (now closed) brought people 
and their activities to the fore, rather than 
simply pedestaling objects. In his exhibits, 
he has always said, ideas should be illustrated 
by things, not the reverse. A pervasive goal 
has always been to educate the general public 
by relating past objects and activities to 
present-day ones.

Past meets present in Joe Ben Wheat's 
personal life, too. In March 1992, Joe
married Barbara Kile Zernickow, whom he 
had dated in Hutchinson, Kansas, in the early 
1940s, before he went overseas. After 
almost 50 years apart, they rekindled their 
relationship in 1991, after mutual friends 
Martha Harrod and Frada Naroil put them in 
touch with each other. For many years 
Barbara had taught math and served as 
counselor and psychometrist at a high school 
in China Lake, California, where her late 
husband, a Navy physicist, was stationed. 
After retiring to Carson City, Nevada, she 
worked with an oral history program in the 
community library. Joe and Barbara Wheat 
now live in Boulder, Colorado, and have 
joyfully woven their lives' threads together.

Arizona State University, Tempe
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LEHMER'S JORNADA 
MOGOLLON

Patrick H. Beckett

Since Donald Lehmer's publication of 
The Jornada Branch o f the Mogollon in 
1948, a number of archaeologists have 
attempted to modify the concept and dating 
of the originally published data. In this 
paper I will discuss some of these 
modifications and the current knowledge of 
the Jornada Mogollon.

I had the pleasure of talking at length 
with Donald Lehmer at a series of Society of 
American Archaeology (SAA) meetings in 
the late 1960s and early 1970s. Don was 
teaching at Dana College at that time. He 
was amazed at how little had been done 
archaeologically in the intervening years in 
the Jornada Mogollon area and that his 
publication was still the major work of the 
area.

Corley (1965) noticed how similar the 
archaeological assemblages in eastern New 
Mexico and west Texas were to Lehmer's 
Jornada Mogollon. Corley proposed an 
extension to the Jornada Mogollon, which 
moved its eastern border into west Texas. At 
that time, the artifact assemblages and phase

dates of the extension were given as 50 years 
later, at most, as it was thought that this area 
must have been a proverbial backwater.

Schroeder (1991) sees a problem with 
the eastern extension: Corley (1965) extended 
the eastern boundary of Lehmer's Jornada 
Mogollon, including the Hueco phase, from 
west of the Pecos River into the Midland, 
Texas, area. This proposed development of 
the Jornada Mogollon out of the Cochise 
opposes Haury's (1940) suggestion, as well 
as Sayles and Antevs' (1941) idea, of a 
Mogollon derivation from the San Pedro 
phase of the Cochise. Wheat (1955:30) 
agreed with Haury and raised the question of 
whether the Jornada was a Mogollon branch 
or a Mogollonized branch?

Most of Schroeder's (1991) comments 
have a certain amount of validity. In the 
middle and late 1960s, I was helping to date 
soil horizons with John Hawley and Leland 
Giles, geologists with the Desert Soils 
Project in southern New Mexico. We dated 
a number of soil horizons based on the 
archaeological evidence in the soil horizons.
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It was noticed that the A.D. 900 dates given 
for the beginning of the Mesilla phase 
seemed to be late for the area. The first hard 
evidence for this was provided by Pierre 
Morenon's (1978) excavation at Placitas 
Arroyo. Dates ranging from 1260 +  70 
B.P. to 2030 ±  80 B.P. were encountered 
with pithouses and ceramics. Ceramics 
included both Alma Plain and El Paso Brown 
wares. These radiocarbon dates gave the first 
positive proof that the A.D. 900 date would 
soon fall and that El Paso Brown ware would 
eventually date at least 700 years earlier than 
first believed.

I asked Donald Lehmer how he had 
arrived at both the early and terminal dates 
for the Jornada Mogollon. The lateness for 
the beginning of the Mesilla phase and its 
associated El Paso Brown wares was based 
on the assumption that the ceramic 
technology arrived in southern New Mexico 
after its arrival in the Four Corners area of 
the southwest.

The cutoff date of A.D. 1400 for the 
El Paso phase was based on the absence of 
glaze wares later than Glaze A in the ceramic 
trade ware assemblages. Recent work in the 
adjoining area to the north (Piro and Tompiro 
pueblos) has shown that Glaze A is present 
up until Spanish contact (Beckett 1981; 
Cordell and Earls 1984; Marshall 1987).

The early cutoff date for the El Paso 
phase led researchers to regard a temporal 
hiatus from approximately A.D. 1400 to 
almost the time of Spanish contact. 
Rethinking of the Glaze A problem and its 
late dates resulted in linking up the historic 
Man so to Lehmer's El Paso phase of the 
Jornada Mogollon (Beckett and Corbett 
1992).

In the late 1970s, Whalen (1977, 
1978) suggested that the three-phase system 
of Lehmer's southern half of the Jornada 
Mogollon (Mesilla, Dona Ana, and El Paso 
phases) should in reality be only two. The 
rational was that the Dona Ana phase was 
only a transitional period between the two 
other phases. Consequently, Whalen 
(1977:139-40) ended the Mesilla phase and 
concurrently started the El Paso phase at 
A.D. 1150. Debate has occurred whether 
there are two or three phases in Lehmer's 
original sequence.

El Paso Brown and El Paso 
Polychrome rim shapes were proposed as 
temporal markers for Whalen's (1977:153- 
158) period designations. While using El 
Paso Brown to designate Mesilla phase and 
El Paso Polychrome to designate El Paso 
phase is not a departure from Lehmer's 
original concept, Whalen's work on rim 
shapes for these two periods has been utilized 
by researchers working in the area for the 
last 15 years.

The vast majority of archaeological 
work has been done in the southern half of 
the Jornada Mogollon (excluding Mexico) 
since the passage of the Moss-Bennett bill in 
1973. The major exception to this has been 
the excellent data provided by Jane Kelly 
(1984, 1991) during her long-term interest 
and work in the Capitan, New Mexico, area, 
and Regge Wiseman (1976, 1986, 1991), 
who has excavated a number of sites around 
Bent, New Mexico, and in other areas in the 
northern half of Lehmer's Jornada Mogollon. 
Outside of a few other excavations and 
surveys, this northern area begs for a 
regional synthesis.

The term Hueco or Hueco phase has
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been used in southern New Mexico, west 
Texas, and Chihuahua, Mexico, as the 
underlying preceramic phase of Lehmer's 
(1948) Jornada Mogollon. The term Hueco 
was originally coined by E. B. Sayles (1935) 
in order to distinguish it from the Big Bend 
and Pecos River Cave Dwellers and the other 
stages falling into the Trans-Pecos region.

Although Lehmer (1948) used Hueco 
as a preceramic horizon, original researchers 
(Roberts 1929:14; Cosgrove 1947:164, 171) 
thought the artifacts in the Hueco phase were 
probably closer to Basketmaker than any 
other period.

During the First Jornada Mogollon 
Conference, held in Las Cruces, New 
Mexico in 1979, I (Beckett 1979:225) stated: 
"the name 'Hueco phase' needs to be 
dropped from the literature entirely. If the 
name 'Hueco phase' is to be retained then it 
should be redefined as a late preceramic 
horizon. The main problem in retention of 
the name 'Hueco' is that there appears to be 
more than one preceramic horizon in the 
Jornada Mogollon area. Thus, the whole 
preceramic horizon underlying the Jornada 
Mogollon should also be redefined."

I (Beckett 1979:223) dismiss 
Lehmer's contention that the Hueco underlies 
the entire Jornada Mogollon cultural area. 
At that time the Fresnal Shelter excavations 
being done by Mark Wimberly and early 
Human Systems Research (HSR) surveys 
indicated that the Archaic assemblages were 
different from those I saw in my regional 
surveys west of the San Andres Mountains 
(Beckett 1973).

Current research in south-central New 
Mexico and northern Chihuahua has indicated

that the southern portion of this area is part 
of the Archaic Chihuahua complex that 
occupies the same geographical area as 
Lehmer's (1948:10) southern sequence and is 
an adaptation unique to the northern half of 
the Chihuahua Desert.

The uniqueness Lehmer saw and 
described for the Formative Jornada 
Mogollon also appears to be true for the 
underlying preceramic sequences. The 
preceramic sequence underlying the northern 
half of the Jornada Mogollon is still poorly 
known and undefined as a sequence. It is 
definitely different from the southern 
sequence that occupies the northern half of 
the Chihuahua desert.

In order to retain and redefine the 
Hueco phase, MacNeish and I (1987) 
retained a Hueco phase (900 ±  200 B.C. to 
A.D. 250 + 200) as the last preceramic 
phase in the Chihuahua complex that 
underlies Lehmer's (1948) southern half of 
the Jornada Mogollon. By keeping the 
Hueco phase as the last preceramic phase in 
the Chihuahua tradition, the early 
descriptions of this phase are still valid 
although the age of the phase has been 
pushed back in time approximately 700 
years.

COAS Publishing and Research, Las Cruces
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Prior to the mid-1960s, the 
archaeology of the Flagstaff region can 
accurately be termed "Colton Archaeology." 
With the exception of some early 
explorations by Jesse W. Fewkes and Dean 
Bryon Cummings, almost a half-century of 
investigations were influenced in one way or 
another by Dr. Harold Sellers Colton. This 
overriding influence is reflected in many 
ways: the early archaeological surveys of the 
region, the establishment of the Museum of 
Northern Arizona (MNA), the personal 
support the Colton family provided 
archaeological projects, the encouragement of 
museum staff members and persons from 
other institutions, and publications covering a 
variety of natural history and cultural topics.

INTRODUCTION

It behooves me to explain the title of 
this paper. The archaeology of the Flagstaff 
region has been variously viewed in the past 
(and possibly still today) as peripheral to the 
mainstream of southwestern archaeology, 
relatively unimportant and hence 
uninteresting, a special area of investigation

FLAGSTAFF AS A 
MICROCOSM OF 
SOUTHWESTERN AND 
AMERICAN ARCHAEOLOGY

David A. Breternitz

by the Museum of Northern Arizona (MNA), 
and uninspired. Reviewing the development 
of American and southwestern archaeology 
indicates that these allegations are hardly 
true. Under the aegis of Dr. Colton, a 
variety of interdisciplinary investigations, in 
the true natural-history sense of the word, 
were undertaken that have marked the 
development of American archaeology over 
the past 50 years or more. Many ancillary 
studies, special investigations, attempts to 
relate divergent bodies of information were 
being conducted by Dr. Colton and his 
associates contemporaneously or even well in 
advance of systematic interdisciplinary 
studies elsewhere. Consequently, when we 
look at "Colton Archaeology," we see a 
microcosm of southwestern and American 
archaeology and not just a local or regional 
example of archaeology in isolation.

REVIEW AND COMMENT

The foundation of recent 
archaeological work in the Flagstaff region 
lies in the activities of Dr. Colton and his 
associates; the efforts of those persons and
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some of their contributions deserve review. 
Not everyone who has conducted significant 
investigations can be noted, and I will not 
prioritize their contributions; however a few 
workers deserve to be highlighted, with brief 
accounts of the extent and depth of their 
accomplishments.

Dr. Harold S. Colton

Doctor (never Doc, or Mr., or 
Harold) encouraged and supported a vast 
variety of studies and people, and his 
personal interests and contributions illustrate 
the true Renaissance flavor of his career. 
Ignoring the time factor (because his interests 
grew over a half century and are so 
intertwined), a few examples illustrate his 
compelling interests in all things cultural and 
natural. As a preface to this brief 
enumeration of his contributions, I wish to 
communicate a feeling for Doctor's modus 
operandi. As far as I know, Doctor never 
personally dug a pit structure, but he 
continually encouraged others to seek 
knowledge. He never spoke an unkind word. 
When he displayed his unique, crisp sense of 
humor, it always turned out that he was the 
butt of the joke—the kind of humor that was 
totally inoffensive. Perhaps this
characteristic is best illustrated by a remark 
he made to me when I asked him about the 
where and why for selecting sites to excavate 
in the Flagstaff region. I made inquiry to 
solicit some comment on the rather 
uncomplimentary remarks made by Harold S. 
Gladwin in his "Review and Analysis of the 
Flagstaff Culture" (Gladwin 1943).

Gladwin's introduction stated in effect 
"and now to review the Flagstaff Follies." 
Gladwin hammered away at the fact that the 
cultural/architectural sequence proposed by

Doctor did not make much sense. Doctor 
chuckled and told me that "certainly we had 
an idea of the patterns on the basis of our 
surveys and excavations but we kept finding 
sites that looked different so we dug those 
that did not seem to fit the pattern" (not a 
direct quote). In other words, Doctor said 
'"We dug the oddballs; no wonder it does not 
make sense." He neither apologized for his 
actions nor chastised Gladwin for the unkind 
remarks, but rather blamed himself for the 
fact that Flagstaff archaeology was difficult 
to understand and interpret on the basis of 
what had been done prior to that date. The 
bible for Flagstaff archaeology, Colton's The 
Sinagua (1946), was indeed a partial 
response to Gladwin—his attempt to 
synthesize everything that was known about 
Flagstaff archaeology as of the mid-1940s.

Before listing some of Dr. Colton's 
many interests and contributions, another 
anecdote comes to mind. All the pottery 
recovered from the early excavations was 
buried so it could be recovered when further 
analysis was feasible and techniques were 
more advanced. During World War II 
Doctor wrote The Sinagua and went back to 
look at all the materials recovered from the 
earlier excavations. Many had been buried in 
the flat in front of the Colton Gate House and 
keyed to a fence line. The property actually 
belonged to Mrs. Colton and she had, 
unknown to Doctor, had a new fence put in. 
When Doctor and his helpers went to retrieve 
the buried treasures, none appeared because 
their reference points (fence posts) had been 
changed. After a period of digging random 
holes they located a buried collection and 
then could relocate the remainder of the 
buried ceramics on the basis of a sketch map 
showing the relative locations of each buried 
site collection. Again, Doctor made himself
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the butt of the story and chuckled over its 
implications.

But, to digress—the list of Doctor's 
contributions reads like the achievements of a 
modern day Leonardo de Vinci.

Archaeological Surveys.
Doctor conducted the first surveys in 

the Flagstaff region and published the results 
to serve a variety of audiences (Colton 
1932a; Colton and Colton 1918).

Ceramics.
Perhaps the world of archaeology 

remembers Doctor most for his investigations 
of prehistoric ceramics. With Lyn Hargrave 
as his primary collaborator, he not only 
described the pottery types of Northern 
Arizona, he established the rules for naming 
and assigning cultural affiliations and 
temporal designations and the technological 
details necessary for comparisons and 
distinctions (see Colton [1952-1958]; Colton 
and Hargrave [1935, 1937] to name only a 
few).

One of the most useful chronological 
tools was the development of Ceramic 
Groups (types of pottery that appear together 
during specified time periods). Basically 
these Ceramic Groups are still utilized, albeit 
with modern refinements. Here, another 
anecdote seems appropriate.

At the 1929 Pecos Conference, 
Harold S. Gladwin gave an oral report on the 
results of a stratigraphic test in Turkey Cave, 
Navajo National Monument. On the basis of 
this report, Doctor developed his Ceramic 
Groups for Northern Arizona, specifically for 
the Kayenta Anasazi. The Gladwin 
collections were transferred to the Arizona

State Museum when Gila Pueblo ceased to 
exist, but they could not be relocated in the 
early 1960s. As a consequence, it was 
deemed feasible to try and replicate the 
original collection, as a check on Doctor's 
Ceramic Groups. This attempt did not 
duplicate Gladwin's reported stratigraphic 
ceramic sequence from Basketmaker III 
through Pueblo III, but nonetheless, Doctor's 
Ceramic Groups have stood the test of time 
and have been utilized outside of the 
Flagstaff and Kayenta regions as well (see 
Breternitz 1969; Windes 1977:281-285).

In addition, the establishment of the 
Ceramics Repository at the MNA was 
designed to assemble in one place a study 
collection of the actual pottery utilized in 
defining pottery types from the entire 
Southwest.

Museum o f Northern Arizona.
This regional museum and research 

center was formally established in 1928 
(officially as the Northern Arizona Society of 
Science and Art, Inc.). As an institution for 
display, collection, research, and publication, 
and as a headquarters for visiting scholars, it 
has served and continues to serve as a unique 
and valuable scientific and humanistic 
organization.

The early work conducted by the 
MNA was basically sponsored and financed 
by Colton. Small grants were sometimes 
obtained, especially by visiting scholars and 
institutions, but for the most part it was 
Doctor and the Colton family that supported 
this institution and its activities. In some 
ways this situation is reflected in the small- 
scale, sometimes incomplete, excavations that 
were conducted (a bone of contention with 
Harold S. Gladwin, as previously noted).
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The MNA did not have the resources to 
conduct large-scale expeditions such as those 
that were carried out by Harvard (e.g., 
Alkali Ridge, Awatovi), Peabody Museum 
(e.g., Pecos), or Gila Pueblo (e.g., 
Snaketown, the Cochise Culture, the 
Mogollon Culture). Even in the late 1950s, 
the research budget for archaeology at the 
MNA was $400 a year. Doctor did not 
really care how that sum was expended, as 
long as it produced results. Thus, two 
seasons of work in the Verde Valley were 
financed by a total of $800 from the MNA, 
free field living quarters in tents or a tool 
shed, volunteer labor, wages at $1.00 an 
hour, and the profits from a Thanksgiving 
Night dance in Camp Verde contributed by 
the local "committee" for the Clear Creek 
Excavations (see Breternitz [I960]; Smith 
[1969] for a delightful history of the MNA).

Demography/Culture Contact /Frontiers.
As a result of observed melding, 

blending, and contact of a variety of 
prehistoric groups in and around Flagstaff, 
ideas on intermarriage, cultural boundaries, 
and frontiers were developed that again 
represent pioneer thinking. Population 
movements into and out of the Flagstaff 
region were a product of a variety of studies, 
including Sunset Crater and its ash fall, 
cultural blending as seen through architecture 
and ceramics, etc. (see Colton 1932b, 1936, 
1937a, 1941).

The concept of Frontiers is just 
recently being resurrected as an important 
and neglected aspect of land utilization, 
population movement, migration, and 
cultural identification, as well as culture 
contact.

Culture Process.
Synthesis of the cultural units of 

Northern Arizona (Colton 1939) stands both 
on the basis of content and temporal duration 
on a par with the better-known Midwest 
Taxonomic System, which was proposed the 
same year for the central portion of the 
country.

Cliff Dweller Variations.
This title is probably not appropriate, 

but I need a category for discussing Doctor's 
pioneer insight pertaining to the general 
public's perception of representative 
southwestern prehistoric manifestations, 
which were generically called Cliff Dwellers 
(on a par with visible architectural remains in 
eastern archaeology, which were referred to 
as Mound Builder). At a relatively early date 
Doctor pointed out that there was more to 
southwestern archaeology than just Cliff 
Dwellings (Colton 1920).

Sunset Crater.
The effects of Sunset Crater on the 

prehistoric inhabitants of the Flagstaff region 
(see Demography section above) are only a 
part of the more general study of the San 
Francisco Mountain Volcanic Field (Colton 
1937b).

Dendrochronology.
In association with Dr. A. E. 

Douglass, Doctor supported the early efforts 
to establish an absolute chronology for the 
prehistoric Southwest. For a time the MNA 
supported its own facility for tree-ring 
collection and analysis.

Meteorology.
For years Doctor maintained rain 

gauges in a variety of locations in and around 
the San Francisco Peaks (Colton 1958). One
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of my first tasks when I joined the Museum 
staff was to make periodic readings of these 
recording instruments, which were placed in 
isolated locations, out of sight, and behind 
some sort of vegetation. It was no mean task 
to locate an individual pinon or juniper, find 
the buried gallon glass jug, and make the 
readings.

National Parks and Monuments.
Dr. Colton was, among others, 

instrumental in protecting and developing 
Walnut Canyon, Sunset Crater, and Wupatki 
National Monuments. His conservation 
interests for Northern Arizona are less well 
known, but he was an early, continuing, and 
always staunch supporter of the preservation 
ethic.

The Lac Insect.
During World War II there was a 

shortage of shellac, which was imported from 
India. Doctor investigated the possibilities of 
alleviating this shortage by possibly 
harvesting the secretions of the native 
southwestern Lac insect. These secretions 
had been used prehistorically as an adhesive 
and sealant, but they were too minute and too 
difficult to harvest to be economically 
feasible. The results, however, made a 
contribution to the field of entomology and 
were also an attempt to support the national 
war effort (Colton 1944).

Teaching Anthropology.
Dr. Colton was responsible for 

arranging the first course in archaeology at 
Arizona State Teachers College (now 
Northern Arizona University). It was taught 
by Lyn Hargrave on four afternoons a week 
during the spring semester of 1930. During 
the summer session Lyn and John McGregor 
gave another course. Their time was donated

to the college in order to interest future 
teachers in the ancient and modern Indians. 
In 1931-1932 McGregor was appointed part- 
time instructor in anthropology, with half his 
salary paid by the college; he taught there for 
10 years. From 1942 to 1952 no 
anthropology courses were taught, but in 
1952 the services of Robert C. Euler, who 
had just joined the Museum staff, were 
offered to the College. Euler taught one 
course each semester in 1952-1953 and there 
after. Anthropology is presently an 
established academic department at Northern 
Arizona University.

Hopi Ethnology and Ethnoarchaeology.
Dr. Colton and Mary-Russell Ferrell 

Colton were instrumental in the resurgence of 
Hopi arts and crafts; this resurgence 
manifested itself most prominently as the 
Hopi Show at the Museum. Artisans were 
encouraged to produce pottery and other 
crafts using traditional designs (primarily 
based on vessels, sherds, and other artifacts 
from early Hopi sites) and to increase 
craftsmanship. The Hopi Show outlet also 
provided a cash source for the Hopi during 
the Depression. Mrs. Colton supported and 
encouraged artists. With Doctor, she helped 
relate Hopi traditions, myths, and life stories 
to natural features and northern Arizona 
archaeology. Doctor's monograph on Hopi 
kachinas remains the basic reference on the 
subject (Colton 1959; Colton, Colton, and 
Nequatewa 1932; Nequatewa 1936).

Navajo Arts and Crafts.
Although the Coltons and the 

Museum concentrated their ethnological 
interests on the Hopi, they also encouraged 
the production of quality Navajo arts and 
crafts. Smith (1985:327-334; 1992:141-143) 
has given us delightful descriptions of
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Kismus 1935, which was the basis for the 
Navajo Craftsman Show, held annually at the 
Museum.

Highway Salvage Archaeology.
At the onset of the Highway Salvage 

Program in Arizona in the late 1950s, the 
state was divided up simply on the basis of 
responsibility. The Arizona State Museum 
was responsible for everything south of the 
Mogollon Rim and the MNA dealt with 
everything north of the Mogollon Rim. 
Doctor and the MNA had no funds to support 
this work directly (and none were provided 
by the Highway Department at that time), but 
he encouraged and supported efforts to 
investigate both archaeological and 
paleontological resources that were destined 
to be destroyed and that could possibly be 
recovered. Early MNA support of the 
Highway Salvage Program came in the form 
of providing a vehicle and a chuck box. My 
work was done on weekends so as not to 
interfere with my other duties or those of 
other staff members, summer assistants, and 
Milton Wetherill. Usually we departed on 
Friday evening after regular work so that all 
of Saturday and Sunday could be devoted to 
survey and excavation. This schedule also 
meant free food for the weekend participants 
(including usually my wife and son) at a time 
when my take-home pay was less than $300 a 
month (see Breternitz 1957).

Dogs.
Doctor's last study presented all the 

accumulated data on prehistoric dogs, their 
varieties, documented occurrences, and even 
the possible origins of the animal in the 
Southwest (Colton 1970).

Katharine Bartlett

Katharine has been affiliated with the 
Museum of Northern Arizona since 1930, 
and she was Doctor's assistant until his 
death. Her studies of material culture, other 
than architecture and ceramics, for the 
Flagstaff region mark a pioneering effort to 
study cultural items that most archaeologists 
then considered too mundane to take 
seriously (Bartlett 1933, 1934). Katharine 
also studied the gravel terraces along the 
Little Colorado River and presented the 
concept of the Tolchaco culture (Bartlett 
1943). This study stands as an early effort to 
deal with the question of Paleoindian in the 
Southwest and the problem of what might 
have preceded the Paleoindian/Big Game 
Hunters.

Major Lionel F. Brady

Major Brady, a geologist and paleon
tologist, was the first archaeologist on the 
Museum staff. Although not obvious from 
some of the early archaeological reports, 
Major Brady contributed geological 
interpretations to site descriptions and 
searched for paleontological and human 
associations in the Flagstaff region. In 1927, 
he found and reported on the first buried 
pithouse, which was in the banks of the Rio 
de Flag below the Museum (see Brady 1936). 
He was also the first to find potsherds under 
the Sunset ash, which led to the discovery of 
pithouses buried by the last volcanic 
eruption.

Lyndon L. Hargrave

Lyn Hargrave had a long association 
with Doctor and the MNA. He is best 
remembered for his ceramic contributions in
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collaboration with Dr. Colton (see references 
to Colton's ceramic studies and Hargrave 
[1932, 1974]). However, Lyn was a natural 
scientist in his own right. He appealed to 
archaeologists to recover and report 
zoological and botanical remains; this is now 
an accepted technique expected by anyone 
who surveys or excavates, but Lyn's was a 
cry in the wilderness in the 1930s (Hargrave 
1938a).

In the realm of archaeology, Lyn 
excavated and described the first pithouse 
found under the Sunset Crater ash (Hargrave 
1930). While associated with the MNA, he 
participated in the famous Rainbow 
Bridge/Monument Valley Expeditions and 
was the archaeologist in charge of the first 
excavations at Wupatki (Hargrave 1933). 
The Wupatki excavations in the summer of 
1933 were conducted solely as a Museum 
project, financed by $3,000 raised by Dr. 
Colton. In December 1933, the MNA began 
supervising a National Park Service/Civil 
Works Administration excavation that lasted 
into the next April or May.

On the basis of survey, excavations, 
and ceramic analysis, Lyn proposed and 
described (with Doctor) the Patayan culture 
of northwestern Arizona (see Hargrave 
1938b).

John C. McGregor

McGregor began his affiliation with 
MNA in the 1930s and continued even after 
he joined the University of Illinois, while 
conducting field schools in the Flagstaff 
region until the 1960s.

John was in charge of the tree-ring 
studies at the MNA (since transferred to the

Laboratory of Tree-ring Research, Tucson) 
and produced one of the early attempts at 
dating the eruption of Sunset Crater on the 
basis of preeruptive archaeology and 
associated tree-rings. His best known work 
dated the eruption of Sunset Crater at 
between A.D. 875 and 910, probably in 
A.D. 885 (McGregor 1936). Although 
subsequently shown to be inaccurate, this 
study, which was encouraged and supported 
by Dr. Colton, was the foundation for 
additional efforts on this topic. McGregor's 
work (1937, 1941) near Winona disclosed 
Hohokam-like structures and local replicas of 
Gila Basin pottery and ballcourts, which led 
to further discussions of migrations, culture 
contact, and the effects of Sunset Crater on 
the prehistory of the Flagstaff region.

At Ridge Ruin, the Burial of the 
Magician disclosed a high status burial that 
was then fully described, and the associated 
materials were related to modern Hopi 
ceremonies and paraphernalia, as disclosed 
by Hopi informants (McGregor 1943). Also, 
John described the Cohonina Culture; until 
recently his work has been the primary 
source referring to this prehistoric entity 
(McGregor 1951).

Watson Smith

Smith's work in the late 1940s and 
early 1950s in the Big Hawk Valley produced 
perhaps the first attempts in the Flagstaff 
region to excavate complete sites and 
adjacent areas in an attempt to recover 
evidence of activities outside of structural 
units. His discussion of "When is a Kiva?" 
is still referred to by workers who try to deal 
with definite, possible, or potential 
architectural elements that archaeologist tend 
to call kivas (Smith 1952).
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Watson Smith contributed about nine 
months of editorial effort when Doctor and 
Lyn Hargrave were working on the 
Handbook o f Northern Arizona Pottery 
Wares, and he was invaluable in preparing 
the descriptions.

SUMMARY, OF SORTS

Flagstaff archaeology has been 
viewed in the past, and perhaps currently, as 
a backwater, of peripheral interest, and 
relatively unimportant to the mainstream of 
southwestern archaeology. Regardless of 
how Flagstaff prehistory might be viewed by 
archaeologists outside Flagstaff, this view 
point is not totally accurate or fair in light of 
the foregoing review. Essentially, through 
the efforts, support, and influence of Dr. 
Harold S. Colton, ideas, interdisciplinary 
studies, syntheses, analytical techniques, and 
the whole ball of wax we fondly refer to as 
anthropological archaeology, were being 
done in a pioneering way by Dr. Colton and 
his associates. Except for newly devised 
techniques unknown to anyone at the time 
that we use today, almost everything that we 
incorporate into modern archaeology was 
investigated, tried, proposed, and published, 
as a result of Flagstaff region investigations. 
Consequently, we can truly view Flagstaff 
archaeology as a microcosm of southwestern

and American archaeology and look with 
appreciation at the kindly, insightful, 
energetic, and supportive source of that state 
of affairs, Dr. Harold S. Colton.
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THOUGHTS ON THE 
SIGNIFICANCE OF NAVAJO 
TRADITIONS IN VIEW OF THE 
NEWLY DISCOVERED EARLY 
ATHABASKAN ARCHAEOLOGY 
NORTH OF THE SAN JUAN  
RIVER

David M. Brugge

The region that has come to be known 
as the Dinetah in the northeastern part of 
Navajo country has long been regarded as the 
original Navajo homeland. John P. 
Harrington (1940:513-514, 529) of the
Bureau of American Ethnology attempted to 
define the region and to argue that the 
Navajo arrived there between A.D. 1300 and 
1400, based on Navajo oral tradition and 
archaeological evidence. The classic Dinetah 
encompasses an area east of Farmington, 
New Mexico, in the upper San Juan 
drainage, including Largo Canyon and its 
tributaries, Gobernador Canyon, Frances 
Canyon, La Jara Canyon, and others on the 
southeast side of the San Juan, with an 
extension up the Los Pinos River on the 
north side. The spectacular nature of the 
archaeology in the Dinetah has led to 
considerable interest in the area, somewhat to 
the neglect of other parts of Navajo country. 
Reed (1945) pointed out that the focus of 
Navajo tradition on the Dinetah area may 
result merely from the Pueblo concern with 
migration legends, as introduced by refugees 
who settled there after fleeing Spanish rule. 
Nonetheless, many writers (such as Roessel

1983) continue to echo Harrington’s 
geographic conclusions, if not his opinion as 
to the date that the Navajo arrived in the 
southwest.

The question of a wider distribution 
of Navajo bands prior to the arrival of Pueblo 
refugees in the 1690s has received little 
attention. Indeed, the tendency among most 
scholars had been, until recently, to contend 
for ever smaller and more remote Navajo 
distribution, with some suggesting that the 
Piedra Lumbre phase of the upper Chama 
valley east of the Continental Divide was the 
pre-1700 home of the Navajos and that they 
did not penetrate the country to the west of 
the divide until after 1690 (Schaafsma 
1978:209-20).

During the past decade, work in the 
Dinetah itself has shown that there was 
Navajo occupation west of the divide prior to 
the Reconquest by Diego de Vargas in the 
1690s, as well as several other areas within 
the San Juan drainage (Winter 1986). The 
most convincing remains were at sites well 
west and north of the Dinetah, on the east
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side of the La Plata River, just south of the 
Colorado border. Reports on excavations 
included dates derived by several methods 
from sites that were so ephemeral that they 
would probably have received but passing 
note by archaeologists, had they not been 
slated to be destroyed by mining operations. 
The sites were considered to date as early as 
the middle 1300s (Hancock et al. 1988; Reed 
et al. 1988). Further work led Gary M. 
Brown (1991) to critically reevaluate the 
dates; he concluded that dating was firm back 
only to about A.D. 1500. This latter project 
also reported one aceramic site with a date 
somewhere between 1350 and 1500, but left 
the identity of the occupants during this 
period unresolved, because of the limited 
information obtained from the site.

The archaeological visibility of the 
sites that have provided this early evidence of 
Navajo occupation is so poor that the full 
extent of the Dinetah phase in time and space 
remains uncertain. As we await the 
accumulation of additional data to provide us 
a better understanding of the distribution of 
the Navajo during these early times, we can 
reconsider the potential of what is known 
thus far on other questions relating to Navajo 
prehistory. One of these is the route by 
which the Navajo reached the Colorado 
Plateau. Another is the nature of early 
Navajo-Pueblo relations.

NAVAJO MIGRATIONS

Navajo religious tradition is tied to 
the land and contains numerous place names 
with descriptions of the places, accounts of 
events at these places, and significance in 
terms of Navajo religious belief today. It is 
generally considered, by those who maintain 
that the Dinetah region was the only early

home of the Navajo in the protohistoric 
period, that this region was very important in 
Navajo mythology, a place filled with sacred 
places far beyond any other part of Navajo 
country.

A review of Navajo religious lore in 
order to identify those sacred places in a 
portion of the Dinetah that should be 
protected during energy extraction (Brugge 
1992a) revealed that the majority of the 
significant locations in the Dinetah derive 
from Blessingway associations or clan 
origins. Most other ceremonial connections, 
as with Holyway, Evilway, and Lifeway 
origins, have very different geographic 
parameters.

The origin stories of the chantways 
detail journeys made by the protagonists 
throughout Navajo country and beyond. 
There is repeated mention of places north of 
the San Juan River in addition to the expected 
identification of Big Sheep, the sacred 
mountain of the north, which would be 
expected in a formulaic sense in any ritual 
context. Big Sheep is identified as Hesperus 
Peak in the La Plata Mountains. Ceremonial 
origins that have the strongest connections 
with the north include Coyoteway (Lukert 
1979), Male Red Antway (Wyman 1965) and 
Shootingway (Blue Eyes n.d.). Most other 
texts include at least passing mention of 
places north of the river that were the 
location of one or two events. Various 
versions of Raised by Owl, which forms a 
part of the Shootingway texts and appears 
separately to explain the origin of the Utes, 
are especially rich in place names in 
Colorado (Dick n.d.), as is the lore of the 
eagle-catching ritual (Anonymous n.d.).

Several of these places are north of
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the river in New Mexico, but most are in 
Colorado and a few are in Utah. Mancos 
Canyon is probably the most frequently cited 
locale after Hesperus Peak, while Mesa 
Verde, Sleeping Ute Mountain, and a place 
called the Burned Area near Dolores are not 
uncommon. Others include the Mesa 
Mountains, a spring north of Farmington, a 
place near Mancos, the junction of Cherry 
Creek with the La Plata River, Menafee 
Mountain, the Chimney Rock near Mesa 
Verde, a peak resembling Shiprock north of 
the La Plata Mountains, a rock point south of 
Mesa Verde, Meatless Mountain south of the 
La Plata Mountains, a spring near Cortez, 
Noisy Mountain in the San Juan range, 
White-out-of-the-Earth south of the La Plata 
Mountains, Duck Mountain in the La Plata 
range, and the Bears Ears. There are many 
other Navajo place names for which no 
ceremonial associations are currently 
reported. This does not differ greatly from 
other parts of Navajo country.

There can be little doubt that the 
Navajo possess a good knowledge of the 
geography of the country north of the San 
Juan River, but the knowledge is, in many 
ways, restricted to their singers (medicine 
men). Taken literally, the sacred traditions 
would indicate that the Navajos’ ancestors 
were living in close association with the 
Anasazi, that their homes and camps were 
intermingled with the settlements of the 
village dwellers, and that their wanderings 
took them throughout the country among the 
various Anasazi centers.

The most curious aspect of the 
distribution of places named in the sacred 
texts is that they seem to concentrate at the 
old Anasazi centers, Mesa Verde and Mancos 
Canyon, Canyon de Chelly, the Hopi Mesas,

Aztec Ruins, and Chaco Canyon in
particular. They describe the ancient ruins as 
the homes that were inhabited by the gods 
themselves, as the homes of the hostile Cliff 
Swallow People, or as the residence of a 
rich, powerful, and haughty people who 
frequently took advantage of their poorer 
neighbors, but who were often sorry for their 
mistreatment as a result of the revenge given 
the humble Navajo by the gods.

NAVAJO-PUEBLO RELATIONS

There are various ways of regarding 
these texts to interpret what light they might 
shed on the Navajo past and that of the 
Pueblo peoples. The most straightforward 
view is that they describe events in which the 
Navajo participated, thereby implying an 
early Navajo arrival in Pueblo country, 
perhaps as early as A.D. 1000, and 
suggesting an Athabaskan role in the 
abandonment of much of that country by the 
Anasazi. A less direct view is that these 
describe the history of peoples whose 
ancestors were not Navajo, but who were 
incorporated into the Navajo Tribe. Two 
possibilities occur here. I have long favored 
the idea that the stories were carried to the 
Navajo by the Pueblo refugees who fled the 
Spaniards in the 1690s, if not by occasional 
fugitives who joined the tribe before this 
date. The stories were translated into Navajo 
and set into a context that would fit Navajo 
life as they were retold over the generations. 
The other possibility is that the Archaic 
lifeway persisted throughout Anasazi times 
and that the stories were transmitted to the 
Navajo by remnants of this Archaic 
population, who were absorbed by the 
Navajo as they entered the region. Winter 
(1986:24) suggests that these people were 
Utes, but the linguistic distributions are
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certainly against the probability of Utes being 
present in the San Juan Basin as early as the 
Archaic periods (Miller 1986:100, 102-04). 
At present, we do know that fugitives fled 
from the areas of Spanish rule to the 
Apachean tribes beginning shortly after the 
start of the colonial period in the Rio Grande, 
if not during the turmoil precipitated by the 
Spanish exploring parties, and that more 
arrived as refugees during the Reconquest, 
some of whom remained to found several 
Navajo clans. The survival of an Archaic 
population into the protohistoric period 
remains very much a hypothetical postulate, 
although one that cannot be summarily 
discounted by any means. Lacking any 
archaeological evidence of either 
hypothesized Archaic survivors or of 
Athabaskans present prior to A.D. 1300, the 
Pueblo fugitive/refugee hypothesis would 
appear to be the strongest at present.

The large number of Navajo place 
names and sacred locations in Navajo 
traditional texts that are situated north of the 
San Juan River and well into Colorado, 
however, does fit well with the 
archaeological finds of Navajo remains at 
least as far north and west as where the La 
Plata River crosses the state line between 
New Mexico and Colorado. They date back 
at least to A.D. 1500 and perhaps 
considerably earlier. These names extend 
well north and west of the currently known 
archaeological sites, in fact, being well 
represented in the Mesa Verde area. The 
questionable nature of the Piedra Lumbre 
phase (Carrillo 1992; Wozniak 1992), does 
not disprove Navajo presence in the Chama 
valley (Brugge 1992b; C. Schaafsma 1992), 
but does raise the issue of the nature of 
Navajo occupation east of the Continental 
Divide in that area. That the Navajo were

ever Plains Apaches is by no means certain. 
Linguistically, the t/k isogloss, which was 
first described to distinguish between the 
Apacheans of the west and east respectively, 
is also found among the northern 
Athabaskans (Young 1983:396). This 
linguistic evidence suggests that the 
separation of these two language groups took 
place before the migration south had even 
begun. The probability that the western 
Apacheans arrived by a western route, either 
along the western foothills of the Rocky 
Mountains, via the mountains themselves, or 
through the Great Basin, is now much higher 
than formerly.

One writer, Richard J. Perry (1991) 
has made just these arguments in trying to 
trace the origins of the Western Apaches and, 
incidentally, the other Apachean peoples as 
well. He relies to a large extent on a broader 
sweep of archaeological distributions to the 
north, but does not consider the evidence 
provided by the geographic knowledge of the 
Apacheans, to plot a migration southward 
along the Rocky Mountain chain.

It is not the names alone that are 
significant, however. The kind of 
associations with these place names reveals a 
pattern that was noted above. The curing 
ceremonies contain a great many of these 
names among other place names distributed 
widely throughout Navajo country, while the 
prophylactic Blessingway and clan traditions 
are associated with the Dinetah. The clans of 
the Dinetah are especially those that derive 
from Puebloan origins and their introduction 
among the Navajo presumably dates to the 
Reconquest when the refugees who were 
fleeing Spanish forces included a high 
proportion of women. I have postulated 
elsewhere that Blessingway began in the
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Dinetah as a revitalization movement that 
helped resolve the conflicts between the old 
Athabaskan ways and the new ways 
introduced by the refugees (Brugge 1963). 
The curing ceremonials are replete with 
Puebloan features, such as masked dancers, 
dry paintings, prayer sticks, and the like. 
These were probably in many cases 
introduced by Pueblo men, either among the 
refugees or among the fugitives who were 
forced to flee the Spanish and Hopi and to 
join the Navajo. In any case, they date 
somewhat earlier than Blessingway, which 
seems to have been derived from the 
Kinaalda' or girl's puberty rite (Walters 
1990:47-48), the Navajo version of the 
ancient Athabaskan concern for a woman's 
coming of age, itself now considered one 
aspect of Blessingway.

While the curing ceremonies describe 
most of Navajo country in their settings, they 
were probably first performed in the Dinetah 
region during the Gobernador phase, which I 
would date from about 1694 to 1753. The 
poorly named, and usually mispronounced, 
Dinetah phase may well have contributed 
some of these great ceremonials. But it is 
more likely that during this period the few 
fugitives among the Navajo merely prepared 
the way for the greater number of refugees 
who were to arrive later. Perhaps they 
familiarized the Navajo with some Puebloan 
religious concepts and introduced a few more 
mundane cultural changes. In either case, 
the elaboration of Navajo religion took place 
in the Dinetah where evidence, in numbers 
and kinds of features exceeding what is found 
in sites elsewhere, appears: rock art (P. 
Schaafsma 1992:26-41), caches of 
ceremonial paraphernalia (DeHoff 1977; 
Hester 1962:105-106, 111-122; Roussel
1983:134-159), and sites with evidences of

ritual activities (Carlson 1965:21; Hester and 
Shiner 1963:12-14; Wilcox 1991).

CONCLUSION

Thus, while the geographic knowl
edge that Navajo singers have of the country 
north of the San Juan River is considerable, it 
does not necessarily indicate occupation in 
the region. The increasing number of Navajo 
sites recorded and excavated in the north, 
however, shows an early Navajo presence 
and suggests that the number of place names 
is at least in part the result of former Navajo 
occupation. Just how far that occupation 
extended into the past and into the north and 
west is not at all clear.

Early Navajo sites are not identifiable 
by any constellation of traits, but by an 
absence of traits present in later sites. As 
many later sites lack some or all of these 
diagnostic identifiers—either by reason of 
limited occupation, special function, loss 
through attrition since abandonment, or other 
factors—negative evidence is of very limited 
value for classifying Navajo sites. Only 
dating of a good series of samples by 
independent chronometric techniques serves 
to place these sites securely in time. The 
samples needed for dating must usually be 
acquired by excavation. Surveys, therefore, 
cannot help define the full extent of early 
Navajo sites. Progress in this research will 
necessarily be slow, unless future research 
should define thus-far unrecognized 
typological criteria for dating that can be 
noted during survey work. We will need to 
recognize the limitations of our methods and 
have some patience in awaiting results.

Albuquerque
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A number of years ago, not long after 
Saigon fell and during the dark ages when 
disco ruled the land, Mark Chenault attended 
his first anthropology course and listened as 
the lecturer spoke with awe of a legendary 
archaeologist who had uncovered a river of 
bones at Olsen-Chubbuck and who, through 
the ultimate in methods and interpretive 
wizardry, could even tell the direction the 
wind blew the day those ancient bison were 
stampeded to their deaths.

Years later at Yellow Jacket we found 
that archaeologist, Dr. Joe Ben Wheat, to be 
an enigma. A man with a vast knowledge of 
art, history, and classical music; a sculptor 
and a designer; but he could also be reduced 
to red-faced, tear-filled laughter by the antics 
of his field school students.

Dr. Wheat told us, back then, that we 
would not find evidence of lithic tool 
production in the confines of Pueblo II and 
Pueblo III kivas. It would have been too 
dark inside the kivas, he felt, and flint 
knapping was probably outside the range of 
activities performed in those structures. But

LOOKING FOR FLAKES IN 
ALL THE WRONG PLACES: 
TESTING KIVA FLOORS AT 
YELLOW JACKET

Mark L. Chenault and John D. Cater

the person who helped set the standards for 
careful, detailed excavation in North America 
would not think of quashing an attempt at 
refining methods and field techniques. He 
therefore gave us permission and 
encouragement to try the technique and to 
test the hypothesis described below.

THE FUNCTION OF ANASAZI KIVAS

The subject of prehistoric kiva 
function has received much attention in the 
past few years. Most of the papers in one 
symposium of the 1988 Annual Meeting of 
the Society for American Archaeology dealt 
with the topic and resulted in the publication 
of a volume (Lipe and Hegmon 1989). 
Lekson (1988) has addressed the problem in 
a separate article. One of the main themes in 
these studies is the argument over whether 
prehistoric kivas were ceremonial structures, 
domestic structures, or a combination of the 
two.

Evidence for both interpretations is 
found in the form of floor features and 
artifacts in contact with kiva floors. Arguing
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for ceremony is the oft-cited sipapu, a 
religious or symbolic feature present in 
modern kivas and, apparently, in prehistoric 
ones. In addition to this, subfloor carvings 
in prehistoric kivas at Yellow Jacket suggest 
magico-religious activity (Lange et al. 1986).

On the other side of the argument, we 
have suggested that the presence of milling 
bins and/or metates in Pueblo II and Pueblo 
III kivas indicates that some domestic activity 
was performed in prehistoric kivas in the 
Mesa Verde region (Cater and Chenault 
1988). Lekson (1988) has also argued that, 
prior to A.D. 1300, kivas were entirely 
nonceremonial in function. Finally, 
ethnographic accounts of lithic flaking in 
kivas (e.g., Stanislawski 1979) can be cited.

Archaeological evidence of prehistoric 
stone-tool production in Southwestern kivas 
exists:

It is probable that the manufacture 
of hunting equipment was done in 
kivas, as well as in the habitation 
rooms. This is indicated by the fact 
that many of the artifacts— 
hammerstones, cores, antler flakers, 
and projectile points—found on the 
floors of kivas can be linked to this 
activity. Furthermore, lithic waste 
was extremely dense in one of the 
kivas (41-kiva), and this represents 
the unutilized products of chert-tool 
manufacture [Hill 1970:54],

In order to examine this issue at sites 
in the Yellow Jacket area of southwestern 
Colorado (Figure 1), a hypothesis was 
formulated as follows: Flaking of lithic
materials in the production of stone tools was 
performed within prehistoric Anasazi kivas,

and evidence of this exists in the form of 
macro- and micro-lithic debitage on and 
embedded in the plastered floors of kivas.

ACTIVITY AREAS

Susan Kent (1984:1) defines the 
concept of the activity area as "the locus at 
which a particular human event occurred." 
Thus, the location where lithic tools were 
produced would constitute an activity area. 
Kent goes on to state that "activity areas can 
be discerned at an archaeological site by 
content and patterning of artifact and faunal 
remain assemblages" (p. 1). According to 
Breternitz and Lipe (1984:155):

An activity area may be constructed 
during short-term periodic behavior, 
and this type of activity is 
independently verifiable through the 
reconstruction of steps in a 
technological sequence: for example, 
through examination and/or 
replication of individual lithic, 
ceramic, or bone artifacts. Even 
though an activity area may in some 
circumstances record an individual 
episode of tool manufacture, food 
processing, or the like; more 
frequently,... activity areas have a 
potential for identifying loci that are 
regularly favored for the completion 
of routine tasks and for recording the 
various features and archaeological 
residues associated with such tasks.

Binford (1978), however, has shown 
that the location of artifacts within a site does 
not necessarily reflect the exact location in 
which an activity took place. He observed 
that objects or byproducts resulting from an 
activity may be tossed away from the location
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Figure 1. Map of southwestern Colorado showing the location of several major sites
and sites mentioned in the text.

of the activity or removed and dumped 
elsewhere. The latter was observed among 
the Lacandon Maya by Clark (1984), who 
recorded that the tool manufacturer would 
remove the debitage from the actual work 
area and dump it elsewhere; in one case, the 
debitage was thrown into a crevice in a

prehistoric Maya pyramid (causing an 
archaeologist's nightmare).

Clark did, however, devise a way to 
locate lithic work areas within Lacandon 
houses (an ethnographically observed 
activity), even when the more visible remains
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of the activity had been removed. He 
reasoned that tiny waste flakes resulting from 
lithic tool manufacture would escape the 
cleanup effort and fall into, or be trampled 
into, cracks in the earthen floors of the 
structures. Clark went to the recently 
abandoned house of a man known to have 
produced lithic tools and collected soil 
samples from the floor. When those samples 
were screened through a fine-mesh screen, 
microflakes were recovered. The location of 
the samples containing the microflakes 
indicated the actual location of the flaking 
activity (Clark 1984) and of the "drop zone" 
(Binford 1978) of that activity. The former 
occupant confirmed the location of the 
activity and stated that the large flakes were 
removed so that his children would not hurt 
themselves and so that people would not cut 
their feet. The very small flakes, however, 
did not present much of a hazard and, in any 
case, were not easily retrievable.

YELLOW JACKET

Yellow Jacket is located in
southwestern Colorado approximately 21 km 
northwest of Cortez. The Yellow Jacket 
archaeological area encompasses a number of 
sites clustering around a major Anasazi ruin, 
Site 5MT5 (Figure 2). The Yellow Jacket 
site cluster is located at the head of Yellow 
Jacket Canyon, at an elevation of
approximately 2,103 m above sea level. 
Several springs are located at the head of the 
canyon, and they would have provided a 
source of fresh water to the inhabitants of the 
sites. Abundant land suitable for dryland 
farming is found in the area, as exemplified 
by the dryland agriculture practiced there 
today (Lange et al. 1986).

The Anasazi occupied the Yellow

Jacket area during the Basketmaker III 
(BMIII) period (A.D. 500-700), the Pueblo 
II (PII) period (A.D. 900-1100), and the 
Pueblo III period (A.D. 1100-1300). No 
Pueblo I (PI) period (A.D. 700-900) remains 
have been found in or near the Yellow Jacket 
cluster (Lange et al. 1986), but PI sites are 
located several kilometers to the east and 
west.

THE KIVAS

Two kivas from Site 5MT3 were 
chosen for testing—one of them dating to the 
PII period, and the other to the PHI period. 
The two structures were assigned to their 
respective time periods based on architectural 
criteria (i.e., number of pilasters and type of 
masonry) and an in-field analysis of ceramics 
found on the floors. Dendrochronological 
samples were not recovered from either 
structure.

Kiva A

Kiva A (House 2, Excavation Unit 
28) was a PII kiva located in House 2 of Site 
5MT3 (Wheat n.d.). It measured 5.2 m 
north-south by 4.75 m east-west and was 
nearly 2.5 m deep from the modern ground 
surface. It had four pilasters, a bench, a 
southern recess, a hearth, an ash pit, and a 
sipapu (Figure 3). The kiva also contained 
one unusual feature for the period to which it 
dates, a masonry wing wall. It is not known 
why this feature, typically found in BMIII 
and PI pit houses, was present in a kiva. 
What appears to be a dismantled milling bin 
was also found along the west wall of the 
structure (Cater and Chenault 1988).

A subfloor carving was discovered 
along the north wall of the kiva. It is not
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clear what the carving represents; however, it 
may be a snake. Similar subfloor features 
are known from other kivas in the Yellow 
Jacket area. In these instances, the features 
were apparently carved into the floor, filled 
with a silty clay mixture, and then plastered 
over so that the carving would not be visible 
to occupants of the structure (Joe Ben Wheat, 
personal communication 1983).

Within the carved area, near the 
center of its arc, was a pit containing an 
intact corrugated vessel. The pot was 
partially filled with a very fine white ash. 
The vessel and pit had been capped with a 
thin sandstone slab, and the entire feature 
was plastered over. Another pit containing a 
corrugated jar was located near the 
southwestern end of the floor carving. The 
second vessel was empty, but it had been 
sealed in the same fashion as the first.

The kiva was divided into roughly 
equal quadrants and the location of artifacts 
on the floor was recorded by quadrant. In 
addition, the locations of bone and lithic tools 
and whole objects such as pendants were 
triangulated from pins located on a center 
line placed on the kiva floor. Artifacts found 
on the floor of Kiva A include the following:

Northeast quadrant:
one hammerstone, a lap stone, and a 
bone awl.

Southeast quadrant: no artifacts.
Northwest quadrant:

ceramics, flaked lithics, and animal 
bone.

Southwest quadrant'.
ceramics, one polished stone, flaked 
lithic artifacts, animal bone, ochre, and 
egg shell.

Kiva B

Kiva B (House 2, Excavation Unit 5) 
contained a bench, a deflector, a hearth, an 
ash pit, a sipapu, a southern recess, and six 
pilasters (Figure 4). The kiva measured 4.34 
m north-south by 4.25 m east-west and was 
2.16 m deep. It had been stone lined, but at 
some point—apparently prehistorically— 
much of the masonry lining of the walls 
between the pilasters was removed. The 
floor of Kiva B was not carved. Kiva B was 
linked to another kiva by a tunnel, but the 
tunnel was closed and the entry blocked when 
that kiva was abandoned.

Floor artifacts were recorded in the 
same manner as in Kiva A. Cultural 
materials found on the floor of Kiva B are as 
follows:

Northeast quadrant'.
ceramic sherds, one pendant fragment, 
three bone awls, lithic debitage, animal 
bone, and one hammerstone. 
Approximately one-half of a corrugated 
jar was located in the tunnel entrance.

Southeast quadrant'.
one utilized flake and one bone awl.

Northwest quadrant: no floor artifacts.
Southwest quadrant', no floor artifacts.

METHODS

To test the hypothesis that lithic tool 
production occurred in the kivas at Yellow 
Jacket, a method of systematic sampling 
(Read 1975) of kiva floors, similar to Clark's 
(1984) floor testing, was employed. A grid 
of 50-cm squares was overlaid on the floor of 
each kiva. The grid was oriented to magnetic 
north. The grid's center point was the
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middle of the hearth, and the squares were 
numbered in a clockwise direction, with the 
first grid square being in the northwest 
quadrant of the hearth. For example, Grid 
Square 1 will always be situated over the 
northwest quarter of the hearth, and Grid 
Squares 8 and 23 will be directly north of 
Square 1. This system, which is similar to 
that employed by the Dolores Archaeological 
Program for recording features and artifacts 
in pit houses, allows for comparing grid 
squares from different pit structures, even 
those of different sizes.

In both kivas the ventilator tunnels 
were not true tunnels but, rather, were 
trenches dug by the prehistoric builders and 
were roofed over at the floor level of the 
southern recesses. Because of those trenches, 
and because portions of the southern-recess 
floors collapsed after abandonment, very 
little of either southern recess floor remained 
intact. Therefore, those areas in the 
structures were not sampled.

Soil was collected from a 20-cm 
square placed in the northwest corner of each 
of the grid squares. Approximately one liter 
of soil was collected from each 50-cm 
square. In cases in which grid squares along 
the kiva walls were smaller than 50-cm 
square, or where features constricted the 
squares, decisions were made in the field as 
to whether enough of the square remained to 
allow for collection of a complete sample. 
Thirty-six samples were collected from Kiva 
A, and 47 from Kiva B.

In the laboratory, an attempt was 
made to dry screen the samples. This proved 
difficult because of the very compacted, dry, 
brick-hard nature of the plaster forming the 
kiva floors. Water screening was then

attempted and was found to be the superior 
method. The procedure was simply to soak a 
soil sample in a bucket of water until the 
clumps disintegrated and then to pour the 
water and soil mixture through a series of 
four nested sieves (mesh sizes 4.76 mm, 2.0 
mm, 1.18 mm, and 600 /on). Additional 
water was poured through the sieves to 
remove the sediment. The materials caught 
by the screens were examined for microflakes 
under 10X magnification.

RESULTS

Kiva A

Only five microflakes were 
discovered in the soil samples from the floor 
of Kiva A (Figure 5): one quartzite flake in 
Grid Square 9, two quartzite flakes in Grid 
Square 31, one quartzite flake in Grid Square 
33, and one chert flake in Grid Square 48. 
Three of those grid squares were located in 
the southeast portion of the structure, and 
another, Grid Square 32, was in the northeast 
section of the kiva at the base of the wall.

Kiva B

Six small lithic flakes were recovered 
from the floor sample taken from Kiva B 
(Figure 6). One quartzite flake occurred in 
the soil sample from Grid Square 33, another 
quartzite flake was found in Grid Square 35, 
and four quartzite flakes were recovered from 
Grid Square 60. The three grid squares were 
located between the southern wall of the kiva 
and the deflector stone.

CONCLUSIONS

The hypothesis that flaked lithic tools 
were produced in Yellow Jacket kivas is not
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supported by evidence from the two kivas 
sampled. It is our belief that too few flakes 
were recovered from each kiva to indicate 
that lithic tool production occurred in those 
structures. The few flakes recovered could 
have easily been transported into the kiva by 
foot traffic or could have been incorporated 
into the plaster material when it was mixed. 
Also of note is the fact that we did not 
recover any bone fragments, small sherds, or 
other microartifacts from the floor samples.

Our findings do not, of course, 
conclusively rule out lithic tool manufacture 
in kivas. It is possible that a mat or cloth was 
spread on the floor to catch most of the 
detritus. There is, however, no evidence to 
directly support this. It is also possible that 
the rough shaping of tools took place in the 
kiva and that the finer pressure flaking 
occurred outside, in better lighting. In such 
a case, the work inside the kiva might have 
produced only large debitage that would have 
been removed. To propose this, however, is 
grasping at straws; the evidence is not there.

Clearly, the two kivas do not 
constitute an adequate sample. Although the 
evidence from the two sampled kivas 
suggests that stone tools were not 
manufactured in the structures, additional 
structures in the Mesa Verde region should 
be tested. One of our main regrets in this 
study is that macrobotanical and pollen 
samples were not taken. Those samples 
might have contained evidence of food
processing activity areas.

In a recent study of the floors of two 
Hohokam pit houses (Chenault and Anderson 
1993), macrobotanical and pollen samples 
were collected, and analysis of those samples 
revealed that a number of plant resources

were processed or stored within the 
structures. In addition, fine screening of the 
floor samples recovered several hundred 
microflakes, pieces of bone, tiny sherds, and 
pieces of shell. These findings suggest that 
domestic activities within structures with 
plastered earthen floors did result in the 
deposition of microartifacts. We 
acknowledge, of course, that there may have 
been differences in intramural activities 
between the Anasazi and the Hohokam, as 
well as between the hardness and density of 
plaster floors made by the two culture 
groups. Again, there is a need for additional 
sampling of Anasazi floors, within kivas and 
other structures and in extramural areas.

While we are not completely shaken 
in our conviction that kivas were used for 
domestic activities along with their ritual 
uses, the results of our floor sampling do 
cause us to reassess our thoughts on the range 
and variety of those activities. If future tests 
of kiva floors reveal similarly sterile 
surfaces, we will perhaps be forced to swing 
back toward the ritual-use camp. In any 
case, our study of a small sample of kiva 
floors suggests that there are still many 
unanswered questions concerning the function 
of Anasazi features and the use of space 
within Anasazi sites. It also suggests that 
kivas will hold their mystery for
archaeologists in the Southwest for some time 
yet to come.
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ARCHAIC-PERIOD LAND 
USE UNDER THE TONTO 
RIM, CENTRAL ARIZONA

David E. Doyel

The forested area along the Mogollon 
Rim in central Arizona is often overlooked in 
syntheses of southwestern archaeology, yet 
the region holds great potential for studying 
patterns of human social organization and 
adaptation to diverse environments. 
Research indicates that prehistoric people 
used this area for several thousand years, yet 
basic questions remain unanswered regarding 
chronology, cultural affiliation, resource use, 
and the nature of land use practices. 
Significant occupations dating to the early 
horizons have been reported from elsewhere 
in the mountainous portions of the central 
Southwest (Cordell 1984; Martin, Rinaldo 
and Antevs 1949; Matson 1991; Wheat 1955; 
Wills 1988).

In this paper I address several issues 
relevant to human adaptation to the central 
Arizona mountains, with a focus on the 
Archaic period. My objectives are: (1) to 
outline settlement and assemblage variation 
and (2) to discuss land use, technology, and 
subsistence patterns. Specifically, this paper 
will focus on the area located north of the 
Payson Basin and below the massive

escarpment that Zane Grey called the Tonto 
Rim, a linear segment along the Mogollon 
Rim that is 11 km (7 mi) wide, 72 km (45 
mi) long, and contains an area of roughly 
714 km2 (276 mi^). It is bounded on the 
east by Christopher Creek and by 
Strawberry, a historic settlement, on the 
west; elevation ranges from 1,650 to 2,400 m 
(5,500 to 8,000 ft) (Figure 1).

ENVIRONMENTAL SUMMARY

The complex geological history of the 
region has created diverse landforms 
including mesas, hills, valleys, and much 
broken country. Dominant rock types 
include sandstone and limestone, some of it 
fossiliferous (Nations and Stump 1981). 
Soils derived from limestone, sandstone, 
gneiss, and granite are common. Soils in the 
upland areas are thin and rocky, while small 
catchment-basin and lower-valley soils are 
fine-grained and deep. The nature of soil 
distributions make it difficult, if not 
impossible, to isolate a single type for 
analysis relative to site location; sites located 
within one soil type may be adjacent to
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Figure 1. Map of the Tonto Rim-Payson area in central Arizona.
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several other types (Doyel and Macnider 
1991; Kelsey 1986). Soils suitable for 
agriculture are uncommon in the uplands. 
Shallow, dune-like soils are present along 
Bonita, Ellison, and Hell's Gate creeks and 
in other localities.

Precipitation around Pay son is 
biseasonal, falling in the winter and late 
summer and averaging 56 cm (22 in.) a year; 
the annual range is 29 to 79 cm (11.5 to 31 
in.) (Macnider and Effland 1989:223). 
Precipitation in the higher-elevation, sub-Rim 
areas is higher than Payson. Cold winters 
are followed by dry, warm springs and hot, 
humid summers.

The dominant biotic community is 
Rocky Mountain Conifer Forest, which 
includes ponderosa pine, gambel oak, emory 
oak, and alligator bark juniper; understory 
vegetation includes manzanita, bear grass, 
yucca, agave, sage, berry bushes, sunflower, 
snakeweed, and prickly pear and 
mammillaria cactus (Brown 1982). Mixed 
associations—including oak, juniper, and 
pine—are common in lower elevations. 
Animal life includes bear, bobcat, lion, 
coyote, white-tailed and mule deer, elk, 
turkey, eagle, reptiles, rodents, and rabbits. 
Historically, the region has been known for 
its excellent hunting.

Paleoenvironmental research has not 
been undertaken. While local fluctuations 
may have occurred within communities, it is 
unlikely that major changes have occurred in 
major biotic communities during the last 
4,000 years (Jeff Dean, personal 
communication 1990). Major changes did 
occur in some localities after the introduction 
of domestic livestock (Croxen 1926).

ARCHAEOLOGICAL OVERVIEW

A lengthy prehistoric occupation has 
been identified for the region (Dittert 1976; 
Doyel and Macnider 1991; Hohmann and 
Redman 1988; Lindauer, Bradley and 
Redman 1991; Macnider and Effland 1989; 
Redman and Hohmann 1986). Survey 
coverage is spotty, while most excavations 
have occurred in the Payson and Star Valley 
areas south of the Rim. Four periods of 
occupation have been identified, including a 
Preceramic period (ca. 5,000 B.C.-A.D. 
300), a Formative period (ca. A.D. 600- 
1050), a Classic Period (ca. A.D. 1050- 
1300), and a Protohistoric period (ca. 1600- 
1900).

By 1989, 619 sites had been recorded 
in the Payson Ranger District, with 90 
percent of them dating to the prehistoric 
period (Macnider and Effland 1989:231). 
Four percent of the Payson district had been 
surveyed, but this figure is higher for the 
Tonto Rim area because of timber-related 
survey. The Tonto National Forest (TNF) 
data base contains 360 sites located along the 
Tonto Rim, including 318 prehistoric and 
protohistoric sites and 49 historic sites 
(Macnider and Effland 1989). Recent survey 
work undertaken as a result of the Dude Fire 
of 1990 is not reflected in these figures.

Of the 318 prehistoric sites, 23 percent 
(73 sites) can be dated to one of the three 
general periods: the Archaic, Formative, or 
Classic periods. Apachean pottery is also 
distributed throughout the area (Doyel and 
Macnider 1991). With only one-quarter of 
the sites dated to a general period, the lack of 
a developed chronology is an obvious 
problem. Few sites found under the Rim 
match the size of the ceramic-horizon sites to
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the south, such as Shoofly Village (over 
20,000 m2) (Kelly 1969; Redman 1992). No 
large Archaic-period sites have been 
discovered, such as those found in the 
Sonoran Desert province (Huckell 1988). 
Only five of 318 sites date to the Archaic, 
based upon projectile point types, including 
four resource processing and procurement 
(RPP) sites and one habitation site. Some of 
the 13 quarry sites and the 46 RPP sites 
reported lack ceramics and may contain 
Archaic components; these numbers 
underrepresent Archaic-period use of the 
area.

Site density along the Rim ranges 
between 1 and 15 sites per 2.5 km2; around 
Payson, site density can approach 35 sites per 
2.5 km2. Sites are usually small in the Rim 
area; recent survey documented a range from 
153 to 9,900 m2, with an average size of 
3,475 m2 (Doyel and Johnson 1992). Some 
sizeable sites do occur, but they are rare 
(Doyel and Macnider 1991; Wood 1979). 
The frequency of RPP sites to other sites is 
1:2; in the Payson area it is 1:3. Seventy- 
three percent of the ceramic-horizon sites 
along the Rim exhibit no surface architecture; 
of those containing architecture, 97 percent 
have under six rooms. These data suggest 
that use of the Tonto Rim area was, in 
general, less dense and more specialized than 
in the lower elevations to the south.

The presence of Archaic projectile 
points, quarries, lithic scatters, and camp 
sites documents use of the Tonto Rim and 
Payson Basin areas during the Archaic. 
Huckell (1978) reported four excavated sites 
near Payson, several of which contained 
evidence of Paleoindian and Archaic 
utilization. Archaic materials have been 
reported from Preacher Canyon,

Hardscrabble Mesa, Buckhead Mesa, and 
other areas surrounding the Payson Basin 
(Green and Effland 1983; Wood 1983). 
Redman and Hohmann (1986) reported a date 
of A.D. 300-600 for an aceramic level 
associated with chert flakes and large 
projectile points. Further east, Archaic sites 
have been reported from Cherry Creek 
(Macnider and Effland 1989:138). Scores of 
Archaic projectile points have been found, 
including Chiricahua, San Pedro, Cienega, 
and Basketmaker II types.

Closer to the Rim, Lindauer (1986:7) 
reported artifact scatters near Pine, one of 
which contained a San Pedro point. Other 
nearby sites also show Archaic-period use, 
along with isolated Archaic projectile points 
(Macnider and Effland 1988:15-19). These 
appear to represent camp sites where tool 
manufacturing and subsistence-related 
activities occurred. Late Archaic-style 
projectile points also have been recovered 
from the Roberts Mesa area (Tjaden 1978).

ASSEMBLAGE VARIATION

During recent survey, we recorded 22 
prehistoric sites located below the Tonto Rim 
in the Hell's Gate area (Doyel and Johnson 
1992). Most of the sites are artifact scatters 
containing no evidence of features. Eight 
sites have architectural features that appear to 
date to the ceramic period. Nine of 22 sites 
contain materials dating to both the Archaic 
and ceramic periods, while two sites contain 
lithic materials only. The following 
summaries provide a sense of the size and 
content of the artifact scatter sites.

Site 04-1053 (TNF) is an artifact 
scatter (4,900 m2) containing over 200 items. 
Chipped stone materials included cores,
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projectile points, one biface, and numerous 
flakes. One Cienega point and one small, 
stemmed point made of Hardscrabble basalt 
were present, along with five types of chert 
raw material. A quartzite hammerstone, four 
mano and handstone fragments made of 
sandstone and granite, and several slab 
metate fragments made of sandstone were 
found, along with some plain ware sherds. 
The site appears to have been a 
multicomponent resource processing site.

Site 04-1057 (TNF) is a small (2,000 
m^) lithic scatter located on rocky ground 50 
m upslope from a ceramic-period site that 
contained two Cienega points. Ten types of 
chert, two cores, two San Pedro points, one 
biface, and numerous flakes were present. A 
hand stone made of granite and a sandstone 
metate fragment were observed; one black- 
on-white sherd was found.

Site 04-1060 (TNF) is a large (5,100 
m2) Archaic and ceramic-period artifact 
scatter containing 300 items. Lithic materials 
include numerous projectile points, bifaces, 
debitage, flakes, cores, and 12 raw material 
types; no ground stone tools were present. 
Around 30 plain ware sherds were observed.

Site 04-1056 (TNF) is a large (4,225 
m2) artifact scatter containing projectile 
points, preforms, bifaces, tool fragments, 
and flaking debris; approximately 500 items 
were observed. Fewer than 20 pottery sherds 
were present. Seventeen types of raw 
material were recorded, including basalt, 
chalcedony, and chert, while few cores were 
observed. Chiricahua, San Pedro, and 
ceramic-period point types were present. A 
Chiricahua point and another Archaic point 
were made of Hardscrabble (white-speckled) 
basalt, indicating import of this nonlocal

material. Three rock clusters may represent 
the remains of hunting blinds. Located in a 
meadow near a creek at the base of the Tonto 
Rim, this specialized hunting site was 
revisited for several thousand years.

Site 04-33 (TNF) contains Archaic 
points, as well as bifaces, scrapers, and 
manos and metates. At least four masonry 
rooms dating to the ceramic period were 
present. An extensive artifact scatter (6,500 
m2) on the site contains several thousand 
artifacts, including handstones, manos and 
metates, chipped stone tools, projectile 
points, bifaces, and numerous sherds. 
Twenty-three raw material types were 
counted, including chert, chalcedony, and 
quartzite. Three projectile points are Archaic 
types, including one Cienega point. One 
trough metate made of sandstone and several 
oval handstones made of basalt were present. 
The range and number of items suggest 
habitation, where people made tools, 
butchered animals, prepared hides, prepared 
wild plant foods, and remained for long 
periods of time.

The common association of Archaic 
and ceramic-period materials complicates 
attempts to model subsistence and settlement 
systems in the area. It is unclear if the sites 
have both Archaic and ceramic-period 
components, or if there was widespread 
scavenging of Archaic-period materials by 
the ceramic-period occupants. Still another 
possibility is that older forms continued into 
later horizons with little change. At this 
time, the question of why Archaic materials 
were present on ceramic-period sites cannot 
be reliably answered.
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There is a strong correlation between 
the presence of Archaic points and bifaces at 
two sites: 04-1056, the hunting blind, and 
04-1060, which also appears to be a hunting 
and butchering site. Only three sites (33 
percent) containing Archaic materials did not 
contain bifaces. All of the scrapers, a 
graver, one of the two drills, and three 
cobble tools were from sites containing 
Archaic material (Doyel and Johnson 1992). 
These tool types are consistent with a hunting 
and butchering assemblage. The discovery of 
a mano and metate at one site along with 
Archaic points suggests that the site 
functioned as a hunting and 
gathering/processing station.

At least 15 of the points found during 
the survey are Archaic, including Chiricahua, 
San Pedro, and Cienega types; Basketmaker 
II forms are also present (Figures 2-3). 
Cienega points are terminal Late Archaic in 
age, have a wide distribution in the southern 
Southwest (Huckell 1988:58-59), and are 
distinguished from San Pedro points by their 
deep corner notches and rapidly expanding 
stems. Of 22 additional points found during 
the survey, at least half are Archaic in form 
and probably in age.

Several small (2 cm), thin, stemmed 
points made of chert are thought to date to 
the Early Formative period. They are similar 
to points reported from Snaketown (Gladwin 
et al. 1937) and from the Tonto Basin (Haas 
1971). Other points appear to date to the late 
ceramic period, including small, triangular
shaped, unstemmed points made of chert that 
show minimal retouch (Figure 3).

Many of the ground stone tools found 
at the sites are of the Archaic type, consisting 
of small oval handstones (one-hand manos)

and slab or basin metates. These tools were 
used to process a variety of plant materials 
and appear to have retained their utility into 
the ceramic horizon. Hand stones were 
present at 35 percent (8 of 22) of the sites 
recorded in Hell's Gate, while 27 percent (6 
of 22 sites) had two-hand manos; the 
distributions of these types was overlapping 
across sites.

Chert outcrops are common in the 
Payson region, and chipped stone artifacts 
from the area are commonly manufactured 
from a variety of chert types. Some types 
have their own names, such as Tontozona, 
Preacher Canyon, and Payson. Stafford 
(1979:65) defined these chert types on the 
basis of color and location of sources, 
including Tontozona (light to dark gray with 
fossil inclusions), Preacher Canyon (purple 
netting or specks on a white or clear 
background), Payson (mossy with red-brown 
veins in clear or brown matrix), and Birch 
Mesa (with a distinctive jasper element).

Chert outcrops occur in the upper 
Bonita and Brody creeks areas below the 
Rim. Over 40 types of chert and chalcedony 
were recorded on sites in this locality (Doyel 
and Johnson 1992). Raw material was 
present on 14 of 18 sites recorded (78 
percent), while cores occurred on 15 of 18 
sites (83 percent). Common variants include 
fine-grained, gray chert, rosy-gray chert, 
gray-to-clear chert with remnant galena 
phenocrysts (red-speckled), opaque white 
chert, and white chalcedony. Four sites (22 
percent) contain fewer than five types of 
chert, while nine sites (50 percent) have ten 
or more varieties. A fine-grained, light gray 
chert was found on 15 of the 18 sites (83 
percent).
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These data suggest that the Archaic- 
and ceramic-period occupants were making 
heavy use of local chert sources. Proximity 
to these sources would have reduced the need 
for overnight procurement trips, which would 
have minimized the need for camp sites near 
outcrops. The wide range of variation may 
hamper the ability to source cherts used to 
manufacture lithic tools found on 
archaeological sites in the region (see Jeter 
1978; Redman and Hohmann 1986:25-26; 
Stafford 1979:65). It should be noted, 
however, that not all outcrops contain the 
same quality of raw materials; Preacher 
Canyon, for instance, contains high-grade 
materials, while other deposits may be of 
poor quality. Perhaps some varieties may 
prove to be more diagnostic than others, but 
additional research is needed to resolve this 
issue.

ARCHAIC-PERIOD SUBSISTENCE

The Ton to Rim area abounded in native 
resources with a high carrying capacity, 
including both edible plants and animals. 
Nonedible products were also abundant for 
use and exchange, including timber, chert, 
and argillite (used for making jewelry). That 
the rich animal resources were harvested is 
confirmed by excavations in ceramic-period 
sites, which produced faunal remains in 
addition to 900 projectile points (Redman 
1992). Archaic tool assemblages found in 
the region include points, bifaces, unifaces, 
choppers, scrapers, burins, and gravers: these 
would have been effective tool kits in an 
environment rich in fauna. Most of the 
chipped-stone materials found during recent 
survey reflect an emphasis on hunting and 
faunal processing, which is consistent with 
the abundant resources of the area. These 
assemblages suggest several thousand years

of resource use and repetitive seasonal if not 
year-round occupation. Dittert (1976:12-13) 
reported large charcoal mounds located along 
game trials that measured over 10 m in 
diameter. These features were interpreted to 
have been used for drying meat; dating may, 
however, be restricted to the ceramic 
horizon.

Native plants include walnut, pinon, 
acorn, agave, yucca, manzanita, and jojoba; 
these have been recovered from Shoofly 
Village and from Tonto National Monument 
(Borher 1962:97; Doyel and Macnider 
1991:40-47; Miller 1990). Manzanita, 
pinon, and oak represent 30 percent of the 
canopy in some localities below the Rim. 
Pinon represents 20 percent of the canopy 
around Buckhead Mesa, Diamond Point, and 
Turkey Peak. Oak is present in large stands 
near Diamond Rim and Roberts Mesa. The 
presence of processing sites, including 
roasting areas, may be obscured by forest 
floor cover and by insufficient analysis of the 
existing data base. Use of Cheno-am and 
grasses is well documented (Borher 1962; 
Buskirk 1986; Miller 1990:59); these plants 
could be used as greens, or the seeds could 
be ground into flour, as was practiced by the 
Apache (Table 1).

Research supports the interpretation 
that ground stone tool form is correlated with 
function. Small, oval-shaped hand stones 
made of quartzite, sandstone, igneous, and 
other fine-grained materials were superior for 
grinding small, hard seeds collected from 
native plants (Morris 1990:186). These 
small hand stones were used with basin or 
slab metates made of similar materials. 
Pitted volcanic stone such as vesicular basalt 
was used for grinding corn because of its 
superior cutting ability, self-sharpening
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qualities, and longer use life (Morris 
1990:186). Pollen studies confirm the 
association between trough metates made of 
vesicular stone and corn processing. Wild 
plant foods were ground on either type of 
metate, but a preference for slab metates is 
clear (Greenwald 1990:82-99).

The presence of ground stone tools at 
sites along the Tonto Rim documents plant
processing activities. During the ceramic 
horizon, the co-occurrence of hand stones 
and basin metates along with trough metates 
and two-hand manos suggests that the natural 
abundance of the region was supplemented 
by domesticated plants. The Archaic 
grinding complex occurs at ceramic sites in 
the Pay son Basin, while the more efficient 
corn-grinding types appear to be more 
common (Montero 1989). A quantitative 
study designed to analyze grinding 
technologies within a diachronic, regional 
framework would be useful.

ARCHAIC-PERIOD LAND USE

Tonto National Forest archaeologists 
have described the region below the Tonto 
Rim as a multiple use area, which

served as a secondary (hunting, 
gathering, small-plot farming) 
resource zone for residential 
populations located in larger valleys at 
somewhat lower elevations. As such, 
it does not appear to have supported a 
full range of subsistence and 
settlement behaviors and physical 
manifestations during the prehistoric 
period....[The area] was not able to 
profitably support the full range of 
behaviors incorporated into a settle- 
ment/subsistence system dependent on

any primary land-intensive strategy, 
but was able to support a strategy 
which made use of a number of more 
or less independent land-extensive 
sub-patterns [McAllister et al. 1979:4- 
6].

An important topic for future research 
is to test this established model of land use. 
Middle-to-Late Archaic use of the region is 
represented by small lithic sites containing 
projectile points, bifaces, gravers, flaking 
debris, and ground stone tools. The presence 
of bifaces and points suggests that hunting 
was a dominant form of land use for several 
thousand years, although gathering and 
processing activities also occurred.

The Archaic occupation of the Tonto 
Rim may have represented a part of an 
annual cycle, perhaps similar to that of the 
ethnohistoric Apache, which focused on 
gathering and hunting during the spring 
through fall seasons and hunting during the 
winter (Buskirk 1986). Winter camps for 
small groups may be at rock shelters and 
other protected sites in lower elevations along 
Fossil Creek and the East Verde, and in the 
Payson Basin and upper Tonto Basin areas.

An important indicator of past land use 
practices is the density and type of isolated 
occurrences (IOs). Recent survey in the Rim 
area (Oliver 1991) produced an 10 density of 
1 for every 40.5 ha (100 acres). Survey by 
Germick (1991) in a nearby area produced an 
IO density of 1 for every 3.2 ha (8 acres); 8 
percent of these IOs were projectile points. 
The Hell's Gate survey produced an average 
of one IO for every 8 ha (20 acres) (Doyel 
and Johnson 1992). An equally interesting 
fact is that projectile points and bifaces 
represented 40 percent of the Hell's Gate IO
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Table 1. Western Apache Annual Subsistence Cycle.

Months of Availability
Activity/

Resource
J F M A M J  J A S  O N D

Gathering

Agave • ♦ ♦♦♦♦♦♦♦♦♦♦♦ • • • • • ♦♦♦♦♦♦♦♦

Grasses ♦ ♦♦♦♦♦♦♦♦♦♦♦♦♦♦♦♦♦♦♦♦♦

Nolina ♦ ♦♦♦♦♦♦♦♦♦♦♦♦

Berries (Rhus) ♦ ♦♦♦♦♦♦♦♦♦♦

Acorn ♦ ♦♦♦♦♦♦♦♦♦♦

Mesquite ♦ ♦♦♦♦♦♦♦♦♦♦♦♦

Yucca baccata ♦ ♦♦♦♦♦♦♦♦♦

Sunflower ♦ ♦♦♦♦♦♦♦♦♦♦♦♦

Pinon ♦ ♦♦♦♦♦♦♦♦♦♦♦♦♦

Juniper ♦♦♦♦♦♦♦♦♦♦♦♦♦♦

Agriculture

Corn ♦ ♦♦♦♦♦♦♦♦♦♦♦♦♦♦♦♦

Beans ♦ ♦♦♦♦♦♦♦♦♦♦♦

Pumpkin ♦ ♦♦♦♦♦♦♦♦♦♦♦♦♦♦

Squash ♦ ♦♦♦♦♦♦♦♦♦♦♦♦♦♦♦♦♦♦

Hunting ♦ ♦♦♦♦♦♦♦♦♦♦♦♦♦♦♦♦ • • • ♦♦♦♦♦♦♦♦♦♦♦

Note: adapted from Buskirk (1986).

♦ intensive use
• occasional use
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assemblage, while no isolated ground stone 
tools were found. Are these differences in 
IO frequencies a function of survey 
technique, or do they indicate real differences 
in the intensity and type of land use? Future 
survey should monitor the distribution and 
variation of IOs, to further investigate land- 
use patterns at the sub-site level.

The recovery of numerous isolated 
artifacts in Hell's Gate was directly related to 
the absence of ground cover, as a result of 
the Dude Fire, which scorched the 
underlying soil and removed the forest duff 
that usually obscures materials archaeologists 
want to find. Under these conditions, 26 
Archaic projectile points were found during 
the survey, representing a projected density 
of 11 points per 2.6 km^ (1 mi^) and a 
projected total of around 3,000 points for the 
Rim area. This is less than one point per 
year, if the Middle Archaic is included, or 
around 3.5 points per year if it is not. Do 
these numbers approach reality? Only 
additional research can answer this question.

DISCUSSION

Important questions remain regarding 
the nature of Archaic-period use of the Tonto 
Rim, and how the area is to be integrated 
within the larger framework of Archaic 
adaptations and Archaic-Formative 
transitions. If utilization was seasonal and/or 
specialized, where is the rest of the system? 
Perhaps it is represented by small sites in the 
lower elevations. Large villages may not 
have been a part of Archaic settlement 
patterns in the uplands, as they were in the 
Sonoran Desert. Was the Tonto Rim a 
primary resource zone or a cultural back
water during the Archaic? Whatever the 
outcome, we now know that Archaic sites

and land-use patterns are underrepresented in 
the archaeological record, as a result of 
mixing of the Archaic remains with later 
materials and by processes of forest floor 
formation that conceal artifacts and 
associated features.

The presence of Cienega points along 
the Tonto Rim, which have been found in 
association with maize near Cibecue, 90 km 
east of Payson (Matson 1991), is intriguing 
and provides evidence for use of the area 
during the early agricultural horizon. Did 
the Tonto Riin-Payson Basin populations 
participate in the Early Formative-period 
agricultural revolution that transformed 
nearby regions (Doyel 1991a, 1991b)? Why 
have Late Archaic and Early Formative sites, 
such as Tularosa Cave, located in the 
Mogollon Highlands to the east, not been 
found in central Arizona? Perhaps 
differential resource diversity combined with 
population and historical factors (and a lack 
of cave sites?) were involved. Additional 
factors that may have operated against 
agriculture in the Tonto Rim area until late in 
the prehistoric sequence include the absence 
of suitable land forms combined with poor 
exposures and thin soils (Doyel 1992). The 
Apache did little farming here, compared to 
nearby areas. The hiatus in the chronology 
between the Late Archaic and the Early 
Formative leaves the question of cultural 
continuity open for future archaeologists to 
debate.

Future research can address the 
questions of prehistoric land use along the 
Tonto Rim through refined analysis of site 
and sub-site locations and assemblage 
variation, combined with technological 
analysis. Local chert availability should be 
investigated to identify patterns of resource
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use through time. Such information will 
provide clues to past settlement and 
subsistence patterns under the Tonto Rim. 
One solution to the ongoing speculation 
regarding settlement-system models would be 
to excavate some sites. Excavated data 
subjected to refined analysis would be useful 
at this point in the research process.

Spielmann (1990:11) has noted a lack 
of systematic research into Archaic 
adaptations in the Southwest, a statement 
especially applicable to the region south of 
the Mogollon Rim in Arizona. Problem- 
oriented research must be conducted on the 
full range of Archaic materials in the 
Southwest to better understand adaptive

diversity, technological variation, and 
historical relationships, as well as the 
processes that led to the elaboration of 
cultural patterns during subsequent horizons.
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The female effigy figure (UCM 
17314) from Porter Pueblo, Yellow Jacket, 
Colorado, was first described by Ell wood 
(1978:118-125), but never before in 
published form. This paper documents the 
Yellow Jacket effigy and fits it into the 
universe of recorded effigy vessels. Many of 
the recorded effigy vessels were found with 
burials; however, there is no evidence to 
indicate they were manufactured solely as 
mortuary furnishings. This vessel (UCM 
17314) was recovered from a female burial 
(Burial 10) with other grave goods, including 
two bowls, a corrugated pitcher, and a bone 
awl and scraper, all heavily used, and an 
unused projectile point.

Archaeologically, animal and plant 
effigy vessels found in the Four Corners area 
(where Arizona, New Mexico, Utah, and 
Colorado join) are rare, but even rarer is the 
human form. Archaeologists use the term 
effigy to describe a vessel wholly or partially 
shaped to form a three-dimensional 
representation of a human, animal, or plant 
(Hammack 1974:33). Clay figurines can be 
distinguished from effigy vessels in that the

YELLOW JACKET (5MT-11) 
HUMAN EFFIGY VESSEL

Priscilla B. Ellwood and 
Douglas R. Parker

latter are shaped and used primarily as 
containers. Effigy containers are the 
category discussed in this paper. Figurines 
do not arise in the same contexts and are a 
subject in themselves.

CLASSIFICATION

Classification of human effigy vessels 
has been made through stylistic and 
geographical approaches by Dixon (1956:83- 
92). Hammack (1974:33-35) classifies the 
production of this rare form by major cultural 
groups in the prehistoric Southwest. This 
paper uses proveniences such as trash, kiva, 
or burial as a basis for classification, in 
addition to culture area.

Dixon (1956:83-92) includes part of a 
chapter on human effigy vessels. He names 
and describes variants A through H. "Variant 
A human effigy jars are modeled in the 
round, complete with arms, legs, and head, 
are with a very narrow orifice or spout 
arising from the top of the head." This style 
Dixon considers to be Anasazi. The other 
variants contain the orifice at the top of the
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head, usually wide mouthed, and include 
modeling in the round or painting for arms 
and legs. Variant E jars were first made by 
the Hohokam and later by the Salado and 
Sinagua branches between A.D. 1200 and 
1400. Variants G and H are the typical 
Chihuahua hooded jars (Dixon 1956:85). 
"To generalize widely, perhaps too widely, 
there seem to be three essentially separate 
styles of human effigies: The Anasazi, the
Hohokam (later influencing the Western 
Pueblo and Mogollon), and the Chihuahua" 
(Dixon 1956:91).

Another fine classification of human 
effigy vessels comes from Lauren Hammack, 
Arizona State Museum, Tucson, in his 1974 
article entitled "Effigy Vessels in the 
Prehistoric American Southwest." He 
discusses the manufacture of effigy vessels 
and the even rarer human form by culture 
group. He names the Anasazi of the 
Colorado Plateau, the Hohokam of the 
southwestern deserts, and the Mogollon of 
the central and eastern mountains as all 
making effigies in varying amounts.

Both Hammack (1974:34) and Dixon 
(1956:86) remark that the Mogollon made 
little or no use of the human effigy, their 
major contribution to the effigy being 
animals in raised relief that were generally 
depicted on the handle. Their best known 
contribution in the ceramic field was in and 
around the Mimbres Valley in southwestern 
New Mexico.

The Hohokam also relegated the 
effigy vessel to a relatively insignificant role. 
Hammack (1974:34) states that human forms 
continue to be produced sparingly until the 
beginning of the Classic period, A.D. 1150. 
The Salado—a culture group that is made up

of a mixture of elements from the Anasazi, 
Mogollon, and Hohokam—made an 
abundance of effigy forms. Emerging as a 
recognizable group between A.D. 1000 and 
1400, they occupied the Tonto Basin in 
Central Arizona just below the Mogollon 
Rim. Much of our knowledge of Salado has 
come by the way of private individual 
ceramic collections.

Downum (1992:2-33) fully described 
the Sinagua as a mixture, like the Salado, of 
elements from the Anasazi, Mogollon, and 
Hohokam. Whereas the area is defined, the 
culture traits appear to be divergent, so that it 
seems to have roots in cultures of adjoining 
areas. The Sinagua only made plain pottery 
and traded for their decorative ware.

Classifying the provenience or 
location where the human effigy has been 
recovered can be difficult when that 
information is not available. Because most 
whole or complete vessels are recovered from 
burials, that will be the basis for 
classification used in this paper. Fewkes 
(1898:170) states that they are strange forms 
of pottery to be taken home and later 
recovered from graves. Hammack (1974:33) 
comments, "Most effigy containers tended to 
be on the small side and have been referred 
to as 'personal vessels,' since many of those 
found occurred with burials." More 
observations can be cited, especially for the 
Mesa Verde branch of the Anasazi culture.

DISTRIBUTION

Archaeologists coming across these 
intriguing effigy vessels have for the most 
part described them seperately (Figure 1; 
Table 1).
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Human Effigy Distribution Map

1. Casas Grande (Thousand)
2. Snaketown (Four)
3. Gila Basin (One)
4. Sinagua (One)
5. Chaco Canyon (Ten)
6. Aztec Ruins (Six)
7. Manuelito (One)

8. Red Mesa (One)
9. Mesa Verde (One)
10. Yellow Jacket (One)
11. Cedar Mesa/

Alkali Ridge (Five)
12. Cortez (One)
13. South of Navajo (One)

14. Hawikuh (One)

Figure 1. Human effigy distribution map.
71



Table 1. Human Effigy Vessels.

Reference
Culture Area: 
Pottery: Location

Time Period 
(years A.D.) Context

CHIHUAHUA

Kidder (1916:258-260) Casas Grandes 1300-1540 6 in unspecified context

Sayles (1936:19, 48, 53) Chihuahua: 
Ramos Polychrome

1300-1540 1 in unspecified context

DiPeso (1977:32) Chihuahua: Ramos 1060-13401 1 /3 in trash, 1 /3 in burials,
Polychrome 1/3 in kivas^

UCM Collection Ramos Polychrome 1060-1340 3 in unspecified context

HOHOKAM AND GILA/SALADO

Haury (Gladwin et al. Hohokam: 900-11002 frags, in rooms, 1 whole in

1937:193, Fig. 84m, 
Plate 34;

Sweetwater Red-on-gray 100-3001 unspecified context

1976:175, 177-181) Snaketown 1200-14002 3 in trash

Fewkes (1898:165) Pueblo Viejo: Salado/Gila 
Basin

1300-1400 1 in cave burial

Hammack (1974:33-34) Hohokam: Santa Cruz Red
on-buff

Tonto Polychrome

750-950

1250-1400

2 in burials

Mulberger (1980:back) Sinagua Plain, Salado Poly. 1300-14001 2 in unspecified context

Crown (1994) Salado Polychrome, Gila 
Polychrome: Sleeping 
Beauty Mtn.

1300-1400 2 in rooms, 1 in unspecified 
context

ANASAZI PUEBLO CIBOLA

Pepper (1906:320-322) Chaco Canyon 950-1050 fragments in rooms, 1 in 
burial

Morris (1919:82, Fig. 56) Aztec 1100-12002 fragments of 6 in rooms, 1
whole in burial, in wall

 ̂Dates from Oppelt 1988; 2Dates from Dixon 1956:88; 3one thid of all vessels from each context
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Table 1. Human Effigy Vessels (cont.).

lime Period 
Reference Culture-Area (years A.D.) Context

Haury (Gladwin 1931:24, 
Plate 24)

Manuelito: Puerco B/w 1010-11251 1 whole in unspec. context

Brainerd (1949:23(4), 
121-122)

Pueblo Alto ca. 1100-1300 1 in unspecificed context

Judd (1954:222-227) Pueblo Bonito, Chaco Cyn. 900-11502 8 in rooms, frags, of 30 in 
trash, 3 in kivas

Switzer (1969:39) Res Mesa B/w 875-1125 1 in trash

Hammack (1974:33-34) Cibola 1 in burial

Hurst (1991) Puerco B/w 1010-1125 1 in unspecified context

ANASAZI PUBLO MESA VERDE

Brainerd (1949:121-122) Mesa Verde ca. 1100-1300 1 in unspecified context

Ellwood (1978) Yellow Jacket, CO: 
Mancos B/w 900-1150 1 in burial

Hurst (1991) San Juan County, UT 1000-1100 1 in burial, 3 in unspec. 
context

Dove (p.c. 1992) Cortez, Colorado 1075 frags, in room

ANASAZI PUEBLO KAYENTA

Bryan (1961:56-59) South of Navajo, AZ 1100-1300 1 in trash

Anderson (1976) Blue Gap, AZ 1100-1300 1 in unspecified context

ANASAZI PUEBLO ZUNI

Smith, Woodbury, & 
Woodbury (1966:323)

Hawikuh: Matseke 
Polychrome

1475-16001 1 in room

 ̂Dates from Oppelt 1988; 2 Dates from Dixon 1956:88;
D
Jone thid of all vessels from each context
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Casas Grandes

From Chihuahua, Kidder (1916:258- 
260, Plate III) reports effigy vessels from the 
Casas Grandes ruins. The distinctive feature 
of six human effigies from the Casas Grandes 
area is the hooded effect: the heads are built 
up on the extended rims to form hoods. 
These are heavily naturalistic seated figures 
with legs straight out, squatting with the 
knees drawn up, or with one leg doubled 
under (Kidder 1916:258). All contain 
decorations, which are placed wherever space 
allows, with realistic portrayals of breasts, 
nipples, and genitals; these do not suggest 
any form of clothing or body covering.

E. B. Sayles (1936:19) states that 
both animal and human hooded jar types 
appear in Babicora Polychrome. The human 
figure has arms and legs modeled in relief 
approaching a true effigy form. In the 
description for Ramos Polychrome, human 
effigies are more common. He pictures 
several hooded varieties (Sayles 1936:48 and 
Plate 12 a, c and d). The distribution of 
Ramos Polychrome as the classic type of the 
Chihuahua Series is one of the widest of the 
series (Sayles 1936:53). It extends from 
Casas Grandes to the east of the Rio Grande 
and upstream as far as the Pecos Ruins in 
northeastern New Mexico and to Mesa Verde 
in Colorado.

An article by Charles DiPeso (1977) 
also discusses the effigy vessels from Casas 
Grandes, a ruined city in Chihuahua, 
Mexico. He considers these vessels to reflect 
the essence of formalized religion of their 
ancient owners (DiPeso 1977:32). The staff 
of the Amerind Foundation, a research- 
oriented establishment, proposes that this 
special type of clay container was made by

people who lived at Casas Grandes between 
A.D. 1060 and 1340. "Some of the effigy 
vessels have a hollow globular body to which 
a raised lip portion or 'hood' is attached to 
the vessel as an upward extension of the lip. 
Upon this, human, animal or bird facial 
features are modeled and painted" (DiPeso 
1977:35). DiPeso considered the human 
forms as demonstrating the clothing, hairdo, 
and facial-painting styles of the day, as well 
as conceptions of their gods. "These local 
Casas Grandes deity designs are particularly 
exciting because they have been recognized 
as belonging to the complicated Mixtecan- 
Pueblo gods pantheon of Meso America" 
(DiPeso 1977:36).

Holiokam

Haury, in his Pottery Types at 
Snaketown in Gladwin et al. (1937:193, 
Figure 84m, Plate 184), reports the presence 
of a female effigy figure jar—heavy set, 
painted arms and legs modeled in the round 
and suspended midbody to the base. It is 
Sweetwater Red-on-gray pottery, more 
primitive, and more closely resembling the 
Yellow Jacket figure. The Sweetwater phase 
of the Pioneer period was early in the range 
of Hohokam pottery making. The date of 
Sweetwater Red-on-gray could have been 
A.D. 100-300. Other fragments of effigy 
vessels include Sacaton Red and Gila Plain of 
the Sweetwater phase. These may have been 
inspired by carved stone effigies that 
occurred during the Sweetwater phase.

The earliest recorded descriptions of 
human effigy vessels were provided by 
Fewkes (1898:165), who provides a 
description and photograph of a vessel 
manufactured in clay from the southern 
Arizona region (Gila-Salado Basin). He
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mentions that it is similar to vessels from the 
northern states of Mexico and that these 
unusual vessels are often found in graves 
(Fewkes 1898:165, 170).

As another example from the 
Hohokam/Salado culture area, Hammack 
(1974:34) mentions a red corrugated pottery 
(Salado Red) frequently used for 
manufacturing effigies. (It is pictured on the 
back cover of Mulberger 1980). On the back 
cover of the February 1974 issue of Arizona 
Highways is a Tonto Polychrome male effigy 
figure. It is an outstanding example of the 
pottery of this area. Another vessel pictured 
in Hammack's (1974) article is a Santa Cruz 
Red-on-buff human effigy representing a 
seated male with a fountain or spout-shaped 
orifice rising above the top of the head.

Three other human effigies are 
reported in a volume on a collection of 
Salado Polychrome pottery by Patricia 
Crown (1994) of the Department of 
Anthropology, Arizona State University in 
Tempe. She cites an assemblage of 
approximately 80 whole vessels with 3 
human effigy vessels. The collection is 
housed at Arizona State University, 
Department of Anthropology. The vessels 
come from sites in central Arizona (Gila 
Pueblo), an unknown provenience near 
Sleeping Beauty Mountain, and southern 
Arizona (Los Muertos). They date circa 
A.D. 1300-1400. The two with provenience 
information come from rooms (Crown, 
personal communication 1992).

A human effigy vessel of Sinagua 
Plain ware is pictured by Mulberger (1980: 
backcover) from his collection. This is an 
interesting specimen with head and upper 
body modeled in relief and the arms resting

on a jar-like base. The seemingly male 
effigy with straight slits for eyes and mouth 
is wearing turquoise earrings attached to the 
tops of the ears.

Anasazi

Archaeological investigations in the 
Cibola Culture area include those of Pepper 
(1906), who describes human effigy vessels 
from Chaco Canyon. One complete 
specimen from Room 38, Pueblo Bonito, was 
found in a grave (Pepper 1906:320). The 
Room 38 Chaco figure displays arms, legs, 
and neck and is seated. Genital organs of 
both sexes are faithfully and explicitly 
reproduced. A number of fragments of 
effigy jar faces were also found and 
described from Pueblo Bonito (Pepper 
1906:322).

Morris (1919:83 and Figure 56) 
reports fragments from at least six human 
effigies from within the walls of the Aztec 
Ruins. The most complete vessel is an 
individual in a seated position with arms 
crossed and hands resting on elevated knees. 
Painted decorations appear on different parts 
of the figure, especially across the back, as 
much of the front of the vessel is missing. 
Although genital organs are missing, the hair 
style suggests the figure to be a female.

Haury in Gladwin (1931:24, Plate 
XXIV) acknowledges that the human effigy 
vessel from Manuelito is well made and 
characteristically decorated with long parallel 
lines, as opposed to animal effigies, which 
lack character and realism. The vessel is a 
seated male figure with arms and legs 
modeled in the round and elbows resting on 
knees of drawn-up legs. Haury considers it 
to be Puerco Black-on-white and
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manufactured about A.D. 1010-1125.

Hammack (1974:34), pictures a 
Cibola White ware human effigy vessel but 
does not identify it further. Neil Judd 
(1954), an associate in anthropology of the 
National Museum, reports on the Material 
Culture o f Pueblo Bonito. Of effigy vessels 
he states, "the prehistoric Pueblos did not 
make special funerary vases," their pottery 
was almost totally utilitarian (1954:223). 
Human effigy bottles seem to be more 
common at Pueblo Bonito in Chaco Canyon 
than from other southwestern ruins. The 
collection includes fragments of 41 distinct 
vessels and some additional pieces that are 
questionable as to site provenience. Three 
came from kivas, but from kivas that had 
been abandoned previously and used as 
communal dumping places (Kenagy 
1989:350); eight were from separate 
dwellings; and the remainder were found 
during the course of trenching and in refuse 
mounds. "Thus all our human effigy 
fragments may be regarded as sherds of 
vessels broken and casually tossed aside" 
Judd (1954:223). The only complete human 
effigy from Chaco Canyon was reported by 
Pepper (1906, Plates 28 and 29).

Switzer (1969) describes an unusual 
late Red Mesa phase effigy pitcher excavated 
from a site 10.4 km (6.5 mi) northwest of 
Prewitt, New Mexico. The 6 black bands at 
wrist and upper arms may represent bracelets 
and the 10 bands on the neck may represent a 
necklace. The Red Mesa Black-on-white 
effigy pitcher dates to the early eleventh 
century. This effigy vessel was associated 
with a burial of an adult female over 30 years 
of age (Switzer 1969:39). In addition to the 
effigy, the burial accompaniments included 
11 other vessels. He assumes that these

vessels were all possessions of the woman 
with whom they were interred, for 
ethnographically a Pueblo individual's 
possessions make up the grave goods (Ellis 
1968:64).

In a 1949 volume of Masterkey, 
Brainerd (1949:121) describes human effigy 
vessels of the Pueblo culture. Although one 
particular vessel came from a private 
collection with unknown provenience, "It can 
be regarded with reasonable certainty as 
having come from the Pueblo culture area, 
Mesa Verde province and most likely dates 
from Pueblo III period (A.D. 1100-1300)" 
(1949:121). The figure depicted shows the 
orifice or neck of the vessel with the spout 
rising from the top of the head. Other 
attributes of this figure include hair tied into 
two short club-shaped knots, incised eyes and 
mouth, and incised genitals.

The Yellow Jacket human effigy 
vessel was first described by me in a 
Master's thesis at the University of Colorado 
(Ellwood 1978). This paper includes a more 
comprehensive description and other factors 
such as three other pottery items in Burial 10 
of Porter Pueblo 5MT-1. The vessel 
description and its accompanying technical 
analysis are contained in the following 
section.

Hurst (1991) documents the Nielson 
effigy accompanying a middle-aged male 
burial in San Juan, Utah. The Black-on- 
white male anthropomorphic ceramic effigy, 
covered by a large corrugated potsherd, was 
the sole accompaniment to this burial. 
Although this vessel is an unusual form, the 
20.5-cm (8-in.) high effigy is typical of late 
Pueblo II pottery, San Juan and Cibola White 
ware, concerning surface finish, paint, and
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design. Hurst (1991:2) considered the vessel 
to be Puerco Black-on-white and to have 
been manufactured in east-central New 
Mexico or west-central Arizona during the 
eleventh or twelfth century.

A feature of the Nielson effigy vessel 
that helps to place it in Dixon's (1956:86) 
classification as an example of Variant A is 
the modeling—a bottle form with a vertical 
spout protruding from the top of the head. In 
Hurst's (1991:2) opinion of the few whole 
Anasazi effigy jars reported, most are male, 
are decorated with mineral paint, and are 
similar in varying degrees to the Nielson 
specimen. Two may have been produced by 
the same potter: the effigy vessel in the 
possession of the Southwest Museum in Los 
Angeles and the one reported by Bryan 
(1961).

Other human effigy vessels from 
southeastern Utah not formally reported but 
known to Hurst include a specimen collected 
from Mustang Mesa (near the Nielson site). 
It appears to be of similar age but is different 
in form and style, with the arms resting on 
bent knees (Hurst 1991:3).

Also reported by Hurst from the 
Alkali Ridge area northwest of Blanding, 
Utah, are two human effigy vessels that 
exhibit qualities of Mesa Verde White ware 
and may post-date the Nielson effigy by 
several centuries. One of the vessels now 
resides at the American Museum of Natural 
History in New York. It is nearly identical 
except in design to the anthropomorphic 
effigy reported by Earl Morris (1919, 1928) 
from Aztec Ruin, New Mexico, which is also 
in the possession of the American Museum. 
The other specimen from Alkali Ridge is in a 
private collection. The latter figure is "a

relatively naturalistic rendition of an obese 
woman with facial and torso paint or tattoos, 
hair bobs and skirt" (Hurst 1991:3). Hurst 
considers the two human effigy vessels from 
Alkali Ridge and related specimen from 
Aztec Ruin to show more skill in modeling 
and more realism than the Nielson effigy and 
others of similar style.

From excavation at the Mitchell
Springs site near Cortez, Colorado, are the 
facial fragments of an effigy. The property 
is owned by an avocational archaeologist,
Don Dove, of Phoenix, and is presently 
occupied by his son Dave. The fragmented 
vessel came from room fill on the site that 
yielded a dendrochronology date of A.D. 
1075. This date is early for polychrome. A 
distinctive feature of this effigy is a red 
eyeball, which is also outlined in red. It fits 
Dixon's Variant A, as the orifice is a spout or 
funnel on top of the head.

From the Anasazi-Kayenta culture
area, Anderson (1976) includes in his article 
"Kokopelli: The Humpbacked Flute-Player," 
a photograph of a humpbacked effigy figure 
from the Black Mesa area of northeastern 
Arizona near Blue Gap. "While a number of 
authors described effigy figures as 
representing humpbacks, it is not clear 
whether this was the specific intention of the 
artist, or if it is simply the result of the 
figure's primary function as a container"
(Kenagy 1989:351). The vessel described by 
Anderson has the funnel spout at the top of 
the head, as in Dixon's Variant A. It is in 
the permanent display of Pueblo-period 
Anasazi at the Navajo Nation Museum in 
Window Rock, Arizona. A head of a vessel 
from a similar location is also at the museum 
(Begay, personal communication 1992).
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Figure 2. Burial 10, 5MT-1, Porter Pueblo, Yellow Jacket, Colorado.

In 1961, Bryan published in the 
Masterkey a description of an Anasazi human 
effigy vessel found in the ashes of a ruin 
south of Navajo, Arizona, and later given to 
the Southwest Museum in Los Angeles. The 
top of the head terminates in an opening or 
spout; the orifice is about 2.9 cm (l'/8 in.) 
across at the widest diameter. This is 
Dixon's Variant A or Anasazi type human 
effigy.

From Zuni Pueblo, Smith, Woodbury,

and Woodbury (1966:323) report from 
Hawikuh the head of a life-size figurine but 
also a cylindrical effigy jar with applique and 
low-relief modeling of face and arms. The 
orifice is wide and immediately off the head 
(no spout). They also report "the greater part 
of a human effigy vessel decorated in 
polychrome and glaze" (1966:95). These are 
original findings from the excavation of 
Hawikuh by Frederick Hodge Webb. Their 
provenience is listed by rooms only.
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DESCRIPTION OF THE 
YELLOW JACKET EFFIGY VESSEL, 

INCLUDING CLAY ANALYSIS

"Human effigy vessels from 
archaeological contexts are rare enough in 
North America, but the small female vessel 
(UCM 17314) recovered from MT-1 Porter 
Pueblo at Yellow Jacket, Colorado, is 
unique" (Ellwood 1978:122).

The artisanship of the Yellow Jacket 
ceramic effigy figure is generally primitive 
(Figure 2). The face is modeled from a 
single flat piece of paste and is attached to a 
head and body, which show coil and scrape 
manufacture. The left eye is missing, 
because a small fragment is broken from the 
rim of the vessel. The right eye is a globular 
protrusion placed slightly below the bridge of 
the nose; it has been pasted onto the face. 
The globular nose, which is modeled in 
relief, extends 1.0 cm from the flattened area 
of the face. It consists of a bit of clay 
modeled and pasted against the surface of the 
face. Nostrils are slight punctuations into the 
base of the nose. X rays show that nostril 
openings extend well into the upper base of 
the nose. The mouth appears to be scratched 
into the surface of the generally watery slip 
slightly below the nose. It is a mere slit in 
comparison to the generous size of the nose.

The seated figure is modeled into a 
slightly oval shape that is wider than it is 
thick and wider at the base. Height is 15 cm 
(53A in.). The small high breasts have been 
modeled or molded as opposed to being 
applied, as is evident with the eyes and nose 
of the figure. No ears, hair, or clothing are 
evident, nor is there face painting or a 
discernible neck. The orifice is directly in 
the top of the head. Since only a small

portion of the rim remains, projected 
diameter of the orifice is 3 cm.

The arms are painted onto the body 
just below what may have been a painted 
necklace. Paint is mineral based. Most of 
the features below the shoulder on the left 
side of the body and the hip on the right side 
of the effigy figure have been obliterated by 
a dense gray to black fire cloud (Munsell 
7.5YR 6/0-4/0). The legs are coils of clay 
attached to the base of the vessel, and they 
simply taper at the ends for feet. At one time 
the legs may have extended perpendicularly 
from the body, and then while still in a 
plastic state, were folded back against the 
abdomen of the figure. This treatment of the 
legs is unique among known effigy vessels. 
Although the hips are indicated by a slight 
swelling of the figure from the waist down, 
neither buttocks nor genitalia are delineated. 
The base is small and flat, and the figure 
swells slightly out and above it. Finally, the 
vessel is covered with a slip that fired to a 
creamy white color (Munsell 7.5YR 8/0).

Other accompaniments from Burial 10 
include two pottery bowls, a small corrugated 
pitcher, a bone awl, a scraper, and an unused 
projectile point (Figure 3). Decorations on 
the large, steep-sided bowl (UCM 17315) 
cover the interior from the thin tapered rim 
to a small plain circle in the base. The 
mineral-painted design is a triangular 
checkerboard. The vessel shows
considerable wear since the design is partially 
obliterated near the base of the bowl. 
Whether the wear patterns were made by a 
ladle being dipped into the bowl or by other 
mechanical means of serving, or whether 
they were made by corn kernels being 
swirled in the bowl, is unclear. The smaller 
of the two bowls, UCM 17312, is also steep
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Figure 3. Ceramic artifacts accompanying Burial 10, 5MT-1, Porter Pueblo,
Yellow Jacket, Colorado

sided with noticeable wear and obliteration of 
the design in the lower segment of the bowl 
interior. The design is a series of parallel 
lines falling perpendicularly from a tapered 
rim and is painted in dimmer mineral paint 
than that used in UCM 17315. The lines are 
separated by black panels cut by zigzag white 
lines. It is unknown what caused the wear in 
the bottom of the bowl unless an acidic food 
was allowed to sit in the bowl over a period 
of time. The designs of both UCM 17315 
and UCM 17312 indicate Mancos Black-on-

white of Intermediate Pueblo II; one has a 
bold, triangular checkerboard pattern and the 
other has parallel lines falling vertically from 
a tapered rim.

The small corrugated vessel (UCM 
17313) is heavily sooted and was probably 
used extensively for cooking. Although the 
corrugations are fine and considerably 
obliterated, the form of the vessel, with the 
orifice nearly as wide as its widest diameter, 
is definitely of the Pueblo II period. Lack of
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interior residue precludes identification of the 
food that may have been cooked in the 
vessel.

Nonceramic artifacts accompanying 
the burial include a bone awl (probably a 
mule deer tibia). The striations and narrow 
tip indicate a basketry awl (Jeannette 
Mobley-Tanaka, personal communication 
1992). The other bone tool, a flesher, is part 
of the humerus, probably also from a deer. 
The flesher shows extensive use, with many 
striations and a heavily cracked base. A 
piece of caliche with a hole drilled in its 
center may be the remains of a spindle 
whorl. The one nonutilized item from the 
burial is a small, side-notched, translucent 
chert projectile point (UCM 17859). It is 
cream colored with an orange streak.

All of the burial accompaniments are 
assumed to be personal possessions of the 
woman with whom they were interred. In 
historic Pueblo custom, an individual's 
possessions comprise the grave goods (Ellis 
1968:64).

The placement of the items within the 
burial gives little clue as to special 
importance of the items (Figure 3). The 
effigy vessel itself was near the bone awl and 
scraper. Was this an indication of a special 
use for this vessel? The woman with whom 
these articles were buried is thought to have 
been 35 to 40 years old (Nancy Malville, 
personal communication 1992). The burial 
was placed in a bell-shaped pit that had been 
used previously for storage.

Porter Pueblo, a series of Pueblo II 
post-and-adobe structures, yielded a 
dendrochronology date of A.D. 948-1052, 
with the latter the closest to a cutting date.

The date derives from a post that was not 
associated with the pit burial, although both 
were from the same vertical level. 
Construction dates for most post-and-adobe 
rooms were circa A.D. 1050, so the burial 
would have been a little later.

TECHNICAL ANALYSIS

Technological and material analysis of 
the four ceramic vessels from Burial 10, 
5MT-1, includes x-radiographic examination, 
x-ray diffraction, and x-ray fluorescence. 
These studies identify construction techniques 
used by the potter or potters who 
manufactured the vessels. Materials or clays 
used to construct these vessels were located 
using these methods. Trace-element data 
from x-ray fluorescence were compared to 
samples of raw clays from Yellow Jacket 
Canyon and to other contemporary ceramics 
from the site.

Tempering materials used within the 
vessels were identified first by using a 
binocular microscope with a magnification of 
8X. Preliminary temper identification 
resulting from this examination shows that 
the effigy contains sherd temper with some 
quartz inclusions. The medium-sized 
Mancos Black-on-white bowl (UCM 17312) 
includes sherd temper, while the large 
Mancos Black-on-white bowl (UCM 17315) 
contains sherd and quartz temper. Finally, 
the examination of a small corrugated jar 
(UCM 17313) identified the temper as a 
conglomeritic sandstone.

Conglomeritic sandstone was used for 
temper by the potters of Yellow Jacket and is 
found in 97 percent of all mineral-tempered 
vessels from this site (Parker 1992). Yellow 
Jacket Canyon lies within the Cedar Point
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Temper Tract, which makes this the expected 
temper (Lucius 1988:34). Conglomeritic 
sandstone is a major constituent of the Upper 
Cretaceous Dakota formation. Yellow Jacket 
sits atop this lithologic unit, and the canyon 
below the site exposes some 60 m (200 ft) of 
these sandstones. This type of sandstone is 
characteristic of the tempers of locally made 
ceramics. It can be safely concluded that the 
corrugated jar from Burial 10 was 
manufactured locally.

No breaks in the Mancos Black-on- 
white vessels from Burial 10 permit close 
examination of paste. An x-radiographic 
study was completed instead. This 
nondestructive technique looks into the paste 
to view things such as construction 
technique, drying cracks, mineral inclusions, 
and gross paste characteristics (Carr and 
Riddick 1990:39; Rye 1977). These analyses 
are impossible by any other method, 
especially on whole vessels that cannot be 
analyzed by destructive methods.

The x-radiographs of these vessels 
produced excellent results. The shadow X 
rays demonstrate that the effigy vessel (UCM 
17344) has sherd temper with a very few 
mineral inclusions (specific gravity of 2.8 or 
greater). The major feature that can be 
identified from the X ray is the coils by 
which the vessel is constructed. The coils 
measure from 7 to 9 mm in width. Mineral 
inclusions also can be seem. There are six of 
these, all about 1 mm in diameter. The base 
of the vessel was built as a small bowl, 
scraped inside and out, and allowed to dry to 
a leather hard state. Final construction 
consisted of coiling the rest of the vessel 
body and scraping the outside only.

The bowls from this burial are also

constructed by coiling and scraping. The 
coils of the medium-sized Mancos bowl 
(UCM 17312) are 5 to 6 mm in diameter. 
The x-radiograph shows that the vessel has 
sherd temper with a few mineral inclusions 1 
mm in diameter. The gross paste 
characteristics are similar to those of the 
effigy vessel. The slip used on the vessel 
fired to a white (Munsell 7.5YR 8/0) typical 
of Yellow Jacket ceramics and the effigy 
vessel as well.

The large Mancos Black-on-white 
bowl (UCM 17315) was found to have sherd 
temper with 25 percent mineral inclusions 
(specific gravity 2.8 or greater). This is very 
different from the other vessels, for this bowl 
is tempered with sherds that have mineral 
inclusions 1 to 3 mm in diameter. This 
coarse temper is different from that found in 
the effigy vessel. The coils from which this 
vessel is constructed are from 4 to 6 mm in 
diameter. The construction and materials of 
this vessel suggest a different potter or 
manufacture at a different locality, although 
other Mancos Black-on-white vessels from 
Yellow Jacket exhibit these same paste 
characteristics.

Examination of these vessels by the x- 
radiographic technique has produced mixed 
results. The original identification of sherd 
temper was confirmed. Mineral inclusions 
also have been found within the paste. These 
inclusions have a specific gravity greater than 
2.8, creating shades of gray upon the x ray. 
While the exact identification of these 
minerals by this method is impossible (Parker 
1992), these are not naturally occurring 
inclusions. They are particles that were 
added along with the crushed sherds. By 
comparing these mineral inclusions to others 
found at Yellow Jacket, a preliminary
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identification was made of sandstone 
containing iron (specific gravity of 2.65 to 
5.3, depending on the total iron content).

The identification of sandstone 
particles within the sherd temper is consistent 
with locally manufactured pottery from 
Yellow Jacket. Confirmation was obtained 
by x-ray diffraction. X-ray diffraction is a 
method by which the mineral structure is 
determined, allowing for the exact 
identification of minerals in the paste. X-ray 
diffraction can also identify clay minerals if 
they are not fired over 500 degrees C (932 
degrees F). If the vessel was fired over that 
temperature, the crystal structure of the clay 
is destroyed and identification is impossible 
(Rice 1987:385).

A large sample was obtained from 
each vessel and analyzed by this method. 
Results of this study show that the only 
mineral present in all samples is quartz, 
confirming the above identification of 
sandstone inclusions. This is consistent with 
the local ceramic manufacturing tradition.

X-ray fluorescence was used to 
identify trace elements found in the paste and 
these were compared to other samples from 
Yellow Jacket and to raw clay samples from 
the canyon. This analysis, based on 21 
elements, demonstrates clearly that the 
ceramics from Burial 10 have the same trace 
elements in their pastes as those from MT-3. 
X-ray fluorescence data of the raw clays 
from Yellow Jacket Canyon produced similar 
results, indicating that the ceramics are made 
from clay that is plentiful in Yellow Jacket 
Canyon.

The paint used on these Mancos 
Black-on-white vessels can also be analyzed

by x-ray fluorescence. The sherd listed as 
UCM 34230 Mancos Black-on-white was 
sampled specifically for its black mineral 
paint. The sample shows elevated amounts 
of manganese and iron, major ingredients of 
the paint used to decorate the Mancos Black- 
on-white vessels from Yellow Jacket. They 
are comparable to the black mineral paints 
analyzed by Anna Shepard (1939:257) in the 
La Plata District. These paints are most 
likely made from crushed hematite, pieces of 
which are found on the site. The source of 
this mineral is unknown, but it may derive 
from levels of the Burro Canyon formation at 
the bottom of Yellow Jacket Canyon.

White slip at Yellow Jacket is made 
from the local clay found within the middle 
shale unit of the Dakota formation, which is 
a combination of kaolinite and smectite.

Clays from Yellow Jacket Canyon fire 
to a white (Munsell 7.5YR 8/0) in a reducing 
atmosphere. The best clays for a slipping are 
from the shale unit itself. Clay eroding from 
this shale unit mix with quartz particles from 
the surrounding sandstones and give the 
weathered clay a higher iron content, as well 
as 10 to 15 percent quartz inclusions.

The clay makes a fine plastic paste 
with excellent workability. The clay can fire 
under a reducing atmosphere to a range of 
colors from gray (Munsell 7.5YR 5/0) to 
white (Munsell 7.5YR 8/0), as can be 
demonstrated by the vessels from this burial. 
All of the vessels have paste that is white, 
except for the effigy, which has a carbon 
streak that is gray (Munsell 7.5YR 5/0).

The slip applied to the surface of 
these vessels must come from the
consolidated shale unit of the Dakota
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formation. This clay is the least 
contaminated by iron and mineral inclusions 
and produces the desired color, which makes 
it ideally suited for the purpose. For a slip to 
adhere to the clay body, it must be 
chemically and mineralogically compatible 
with the paste (Farnsworth 1970). This 
makes the importation of slips and glazes 
unusual and difficult for the potter.

The clay and tempering materials 
show clearly that these vessels were locally 
manufactured. The large bowl shows 
circular striations along the bottom. These 
marks have scratched the paint along the 
lower two rows of the triangular design. 
Some type of consistent stirring motion, not 
an isolated incident, is indicated.

The human effigy vessel found with 
these grave goods is unique. No others of its 
kind are known from Yellow Jacket, 
although its construction and materials are 
not unique. The vessel was manufactured 
locally. The potters of Yellow Jacket in all 
time periods were adept at making vessels 
into any shape or form. This is clearly 
evident in all the other vessels from the site.

CONCLUSIONS

The purpose of human effigy vessels 
is unknown, as small-necked containers are 
of limited utility (Ellwood 1978:124). There 
is no evidence to indicate they were 
manufactured solely as mortuary furnishings, 
nor is there reason to justify ceremonial use 
unless possibly for an unknown ritual. 
Nowhere is there a record of an earthenware 
figure, male or female, in unquestionable 
association with Pueblo religion (Judd 
1954:227). Haury (1945:112) suggests that 
the number of human effigy vessels is so

small that they cannot have played an 
important role in the Hohokam culture as a 
whole and seem to have been on the way out 
by Classic period. Charles DiPeso
(1977:32), however, considers effigy vessels 
from Casas Grandes, a ruined city in
Chihuahua, Mexico, to reflect the essence of 
formalized religion of their ancient owners.

In tracing the origin of the human 
effigy form among the Salado and the
Hohokam, Hammack (1974:34) strongly
suggests that it is to the south. The 
American Southwest has been considered the 
northernmost extension of the high cultures 
of Mexico. Human effigies are abundantly 
represented at Casas Grandes in the Northern 
Chihuahua district of Mexico.

The Yellow Jacket effigy vessel may 
have been an heirloom and manufactured 
prior to the Intermediate Pueblo II time 
period of A.D. 1000-1100, which was the 
date set for the other artifacts of Burial 10. 
The vessel itself is also of the Mancos Black- 
on-white type but was probably manufactured 
in early Mancos—A.D. 850-900. The vessel 
that the Yellow Jacket effigy form most 
closely resembles is the small female form of 
Sweetwater Red-on-gray dated between A.D. 
100-300 recovered from Snaketown. 
Because of the wide divergence in time 
periods, it seems unlikely that there is any 
actual connection. The unique treatment of 
the legs of the Yellow Jacket effigy suggests 
that it was an independent creation.

A pattern evolves with many of the 
intact or whole vessels being found in human 
burials, both male and female, while sherds 
or fragments come from trash. They have 
probably been broken previously and as 
fragments have been discarded as trash. As
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burial accompaniments, they seem to be 
personal property. In particular, the Yellow 
Jacket effigy vessel, the ceramic bowls, the 
corrugated pitcher, and the other 
accompaniments of the burial all may be 
assumed to have been possessions of the 
woman with whom they were interred.
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The occurrence of a projectile point 
style with distinctive blade notching that 
seems to be unique to southern Culberson 
County area is documented. Morphological 
and analytical characteristics, including linear 
measurements, material types, and 
technology, are described. It is suggested 
that, if the specimens are recognized as a 
distinctive type, they be known as the Van 
Horn projectile point type.

INTRODUCTION

A projectile point style that seems to 
be unique to southern Culberson County has 
been documented in the ongoing Van Horn 
Archaeological Project. The project is a 
private endeavor directed by the author. 
Four areas of study are (1) a continuing 
reconnaissance survey to record, sample, and 
photograph sites in the region; (2) a 
projectile point study that documents private 
collections and records specimens recovered 
during survey; (3) a lithic and tool 
assemblage study from survey and private 
collections; and (4) a source material study to 
record, sample, index, and compare raw

PATTERNED BLADE- 
NOTCHED PROJECTILE 
POINTS FROM SOUTHERN 
CULBERSON COUNTY, 
TEXAS

John A. Hedrick

materials from quarry sources in the area to 
projectile points and tools.

The 8,960-sq-km (3,500-sq-mi) study 
area for the Van Horn Study covers southern 
Culberson County, southeastern Hudspeth 
County, and the western part of Jeff Davis 
County, Texas. The area is part of a classic 
basin and range provenience that extends 
from the Guadalupe Mountains and Salt Flats 
on the north to the Davis Mountains, Marfa 
Plain, and Glass Mountains on the south. 
Elevations range from 1,130 m (3,700 ft) at 
Salt Flat to over 1,830 m (6,000 ft) in the 
Sierra Diablo and Davis mountains. 
Topography is typical of the Trans-Pecos 
region, ranging from rugged mountains with 
deep-cut canyons, flat-topped mesas, alluvial 
fans and valleys, slopes and terraces to 
volcanic cones and lava flows, large dune 
areas, flat lands, and alkaline flats. The 
closed basin and surrounding mountains are 
part of the northern Chihuahuan Desert and 
contain flora and fauna associated with the 
district. Water resources include large run
off arroyos, draws, and playas in the basin 
floor. There are numerous springs, seeps,
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Table 1. Key Linear Attributes.

Attribute Minimum(mm) Maximum (mm) Average
Standard
deviation

Maximum length 31 65 44.58 7.73

Maximum blade width* 17 32 22.30 2.90

Maximum thickness 4 8 5.82 0.83

Haft thickness 4 7 5.10 0.73

Haft length 7 17 10.86 2.12

Base width 9 20 13.37 2.19

Neck width 7 15 10.04 1.57

* Maximum blade width is maximum width of specimen.

and tenajas in the mountains and surrounding 
hills.

Over 2,000 projectile points have 
been documented from southern Culberson 
County, Texas. Morphological attributes of 
the specimens have been analyzed (C. 
Hedrick 1989) and entered in a computer 
data base. From this data base, 67 projectile 
points have been recognized that have a 
distinct attribute of patterned, symmetrical, 
blade notches.

Binford (1963) describes a type as a 
demonstrable cluster of attributes within a 
class of artifacts. Rouse (1960) has 
suggested two basic orders of systems for 
projectile point classification. Analytical 
classification is the analysis of attributes that

are indicators of standards, concepts, and 
customs or behavior of specific groupings. 
Taxanomic classification establishes types, 
which have cultural significance and include 
the analytical systems. Types are then 
formed from both, and the projectile points 
may or may not fit into known previous 
categories. Thomas (1979) places projectile 
point classification theory into two 
groupings, morphological types (points of 
similar categories based on shape alone) and 
temporal types (a group of morphological 
types that have significance in time). 
Temporal types are stepping stones toward 
understanding ancient cultural patterns as 
reflections of activities and technology.

The projectile points from the Van 
Horn Archaeological Project can be studied
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only within the parameters of analytical 
classification and morphological typology. 
All represent surface finds in a cultural 
context that is probably mixed. Two of the 
points are associated with known point types 
with less context mixing. A true taxonomic 
or temporal classification remains to be 
documented.

ANALYTICAL CHARACTERISTICS

The analytical characteristics of the 
sample include linear measurements, general 
attributes, flaking methods, pattern of blade 
notching, form morphology, and extent of 
completion or breakage. Other data include 
material type, source of material,
comparative information, and locational and 
site information. Table 1 shows the key 
linear attributes for the 67 specimens.

The following technological attributes 
are described for each specimen:

Smoothing: None of the specimens in 
the sample show smoothing, grinding, or 
abrading of the stem or base.

Beveling: One specimen in the
sample is beveled on the blade.

Modification: The blade of one
specimen has been reworked for reuse or to 
correct mistakes in manufacture.

Secondary use: None of the complete 
or nearly complete specimens has any 
indication of use wear on the blade or tip. 
Nineteen specimens have the blade or tip 
missing. The majority of the points show 
polishing and edge rounding, but this may be 
a result of sand blasting through time.

Basal thinning: A total of 27
(40.3%) of the specimens show evidence of 
intentional flaking to thin or taper the base 
and stem, probably to aid in hafting.

Of the 67 specimens, 65 are bifacially 
flaked and 2 have unifacial flaking.

Twenty-six specimens (38.8%) in the 
sample show random flaking patterns (Figure 
2c, e, f; Figure 3g). Percussion flake scars, 
either direct or indirect, occur on both faces 
of the point. There is no pattern established 
by the flake scars. They may be small, 
medium, large, or varied. Either pressure or 
controlled percussion flakes are removed to 
form the blade, stem, or base (Van Buren 
1974).

Regular pressure flaking on 31 
specimens (46.3%) yields a symmetry in size 
of pressure flakes, which are for the most 
part perpendicular to the edge (Figure le, h; 
Figure 3a, o). Some percussion scars 
generally remain on the surface of the point 
where pressure flakes do not cover or extend 
far enough to clean up the surface (Van 
Buren 1974).

Collateral flaking on 10 specimens 
(14.9%) is the product of controlled 
percussion or pressure flaking in which 
horizontal flake scars are parallel to each 
other. Flake scars from one edge meet the 
flakes from the other edge at midblade and 
form a small median ridge (Van Buren 
1974).

Twenty-one (31.3%) of the specimens 
have a retouch flaking pattern. Retouch 
flaking is used to thin, straighten, sharpen, 
and smooth the point, and to make it more 
regular in form. The method generally 
involves the use of pressure in one or more 
stages. Nearly all the finishing steps in the 
process are accomplished by pressure with 
small tools (Crabtree 1982; Muto 1971).
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Figure 1. Points with straight Base.
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Figure 2. Points with convex arc base.
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Figure 3. Points with a rounded base.
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Table 2. Number of Notches on Each Side of Blade.

Configuration
Left Right No. in sample Percentage of sample

Even Pattern
1 1 4 5.97
2 2 32 47.76
3 3 15 22.39

Uneven Pattern
0 1 1 1.49
2 0 1 1.49
2 1 4 5.97
2 3 2 2.99
2 4 1 1.49
3 1 1 1.49
3 2 5 7.46
4 2 1 1.49

Totals 67 99.99

PATTERNED BLADE NOTCHING

Patterned blade notching is the 
attribute that makes these points unique. On 
all but one specimen, notching occurs at the 
midpoint of the projectile point; on the 
exception, the notches occur above the 
midpoint. Notch depths vary from 1 to 3 
mm and appear to be inset by pressure 
flaking with a sharp tool rather than by 
abrasion or grinding. Several specimens 
(Figure 2e; Figure 3i) appear to have been 
broken during the notching process.

The number of notches on each side 
of the blade varies from zero to four. In 
76.1% (n =51) of the examples, the number

is equal on each side; the most common 
combination (n = 32; 47.8%) is two notches 
on each side (Table 2). There seems to be no 
correlation between the notching that forms 
the stem and base and the number of blade 
notches. Further, there is no apparent 
relationship between the number of blade 
notches and point size, blade type, or blade 
width. Figures 1, 2, and 3 show the 
variability of base form with the patterned 
blade notches. The illustrations are 
representative of the sample as a whole. The 
specific purpose of the patterned blade 
notches is unclear; they may be functional, 
decorative, a form of cultural identity, or 
none of these.
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Table 3. Morphological Attributes.

Form Number of Specimens Percentage

Blade Form \

Straight 51 76.12
Convex 8 11.94
Concave 4 5.97
Recurved 4 5.97
Totals 67 100.00

Stem Form
Straight 1 1.49
Expanding 53 79.10
Contracting 4 5.97
Round 9 13.43
Totals 67 99.99

Base Type
Straight 19 28.56
Concave arc 1 1.49
Convex arc 27 40.30
Round 19 28.36
Concave notch 1 1.49
Totals 67 100.00

Blade Notching
Side 5 7.46
Corner narrow 43 64.18
Corner wide 17 25.37
Straight 2 2.99
Totals 67 100.00

MORPHOLOGY

Description of morphological 
attributes is essential for projectile point 
sorting and for interpretation of styles and 
types. Binford (1963) describes morphology 
as geometrical attributes that describe the

shape of the specimen. Numerous studies of 
projectile points clearly show that 
morphological variability in hafting elements 
is the most important element in classification 
(Jelinek 1967; Katz and Katz 1974). Four 
basic morphological attributes — blade and 
stem form, base type, and blade notching
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Table 4. Stages of Completion and Breakage.

Number of Specimens Percentage
Complete 20 29.85
Nearly complete 21 31.34
Impact break 3 4.48
Manufacturing break 23 34.33
Totals 67 100.00

Table 5. Types of Material.

Number of Specimens Percentage
Agate 9 13.43
Basalt 4 5.97
Chert 51 76.12
Chalcedony 1 1.49
Rhyolite 2 2.99
Totals 67 100.00

(Table 3) — were studied (C. Hedrick 1989). 
These morphological attributes and 
definitions represent a composite of 
definitions by several authors (Hemion 1983; 
Leslie 1978; Van Buren 1974). Samples 
were sorted based on visual inspection, 
outline drawings, illustrations, and computer 
sorting.

The sample contains a cross-section of 
the four stages of completion and breakage 
(Table 4) used to classify projectile points in 
the project study:

Complete. Specimen has no missing 
fragments and is considered to be in a 
finished state.

Nearly complete. Specimens were 
probably complete at one time but now have

small fragments, usually tips or barbs, 
missing. The breakage on these examples 
usually is unexplainable and often may be 
"box batter" resulting from casual storage 
methods.

Broken on impact. Specimens appear 
to have been finished but are broken from 
impact. The break is defined by shatter or 
snapping across an irregular plane or cross- 
section. Edges generally are jagged and 
sharp.

Manufacturing breaks. Specimens 
show various stages of completion with 
breakage having occurred from flaking 
mistakes, knot trimming, and formation of 
stem, barbs, or shoulders. Breakage also 
occurred because of flaws in the raw material 
or poor-material quality.
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TYPES OF MATERIAL

Resource materials utilized in tool and 
point manufacture are plentiful in the Van 
Horn project area (J. Hedrick 1989). Good- 
quality cherts and exotic materials such as 
agate and chalcedony represent over 90% of 
the materials from which the specimens in 
this sample were manufactured (Table 5). Of 
the 51 chert specimens, the raw material 
sources for 26 (51.0%) are unknown. The 
remainder are made from chert that can be 
traced to quarries in the region. Eighteen 
(72%) of these 25 specimens are of material 
from the purple-tan chert quarry (41CU449); 
three (12%) each are from the white chert 
(41CU349, 372, 379) and the Van Horn 
Mountain chocolate brown quarries. The 
remaining specimen (4%) is from the Van 
Horn Mountain spotted quarry.

Nine of the specimens are made of 
agate, and one of these is of material from 
the butterscotch quarry. The materials for 
the other eight, as well as the chalcedony 
specimen, are probably nodules from 
scattered source areas near the northern Van 
Horn Mountains. Basalt and rhyolite are 
found in formations in the Van Horn 
Mountains and probably account for the 
source of the remaining specimens.

DISTRIBUTION

Three regional areas are represented 
in the point sample. The majority (n=38; 
56.7%) are from the Plateau complex (J. 
Hedrick 1975, 1989). This area contains 
mesquite-stabilized dunes that parallel 
Michigan and Plateau draws. Sites include 
the purple-tan and white chert quarries, 
multiple hearths, scattered burned rock, and 
areas of fire-blackened sand (J. Hedrick

1989:139-140). All the specimens from the 
Plateau complex are isolated finds and, 
though the general provenience is known, 
none can be associated with specific sites.

Nine (13.4%) specimens are from the 
Wild Horse Draw area, which lies between 
the Wylie and Van Horn mountains and 
includes the Lobo Valley. Sites in this area 
occur on low terraces and include campsites 
and isolated hearths. One (1.5%) specimen 
is from 41CU428, a campsite on the edge of 
the floodplain. A Paisano and an Ensor type 
were also recorded on the site. The other 
eight Wild Horse Draw specimens are 
isolated finds.

Another specimen is from a burned- 
rock scatter and low-density midden 
associated with a small, ground-level rock 
shelter (41CU385) in the northern Van Horn 
Mountains. A Paisano-type projectile point 
was also recorded at this site. The remainder 
of the specimens are unprovenienced except 
for generally being from southern Culberson 
County, Texas.

EXTRA-AREAL DISTRIBUTION

Two similar points from northern 
Chihuahua, Mexico, have been documented 
(Alan Phelps, personal communication 
1990). One, made of chert, has two notches 
on each side of the blade and is very similar 
to the specimen shown in Figure Id. The 
other is a near-replica of Figure lg and i. 
Another point from a site near Fort Stockton, 
Texas, is a near-replica of the specimens 
shown in Figure 3a and c (James Stone, 
personal communication 1990). To date, 
these are the only similar points documented 
outside the Van Horn area. No similar 
projectile points from the rest of the Trans-

98 ASNM: 19. Why Museums Collect



Pecos, Texas, area or southeastern New 
Mexico have been reported in the literature 
or are known to the author.

A search of available literature on the 
Trans-Pecos, southeastern and central New 
Mexico, northern Chihuahua, and Coahuila, 
Mexico, revealed two other projectile point 
types with patterned blade notching. The 
Maljamar point of southeastern New Mexico 
has a concave, recurving blade that forms a 
needle tip; bases are rounded; and large blade 
notches occur above the midline toward the 
tip (Leslie 1978; Smith 1974). Figures 3e 
and h bear some similarity to the Maljamar 
point but lack the recurving blade ending in a 
needle tip.

The Duran point from Coahuila is 
described as crude with a thick cross-section 
and prominent, exaggerated notches along the 
blade edges (Heartfield 1975). Taylor 
(1966:65) includes photographs of the Duran 
point but does not describe it. Two 
specimens from the study sample are similar 
to one of the five shown in the photographs. 
This similarity may be negated because the 
technique used to create the base of the 
Duran type appears to be different from that 
used for the study sample specimens. 
Further, almost without exception, the 
specimens from Culberson County are well 
made, and the notches are rather subtle, with 
most ranging from 1 to 3 mm deep.

SUMMARY

The specimens in the sample have a 
unique set of morphological variability, 
mainly in base forms, patterned blade 
notches, and flaking patterns. At present, 
there are no points documented in stratified 
sequence or other dated context. Two of the

points from the sample have been found 
associated in uneroded or mixed-component 
site contexts. In both instances the points 
have been found with Paisano and Ensor-type 
projectile points. Paisano and Ensor types 
have been placed in the Late Archaic period, 
which dates from approximately 500 B.C. to 
A.D. 600 in the eastern Trans-Pecos 
(Mallouf 1985).

Distribution of the projectile point 
style appears to be in the Van Florn region, 
areas of the Trans-Pecos, Texas, and 
northern Chihuahua, Mexico. No similar 
points are known from south-central New 
Mexico or the El Paso region.

I suggest that the projectile point be 
called the Van Florn type.
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ORIENTAL CARPETS AND 
THE "STORM-PATTERN" 
NAVAJO RUG DESIGN

Stephen C. Jett

The Navajo are noted for selectively 
incorporating foreign cultural elements into 
their culture (Vogt 1961), including the arts 
and crafts. Weaving—and early designs— 
were adopted from Puebloans (Amsden 
1974:128-30). Many Navajo women were 
kept as slaves in Spanish-American 
households, and this was no doubt one source 
of a second—Hispano—influence on Navajo 
blanket designs (Harmsen 1977:37-38; Mera 
1975:21-27).

ORIENTAL INFLUENCES ON 
NAVAJO RUG DESIGNS

For some time, it has been recognized 
that the designs of "Oriental" (Southwest and 
Central Asian) rugs also had an important 
impact on Navajo rug layout, beginning 
about the time of transition from blankets to 
rugs toward the end of the nineteenth 
century. Most attention has focused on the 
former Sheridan, Wyoming, Irishman John 
Bradford Moore, owner of Crystal Trading 
Post at the western end of the Washington 
Pass route through the Chuska Mountains, in 
northwestern New Mexico. Moore operated

the post from 1896 to 1911 (James 1976:49; 
1988:46-48; Kent 1989:101; Rodee 1981:19- 
24). Although George Wharton James 
(1914:53) attributed innovative designs in the 
Crystal area to the creativity of the local 
weavers, as encouraged by Moore, Amsden 
(1974:195) wrote that Moore not only 
supplied the commercially cleaned and 
carded wool and selected the colors for dying 
(which he and his wife supervised), but he 
also had the best weavers weave "rugs 
patterned after his own ideas." Mera 
(1975:83) stated that

attempts were made [by Moore] to 
introduce designs more attractive to a 
class of purchasers not previously 
interested....

This breaking away from usual 
[Navajo] forms was accomplished by 
means of designs made up especially 
for Moore's weavers. Some of these 
are believed, on good authority, to 
have been invented by Moore himself; 
others, it is said, are attributable to an 
artist friend [although in Moore's
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1911 catalogue] a number of [Navajo] 
weavers are credited by name with 
designing the various examples 
figured.

Kent (1961:27) echoed Mera. A few years 
later, Maxwell (1963:29) contended that 
"The early Crystals were 20 percent Navajo 
design and 80 percent Moore's conception of 
what Navajo design should be to be saleable. 
He did not hesitate to draw from his own 
imagination when other sources were dried 
up." Maxwell (1963:24) did not explicitly 
recognize Oriental motifs in J. B. Moore's 
Crystals, but with respect to Teec Nos Pos 
rugs (some of which have resemblances to 
Moore's), he guessed that

a forgotten but resourceful trader 
showed his best Navajo weavers 
sketches of the type of rug then (early 
1900s) in vogue with Eastern U.S. 
homemakers. These designs could 
have come from sketches of rugs 
originating in Northern Persia [e.g., 
Persian Azerbaijan], Some sources 
[e.g., McNitt 1962:343] credit a 
[missionary,] Mrs. Wilson... with 
having encouraged the San Juan 
Valley weavers how to use the outline 
design.

(Even Germantown outline eye-dazzlers have 
Turkish and Kurdish counterparts [e.g., 
Landreau and Yohe 1983; Simmons 
1977a:451], but this may be fortuitous.)

Wheat (1974:45) appears to have been 
the first to state in print that Moore adopted 
some Oriental motifs, apparently having 
specifically in mind swastikas and crosses 
(Wheat 1976). Dedera (1975:50, 52) also 
spoke of Oriental influences:

One tale has Moore obtaining a 
shipment of square-foot linoleum 
samples bearing patterns from Persian 
rugs. Moore issued the patterns, 
along with strong hints that he 
wouldn't buy anything else. Soon 
Moore's rug room was stacked with 
weaves done in a genuine Navajo 
design that would have fit on the floor 
of Omar Khayyam's tent.

Brody (1976) stated that Moore's patterns 
were "derived from Near Eastern flat 
weaving traditions, rather than from any 
earlier Navajo styles." Tanner (1976:43), 
too, recognized that "some of Moore's 
designs were simplified copies of Oriental 
rugs from Turkey," and Rodee (1977:44) 
noted "many Oriental rug motifs" in Moore's 
products.

I seem to have been the first to 
suggest a derivation from the layouts of a 
specific Asian carpet style: "Apparently, both 
customers' preconceptions of 'Indian' designs 
and the popularity of geometric Oriental rugs 
influenced these [early Crystal] designs; 
Kazak Caucasian rug designs are particularly 
similar to Moore's" (Jett 1976:24). Kaufman 
and Selser (1985:72) also observed Kazak 
affinities. Miller (1989:12, 15, 17)
mentioned Kazak, Turkoman, and Baluchi 
influences.

An explicit (though brief) attempt to 
compare Navajo rugs with Oriental carpets is 
Simmons' (1977a; see also Kent 1985:87- 
89). She showed exceedingly striking 
comparisons to Anatolian Turkish, 
Caucasian, and Kurdish carpets, and 
specifically mentioned Bergama-region 
Turkish carpets. She elaborated on this
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Figure 1. Storm-pattern rug from Moore's (1987:21) 1911 catalog.

theme in a thesis (Simmons 1977b). 
Simmons (1977b:62-63) noted Moore's 
comparison, in his 1903 catalog, of Navajo 
rugs to Orientals, and his possession of an 
Oriental prayer rug. She wrote that the rugs 
pictured in Moore's 1911 catalog (Moore 
1986) "clearly reflect Oriental influence in 
design and composition... Moore's 
dependence on Oriental patterning is 
obvious...." (Simmons 1977a:447). All but 
one of the 16 rugs Moore pictured have the 
common Oriental scheme of a central 
pattern—usually a medallion—and a border. 
A particularly Oriental motif was the 
latchhook (Figure 1), a simple version of 
which had probably already been published in 
a catalog by Clinton N. Cotton, a Gallup, 
New Mexico, wholesaler in partnership with

Ganado, Arizona, trader Juan Lorenzo 
Hubbell (Rodee 1981:19-20, 26; Williams 
1989:25, 76). Cotton "was possibly...the 
first man to introduce Oriental rug patterns to 
Navajo weavers" (Kaufman and Selser 
1985:73). In later years, Cotton is known to 
have commissioned at least two Navajo 
copies of Oriental prayer rugs (Dockstader 
1987:108), and Oriental designs seem long to 
have influenced rugs woven under his 
patronage. Latchhooks do not appear in 
Moore's (1903) catalog but do in "two 
single-sheet leaflets published by him 
between 1903 and 1911" (Miller 1989:17). 
Hubbell, too, seems to have introduced 
Oriental-derived motifs, partly from pattern- 
paintings made for him by artist E. A. 
Burbank (Simmons 1977b:41 -47, 53-56;
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Underhill 1956:plate opp. p. 241) but 
probably also under Moore's and/or Cotton's 
influence (e.g., Rodee 1981:67, 70). Among 
the Oriental designs that became common 
among the Navajo was the Memling gul, a 
stepped rectangle with latchhooks (e.g., 
Eiland 1976:85; Tilley 1967).

Simmons (1977a:447) speculated 
about Moore's possible sources, including 
actual rugs; books, magazines, and mail
order catalogs showing commercially 
manufactured carpets; and linoleum with 
Oriental motifs. Whitaker (1989:7) and 
Miller (1989:11) asserted that the models 
were Oriental rugs depicted in Collier's 
Weekly, the Saturday Evening Post, House 
Beautiful, and the Sears, Roebuck and 
Company catalog.

Rodee (1981:19-24, 31-56) studied 
Moore's designs in detail (and reproduced his 
catalog plates). She remarked on the turn-of- 
the-century popularity, in the eastern United 
Sates, of Caucasian carpets, and suggested 
that Moore was inspired by such carpets that 
were brought to the western states. Rodee 
made a point-by-point comparison with a 
carpet once owned by Helen Hunt Jackson 
(also illustrated by Kent 1985:89; Miller 
1989:12; Simmons 1977a:450; Whitaker 
1989:7), identifying this piece as being from 
Bergamo, Turkey (Bergama, ancient 
Pergamum), in western Anatolia (Simmons 
1977b:77-78 also discussed Bergamas), 
although it may be a Kazak. Caucasian 
Kazak carpets (as mentioned by me in 1976 
and by Simmons in 1977b:80-84) and 
Bergamas, as well as certain other western 
Anatolian carpets, have a number of similar 
points, and migratory links between the 
Bergama area and the Caucasian region have 
been hypothesized (Campana 1969:98-99;

Ziemba, Akatay, and Schwartz 1979:30; on 
nomad migrations in Anatolia, see Melaart
1984). The significance of Bergamas for the 
storm pattern is discussed below.

Rodee (1981:23, 56) added an
additional possible design source to 
Simmons' (1977a:477) list: commercially
made and distributed Oriental-style rug
hooking patterns. One can also find a 
conceivable source of the water-bug motif 
(see below) in pattern 403-2 of the Pendleton 
Woolen Mills (Ricks and Anthony 1987), 
whose blankets were popular among the 
Navajo. Finally, the possibility that actual 
southwest Asian kilims (tapestry-woven rugs) 
were among the models should not be 
discounted. One Navajo rug shown at a 
recent exhibition and dated circa 1890 (Miller 
1989:22) exhibits what is, as far as my 
experience goes, the unique use of (two-weft) 
slit-tapestry weaving, a structure typical of 
Turkic and certain other Southwest and 
Central Asian kilims (although usually 
involving more than two wefts). The design 
includes Oriental-style rams-head latchhooks. 
But whatever the specific sources, Moore's 
(and probably other traders') introduction of 
modified Southwest Asian designs and 
elements is now widely accepted (e.g., 
Campbell, Kopp, and Kopp 1991:9; 
Dockstader 1978:29; Elsas 1987:22, 24; 
Harmsem 1977:48; James 1988:46; 
Katzenberg 1977:42; Kaufman and Selser 
1985:75; Kent 1976:96 [who also mentioned 
Moore's successor, Jesse A. Molohon], 
1981:15, 1989:100; McGreevy 1981; Nestor 
1987:57; Wheat 1978:23; Whitaker 1989:6- 
7), and in fact an entire exhibition stressing 
this theme has been mounted (Miller 
1989:11, 12, 17, 22).
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THE STORM PATTERN RUG 
AND ITS SUPPOSED SYMBOLISM

Moore's 1911 catalog (Moore 1986) 
included an illustration of a special design 
rug (Figure 1) that "is one of the really 
legendary designs embodying a portion of the 
Navajo mythology" (Moore 1987:21; for 
another early—"ca. 1890-1910"—specimen, 
see Dutton [ 1977:Plate]; Miller [1989:22] 
gave a circa 1900 date for a "storm" she 
exhibited). James (1914:242, Figure 203) 
reproduced this illustration and repeated that 
the rug was "designed and woven by Dug- 
gau-eth-lun Bi-dazhie" (possibly, Ddghaa'i 
La BideezhL, Many Whiskers' Older Maternal 
First Cousin) and that the pattern

contains some of the sacred symbols 
of the sandpaintings... The swastikas 
are regarded with great reverence and 
superstition by the devout Navahos. 
This woman and her near relatives 
who are weavers have overcome their 
superstitious dread about the making 
of such blankets, for they have 
repeated this and similar designs in a 
dozen or more blankets during the 
past ten years.

Others, including Cotton, have written of 
symbols of lighting, rain, sun, and so forth, 
in rugs (Simmons 1977b: 118-19; Williams 
1989:81, 94; Witherspoon 1987:85); one of 
the most blatant examples is Lanciano 
(1986:227-32), who mentioned lightning, 
among other symbols. (See Witherspoon 
[1987:1-3] for further discussion of the 
debate.) I

I am inclined to treat the above 
contentions with caution. The Franciscan 
Fathers (1910:250-51) wrote as follows:

As for designs in modern blankets, 
which by some are interpreted as 
replete with religious symbolism, 
such interpretations merely attach an 
undue idealism and importance to the 
design which it does not contain... 
Navaho women are devout and 
faithful clients of their religion... and 
would scarcely trifle with religious 
symbols.

The Fathers gave 41 recognized rug 
motifs (also reproduced by James 1914:126- 
29), including the swastika (Franciscan 
Fathers 1910:251-54), a design which had 
appeared in Navajo weaving by 1895 
(Campbell 1986:14), was encouraged by 
Hubbell in the 1890s (Rodee 1987:90-94) and 
is also part of the original storm pattern. The 
swastika (a non-Navajo motif, according to 
Kent [1961:27]) "appealed strongly to Anglo 
purchasers who, unlike the Navajo weaver, 
assumed that it had symbolic significance. It 
was specifically requested by the Fred 
Harvey Company, largest outlet for Navajo 
rugs in the early 1900s" (Kent 1985:87). 
The "swastika . . . [also occasionally]
appears on almost all [types] of the Asiatic 
rugs" (de Calatchi 1967:152; also, Ziemba, 
Akatay, and Schwartz 1979:35, 65).

On the other hand, Cushing 
(1907:334-35) stated that a swastika with 
curved arms within a circle is a Navajo 
representation of the four cardinal 
ditrections, and in Navaho Religion Reichard 
(1950:205, 603-4) noted that the "Swastika is 
a favorite Navaho design, probably because 
the whirling log [a sandpainting design that 
includes crossed bars with a pair of figures 
standing on each arm]... is a theme of the 
Night and Feather chants [see Dockstader 
1987:62; Halpern 1982; Rodee 1987:174,
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177; Sander 1979: 86-87, plate; Whitaker 
1989:6; Wyman 1983:55, 78, 92, 185], The 
chant symbol of the Hail Chant is a cross to 
the ends of which down feathers are fastened, 
giving it a swastika-like effect" (note the 
feather-like appendages on the rug's 
swastikas). The symbol "is the protective 
device of Thunder and Frog's home" and was 
Winter and Dark Thunder's seat when angry. 
It is also associated with Spotted Thunder, 
"head" of Shootingway, Hailway, and 
Waterway. Whitaker (1989:5-6) has 
compared the rake-like appendages on 
Moore's storm swastikas to the heart or 
breath line in some Navajo depictions of 
animals, symbolizing breath (i.e., life) or 
blood circulation. Many of these 
associations, plus the representation of what 
appears to be zigzag lightning (a motif also 
encountered in sandpaintings and in 
sandpainting rugs; [Halpern 1982]) give 
some plausibility to the current name for this 
rug design, the storm pattern. Zigzags also 
symbolize lightning on rugs from Soviet 
Turkestan (de Calatchi 1967:147). (The 
swastika is no longer part of the Navajo 
storm pattern—presumably owing to its post- 
1930 Nazi associations [Rodee 1981:23]—but 
the rug design has otherwise changed little 
since 1911 [Figure 2]). However, Reichard 
(1936:178, 183) elsewhere stated that,
although individual weavers may sometimes 
attribute meaning to their designs, the use of 
motifs such as the swastika was not done for 
religious symbolism: "The Navajo have kept 
the symbolic designs of their religion apart, 
in a separate compartment of their minds, 
from ordinary blanket patterns. The form 
occasionally overlaps; the emotions are kept 
distinct."

It is not clear just when the name 
storm pattern came into use. I have not

encountered it in pre-1960 sources, although 
I am certain it goes back at least a couple of 
decades before that. William Y. Adams 
(personal communication 1987) said that the 
term was used in the 1950s, and Tommy 
Kirk and John and Clara Lee Tanner 
(personal communications 1987) believed 
they had first heard it in the 1940s. Kirk said 
he thought the supposed specific symbolism 
was not talked about until the 1950s and was 
probably invented by a White person. 
Hegemann (1963:302), based on her 
experience during the 1930s, mentioned the 
symbolism but said that the design was called 
the "Red Lake Pattern," for the trading post 
where it supposedly originated. Jon LeRay 
("Ray") Hunt (personal communication 1988) 
stated that he had heard the term storm 
pattern as early as 1927 in Gallup, and 
possibly earlier in the 1920s. Dutton 
(1961:14) is the first published user of the 
term of whom I am aware.

Although some of the motifs of 
Moore's (1986) rug depiction appear in 
sandpaintings, I know of no sandpainting 
that, as a whole, particularly resembles the 
storm pattern. Rodee (1981:23) found that 
"Even after diligent investigation of the 
sandpaintings, the prototype for the storm 
pattern is not evident." Nevertheless, 
apparently before 1930 and at least by the 
late 1950s, there was a widespread 
trader/dealer "folklore" about the supposed 
symbolism of the design. Tanner (1968:83) 
wrote, "One explanation... is that the central 
motif is the center of the earth, the zigzags 
are lightning, and the four corner themes are 
the houses of the winds. The motifs in the 
center ends of the rug may be... conventional 
representations of the water bug" (Figures 1- 
2). The four corner squares are sometimes 
referred to as the four sacred mountains of
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the cardinal directions (Dockstader 1987:85, 
88; Erickson and Cain 1976:42; Getzwiller 
1984:28; Hegemann 1963:302; James 
1976:87, 89; Jett 1976:32; Kaufman and 
Selser 1985:102; Koenig and Koenig 
1986:26). Though mountains are normally 
depicted as circles, ovals, or in profile, they 
are sometimes shown as rectangles in 
Blessingway sandpaintings (Wyman 1983: 
140). Also Rodee (1981:23) wrote that the 
central square is supposed to represent a 
storm cloud (in other contexts, clouds are 
symbolized by triangles or stepped triangles 
[Franciscan Fathers 1910:253; Wyman 
1983:114]). Hegemann (1963:302) called 
this central motif "the [Emergence?] Lake in 
the middle [of the Navajo World]" (this lake 
in sandpaintings may be square or rectangular 
but is usually round and usually black [e.g., 
Halpern 1982; Wyman 1983:141]), and 
identified what she believed were "the Sacred 
[protective] Arrows [in the side motifs], and 
[the swastika] Whirling Logs" of 
sandpaintings (see also, Getzwiller 1984:28). 
Richardson (1986:133) also called the central 
motif the Emergence Lake with its central 
island, and added, "Four lines to cardinal 
points represent where that number of thrown 
stones landed to drain off the water so 
Navajos [sic] could walk ashore. A slightly 
different version holds that the badger dug 
four holes, after trenching to cardinal points, 
through which roiling water disappeared." 
The central square has also been termed an 
axis mundi (Whitaker 1989:5). Kent 
(1961:40; 1981:16, 1985:92; also,
Dockstader 1987:85, 88; James 1976:89; 
Kaufman and Selser 1985:102; Koenig and 
Koenig 1986:26) gave the alternatives of the 
hogan or storm house at the center (although 
hogans in sandpaintings are round, houses 
may be rectangular [Wyman 1983:140]) and 
pinon beetles at the ends; Harmsen (1977:48)

and Wheat (1978) mentioned pine beetles. 
Note, however, that Wyman's (1983:133-34) 
book on sand-paintings mentions no water or 
pine beetles or bugs.

In partial support of the beetle idea 
are a 1915-1920 storm and a Teec Nos Pos 
rug in which the motifs have heads with eyes 
(Katzenburg 1977:43; Whitaker 1989:9). 
Trader feedback may be involved here. 
However, Moore's (1986) design was not his 
first published storm pattern, and sometime 
between 1903 and 1911 he issued a single
sheet flyer depicting an earlier version of the 
storm, with a red ground and a Greek 
meander border, also attributed to Dug-gau- 
eth-lun bi Dazhie (Figure 3). In it, the water 
bugs have arrow-shaped heads and white- 
tipped tails. The later, 1911, water bugs 
each have arrowhead-like ends—-on both ends 
in one case; on only one in the other (Moore 
1987:35, 71). Zoomorphic water bugs re
semble quadrapeds more than they do insects, 
and are—with their diamond-shaped bodies, 
four bent legs, arrow-point heads, and tails— 
specifically reminiscent of the Horned Toad 
People (and to some extent, Gila Monster) as 
represented in sandpaintings (e.g., Rodee 
1987:171; Wyman 1983:125-26). 
(Witherspoon [1987:85-86] offered an alter
native notion that the water bug is actually a 
diamond between two [zigzag] Monster 
Slayer bow symbols. I do not find this 
interpretation persuasive.) Wyman and 
Bailey's (1964:54, 67) Navaho Indian
Ethnoentomology does not indicate that water 
bugs (to bich'osh, Corixidae and 
Hydrophilidae) or pine beetles (ndishchu 
bich'osh, Buprestidae or Cleridae [a rarely 
used term]) are associated with any 
ceremonials, and no pinon beetle is listed. 
Wheat (1976) and Kent (1981:14) went so far 
as to state that Moore devised this motif.
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Figure 2. Storm-pattern rug by Susie Nackai, Cedar Ridge area, Arizona, circa 1970
(author's collection).

Figure 3. Storm-pattern rug from Moore (1987:35) flyer of between 1903 and 1911.
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Even though lightning depictions in 
sand-paintings typically end in arrowheads or 
crosses (e.g., Dockstader 1987:66, 73, 75, 
78-81; Halpern 1982), James (1976:87) 
wrote, "The connecting lines [in storm rugs], 
usually zigzagged [sic], are intended as 
lightning bolts carrying blessings to and fro 
between the squares, thus bestowing good 
spirits on the weaver and her household" (see 
Witherspoon 1977:162). According to the 
Franciscan Fathers (1910:251), however, 
depictions of zigzag lightning in rugs is taboo 
because it is dangerous; so, presumably, 
would be water bugs, last of the evils 
encountered by the Hero Twins (Reichard 
1950:74). We can concur with Dockstader 
(1987:113), who stated that "There are many 
fanciful interpretations of the significance of 
the [storm] motif and its origin, but there 
seems little doubt that it was White-inspired," 
and that the "symbolism" of this rug type is 
largely the invention of traders and dealers. 
(Miller [1989:17] added that a Navajo may 
have fabricated the supposed symbolism "to 
satisfy an Anglo-American desire for 
symbolism.")

One design element besides the 
swastika, the water beetle, may predate the 
storm pattern in Navajo weaving. This motif 
appears on a Germantown saddleblanket 
thought to date to 1890-1900 (Kaufman and 
Selser 1985:72). (Moore used a more Turkic 
version of the motif on his 1907 letterhead 
[Figure 6; Simmons 1977b:85], and a 1920s 
photograph shows another version on a sign 
at Crystal Trading Post [McFuhan 1985:52].)

THE REGIONAL ORIGIN OF 
THE STORM PATTERN

Not everyone even agrees that Moore 
(or his weaver or his artist friend) originated 
the storm pattern. All writers concur that by 
World War II times, the design has been 
associated with the western part of the 
Reservation; Tuba City has often been 
mentioned as a center, "since 1920 or 
before," according to Kent (1961:40; 
1981:16), a contention supported by 
Hegemann (1963:302, 310; see also, Bahti 
1964:12; Clark 1986:97; Dutton 1961:12-13; 
Getzwiller 1984:28; Kaufman and Selser 
1985:94, 102; Koenig and Koenig 1986:20; 
McNitt 1962:276; Maxwell 1963:45; Merry 
n.d.:3, 15; Richardson 1986:44; Rodee
1981:93; Tanner 1968:83; 1976:43, 45). 
During the 1960s, I encountered the design 
particularly to the west of Arizona's Echo 
Cliffs (Jett 1976:32-33). James
(1976:frontis, 87) wrote, "The Contemporary 
Storm Pattern, although still very much in 
evidence in western sectors, is now being 
found all over the Reservation."

According to Rodee (1981:23, 93), 
"Kate Peck Kent says that the storm pattern 
was used as a stationery design by the 
Babbitts in the 1890s," and concluded that 
Moore had borrowed this design from the 
Tuba City area, the locale to which Link 
(1980:53) recently also attributed the origin 
of the storm rug. Kent (1961:40) herself 
wrote, "This pattern is said to have been 
copied from shipping tags on flour sacks sent 
to traders on the western part of the 
Reservation from Flagstaff by the Babbitt 
Company." Kent did not specify who 
forwarded this contention. "Designs on flour 
sacks" have also been mentioned (Kaufman
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and Selser 1985:102; Whitaker 1989:5). 
Maxwell (1963:45-46) stated that "The origin 
of the storm pattern is credited to a trader 
[Babbitt] who operated in Tonalea [Red 
Lake, Arizona,] around the turn of the 
century..." (see also, Kent 1981:16). 
According to Hegemann (1963:302), the 
design was "called the 'Red Lake pattern' 
because a trader at that post had originated 
the design sometime after 1900," and James 
(1976:85) wrote that "The Red Lake Trading 
Post at Tonalea... is said to be the birthplace 
of the Reservation's most controversial and 
interestingly designed rug—the Storm 
Pattern. Bradshaw Color Studios (1987) 
published a postal card whose caption stated, 
"This early example [of a 'storm'] was 
woven for C. J. Babbitt in the 1920s, and has 
been used extensively as a logo for Babbitt 
trading posts on the western Navajo 
Reservation." (This design, minus the 
swastikas, has recently been employed on the 
tags on Babbitt-post native-craft items.)

The puzzle of how the storm pattern 
came to be associated with the western area 
seems now to be at least partially solved. 
Former western-Reservation trader Gladwell 
Richardson (1986:131, 133) averred,

Blanket weavers living near 
Sunrise[, close to Leupp, Arizona,] 
were especially noted for storm- 
pattern blankets and were also the 
first to put red on them [sic]. For 
thirty years Babbitt Brothers Trading 
Company at Flagstaff used a colored 
reproduction of one of these blankets 
on its stationery. The blanket design 
from which the printing plates were 
copied had been fabricated especially 
for C. J. Babbitt...

The storm-pattern blankets began to 
appear in the Sunrise area as early as 
1890, copied from natural colored 
ones of white, gray, and black, woven 
at famous Two Gray Hills. While not 
responsible for them, C. J. Babbitt 
did popularize them through his 
firm's extensive mail-order business.

If what Richardson writes is accurate (and he 
is not always reliable), then a new hypothesis 
needs to be considered.

Another, probably remote, possibility 
is that contact between Navajo of the Crystal 
area and the western Reservation led to 
diffusion. Migrants from the Crystal-Ft. 
Defiance region seem to have settled in the 
areas of Cedar Ridge and The Gap in about 
the 1880s (Eric Henderson, personal 
communication 1985), and some ties may 
have been maintained.

It seems unlikely that Moore 
borrowed the design from the West, as 
suggested by Rodee (1981:23), or, 
considering the purported early appearance of 
storms at Sunrise, that the Babbitts copied the 
design from Moore's 1911 catalog or from 
one of his rugs (apparently available as early 
as 1901). The pattern does appear in a 
photograph taken at the 1914 Shiprock Fair, 
at a booth operated by the Toadlena, New 
Mexico, Trading Post (Lange 1983; see also, 
Anonymous 1985:8). Toadlena is the post 
nearest to Two Gray Hills, whose rug designs 
in general are considered latter-day 
successors of the early Crystals. In 1948, 
Mera (1975:46-47) illustrated a slightly 
modified storm-pattern-alleged Two Gray 
Hills rug (with octagonal "houses of the 
wind"). Kent (1961:36) also illustrated a 
circa-1930 Two Gray Hills rug with most of
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the storm elements. A storm said to be a 
Crystal rug of "ca. 1905-1910," illustrated by 
Brody (1976), is anomalous in a number of 
ways. The colors—except for some salmon— 
as well as the nature of its border, suggest 
that it is a Two Gray Hills piece, perhaps of 
the early 1920s. I have written elsewhere,

Between Crystal and the Two Gray 
Hills area lie the Chuska Mountains.
In summer, Navajos from both sides 
of the range graze their sheep in the 
highlands. It may have been through 
contacts in the mountains that the 
[Moore] designs spread from Crystal 
to Two Gray Hills, Newcomb, 
Toadlena, and other communities east 
of the Chuskas. It is worth noting, 
however, that the Two Gray Hills 
store was started by Joe Wilkins, who 
sold the Crystal post to Moore 
(Amsden 1974:177). Perhaps Wilkins 
deserves some of the credit for 
designs usually attributed to Moore. 
Mera (1975:87) further noted that 
Moore's designs were taken to Two 
Gray Hills by a former associate.
[Jett 1976:24]

It may be the case, then, that the similarity 
between early Crystals and early Two Gray 
Hills rugs, including the storm pattern, goes 
back to a common source, Joe Wilkins, and 
does not represent a trans-Chuska Navajo 
diffusion through Navajo.

(A modified storm pattern illustrated 
in a catalog issued by the Franciscan Fathers 
(1935) at St. Michaels, Arizona, a location 
not too distant from Crystal, presumably 
reflects a later diffusion. This piece has a 
red background, and therefore may come 
from the Ganado area; a rug with a similar

but somewhat more modified layout, labeled 
"Ganado Red Rug," seemingly from the 
1920s or 1930s, is pictured in Anonymous 
[1977], Rodee [1981:67] also stated that the 
storm pattern became popular at Ganado.)

TURKIC PRECEDENTS FOR 
THE STORM PATTERN

Simmons (1977b: 119-20) mentioned 
the storm pattern only as an example of 
Moore's "Indian mythology" designs, not as 
something inspired by Oriental textiles. 
However, a good case can be made for the 
latter idea.

In 1982, I visited an exhibition of 
Oriental carpets in San Francisco, entitled 
"Reflections of Infinity: The Turkic Tradition 
in Islamic Weaving." Specimens called 
Bergamas struck me as being quite 
reminiscent, in layout, of the storm pattern, 
having a central oblong, four smaller squares 
toward the corners, and design bands running 
from the central element to the corner 
squares. In 1985, I pursued this impression 
by traveling to examine knotted carpets and 
tlat-woven rugs in museums, shops, private 
collections, and workshops in the United 
States, London, and Turkey, and I have 
examined many others since. Also, I perused 
numerous published works on oriental rugs 
and carpets, as well as museum slide 
collections, and I compared depictions to the 
design in Moore's 1911 catalog.

The aforementioned Bergama layout 
can be traced back to at least the seventeenth 
century, in the form of the "Holbein IV"- 
type carpets (which, however, lack the 
connecting bands). These typically had 
octagons in the five relevant positions (e.g., 
Erdmann 1977:Figure 32, Plate 8). Often,
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Figure 4. Karachov Kazak carpet, Azerbaijan, nineteenth century 
(from Schiirmann 1966:46).



however, the octagons were inside of square 
or oblong frames or had triangles adjacent to 
four of their sides, creating an overall oblong 
composition (e.g., Yetkin 1974:70, 103, 
Plate 45). These carpets seem to have been 
woven around Canakkale, on the Anatolian 
side of the Dardanelles, and their stylistic 
descendents continue to be woven in the area. 
Similar designs, with an oblong central 
medallion and four octagonal designs toward 
the four corners, occur around Bergama, 
some 160 km (100 mi) to the south, and the 
more recent products from both of these 
areas are generally termed Bergamas (Eiland 
1976:118-24; Erdmann 1977:35, 36, Plate 8; 
Schurmann 1966:23). Designs related to 
these coffered Bergamas (Gantzhorn 
1991:362, 366) exist from the Caucasus— 
especially Kazaks and Shirvans (Bennett 
1972:85; Campana 1969:114, 120; Eiland 
1976:185-88). One type of Kazak, termed 
the Karachov design, has square motifs in the 
corners and water beetle-like designs toward 
the ends (Miller 1989:20; Petrillo 1988:52; 
Schiirmann 1966:46; Thompson 1988:114- 
115; Figure 4). (Note, too, a nineteenth- 
century Serbian blanket with a large central 
square, four sets of concentric squares toward 
the four corners, and a border quite 
reminiscent of storms [Vladic-Krstic 
1978:16]; see also. Moore's [1987:43] "Sand 
Painting Pattern"). Bergamas and Kazaks 
were inexpensive Oriental rugs widely 
available in the turn-of-the century United 
States.

One particular nineteenth-century 
Bergama design type, of pre-1700 ancestry 
(Batari 1974:Plate 17; Bennett 1972:15; 
Gardiner 1991; Skinner 1986), is strikingly 
like the storm pattern in general layout 
(Figure 5). From the corners of a central

oblong extend bent bands, each of which 
terminates in a lozenge near each of the 
corners of the field. Although the storm 
pattern has oblongs, not diamonds, in these 
corner positions, lozenges are also 
quadrangles—essentially, squares rotated 45 
degrees. One difference from the storm 
pattern is, that in the Bergama, an additional 
band at right angles connects each of the four 
radiating bands to the rug's innermost border 
(there are typically multiple borders 
surrounding the field of these rugs).

In the storm pattern (and one of 
Moore's other designs), there are, at each 
side of the central design and attached to the 
latter by a crenellated band, a bordered 
square with a bar extending out toward either 
end, each bar ending in a bordered diamond. 
These are sometimes interpreted as depicting 
arrows or "guards." Whitaker (1989:6, 7) 
compared this motif to one found on some 
Orientals, consisting of a central diamond 
from which bars extend, ending in triangles 
(see Ford 1989:201). The central medallion 
of a Turkish rug pictured by Ellis (1989:49) 
consists of an oblong from which bars extend 
in two directions, terminating in hexagons. 
A pair of somewhat similar devices also 
sometimes appears in the aforementioned 
type of Bergama design, although toward the 
ends rather than the sides of the rug. This 
device, which is bordered, consists of a bar 
which enlarges into a diamond at one end 
and, again, toward (but not at) the other end 
(Bennett 1972:14-15; Skinner 1986:Figure 
5). Scattered in the field of Bergamas are 
devices containing eight-pointed stars, 
another motif found in early Navajo rugs and 
usually attributed to the influence of Hispano 
vallero blankets. (For an example of an 
apparant Kazak style with eight-pointed stars
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Figure 5. Bergama carpet from Turkey, early nineteenth century
(from Bennett 1972:15).

in Santa Fe in 1899, see Taylor and Bokides 
1987:134-35.)

The water beetle is somewhat 
problematic but may well also derive from 
Turkic or other Oriental sources (Miller 
1989:17). True, there is a Navajo Big 
Starway sandpainting that has a diamond of 
rainbows; at the rainbow ends are prolonged 
white lines at whose termini feathers project 
at right angles (Dockstader 1987:74-76). 
However, although this layout has a general 
resemblance to the water beetle motif, it 
seems very unlikely as a source. Again, one 
Mexican serape of circa 1885 has a quite 
similar motif (Figure 6), but I know of no

other example, and the possibility of any 
connection seems remote.

What the standard water beetle seems 
most to resemble is a very common motif 
among Turkic (and other) weavers, 
consisting of a diamond from which project 
latchhooks. This design element occurs in 
numerous variants (Figure 6), one of which 
is called scorpion, symbolizing virility and 
heroism, and another of which is call 
tarantula, which is said to protect from bad 
luck. I have discovered none exactly like the 
water beetle, but similar tarantulas are known 
from toward the ends of both Kazak and 
Bergama carpets (de Calatchi 1967:12-13,
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Figure 6. Sketches of various Oriental-carpets compared to the storm pattern's water- 
bug: (a) from J. B. Moore's 1907 letterhead; (b) from Moore's early storm, 
1903-11; (c) from Moore's 1911 storm; (d, f, g, k) from Turkoman carpets;
(e) from Kazak carpet; (h) from an 1880s Mexican poncho; (i) from a 
Turkish rug; (j) from a Bergama carpet; (1) from a late nineteenth-century 
"Turkish" hooked-rug stencil (various sources; drawings by author, computer 
rendering by Douglas Van Lare).
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Figure 7. Circa-1910 storm-pattern rug with water-bug border (from Getzwiller 1984:47)

Figures 4-5). This very common Oriental- 
rug design element is sufficiently similar to 
the water beetle to allow the hypothesis that 
the Turkic motif is the source of the Navajo 
one. Simmons (1977b:85) noted that a 
similar device used on J. B. Moore's 
letterhead (Figure 7) "may be traced to a 
typical motif used in the field of Turkoman 
rugs."

One early storm pattern (Figure 7) is 
somewhat divergent in that it has a border of 
water bugs, plus extra ones in the field 
(Getzwiller 1984:47; also, Kaufman and 
Selser 1985:76). In these ways, the rug is 
particularly like certain Orientals (compare 
with Figure 5). Perhaps this specimen 
represents an earlier version of the storm

pattern than the one which appeared in 
Moore's 1911 catalog (the one that was 
stabilized as a consequence of its being 
published.)

SUMMARY

Since the 1960s, it has become 
increasingly recognized that a number of so- 
called typical Navajo rug designs are in part 
derived from those of Oriental carpets 
popular in the United States around the turn 
of the twentieth century. Indian traders such 
as Cotton, Hubbell, Moore, and perhaps 
Wilkins, in some cases with the assistance of 
artists or publications, were instrumental in 
introducing these designs to Navajo weavers 
for commercial purposes. Commercial
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success fostered the persistance and spread 
(probably more by traders, initially, than by 
diffusion among different Navajo regions) of 
these designs and adaptations of them.

One distinctive Navajo rug design is 
the storm pattern, earliest documented 
between 1903 and 1911, at Crystal, New 
Mexico, but probably dating back at least to 
1900. Elaborate native symbolism attributed 
to the storm pattern seems not to be Navajo

at all but apparently simply trader/dealer 
"folklore" originally developed to catch the 
interest of potential customers. The storm 
pattern seems, in fact, to have been inspired 
by Turkish Bergama and/or Caucasian Kazak 
carpets. One Bergama type contains most of 
the storm pattern features and may be the 
main source of the storm pattern.

University of California, Davis
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A long-recognized characteristic of 
Pueblo Indian culture is its relative stability 
in terms of cultural dynamics. More 
specifically, this stability is considered most 
obvious as well as most impressive in the 
area of the native ceremonialism. In the 
great majority of modern Pueblos, the native 
ceremonies continue to be held in allegedly 
strict adherence to traditional patterns—in the 
dancing, in the costuming and paraphernalia, 
and in the songs.

These components of a given cere
mony are combined with dramatic results—a 
feature that is a source of great pride and 
satisfaction for the performers. It is also a 
cause for genuine pleasure with the audience, 
both native spectators and visitors from the 
outside.

While Pueblo Indian ceremonialism is 
both rich in content and varied in form, the 
Rio Grande villages, especially the Eastern 
Keresan-speaking ones, have bestowed a 
particular prominence on the Tablita, or 
Corn, Dance. Animal or hunting dances, the 
Matachina dances, and other ceremonies are

THE JULY 14th FEAST DAY 
DANCES AT COCHITI 
PUEBLO, NEW MEXICO: 
1882, 1931, and 1990

Charles H. Lange and 
Patricia Foreman Lange

important, but the Tablita Dance occurs on 
the major Feast Day (as defined by the 
Roman Catholic Church) of several Puebloan 
tribes as well as on lesser, but still 
significant, feast days.

To confine the discussion to a 
manageable size, we have chosen to limit our 
discussion to a comparison of Cochiti Pueblo 
Tablita Dances as recorded in the 1882 
journal of Adolph F. Bandelier, in the 1931 
notes of Anna O. Shepard, and in our 
annotated observations of the same dance in 
1990.

The Cochiti are, by and large, likely 
to make the claim that these dances have 
remained essentially unchanged. Anthro
pologists, however, have long recognized 
that cultures, no matter how conservative in 
their values and thoughts, consistently show 
changes. What is often lacking in such a 
discussion is documentation for past years. 
Individual Cochiti, when one becomes well 
acquainted with them, also recognize that 
these ceremonies have in fact changed in 
certain details over the years, despite a kind
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of united tribal front that tends to deny such 
changes.

In the case of Cochiti Pueblo, it is 
fortunate that there are Bandelier's obser
vations of the Tablita Dance held on July 14, 
1882, at the Feast of San Buenaventura, the 
Patron Saint of the Cochiti. In addition, 
there are Shepard's notes from July 14, 
1931, and our observations from July 14, 
1990.

To begin, here are Adolph E. 
Bandelier's observations:

Ju ly  14: W e  reached Cochiti about 9 
A .M . l  T o o k  up quarters w ith  Juan Jose 
[M ontoya]. The pueblo is gradually filling  up 
w ith  strangers. As far as I can see, the 
fo llow in g  Pueblos are represented: Cia [Zia], 
Santo D om ingo, San Felipe, Santa Ana, Jemez, 
Sandia, Tesuque, San Juan, Santa Clara, San 
Ildefonso.

Men and wom en on horseback,^ and 
such a display o f turquoise and of Navajo 
blankets, silver trinkets, Navajo bridles, skirts,
e tc__ Every house was open and each one
entering was at once fed. Mass was said at 10 
A .M . A  great number o f Mexicans were here 
too.

A t  noon the three Koshare, among 
whom  [was] Julan Luis, almost naked and 
painted as at the Baile de los Entremeseros,^ 
opened the dance as usual, singing "H o -a ." 
Previously, the procession had gone forth and 
placed San Buenaventura in a little  niche made 
w ith  green boughs and Navajo blankets at the 
edge o f the portal o f Jose H ilario 's house. As 
the dancers delayed, I went w ith  Juan Jose to 
the estufa o f T a -n y i [Pumpkin or Squash] where 
they w ere dressing up and painting. The sight 
was a ve ry picturesque one.^ The singers were

squatting on the floor, singing and beating the 
drum. Each estufa had its banner tied to the 
ladder, above the roof. A t  last, about 2 P .M ., 
the estufa of Shyu-amo [Turquoise] made their 
appearance, about 25 pairs, dressed and painted 
as [they were] this spring; they did not go to the 
plaza [but] d irectly to the churchyard, and 
danced in front of it , surrounded by an ellipse 
o f about 200 Indians on horseback, all gaudily 
dressed, presenting a very striking appearance 
w ith  their gay handkerchiefs and blankets. Soon 
after the Ta -nyi arrived also; then the former 
left for the plaza. The latter danced in front of 
the churchyard and then followed to the plaza 
again, where the remainder o f the dance was 
conducted during the day. A ll  the while, the 
three Koshare were cutting up their capers, 
sometimes very filthy, though not properly 
obscene.-’ The ladies left about 3 P.M . w ith  the 
Padre, while Bennett and I remained to 
photograph.^ This was a hard job. W e got the 
three Koshare, however, and one plate of the 
dancers. But the weather was very unfavorable, 
and the people in a great hurry to dance, so that 
the Koshare who had the management of the 
floor in every respect, took the groups away 
from us whenever they formed. Much w ork 
and very small profits. For the rest, the dance 
was identical w ith  that of Easter time. The 
horsemen filled the entrance to the plaza and 
made it look very gay__

About 5 P.M . rooster-pulling began,^ 
but it was a tame affair, and only led to 
squabbles between the Indians and the 
Mexicans, and among the Mexicans themselves. 
I saw some whiskey flasks circulating on the sly, 
but otherwise there were no disorders.^ W e 
left at sunset, in time to cross the river by 
daylight [Lange and R iley 1966:340-341].

Some 50 years later, Anna O. 
Shepard visited Cochiti Pueblo and witnessed 
the July 14th Feast Day ceremonies. Her 
notes (University of Colorado Museum,
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Anna Osier Shepard Collection )9 follow.

The first dancers appeared from the 
Squash Kiva at one.^® Prior to this for an hour 
or more three men and two boys in calico shirts 
and trousers and moccasins w ithout the 
[skunkskin] anklet, carrying in the right hand a 
poplar branch held erect w ith  sleigh bells bound 
around the lower end, a bunch of hawk feathers 
tied on the right side of the head and two 
downy feathers on the le f t^  passed back and 
forth across the plaza, entering different houses 
and at times carrying things to the Squash Kiva.

In the Squash group there were 62 
dancers about one third minors, 15 in the 
chorus, a drummer and sometimes 2 sometimes 
4 "d irectors"— the men described above. They 
came down the steps of the east k iv a ^  in fours 
and formed to dance in front of the church 
about 1:10, the standard bearer leading the two 
files and the chorus in a compact group bringing 
up the rear.

Men of the Squash group had bodies 
painted brown to waist and low er legs to knees, 
from waist down and knees up was white clay. 
A  few had designs scratched w ith  fingernails in 
the clay, zigzags and straight lines, but there 
was no uniform ity in these. Sashes which held 
the kilts were part "rain sashes" [plain white], 
part Hopi embroidered sashes, fewer of the 
latter, however. The fox skin hung at the back 
of the waist. A rm  bands were white buckskin, 
but there was a scarcity of spruce and although 
all women had sprays in each hand and the men 
in the left [hand], there were a number of men 
who had none in the arm band and there were 
none on any other part of the body. Hair was 
loose w ith  the bunch of parrot feathers, green 
and yellowish green, few that were dyed on top 
near the front. Moccasins were plain w ith 
skunk skin heel bands. There were no hoof or 
tortoise shell ra tt le s ^ ; sleigh bells were worn 
around the waist, sometimes around the right

leg just below the knee, and sometimes around 
the left ankle. Black and green or red and 
black, occasionally turquoise blue or purple and 
black yarn was tied around each leg just below 
the knee. The flattened gourd rattles were 
painted white, the handle passing entirely 
through. There was a variety o f jew e lry , 
turquoise, some im itation coral, abalone shell 
pendants, and one man wearing the silver 
squash blossom necklace. 16 dancers wore the 
string of conus [dentalia] shells from  right 
shoulder to left under arm. Costume of the 
men of the turquoise group did not differ 
except in color of body paint which was bright 
turquoise blue where the Squash was dark 
yellowish brow n. The color looked like a 
commercial paint and was more blue than the 
color on the women's t a b l i t a s .  None were 
noticed w ith  sleigh bells below the knee. The 
proportion w ith  Hopi embroidered sashes and 
conus shell was about the same as in the Squash 
group.

The women wore the usual black wool 
dress [manta] w ith  left shoulder bare. A  
number had gingham or calico dress underneath 
which showed a few inches below the skirt. 
One little  g ir l had only the calico dress. They 
wore the red sash about their waist and a 
number had silver necklaces, only about half 
had cheap non-Indian je w e lry , excluding 
imitation coral. A  number had w rist bands on 
the right w rist, mostly of blue beads. A t  the 
first appearance they all wore moccasins and the 
leg wrappings but w ith  the second appearance 
all but one or two had removed the moccasins 
and leg wrappings and were dancing bare 
footed, though evidently suffering from the heat 
of the ground [and probably from numerous 
pebbles and sandburs]. By the third appearance 
all were bare footed. T a b l i t a s  were uniform in 
the Squash group except in proportions and for 
two variations in the tau [T] figure. O n  the 
back, the upper terraces were ye llow  instead of 
red, and the tau figure was not outlined. The
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SQUASH TURQUOISE
Figure 1. Tabiitas as seen by Anna O. Shepard at Cochiti Feast Day Dance,

July 14, 1931.

t a b i i t a s  o f the Turquoise group were uniform 
except in proportion . O n  the back the outer 
terraces w ere ye llo w  instead of red but the 
inner terraces remained red , the half circles at 
the sides w ere om itted, and the tau [T] figure 
not outlined. Short turkey feathers were tied at 
tw o  points on the sides o f the t a b i i t a s  and each 
corner at top [had] downy feathers. It  could 
not be determined whether there was a cross 
piece at top o f head though the cord under the 
chin was conspicuous [See Figure 1 ].

Standard bearer, drum m er, and mem
bers o f the chorus w ere in calico shirts and 
trousers, many w ith  ve ry bright color 
com bination. Moccasins were mostly brown 
w ith  the straight tw elve to 15 inch wrapping 
around the leg, tied at the top w ith  red woven 
band. Members of the chorus carried spruce in 
the righ t hand. Three that brought up the rear 
in one group w ore  denim overalls, but they did 
much m ore m otioning than any of the others, 
holding the hand out in front of the head and 
bringing it  down in im itation o f rain.

The standard was about 12 feet in 
height, standing w ell over 6 feet above the 
bearer. A t  the top were a bunch of long red 
and ye llow  macaw feathers, just below wool 
dyed red and below this a constricted form of 
gourd w ith  the narrower part down, painted 
blue w ith  the checkered black and white band 
around the upper globular part, red wool 
around the low er part also. A  string of conus 
shell wrapped around it  several times, a fox 
skin and tw o streamers about 12 inches long of 
short green macaw feathers. Below this the 
sash banner w ith  five [the ritual number six is 
much more common] eagle feathers sewn on the 
edge. The standard of the Turquoise people 
varied only in the shape of the gourd which was 
globular. During three hours, the standard 
bearer did not change.^  During the dance, the 
standard] was held off the ground and moved 
gently in rhythm to the drum, and at intervals it 
was lowered over the dancers.

In the first dance given before the 
church, the double file danced up as far as the 
south end of the church yard and then each file
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turned to its right and danced back. This was 
repeated and then the drumming stopped, and 
the dancers walked to their places for the 
second form[ation]. In this, one file reversed 
its position so that while in the first part the 
two files were led by older men and minors 
were at the end of each line, [now] when the 
two lines faced each other, minors faced the 
older men. In this position they danced back 
and forth, men leading, women follow ing so 
that when they had crossed there was an outer 
file of men facing out w ith  two inner files of 
women, standing d irectly behind the men. 
When returning to position, both turns were 
made to the left. This figure was repeated 
several times, the Turquoise group having 
appeared in the meantime.

The Squash group now went to the plaza 
to dance in a north and south line in front of the 
Saint's bower which was on the South side while 
the Turquoise people took their place in front 
of the church to repeat the same dance forms. 
When the Turquoise people entered the plaza, 
the Squash people were just paying their 
devotions to the Saint. They formed a V-shaped 
line w ith  its apex at the bower while the 
Turquoise people formed. The Turquoise 
people danced in position on the North side of 
the plaza in semicircular form. When the 
Squash people had finished devotions, the 
Turquoise people took their turn dancing first, 
and then paying devotions. O n ly  the dancers 
paid devotions, members of the chorus 
dispersing as soon as the dancing ceased.

A fter this, each group alternated, one 
coming into the plaza and starting their 
drumming before the other group had stopped 
dancing. Each group danced for about 20 
minutes at each appearance, though the Squash 
group sometimes danced a little longer than the 
Turquoise. The dancers filed into the plaza 
from the southeast corner, swung around the 
north end, and came to position in front of the

bower in a north and south line, the standard 
bearer who led and the chorus which always 
brought up the rear on entering, form ing a 
circle on the middle o f the east side of the files. 
When leaving the plaza, the chorus always led 
and both groups left by the alley in the 
northeast end of the east side of the plaza. The 
standard of each group leaned against a house 
back of the southeast corner of the plaza when 
they were not dancing and the dancers seemed 
to rest in the shade of the houses in this vic in ity 
rather than return to the kiva. The d ire c to rs ^  
during the dance passed back and forth between 
and around files.

The dance figures [or formations] men
tioned were repeated for three or four 
appearances of each group, and then about four 
in the afternoon new figures were 
in tro d u ce d .^  In one of these, the two files 
faced each other and each broke up into groups 
of ten or twelve, the south end of each group 
dancing over to jo in  the opposite group while 
the north end of this group was also dancing 
across, thus forming a circle which moved 
counterclockwise. Three of these circles were 
formed, and each dancer made a complete 
rotation, the group of the north end being the 
first to straighten out. In this form , there is a 
distinct change in rhythm , and the movement of 
the hands of both men and women was 
decidedly different from that of the first figures 
[or formations]. In those, the men w ith  elbows 
slightly bent held the hand down w ith  only such 
movement as was necessary to keep the rhythm , 
except when using the rattle, and the women 
w ith elbows bent raised the left and right hand 
alternately w ith  palms up and have a slight 
outward sway to the spruce which they held.

In the circular movement, on the 
contrary, both men and women moved both 
hands up and down at the same time accenting 
the downward motion and w ith  a little  double 
accent at the top. The rhythm of drum beats
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could not be determined in this form , but in the 
first forms there w ere 9 beats, two rests, 12 
beats, 2 rests, 14 beats, 3 rests, and back to 9.

In another form  [formation] observed 
late in the afternoon the file on the east side 
danced in place, facing west while the west file 
divided in tw o  parts facing in opposite 
directions and each swung outward and toward 
the center so that the tw o  ends came together 
at a point in the center o f the east line, thus 
form ing a V  w ith  its apex in the middle of the 
east line.

The day was very hot and after the first 
few  appearances, the children dropped out. 
A fte r four [o 'clock], tw o  women fainted, and 
one was led off.

presence of such operations was not noted in 
the earlier accounts.

Similarly not mentioned by either 
Bandelier or Shepard is the fact that the male 
dancers carry a gourd rattle in their right 
hands as well as the evergreen in the left. 
Seldom noted in the literature is that the 
evergreen is not only a symbol of everlasting 
life, but the spike of evergreen carried by the 
men is in contrast to the soft, diffused 
handful carried by the women. The spike 
and the soft cluster of evergreen symbolize 
the penis and vulva of the two sexes. In 
Pueblos where traditions have begun to 
disappear, the men carry handfuls of soft 
evergreen twigs just as the women do.

A  number o f men who were taking part 
had mustaches and looked as 
have Navajo b lo o d .^

though they might

While the differences between our 
observations in 1990 and those of Bandelier 
and Shepard seem rather picky, it is 
important to stress the high degree of 
similarity over the span of more than 100 
years. One major change observed in 1990, 
although elementary, came from a terrific 
cloudburst the day before Feast Day. The 
plaza filled with water, and, while such 
ponds had formed many times before, it had 
not happened to this degree. Accordingly, 
the entire day of dancing took place on the 
relatively high, well-drained, ground in front 
of the church and campo santo. Cochiti 
elders remarked that they could not recall this 
happening at any time in their memories.

There were a number of vendors in 
their concession booths or trucks, but the 
number of these was greatly reduced because 
of the unusual storm of recent days. The

In the earlier accounts there is 
frequent mention of the flowing long hair of 
both women and men in the Tablita, or Corn, 
Dances. A decade or more ago, this began 
to change, but at present, more people are 
wearing their hair long—especially the 
women.

Another development in the dance 
paraphernalia has been the introduction of an 
embroidered corn plant on the long sash of 
the pole. This was first observed on August 
4, 1948, at the Tablita, or Corn, Dance at 
Santo Domingo Pueblo, long recognized as 
an archconservative tribe. On that occasion, 
the sash of the Pumpkin Kiva group was seen 
with this innovation. The Cochiti were 
impressed, and on their Feast Day, on July 
14, 1951, the Turquoise Kiva decorated its 
sash in this same way. Ultimately, the 
Cochiti Pumpkin Kiva followed—but not for 
several years (Lange 1957:70-71; 1990:47- 
48).

The stately and solemn performance
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of the Tablita Dance has apparently not been 
stirring enough to gain the extended attention 
of the outsider new to Pueblo ceremonialism. 
However, over time and repeated observance 
of these dances, one cannot help but be 
impressed by the serious devotion expressed 
by the participants. Many Cochiti, as well as 
members of other Puebloan tribes, go to 
considerable effort and expense each year to 
return to their village—to be in a spiritual 
setting, to renew relationships with family 
and friends, and to dance!

NOTES

1 The Bandelier party had spent the night at 
Pena Blanca, crossing over the flooding Rio 
Grande on the morning of the 14th.

2 Spectators on horseback are no longer in 
evidence on such occasions as this.

3 Bandelier had witnessed this dance on
November 10, 1880 (Lange and Riley
1966:196-200). He had been interested, but 
"terribly ashamed" by the actions of the 
dancers—Koshare or clowns.

^ This statement suggests that Bandelier 
entered the kiva with Juan Jose. If so, this 
would no longer be possible.

 ̂ The activities of the Koshare still include 
joking and general capers to entertain the 
crowd. Actions that could be branded filthy 
are rarely, if ever, seen at the present time.

^ Photographing these ceremonies is no 
longer permitted at Cochiti. In fact, photo
graphs of all ceremonies at that Pueblo have 
not been allowed for quite some years. It is 
interesting that recently at some dances, the

Cochiti themselves have been seen 
videotaping the ceremonies. Someday, re
trieval of such films could result in a valuable 
tribal archive.

7 Rooster-pulling has not been associated 
with the July 14th Feast Day activities for 
quite some years. In recent times, it has 
been most closely associated with the 
celebration of Santiago's Day, July 25th. 
However, the lack of chickens in the village 
at present as well as the decline in the 
number of horses has served to restrict this 
activity, if not actually eliminated it.

8 While Bandelier noted no disorders, from 
time to time over the years there have been 
altercations of various sorts. However, with 
the advent of Indian Police in recent times, 
such disturbances have been virtually elimi
nated.

9 Provided through the courtesy of Diana 
Leonard, Assistant Curator of Anthropology, 
and Dr. Frederick W. Lange, Curator of 
Anthropology.

10 This statement is of interest in terms of 
culture change. Bandelier's notes indicated 
that the turquoise Kiva (Shyu-amo) appeared 
first; this is the sequence followed at the 
present time. Shepard's comments suggest 
that the Squash, or Pumpkin, Kiva (Ta-nyi) 
dancers came first. The implication in her 
observations is clear that she first saw this 
group; further, there is nothing to suggest 
that the other group had performed prior to 
her arrival in the traditional pattern. One can 
only conclude that 1931 was a deviation from 
the norm—an occasion that does occur from 
time to time but certainly not often. The one 
o'clock beginning time seems somewhat late, 
but may have been correlated with the
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reversed sequence. There is no way of 
knowing these details.

11 With this combination of feathers and 
other details regarding the clothing worn by 
these men, it is clear that they were members 
of the Kwirena, the managing society 
affiliated with the Squash Kiva, as the 
Koshare are with the Turquoise Kiva. In the 
late 1980s, the Cochiti Kwirena Society 
suffered internal strife and ceased to 
function—at least in regard to the Feast Day 
dance and seemingly en toto.

12 One can only assume that Shepard was 
confused on this point. At Cochiti, the east 
kiva is that of the Turquoise society and the 
west kiva is the Pumpkin Society's.

12 in recent years, such rattles have been 
commonly used at Cochiti.

14 This observation could not be made at 
present. It has been customary for many 
years to change the pole carrier (considered 
an honor) with each round of the dance. 
Occasionally, a carrier will repeat later on, 
but this is rather rare. The same comment 
applies to the drummer, also an honored 
position, as well as the drum. The drummer 
changes with each round, and, if a drum 
should weaken or become defective in any 
way, it will be promptly replaced within any 
given round.

12 The director, as designated by Shepard, 
would seem to refer to one of the so-called 
side dancers or managers. It is not clear to 
which kiva group Shepard was referring at 
this point, but in this instance, it would have 
been to a member of either the Koshare or 
Kwirena societies.

16 Shepard's rather clear distinction between 
the early and late dance formations [or 
figures] no longer applies. Quite often, as 
the dance rounds progress through the day, it 
is quite usual for the steps to become faster 
and the movements to become less routine. 
A factor in this shift may well be found in an 
effort by the elders to encourage the interest 
of the young dancers who have become 
accustomed to various forms of modern 
dance while away at boarding school.

12 While Shepard's hypothesis may have 
proved valid, it is equally possible that these 
men were Cochiti. Within the Cochiti 
population, there has been considerable 
variation in facial and body features, from 
short and rounded to tall and angular. There 
has been a long-standing admiration of facial 
hair, especially of mustaches, among these 
people.
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Joe Ben Wheat joined the faculty of 
the University of Colorado Museum as 
curator of anthropology and assistant pro
fessor of natural history. Since then, he has 
distinguished himself in diverse fields of 
research, especially in Paleoindian studies 
and lithic technology, Southwestern textiles, 
and Southwestern archaeology. He has 
encouraged, befriended, and motivated scores 
of students and colleagues, many of whose 
efforts are reflected in this volume. This 
article focuses on Joe Ben's collection- 
development activities and summarizes the 
rich corpus that he has created for material- 
culture research.

Starting from a strong archaeological 
base with the Earl H. Morris collections, Joe 
Ben was particularly concerned with building 
comparable excellence in the ethnography/ 
ethnology collections and with further 
developing the archaeological collections 
through active research. The highly suc
cessful efforts to fulfill these goals, thanks 
initially to strong support from then-director 
Hugo G. Rodeck,! are summarized in this 
chapter.

THE UNIVERSITY OF 
COLORADO MUSEUM'S 
ANTHROPOLOGY 
COLLECTIONS: A LEGACY 
FROM JOE BEN WHEAT

Frederick W. Lange and 
Diana Leonard

The major strengths of the collections 
that Joe Ben developed are in Colorado and 
Southwestern prehistory, Southwestern 
ethnology (especially textiles), and Plains 
ethnology.2 Although the importance of 
museum collections is in their quality rather 
than in their quantity, quantitative data do 
provide an overall measure of growth. When 
Joe joined the museum faculty in 1953, the 
sequential numeration in the anthropology 
section's catalog stood at approximately 
9,000; when he officially retired in 1986, it 
was at almost 37,000. In the case of the 
archaeological collections from the Olsen- 
Chubbuck and Jurgens Paleoindian sites and 
from the Yellow Jacket Anasazi site in the 
Four Corners area (Lange et al. 1988), many 
individual catalog entries are single lots with 
more than a hundred lithic flakes or ceramic 
sherds represented by a single number.

A more accurate sense of collection 
numbers can be gained from Tables 1 and 2. 
Table 1, which covers all of the anthropology 
collections, was prepared for a 1986 
insurance survey for the university museum; 
the majority of these artifacts were acquired
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Table 1. Contents of University of Colorado Museum Anthropology Collections,
as of 1986.

Subject/ Area_______________________________________
I. ETHNOGRAPHY
Western Hopi, Zuni kachinas
Hemisphere Pueblo ceramics

Navajo, Pueblo textiles 
Basketry
Navajo and Pueblo jewelry, misc. SW, Eskimo, 

Mexico, Central and South America misc. 
Plains clothing, bags, misc.

No. of Specimens

200
300

1,235
150

1,558
922

Eastern Melanesian, Polynesian, Micronesian, Philippines
Hemisphere Indonesian, China, Japan, Korea, India, Tibet 

Africa, Europe, Near East

1,050
630
789

Subtotal Ethnography
II. ARCHAEOLOGY
Western Cultural Resources Mgmt (CRM) mostly Colo.
Hemisphere Yellow Jacket Pueblo sites, Jurgens 

Early Man sites, Morris SW sites 
Other gifts: ceramics, lithics, perishables, bone 

from various sites in SW and comparable 
collections

Eastern Africa/Nubia
Hemisphere Europe, Middle East, Far East

6,834

489,238 
6,000 

14,606 * 
3,101 *

6,300 * 
375

Subtotal Archaeology 519,620

TOTAL 526,454

III. ARCHIVAL, LIBRARY, PHOTOGRAPHIC MATERIALS

Books, monographs, reports, reprints 
Archives (unpublished manuscripts, field books)
Photographs (negatives, prints, lantern slides, 35 mm slides)
Monographs, reports, reprints
Works of art on paper (American Indian paintings, large-format framed ethnographic prints [e.g. 
Edward Curtis])

Note: * lots counted as 1: actual number of specimens ranges above 500,000
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through Joe's efforts. Table 2 was prepared 
for a 1991 appraisal prior to donation of the 
MT-1, MT-2, MT-3, and MT-4 areas of the 
Yellow Jacket site to the University of 
Colorado. 3

Paper and photographic archival 
materials are also critical records of research 
and sources of data, both for future research 
and for historical perspectives on the 
development of American anthropology. 
Here, Joe Ben made important contributions 
by obtaining both the Earl H. Morris 
archives (Lange and Lange 1989; Lange and 
Leonard 1985; Lister and Lister 1968, 1987, 
1990) and the Anna O. Shepard (Bishop and 
Lange 1991, and various individual chapters 
in that volume) archives for the university 
museum. The Earl H. Morris archives 
consist of over .7 cu m (24 cu ft) of paper 
(mostly correspondence and field notes) and 
.9 cu m (34 cu ft) of photographic 
documentation, while the Anna O. Shepard 
collection consists of more than 1.1 cu m (40 
cu ft) of notes, correspondence, experimental 
results, unpublished manuscripts, and 
photographs.

In the remainder of this article, we 
recognize the importance of those collections 
and provides a general overview of their 
contents. The article is divided into two 
main divisions, Archaeology and Ethnology. 
Within these divisions, the discussions of 
collection development are organized by 
decades. To reduce repetition, the 
abbreviations JBW (Joe Ben Wheat), CU 
(University of Colorado), UCM (University 
of Colorado Museum), and NAS (North 
American Southwest) are utilized. JBW's 
publications, which are to be found in a 
comprehensive bibliography in this volume, 
are not cited in conjunction with specific

collections or projects; however, theses and 
publications by students or other researchers 
who have made use of collections developed 
by JBW are cited.

ARCHAEOLOGY

Overview of VCM-related Archaeological 
Activities

JBW's research at the Yellow Jacket 
site area in southwestern Colorado spans five 
decades, and from 1954-1991 (except for 
1958, 1960, 1963-1966, and 1986-1988) 
JBW directed the UCM archaeology field 
school at Yellow Jacket (Cater 1987, 1989; 
Cater and Chenault 1988; Ellwood 1978; 
Kindig 1986; Lange and Lange 1988; 
Mahaney 1987; Malville 1989; Mobley- 
Tanaka 1992; Mobley-Tanaka and Church 
1989; Murphy 1991a, 1991b; Murphy and 
Imhof 1992; Parker 1991; Swedlund 1969; 
Zier 1976). During this time, 16,545 catalog 
numbers (representing more than 1,333,560 
individual items and hundreds of thousands 
of potsherds) were added to the catalog.

From 1963-66, JBW was codirector 
of the CU Nubian Paleolithic and 
Epipaleolithic investigations. In 1970 he was 
director of National Science Foundation- 
supported excavations at the Paleoindian 
Jurgens site, Colorado (Grieser 1980; 
Thompson 1974). And in 1972 JBW was 
codirector (with P. Robinson) of a combined 
archaeology and paleontology UCM field 
school at the Magna site near Saguache, 
Colorado. In 1963-1964 and 1966-1968, he 
continued work begun in 1955 on survey and 
test excavations in West Texas, including the 
Chispa Creek site.
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Table 2. Estimated Total Archaeological Specimens from Yellow Jacket.

Items _________ Count
Lithic Flakes 157,835
Ceramics (Sherds) 1,101,620
Animal Bones 52,860
Other Lots Finds(*) 14,160
Individual Specimens 7,085

Estimated Total: 1,333,560

* includes hammerstones, ground stone, egg shell, beads, etc.

Note: Excavations at Yellow Jacket have also recovered complete or partial physical remains of
more than 100 individuals.

Since 1954, he also added materials 
from the rest of Colorado and surrounding 
areas to the collection. With the 
development of Cultural Resource 
Management (CRM) activities in the 1970s, 
he began curating survey and excavation 
collections on behalf of local, state, and 
federal agencies. These efforts have resulted 
in the UCM having a uniquely diverse 
collection of Plains and high-altitude Rocky 
Mountain archaeological materials. Also 
from 1954 to the present, JBW's work in 
lithic technology has generated a quantity of 
lithic samples from over 20 quarry sites, 
supplemented by specialized library 
resources.

The Decade of the 1950s

In 1958 and 1960, JBW directed 
excavation of the Paleoindian Olsen- 
Chubbuck site, near Cheyenne Wells on the 
eastern plains of Colorado. This project 
added 522 items/lots of lithic and faunal 
remains to the permanent UCM collections.

In addition, an exchange with the University 
of Alaska brought 43 artifacts from St. 
Lawrence Island, and Earl H. Morris' 
personal collection of prehistoric 
Southwestern pottery (Bishop et al. 1988; 
Huse 1976; LeBlanc 1983; Lister and Lister 
1969; Mills 1989; Quirolo 1987) was 
purchased in 1956. An additional 137 
Anasazi artifacts from the NAS were also 
added to the collections, as were 31 artifacts 
from the Hueco Basin, Texas (Moore and 
Wheat 1951).

A collection of 82 artifacts from work 
at Monument Ruin, Utah (Leh 1942) was 
added, as well as 17 items/lots of
archaeological materials from the UCM 
expedition at Little Box Elder Cave, in 
Wyoming (Dahms 1983), which was directed 
by H. G. Rodeck. The transfer of a
collection of 228 bones and lithic and 
perishables artifacts excavated in 1939 by 
Earl Morris at Falls Creek Flats (Carlson 
1963), Colorado, was also arranged with the 
Carnegie Institute of Washington, D.C.
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The MacCormack collection of 29 
Peruvian and Bolivian ceramic vessels was 
obtained. In addition, during this period 23 
donations of over 120 archaeological artifacts 
were received. Most were survey materials 
from North America, but gifts also included 
East African Paleolithic tools and ceramic 
sherds from Japan.

The Decade of the 1960s

The J. T. Roberts collections added 
132 artifacts from the NAS, North America, 
Mexico, and South America; the UCM 
received a collection of 703 sherds and lithics 
from the Hatchett site (New Mexico) from 
the 1960 CU expedition directed by E. 
McCluny. In 1961 UCM purchased the G. 
W. Hoofnagle collection of 1,127 lots and 
artifacts of survey materials from the NAS 
and the eastern United States and accessioned 
a collection of 413 artifacts from CU 
department of anthropology faculty member 
R..L. Lister's National Science Foundation- 
sponsored survey on the Uncompaghre 
Plateau of Colorado.

A collection of 89 ceramics and lithics 
from the Apache Creek site (New Mexico) 
was obtained from F. F. Fuller, as was a 
collection of 40 artifacts from the 1939 
fieldwork of C. Scoggins at Barn Butte, 
Nebraska. During this decade, 36 
miscellaneous donations of smaller 
archaeological collections, numbering 280 
items/lots and primarily representing North 
America and NAS were also received.

The Decade of the 1970s

In addition to JBW's Paleoindian and 
Anasazi work, a number of major 
archaeological collections were acquired by

the UCM. Sixty-five ceramic vessels from 
the Mimbres culture of southern New Mexico 
(Cameron Creek and Warm Springs sites) 
were acquired through exchange with the 
University of Minnesota. The May Company 
of Denver made a gift of 127 Greek and 
Roman ceramics, bone items, and Turkish 
ceramics; Old World Paleolithic collections 
were donated by Jean Guichard (26 tools) 
and John van Couvering (19 tools from 
Ethiopia and Kenya); 52 Aleutian lithics and 
bone artifacts were obtained from the A. W. 
Warr collection; a gift of 34 Luristan bronze 
items of jewelry and weaponry was received 
from Mrs. P. E. Birkey-Kreutzer; and 14 
Roman glass vessels were given by H. M. 
Sarkisian and J. S. Rodriguez. 
Approximately 1.4 cu m (50 cu ft) of 
ceramic type collections representing 
archaeological sites around the world were 
received from the estate of Anna O. Shepard 
and 33 lots of projectile points from Routt 
and Moffat counties, Colorado, were donated 
by Mrs. J. D. Crawford. In addition, there 
were 19 donations and five purchases, which 
added 359 items/lots of artifacts from NAS, 
Mexico, Africa, Central America, North 
America and Europe.

The Decade of the 1980s

During the 1980s the following major 
collections were acquired: 457 prehistoric
ceramic vessels from NAS were given by D. 
Erdmann, M. Otte, and P. Holstein; these 
were subsequently cataloged and classified 
for use as a teaching collection by Jean 
Kindig (1986). A gift of 210 prehistoric 
ceramic vessels and 2,550 lithic, organic, 
bone, and sherd artifacts from 161 sites in 
the NAS was obtained from A. Maxson 
(Miller 1982). The gift of 67 Mesoamerican 
ceramic vessels was made by W. D. Hague;
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a gift of 56 prehistoric ceramic vessels and 
58 lithic and bone tools from the NAS came 
from W. Endner; and a gift of 22 prehistoric 
ceramic vessels was received from the estate 
of Henrietta Grinnell Cole by D. Goodwin. 
In addition, during this decade, 25 individual 
donations were received, including 55 
items/lots of ceramics and lithics, mainly 
from the NAS, but also including 24 Iranian 
ceramic vessels acquired for the comparative 
collections.

Summary o f the Development of the 
Archaeological Collections

Building on the base of the Earl H. 
Morris collections, JBW has added 
extensively to the archaeological collections 
through his own Paleoindian, Anasazi, and 
Nubian research, and through the acquisition 
of CRM collections from numerous sources. 
Collection development has also been aided 
by accessions of research materials from 
faculty and students in the CU Department of 
Anthropology and by gifts and purchases 
from numerous individuals and corporations 
and aided greatly in the scholarly and popular 
interpretation of the prehistory of Colorado 
(Bruggman and Acatos 1989; Cassells 1985; 
Mobley-Tanaka 1991, 1993).

ETHNOGRAPHY

Prior to 1953, the UCM ethnographic 
collections consisted of fewer than 600 items, 
primarily from western North America and 
the Pacific. In the ensuing 30 or more years, 
JBW built the ethnographic collections to 
well over 7,000 items. In addition to the 
emphasis on in-depth collections of the NAS, 
the Plains, and the Plateau, JBW also sought 
comparative collections representing artifacts 
from as wide a sample of the world's cultures

as possible. Of particular importance are the 
Southwestern textile collections that reflect 
one of his major research interests and 
contributions (Hedlund 1983, 1990).

The Decade of the 1950s

During the 1950s, the major 
acquisitions of ethnographic material 
included the MacCormack collection of 24 
Peruvian and Bolivian textiles and an 
exchange with the Denver Art Museum for 
textiles, ceramics, jewelry, basketry, and 
clothing from the American Southwest and 
Plains, Eskimo, and the eastern United 
States, numbering over 75 objects. In 
addition, the UCM received 36 donations of 
over 66 items, including textiles, ceramics, 
basketry, musical instruments, and jewelry 
from the NAS and the Plains, Africa, South 
America, the Pacific, and Asia.

The Decade of the 1960s

During this period, major 
ethnographic acquisitions included two major 
donations from M. Bedinger of 83 jewelry 
items from the NAS and 62 items from a 
worldwide collection of folk jewelry. Three 
major donations from M. S. Wolle of 208 
Hopi and Zuni kachina dolls, 185 baskets and 
ceramics from the NAS, and 70 southwestern 
textiles are excellent examples of the extent 
to which, with JBW's encouragement, some 
CU faculty members have played a 
significant role in his collection-development 
efforts.

A transfer from the Ft. Collins City 
Museum brought 62 items from Asia, Africa, 
and the Pacific to the UCM, and a transfer of 
the M. McKenna collection of 289 Asian 
ivories and snuff bottles from the CU
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Libraries was another important addition to 
the worldwide comparative collections. A 
collection of 95 Nigerian ethnographic items 
was acquired by CU anthropology professor 
D. A. Breternitz in the fall of 1968, while he 
was doing archaeological research in an area 
to be flooded by the Kainji Dam on the 
middle Niger River. The collections were 
made from recently abandoned villages at and 
around Bussa, which was the site of the 
capitol of the Emirates of Borgu.

Another important example of JBW's 
personal commitment to the growth of the 
collections was his personal gift of 50 Pueblo 
ceramic vessels from the San Juan, Santa 
Clara, Jemez, Tesuque, Cochiti, San 
Ildefonso, and Picuris pueblos in New 
Mexico.

He also arranged for the purchase of a 
North American Indian basketry collection of 
96 items from the following cultural groups: 
Siletz, Klamath Indians, Quinault/Clallam 
Indians, lower Chinook, Wishram-Wasco, 
Tlingit, Makah, Salish, Yakima, Klamath 
River, Pit River, Maidu, Porno, Chippewa, 
Pima, Paiute, Navajo, Hopi, Papago, and 
Apache. A 1967, purchase of the J. H. 
Spikes collection of 1,300 items from St. 
Lawrence Island, Kotzebue area, Alaska, was 
an important addition to the broader North 
American comparative collection.

In addition, the ethnographic 
collections were augmented by more than 150 
donations and 25 small purchases, which 
added over 800 individual items, largely 
from the NAS and the Plains, but also 
included material from Asia, Africa, the 
Pacific, and South America.

The Decade of the 1970s

During this period the ethnographic 
collections continued to develop, with major 
growth in the NAS and Plains geographical- 
cultural areas. Twenty-eight items of bas
ketry and ceramics were received from the 
estate of Anna O. Shepard, including 
materials from the following cultural groups: 
Paiute, Navajo, and Pima and from Zia, San 
Ildefonso, Santa Clara, Picuris, San Juan, 
Hopi, and Zuni pueblos. A. Brues donated a 
collection of 97 items of basketry and 
clothing from the NAS and the Plains in 
addition to comparative materials from North 
and South America, Asia, and the Pacific. A 
collection of 28 baskets and beadwork from 
the Mono Lake area of California came from 
M. Nyswander. A teaching collection of 40 
textiles from Guatemala, Mexico, and 
England, and nine Guatemalan dolls was 
given by CU Department of Anthropology, 
emeritus professor H. Cannon, in addition to 
over 450 teaching slides. Forty-three Navajo 
and Pueblo items of textiles, basketry, 
ceramics, and kachina dolls were donated by 
CU Fine Arts Department emeritus faculty 
member M. S. Wolle. Additional 
acquisitions included 92 items in the M. 
Bedinger worldwide collection of folk 
jewelry; two early (1870) textiles collected 
by John Wesley Powell were donated by M. 
J. Graves; 95 pieces of North American 
Southwest Indian jewelry were purchased 
from R. Ellison; and 79 African ethnographic 
objects that had been collected in 1931-1936 
in the Bandandu region of Zaire were 
purchased from D. Witt. JBW himself 
donated 126 items of Navajo and Pueblo 
textiles and silverwork. JBW's continual 
willingness to utilize his own resources, 
when the opportunity arose, to acquire 
materials to fill gaps in the museum
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collections, has provided many significant 
additions to the collection.

In addition, 101 donations and 27 
other purchases added another 863 items to 
the ethnographic collections. The vast 
majority of these were textiles, ceramics, 
basketry, and silverwork from cultural 
groups in the NAS, with materials from the 
rest of North America, Africa, Central 
America, Asia, and the Pacific also 
represented.

The Decade o f the 1980s

During this period JBW entered into 
50 percent retirement in June, 1981. 
Technically, he became fully retired in June 
of 1986, but as he has said on numerous 
occasions, "I may have retired, but I haven't 
quit." This attitude is manifested in his 
continued involvement in teaching and 
fieldwork, and in his efforts to enhance the 
UCM collections. During this period his 
continued collection efforts were aided by 
Anne Lane Hedlund, Hannah Huse, and the 
authors.

A major gift included 352 items from 
the Mandan, Hidatsa, and Arikara tribes, 
which were collected from 1922-1965 at the 
Ft. Berthold Indian Mission in North Dakota 
by the Reverend H. Case. The items were 
donated by H. W. Case, Jr., C. R. Pratt, and 
C. M. Cowan. D. Goodwin donated 172 
items of ceramics, textiles, and basketry from 
the Henrietta Grinnell Cole collection, which 
had been collected while she was living at 
Two Grey Hills, New Mexico, and Chinle, 
Arizona, between 1898 and 1905. As in 
numerous other cases, JBW also collected 
important written and photographic 
documentation in addition to the cultural

objects. The Graham Foundation donated 
129 Navajo and Rio Grande textiles from the 
late-nineteenth and early-twentieth centuries. 
J. Greenway, CU Department of Anthro
pology emeritus professor donated a 
collection of 53 Australian aborigine 
artifacts, together with extensive written and 
visual documentation. JBW continued his 
personal efforts for collection development 
with the gift of 120 items of Navajo, Pueblo, 
and Rio Grande Spanish Colonial textiles, 
and Pueblo and Navajo silverwork. Mrs. G. 
H. Barker gave 57 ethnographic artifacts 
from Greece and the Near East, including a 
comparative collection of 49 textiles. And 
Mr. and Mrs. H. Thompson donated 70 
textile and silverwork items from the NAS 
and a comparative basketry collection from 
North America, South America, and the 
Pacific.

C. Norton donated 174 items of 
clothing and basketry from the following 
North American Indian groups: Tlingit,
Crow, Nez Perce, Plateau, Cheyenne, Sioux, 
Flathead, Salish, Eskimo, Hupa, Aleut, 
Micmac, Blackfoot, Thompson River, 
Comanche, Ute, Osage, Navajo, Hopi, 
Acoma, Santo Domingo, and Apache. 
Charles Eagle Plume donated 77 items of 
American Indian clothing of Taos, Sioux, 
Cheyenne, Arapaho, Ute, Ojibwa, Kiowa, 
Blackfoot, and Sauk Fox groups. G. Ingalls 
donated 49 Navajo textiles, Pueblo ceramics, 
and kachina dolls. And CU Department of 
Anthropology, emeritus professor H. Cannon 
made an additional gift of 439 teaching slides 
of textiles and a comparative collection of 
textiles from Pakistan, Japan, Bali, Kashmir, 
and Europe.

In addition, during this period, 45 
other donors added 89 textiles to the
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Southwestern study collection; 24 additional 
donors added more than 50 items of 
ceramics, basketry, textiles, and silverwork 
to the North American and Central American 
collections; 15 donors added 111 items from 
South America, Africa, Asia, and the Pacific 
to the comparative collections; and the 
collections were also augmented by 12 
purchases and exchanges involving 58 items. 
One of the most significant of these 
acquisitions was the combined purchase, 
exchange, and donation of the "Randall 
textile" from F. Boschan. This textile is the 
oldest (1847) documented Navajo textile, a 
child's blanket collected by U.S. Army 
Colonel Burton Randall near Vera Cruz, 
Mexico, during the Mexican War (Hedlund 
1990:58).

Summary of Development of Ethnographic 
Collections

Between 1953 and 1986, the major 
UCM collection focus of North American 
Southwest, Plains, and Plateau grew from 
approximately 600 items to a significant, 
research-quality collection of over 7,000 
artifacts. This not only met one of the 
primary goals that JBW set for himself when 
he joined the UCM faculty but also created a 
comparative collection rich in geographical 
and material diversity for future generations 
(Hedlund 1991; Huss 1980). In addition, the 
detailed level of documentation available for 
many of the artifacts that he acquired is 
unusual, even for a university museum.

COLLECTION-RELATED ACTIVITIES

For any museum curator, there is an 
ongoing interplay among collection, research, 
teaching, and exhibition activities. In 1963- 
1965, JBW received a National Science

Foundation (NSF) grant to support analysis 
and publication of two major works based on 
the Earl Morris archaeological and archival 
collections (Carlson 1963, 1965). In 1963- 
1964, he received an NSF grant for the 
Society for American Archaeology for a 
conference on the Nubia salvage project and 
flint technology; and in 1967-1968 he 
received an NSF grant for specimen cabinets 
and shelving.

From 1953 on, JBW undertook the 
development of a substantial library of 
reference works on the NAS, Plains, and 
other world cultural areas represented in the 
collections. He also has developed a slide 
collection of over 18,000 slides pertaining to 
(and including) UCM collections.

During the early 1970s, JBW 
conducted worldwide research on 44 
ethnographic textile collections, which 
greatly increased professional knowledge of 
Southwestern textiles. This research also 
helped to place the UCM collections in a 
broader context and to identify gaps that 
needed to be filled for research, teaching, 
and exhibition purposes. He was president of 
the Council for Museum Anthropology from 
1976-1978.

JBW has also used the collections for 
interpretation and exhibition for the general 
public. Over the years, working with John 
Rohner, he developed numerous exhibits for 
the anthropology hall of the Henderson 
Building. In addition, three major 
exhibitions from 1989-1992 focused on 
JBW's textile research and the development 
of the UCM systematic research collection of 
Navajo, Pueblo, and Rio Grande Valley 
Spanish Colonial textiles. Ann Lane 
Hedlund (1990) has provided the best
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overview of JBW's significant textile 
research.

Finally, a number of students have 
received small grants from the Walker Van 
Riper fund of the University of Colorado 
Museum and the university's Undergraduate 
Research Opportunities Program to conduct 
research projects with materials from the 
Yellow Jacket site.

CONCLUSIONS

Joe Ben Wheat's collection 
development efforts have contributed to the 
preservation of significant aspects of the 
material culture heritage of numerous native 
North American groups, as well as many 
others around the world. These collections 
also provide a basis for future studies in 
native technologies and aesthetics and are a 
baseline for investigations into changes in 
Southwestern weaving, North American 
basketry, contemporary Pueblo ceramics, and 
other areas of interest.

The collections have contributed to 
both permanent exhibits on the CU campus 
and to traveling exhibits that have reached 
state, regional (Ooton 1989), and national 
audiences beyond the Denver metropolitan 
area. Recognition of the quality and 
significance of many of the artifacts in the 
collections is also seen in the frequent loan of 
materials to other institutions. All of these 
forms of exhibition serve to share the results 
of collection development and collection 
research with both university and general 
publics.

As noted at various points in this 
article, the development of the anthropology 
collections at the UCM has also contributed

directly to decades of teaching and research 
activities (see Whiteford 1988). While 
graduate theses and dissertations and public 
exhibitions are the more easily identifiable 
results of collection utilization (see Adams 
1986; Hurth 1986; Smith-McDonald 1989; 
Stevenson 1984), less apparent but 
numerically much more significant are the 
hundreds of internships, independent study 
projects, and comparative studies that have 
been carried out. The preservation, 
exhibition, teaching, and research activities 
derived from the fruits of Joe Ben Wheat's 
collection development activities
unequivocally answer the frequent query, 
"Why do museums collect?"

NOTES

1 Hugo G. Rodeck was Curator of the 
University of Colorado Museum from 1933- 
1939 and Director of the museum from 1939- 
1971.

2 The development of the collections in the 
Anthropology section of the University of 
Colorado Museum has required the interest 
and support of scores of donors. Some were 
fellow faculty members; some were alumni; 
some, collectors; others were avocational 
anthropologists, and others were "just" 
friends of JBW and of higher education. All 
were united by the common belief that 
important research and study materials can, 
in addition to being appreciated for the 
technological and aesthetic aspects, be best 
utilized and appreciated in the educational 
context of a university museum, a setting that 
is unique in permitting the combined 
conservation, exhibition, research, and 
teaching uses of these irreplaceable 
resources. Many of these donors are 
identified and recognized in the text by their
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first initial and last name or by company 
name. We apologize for any omissions or 
oversights.

3 This donation was made with the intent to 
protect these areas and to continue to 
guarantee their research and educational 
access for University of Colorado students. 
It is not possible to acquire 14.8 ha (37 
acres), put an accession number on the land, 
and place it on a shelf in a collections 
curation area of the museum. However, the 
generosity of Jack Hawkins and Joe Tipton of

Cortez, Colorado, in deciding to donate these 
parts of the Yellow Jacket prehistoric area to 
the University of Colorado are perhaps the 
most explicit recognition of Joe's impact on 
Southwestern research and student education. 
This area and these sites are, in a broad 
sense, just as much a part of the museum's 
collections as are the already excavated 
materials that have been recovered and 
preserved for future research and exhibition.

University of Colorado Museum, Boulder
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NAVAJO RUG STYLES: 
INTERPRETING 
ETHNOGRAPHIC ART 
THROUGH COMPUTER 
TECHNOLOGY

Nancy Mahaney

Research on modern Navajo weaving, 
undertaken to develop an interactive 
computer program on Navajo rug styles for 
the Heard Museum exhibit "Old Ways, New 
Ways," is presented in this article. The data 
from this research will be used to illustrate 
why a myriad of curatorial decisions were 
made. The implications of these curatorial 
decisions for exhibit accuracy are analyzed. 
It is suggested that museums have an 
obligation to the public and the artists or 
cultural groups they represent to carefully 
consider the implications of exhibit themes 
and content and that research is an 
indispensable part of those considerations.

INTRODUCTION

My first trip to the Navajo 
Reservation was in 1983 with Joe Ben 
Wheat's archaeological field school from 
Yellow Jacket, Colorado. As a midsummer 
break, we caravanned through the Four- 
Corners area with a memorable stop at 
Shonto Trading Post. I can still picture Joe 
amid students and stacks of rugs, calmly 
smoking his pipe. As one rug after another

was spread out on the floor, he discussed the 
use of aniline and vegetal dyes and home- 
spun and commercial yarn. He also 
discussed weaving techniques and design 
elements which, I later came to understand, 
contribute to the overall style of a rug. 
When I was given the opportunity to design 
an interactive computer program to teach 
visitors to The Heard Museum about Navajo 
rug styles, I was elated but somewhat 
overwhelmed. I had spent considerable time 
during the preceding years casually observing 
rug-style categories at art shows and in gift 
shops and trading posts across the Southwest. 
However, I was still baffled by some of the 
ambiguities regarding the assignment of rugs 
into these categories. To produce a computer 
program addressing rug-style categories 
would require a more methodical and 
directed research effort into this topic.

THE HEARD MUSEUM PROJECT

The computer program on Navajo rug 
styles was conceived by Dr. Peter Welsh, 
Chief Curator of The Heard Museum, as one 
of a series of interactive components for the
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Figure 1. First screen of Navajo rug program introduction.

exhibit "Old Ways, New Ways" (Welsh 
1990). The focus of the exhibit is the 
continuities and innovations that may be seen 
in the modern arts of various Native 
American groups as they have developed out 
of historic artistic traditions. In order to 
address Navajo rug styles within the 
Oframework of this concept, I studied the 
history and current application of rug styles. 
This research was an important precursor to 
considering how the styles and the stylistic 
classification concept should be presented in 
the computer program.

In order to identify which styles to 
include in the program and to determine the 
diagnostic features of those styles, research 
into the recognition of various rug styles and 
their design elements, layouts, and color 
palettes would be needed. By identifying

which rug styles are most widely recognized 
and what elements of those styles are most 
important for their identification, a select 
group of styles could be compiled for the 
computer program.

THE COMPUTER PROGRAM

In order to familiarize the reader with 
the project, I will first describe the computer 
program, which represents the final research 
product. I will then present the background 
research that culminated in this product.

Background and Considerations

The initial decision to present Navajo 
rugs grouped by stylistic categories was 
based on the knowledge that previous 
exhibits at The Heard Museum dealing with
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Figure 2. Second screen of Navajo mg program introduction

this subject had wide appeal. Additionally it 
was recognized that visitors to The Heard 
Museum would be confronted with these 
stylistic categories as they viewed Navajo 
rugs in gift shops and trading posts 
throughout the Southwest. With this 
recognition, it was hoped that the computer 
program would serve to familiarize the 
visitor with this complicated system of 
classification. The decision to exhibit Navajo 
rugs according to these categories presented 
several issues for consideration. The 
historical development of these categories 
would need to be consider in order to present 
them accurately and to identify how modern 
categories differ from historic categories. 
The degree to which these categories reflect 
the range of all Navajo rugs was another 
issue to consider. In order to identify how 
Navajo rug styles are recognized, the use of

these stylistic classifications by weavers 
would need to be considered along with the 
recognition of specific styles within the 
popular and academic literature.

Fonnat

In order to address some of the 
considerations that were thought necessary to 
understanding modern Navajo rug 
classification, a series of introductory screens 
were developed to precede the presentation of 
named style categories in the computer 
program. After selecting the program on 
Navajo rugs, the screen shown in Figure 1 
appears. The visitor is presented with seven 
rugs; four belonging to named style 
categories and three representing general 
style rugs. The text reads "Modern weavers 
create rugs with many designs." In the next
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screen (Figure 2), the general-style rugs 
disappear and the style names for the 
remaining rugs appear, along with the text 
"Some Navajo rug styles have names." 
Screens 3 and 4 of the introductory sequence 
state "Many styles still carry the name of the 
trading post or area of the reservation where 
they developed," and "You can learn to 
recognize Navajo rug styles by combining 
elements to create different designs." The 
visitor is then presented with the first in a 
series of choices he or she will make that will 
lead down a path toward a specific rug style 
(see Figure 3). As the selections are made, 
graphic representations of the selected design 
elements are compiled on screen until a 
completed graphic-image rug appears (Figure 
4). The visitor is then encouraged to view a 
series of four digitized images of rugs from 
The Heard Museum collection belonging to 
the selected rug style. Catalog information, 
including the weaver's name and residence 
and a list of awards that the weaver received 
for the rug, is presented with each image. A 
brief statement also appears with each rug, 
which gives a piece of information about the 
rug style. Statements were matched to rugs 
that illustrate a particular aspect of the rug 
style.

Objectives

The thematic objective of the 
program, dictated by the theme of the 
exhibit, was to give the visitor a sense of the 
interplay of cultural traditions and individual 
creativity. Since the overall structure of the 
program emphasized historically based 
stylistic categories, I felt it was important to 
emphasize individual creativity within the 
program as a counterpoint or balance. The 
sections at the end of each stylistic sequence 
show four rugs selected from The Heard

Museum Collection. These rugs were chosen 
with a consideration for the need to illustrate 
the variety within each style, without 
confusing the issue of named style affiliation. 
The text that accompanies these rugs was 
structured to emphasize the weaver's choice 
in design creation and to point out some of 
the design elements that vary from one rug to 
the next.

The educational objective of the 
computer program was to visually introduce 
museum visitors to the different attributes 
that indicate each rug style. To emphasize 
this, graphic icons were used to represent the 
various design elements, color palettes, or 
layouts that are combined to create a 
particular style. Since the program utilizes a 
touch-screen system, the visitor is required to 
touch a graphic icon to make a selection. 
Ideally the physical act of icon selection 
would prompt the visitor to make the mental 
connection between the icon pictured and the 
aspect of the rug style that is represented by 
that icon.

RESEARCH

The History of Navajo Rug Styles

Kate Peck Kent (1985) divided the 
history of Navajo weaving into three periods. 
The last of these, the Rug period, extends 
from 1895 to the present. As its name 
suggests, this period saw the development of 
a new form of Navajo textile, which was 
intended as a floor covering as opposed to the 
Navajo textiles produced primarily as 
clothing or blankets in earlier periods. This 
new textile was tailored to an off-reservation 
market, another change from previous 
periods when textiles were produced 
principally for home use. Reservation
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traders encouraged weavers to develop this 
new product, which they were eager to 
market.

Over time, certain designs came to be 
associated with the region of the reservation 
where they were produced. During the 
1940s and 1950s, combinations of design 
elements and layouts, color palettes, and 
weaving techniques solidified further into 
regional styles (James 1988:17). By the 
1960s, names like Ganado, Two Grey Hills, 
Crystal, and Wide Ruins were entrenched in 
the literature and gaining recognition as 
distinct styles in the off-reservation art 
market.

Since the 1950s there has been 
considerable geographic movement in 
regional style production. In recent years the 
illustration of rug styles in popular literature 
has contributed to the increasing production 
of styles beyond their original geographic 
boundaries (Hedlund 1992:42). By the time 
Hedlund conducted her fieldwork in the late 
1970s, many weavers were proficient at 
weaving a variety of rug styles, some of 
which may have originated in weaving 
centers at some distance from the weaver's 
home (Hedlund 1983:214-222). Although 
rug styles have lost the geographical 
significance they once had, the history of 
many styles is apparent in the continued use 
of regional style names.

This migration of rug styles coupled 
with the increasing use of rugs as wall 
hangings and the development of very fine 
Navajo tapestries points to a new period of 
Navajo weaving. Based on an awareness of 
these changes and the increasing recognition 
of Navajo weavers as artists, Hedlund (1992) 
has designated the post-1950s period in

Navajo weaving as the Recent period. With 
this designation, the Rug period as defined by 
Kent is appropriately limited to the years of 
regional style development and florescence. 
While use of the term "regional style" 
continues, I believe the term "named style" is 
more accurate for this period, in light of 
decreasing geographical ties. Named styles 
is the term selected for use in the computer 
program and, except in the case of 
quotations, will be used throughout this 
paper, reserving the term regional style for 
the Rug period.

In the introduction to the computer 
program (described above), I acknowledged 
that many styles had a historical association 
with a geographic region, but went on to 
emphasize the named-style concept over the 
regional-style concept. I attempted to 
illustrate the nonregional aspects of modern 
styles by including the weaver's residence in 
the catalog information provided for each rug 
at the end of the computer program. If the 
visitors read closely, they would note that the 
region in which the weaver lived (or lives) 
frequently differed from the style name for 
the rug. The wording of the introduction was 
intended to give the visitor the sense that 
Navajo weaving is a changing art form in 
which modern styles have evolved out of a 
historic system of classification. In addition, 
the creative input of the weaver, a defining 
element of the recent period, was emphasized 
in the text throughout the computer program.

General Rugs Versus Named-style Rugs

Although there has been an increase 
in the production of named-style rugs, it 
should be noted that the number of rugs that 
fit neatly into a named-style category, still, 
represents a fairly small percentage of all
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Navajo textiles produced. In 1963, Maxwell 
(1963:53) estimated that 50 percent of the 
reservation production was then saddle 
blankets, 25 percent general rugs, and only 
25 percent 'specific-distinctive' (named-style) 
rugs. Based on her work at Kinlichee during 
the late 1970s, Hedlund (1983:221) recorded 
40 percent regional styles, 33 percent general 
rugs (nonregional styles), 15 percent 
"double-weaves" (formerly classified as 
saddle blanket weaves), with the remainder 
being saddle blankets and specialty rugs. 
This research suggests a 15-percent increase 
in the production of named styles over a 20- 
year period. Even if production has 
continued to increase at this rate since the 
late 1970s, named styles would still only 
make up approximately one half of all rugs 
produced today. This emphasizes that an 
accurate interpretation of Navajo named-rug 
styles depends on their representation as only 
a percentage of all Navajo rugs.

One way to make this point clear to 
the public would be to include examples of 
general-style rugs to contrast with named- 
style rugs. However, it is almost impossible 
to describe or define the general-style rug. 
In discussing rug classification, James 
(1988:98) notes, "The distinction of the 
general rug is that it does not possess 
sufficient characteristics to warrant 
recognition as a regional style rug or a 
specialty rug." I will add that a general rug 
is also not a saddle blanket. Since the 
general rug is defined by what it is not, it 
may only be identified through a process of 
elimination. To teach such a concept within 
the proposed computer format was 
impractical. Because the general rug could 
not be defined, it was acknowledged in the 
introductory sequence through a process of 
exclusion and not addressed in the program.

Figures 1 and 2 illustrate how the general- 
style rug was visibly excluded from the 
program. In Figure 1, seven rugs are 
presented on screen. Three of the seven are 
general-style rugs, which disappear w'hen the 
visitor moves on to the next screen. In 
Figure 2, only named-style rugs remain on 
the screen. The intent was to show the 
visitor that by removing the general-style 
rugs from the screen, we have narrowed the 
focus of the computer program.

Style Recognition

Navajo rug-style classification has 
been largely advanced by traders and 
collectors. However, the number of weavers 
who recognize rug styles by a specific name 
appears to be increasing. Hedlund 
(1983:217) notes "...weavers now identify 
and classify rugs using the regional name 
system developed by the bilagaana [Anglo]" 
however, they "...rarely recognize by name 
more than a few styles other than those they 
weave" (1992:42). In other words, 
individual weavers are not generally familiar 
with the full range of Navajo rug styles as 
named by traders and Euro-American 
scholars, but they use the style names they 
are familiar with as the need arises.

Hedlund (1983:195) has noted that 
abstract descriptions of "...the location, 
position, form, texture and substance of an 
object or more specifically, a design..." are 
easily accommodated within the structure of 
the Navajo language. She suggests that the 
weaver's ability to converse in detail about 
such aspects of weaving and rug designs has 
precluded the development of a native 
classification system for rug styles (Hedlund 
1983:195-96). Therefore, the weaver may 
find little need for the named-style

160 ASNM: 19. Why Museums Collect



CONGRATULATIONS!
You h ave created a 
C h ief’s B lanket 
s ty le  rug.

Wait a few seconds to see 
examples of this style 

from the
Heard Museum Collection.

Figure 4. Final screen of the Chief's Blanket branch of the Navajo rug program.

classification system, except when dealing 
with people such as traders or scholars who 
think of Navajo rugs in such terms. The 
weaver's limited use of Euro-American 
developed style classification might also be 
attributable to the inconsistent definition and 
application of style categories by traders, 
scholars, and collectors—a situation that also 
greatly confused my efforts to arrive at some 
consensus in defining a core group of rug 
styles to represent in the computer program.

The recognition that the classification 
system being presented in the program was 
not a strictly Navajo classification system is 
important for several reasons. First, it is 
relevant to the history and modern use of 
Navajo rug-style categories. Secondly, it 
points out that the computer program was not 
presented from a Navajo point of view. This 
situation caused some concern with those 
who believe that the first-person perspective 
is the only accurate or ethical form of

museum presentation (Welsh 1989). While I 
acknowledge this concern, it is beyond the 
scope of this paper to address it in detail. 
Finally, the recognition that the selected 
classification is one that exists in a popular 
realm explains my reliance on largely popular 
literature as source material for further 
research and style selection.

STYLE SELECTION

In order to determine which styles to 
use in the program, I began by investigating 
which styles were most widely recognized. I 
looked at a variety of scholarly and popular 
publications and visited gift shops in the 
Phoenix area. Tables 1 and 2 show the styles 
that are recognized in a sample of relevant 
publications. Table 1 lists rug styles that 
were previously tied to regional centers, 
while Table 2 lists additional rug styles that 
were never affiliated with a specific region.
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Table 1. Regional Weaving Centers Where Named Rug Styles Developed.
Adapted James (1977:96-97) and Hedlund (1983:215).

Dedra
(1980)

James
(1988)

Rodee
(1987)

Bahti
(1983)

W heat
(1977)

Erickson & 
Cain (1976)

Shiprock Shiprock Four Comers Shiprock Shiprock

Lukachukai Lukachukai Lukachukai

Teec Nos Pos Teec Nos Pos Teec Nos Pos 
Red Mesa

Teec Nos Pos Teec Nos Pos 
Rock Point

Teec Nos Pos

Crystal Crystal Crystal Crystal Crystal Crystal

Two Grey Hills 
H ills

Two Grey Hills Two Grey Hills Two Grey Hills Two Grey Hills

Tocito
Burnham

Two Grey

Chinle Chinle Chinle
Nazlini

Chinle
Nazlini

Chinle 
Black Mt. 
Nazlini

Chinle

Ganado
Klagetoh

Ganado Ganado Ganado
Klagetoh

Ganado
Klagetoh
Steamboat

Ganado
Klagetoh

Wide Ruins Wide Ruins Wide Ruins 
Pine Springs

Wide Ruins Wide Ruins 
Pine Springs

W. Reservation 
Coal Mine Mesa

W. Reservation 
Kayenta

Storm Pattern 
Coal Mine Mesa

W. Reservation 
Kayenta

Storm/W.
Reservation

Burnt Water Burnt Water Burnt Water

New Lands New Lands

Gallup Gallup Gallup Gallup

Off-Res.

Ft. Wingate

Off-Res.

Ft. Wingate

13 14 13 10 18 12
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Table 1. Regional Weaving Centers Where Named Rug Styles Developed.
Adapted James (1977:96-97) and Hedlund (1983:215)(cont.).

Arizona High
ways (1974)

Tanner
(1968)

Dutton
(1963)

Maxwell
(1963)

Kent
(1961)

Shiprock/
Farmington

San Juan/ 
Farmington

Shiprock Shiprock

Greasewood/
Lukachukai

Round Rock Lukachukai Lukachukai

Teec Nos Pos Teec Nos Pos Teec Nos Pos 
Rock Point

Teec Nos Pos 
Red Mesa

Teec Nos Pos

Crystal Crystal Crystal Crystal Crystal

Two Grey Hills Two Grey Hills Two Grey Hills
Tocito
Burnham

Two Grey Hills Two Grey Hills

Chinle Chinle Chinle 
Black Mt. 
Nazlini

Chinle Chinle
Nazlini

Ganado
Klagetoh

Ganado Ganado
Steamboat

Ganado 
Kearns Cyn./ 

Pinon

Ganado 
Kearns Cyn.

Wide Ruins 
Pine Springs

Ruid Ruins 
Pine Springs

Wide Ruins Wide Ruins Wide Ruins 
Pine Springs

Storm/W. 
Reservation

W. Reservation 
Coal Mine Mesa 
Coppermine 
Kayenta 
Tuba City

W. Reservation 
Kayenta

W. Res.
Coal Mine Mesa

Tuba City 
Coal Mine Mesa 
Coppermine 
Shonto/Navajo Mt.

Burnt Water

Gallup Gallup Gallup

Off Ress.

10 15 18 13 15
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Anywhere from 10 to 18 regional 
weaving centers are recognized for producing 
distinct, named rug styles. The basis on 
which the decision is made to recognize a 
regional weaving center as producing a 
distinct style appears to depend largely on the 
particular style and the author. To anyone 
not directly involved in the application of 
style categories, the great disparity among 
these sources could easily frustrate attempts 
to apply this classification system in a 
practical fashion.

I did find consensus among all 11 
sources shown in Table 1 regarding the 
recognition of five weaving centers: Teec 
Nos Pos, Crystal, Two Grey Hills, Chinle, 
and Ganado. The majority of the authors 
recognize five additional weaving centers— 
with Shiprock (Yei), Lukachukai (Yei), Wide 
Ruins, Western Reservation (generally 
recognized for the Storm Pattern), and 
Gallup being those most frequently added to 
the first five. In addition, four of the seven 
post-1968 sources include the Burnt Water 
style, which was first woven in 1968 by 
Philomena Yazzie (James 1988:77).

The Coal Mine Mesa style, which is 
recognized by 5 of 11 sources (Table 1), is 
defined by the use of a specialized weaving 
technique that creates a raised outline around 
the edges of the design elements. Some 
authors recognize the Coal Mine Mesa style 
as a named style, while others refer to it by 
technique (raised outline) (see Table 2). This 
rug is recognized in one of these ways by 8 
of 11 authors.

Because of their wide recognition, I 
used the 12 rug styles produced at these

Named Styles centers as the core group of named styles to 
consider for use in the computer program. 
Beyond these 12 weaving centers, agreement 
among the sources decreased dramatically. 
Some authors subdivide one or more of these 
regions based on local design or color 
variations that they feel justify the 
recognition of a new style. Because of the 
lack of concensus and the difficulty in 
clarifying these subtle differences, 
subdivisions of these regions were not 
considered for inclusion in the computer 
program.

The New Lands Style illustrates the 
problem of defining a changing art form such 
as Navajo textiles. This style, which was 
first promoted around 1982 (James 1988:80), 
is recognized by the two most recent sources 
on Table 1. Utilizing a blend of Teec Nos 
Pos design and raised outline technique, the 
New Lands rug has been slow to gain 
acceptance as a distinct style. Dedera 
(1990:76) states, "New Lands style gained 
almost overnight recognition when Wanda 
Begay took Best of Show at the Gallup 
Ceremonials, and won first place at the 
Museum of Northern Arizona 1987 show." 
However, inquiries of Hubbell Trading Post 
employees in 1990 indicate that whether a 
rug is labeled as "New Lands" or Teec Nos 
Pos/Raised Outline depends as much on 
which employee labels the rug as on the rug 
design (Mahaney 1990: March 2). Because of 
the current lack of consensus regarding New 
Lands style's status as a named style, I 
decided to omit the New Lands style from the 
computer program.

Additional Rug Styles

Some widely recognized modern rug 
styles were never tied to a specific
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geographical region of the reservation. 
These additional rug styles (Table 2) were 
also considered for inclusion in the computer 
program. Four styles—Saddle Blanket, 
Pictorial, Sandpainting, and Twill—are 
recognized by a majority of the sources.

The Yei/Yeibicheii rug presented a 
special problem. Three of 11 sources 
combine these rugs with Yei rugs to form a 
composite style. However, Yei rugs are also 
divided into Shiprock-style Yeis and 
Lukachukai-style Yeis, two styles already 
included in the core group of named styles. 
In some sources, both the Yei and Yeibicheii 
rugs are recognized as part of the Pictorial- 
style category, while Rodee (1987) includes 
them in her Ceremonial category (see Table 
2). I felt it would be inappropriate to group 
rugs dealing with images from Navajo 
cosmology together with rugs showing 
commercial logos such as those that may be 
found in the Pictorial style. However, to use 
the Ceremonial category and to group Yei 
and Yeibicheii rugs with Sandpainting rugs, 
as Rodee does, might erroneously suggest 
that the rugs play an actual role in Navajo 
religious ceremonies. That is a popular 
misconception that I did not want to 
perpetuate. I

I decided to recognize Yeibicheii as a 
separate style. This division would make 
more explicit the distinction between Yei's 
and Yeibicheii's and allow for a greater 
discussion of these images within the 
computer program. It also allowed me to 
utilize the subdivision of Yei rugs into 
Shiprock-style Yei and Lukachukai-style Yei, 
thereby acknowledging the distinction 
between the products of these two weaving 
centers. Many of the other styles listed in 
Table 2 were not considered because they

represent rather narrow divisions based on a 
particular image or unusual technique. I 
selected one more additional style, the 
Chief's Blanket, in spite of its limited 
recognition as a distinct style. The modern 
Chief's Blanket is a rug woven with the 
reinterpreted patterns of historic wearing 
blankets. I chose to illustrate this style 
because it is an excellent example of the 
interplay between artistic innovation and 
historical continuity in Navajo textile design. 
As such it exemplifies the overall exhibit's 
concept in a very direct and accessible 
manner.

Including the Yeibicheii and Chief's 
Blanket styles, a total of 6 additional styles 
were added to the 12 named styles noted 
earlier. These 18 styles composed the core 
group of styles initially chosen for the 
computer program.

Final Selection

Consensus among popular sources 
was the primary criteria on which the core 
group of styles was assembled. Final 
selection of a style was dependent on several 
additional factors. In an effort to keep the 
computer program clear, visual, and 
accessible to a wide audience, I decided to 
limit stylistic discussions to design elements 
and layout. It was hoped that, by eliminating 
discussions of materials and techniques, 
technical language could be kept to a 
minimum. I also recognized that learning to 
make distinctions between weaving materials 
and techniques requires a close examination 
of the textile and would be difficult to 
recognize in a two-dimensional computer 
image. The Gallup style was eliminated 
because its recognition is dependent on 
identifying the use of cotton warps. The
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Table 2. Additional Rug Styles.

Criteria
Dedra
(1980)

James
(1988)

Rodee
(1987)

Bahti
(1983)

W heat
(1977)

U tility -saddle blanket -saddle blanket -saddle blanket -saddle blanket

Clothing
Pattern
Revival

-chief's blanket 
-women's dress

-chief's blanket

Image -pictorial
-sandpainting

-monogram 
-pictorial 
-bird rug 
-hide rug 
-four in one 
-outline 
-sandpainting

-pictorial 
-ceremonial 
(sandpainting, 
Yei, Yeibicheii) 
-storm pattern

-pictorial -pictorial
-sandpainting
-Yei/Yeibicheii

Technique -tw ill -tufted 
-tw ill 
-two-faced 
-double weave 
-raised outline 
-Gallup throw

-specialty 
weaves (two- 
faced, twill) 
-raised outline 
-tufted

-two-faced
-twill

-twill

Shape/Size -cross
-circular
-miniature

-miniature

Other -special weaves 
(cross, round, 
miniature, 
four-in-one)

-novelty 
weaves 
(illusion, 
tufted, two- 
faced

5 19 8 4 6

* only named styles

twill and Coal Mine Mesa/ raised outline 
styles were eliminated because of the need to 
recognize the specialized weaving technique.

Since The Heard Museum collection 
of Navajo rugs would be used to illustrate the

program, the inclusion of a particular style in 
the program was dependent on its 
representation in the collection. Thus, the 
New Lands style was also eliminated in part 
because The Heard Museum Collection did 
not include examples of this style.
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Table 2. Additional Rug Styles (cont.).

Erickson & Arizona High- Tanner Dutton Maxwell Kent
Cain (1976) ways (1974) (1968) (1963) (1963) (1961)

-saddle blanket -saddle blanket

-chief's blanket -chief's blanket

-pictorial
-sandpainting
-Yei/Yeibicheii

-pictorial
-sandpainting
-Yei/Yeibicheii

-pictorial
-ceremonial
(sandpainting)

-pictorial
-sandpainting

-raised outline -two-faced -twill
-twill (includes 
-two-faced

-two-faced

-vegetable
dyed

-general
mgs

7 3 4 * 6 *

* only named styles

After analysis of the collection, I also a vegetal dye rug, is very similar
decided to eliminate the Chinle style as well. 
The Heard Museum collection included 
excellent examples of Wide Ruins and 
modern Crystal style rugs, both of which are 
distinguished by their vegetal dyes. Chinle,

in
color and design to Wide Ruins and Crystal 
styles. I was concerned that the distinctions 
between these three styles were too fine and 
variable to be clear in the format of a 
computer program. Therefore, 1 selected
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Wide Ruins and Crystal because these styles 
are more distinct from each other than either 
is from Chinle and with the recognition that 
these styles were better represented in the 
collection.

The documentation and previous 
identification of rugs in the collection also 
had an impact on style selection. The Heard 
collection included several rugs with a 
distinct design consisting of a row of 
diamonds down the center with repeating, 
serrated lines outlining the diamonds. This 
design is identified by some as one variant of 
the Teec Nos Pos style and by others as Red 
Mesa. I feel that this design is sufficiently 
distinct from other Teec Nos Pos designs to 
warrant recognition as a separate style. 
However, The Heard Museum's catalog 
records identify rugs with this design as Teec 
Nos Pos. To add to the confusion, some 
authors suggest that the Red Mesa style is 
identified by color palette rather than design 
(Maxwell 1984:26). In an attempt to avoid 
confusion, I decided to create a separate 
stylistic category for this zigzag/diamond 
design but to maintain the Teec Nos Pos 
affiliation by calling the new category Teec 
Nos Pos Outline. This allowed me to 
observe The Heard Museum's identification 
while distinguishing between two very 
distinct designs.

As a result of decisions based on the 
collection, my final style selection consisted 
of 15 rug styles. My problem now was to 
determine how these styles should be 
represented in the computer program.

PROGRAM STRUCTURE

In order to communicate the structure 
of the program to the computer programming

team, a branching tree diagram was needed 
(Figure 3). This diagram would outline the 
choices the visitor would be given along each 
path of the computer program. To develop 
this diagram, I began by analyzing each rug 
style to determine its significant attributes. I 
found that I could group styles together based 
on common attributes. For example Ganado, 
Two Grey Hills, and Burnt Water styles all 
have similar design elements and layouts, 
their major distinguishing characteristic being 
the color palette that is used. After 
reviewing all of the selected styles, I decided 
that the first division should be based on 
whether the rug design was predominantly 
geometric or representational.

Geometric

Geometric styles could be further 
divided on the basis of whether or not the 
design included a border. This division split 
the geometric styles almost equally, with six 
bordered and four borderless styles. I then 
looked for common attributes within the 
geometric bordered styles. Ganado, Two 
Grey Hills, Burnt Water, and Teec Nos Pos 
Outline all have the diamond as the central 
design element. In the first three styles, the 
diamond element appears as a large single- or 
double-stepped diamond surrounded by other 
design elements. In the Teec Nos Pos 
Outline, the layout consists of a central row 
of numerous concentric, serrated, zigzag 
lines outlining a central row of diamonds. 
All of these styles were grouped together, 
first on the basis of the diamond design 
element. They were then subdivided on the 
basis of design layout and finally on the basis 
of color palette (see Figure 3). The Teec 
Nos Pos and Storm Pattern rugs have very 
distinctive design layouts common to only 
one style. Since these styles may be

168 ASNM: 19. Why Museums Collect



identified directly on the basis of design 
alone, the computer program takes the visitor 
from the design selection immediately to an 
identification of the rug.

Identifying distinctions between the 
borderless geometric rugs was more 
complicated. With some practice, it not hard 
to distinguish a saddle blanket from a Chief's 
Blanket. Making those distinctions explicit is 
a bit more difficult. Although I was trying to 
avoid distinguishing styles based on weave, I 
found it necessary to identify the saddle 
blankets first on the basis of their coarse and 
loose weave. I further subdivided this 
category, based on shape, into Single Saddle 
Blanket and Double Saddle Blanket (see 
Figure 3), bringing the number of borderless 
styles to five. Because saddle blankets vary 
greatly and make up a larger percentage of 
rugs than any other style, I felt it appropriate 
to provide more than the four rug examples 
that were being used to illustrate each style. 
By splitting the stylistic category in two, I 
could present twice as many saddle blanket 
examples. This division also points out that 
shape can be an important factor in 
identifying rug styles.

The remainder of the borderless 
branch consists of the Chief's Blanket, Wide 
Ruins, and Crystal rug styles. After 
distinguishing these rugs from saddle
blankets based on weave, I split the Chief's 
Blanket from Wide Ruins and Crystal on the 
basis of color palette. Characteristic design 
elements were used to distinguish Wide Ruins 
from Crystal. In the computer program these 
design elements are labeled as fine (Wide 
Ruins) and bold (Crystal) design elements in 
an effort to emphasize the thickness of the 
design element rather than the actual design.

Representational

In organizing the representational 
branch of the program, a major consideration 
was how to present rugs with religious 
images in an accurate and respectful manner. 
I felt it was important for the first division to 
make clear the difference between rugs with 
religious images and rugs with other kinds of 
pictures (see Figure 3) so that the visitor 
would not mentally equate Navajo religious 
figures with images such as automobiles and 
product logos. This decision required careful 
consideration, because it implies a division 
between religious and secular realms that 
may not be an accurate depiction of the 
Navajo world view. However, to group 
pictorial images in other configurations 
seemed to suggest even more incongruous 
affiliations or to present situations that 
required extensive explanation or that did not 
result in divisions along the recognized 
stylistic lines. The possibility of grouping 
representational images on the basis of 
symmetry was not fully explored and might 
be a future alternative to the divisions that 
were used.

The first division under the category 
Pictures From Navajo Religion was based on 
the type of image that was predominant in the 
picture. In this case Sandpainting rugs were 
grouped with Yei rugs because both include 
the Yei figure. These rugs were then divided 
based on layout, and the Yei was finally 
divided into Shiprock and Lukachukai styles, 
based on color palette.

The division Pictures From Life and 
Nature needed to include a variety of rug 
images that are referred to as pictorials by the 
majority of sources in Table 2. Since the 
structure of the computer program allowed
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for only four rug examples for each stylistic 
category, I decided to subdivide the pictorial 
category so that more examples could be 
shown. After viewing a large number of 
rugs, I noted that pictorials usually fall into 
one of two categories. The first category, 
depicting a scene or landscape with a variety 
of images and an implied depth of field, I 
designated the Scenic Pictorial. In the 
second category, which I called the Isolated 
Image Pictorial, an image or group of images 
are used to create a design through placement 
and/or repetition.

I created these completely artificial 
divisions within the pictorial style category in 
order to give the visitor a greater sense of the 
huge variety in this category within the 
confines of the program structure. I also 
hoped this division would encourage the 
viewer to look at pictorial images in an 
analytical fashion. An attempt was made in 
the text for these pictorial images to point out 
that both styles are pictorials in spite of this 
division.

CONCLUSIONS

Museums are frequently perceived by 
visitors as institutions of authority (Crew and 
Sims 1990). As a result, the exhibition of 
objects tends to legitimate or authenticate 
those objects in the eyes of the public (Crew 
and Sims 1990:163; Jordanova 1989:31-32). 
Along this same line, Gathercole (1989:75) 
has noted that museums play a part in the 
consumption of artifacts and works of art: 
"Curators are the catalysts who determine the 
way relationships are established between 
publicly seen artifacts and consumers." As a 
result, objects excluded from exhibition or 
not meeting the criteria outlined in an exhibit 
may, inadvertently, be discredited in terms of

authenticity, resulting in a decrease in their 
marketable value.

In recognition of these issues, my 
research on Navajo rugs was aimed at 
identifying the most accurate way to 
represent the current state of Navajo rug 
styles. Rather than allowing The Heard 
Museum rug collection to define which styles 
would be exhibited, I concentrated on 
identifying which styles were most widely 
recognized in the current rug market. It was 
not possible to present all rug styles or all 
possible variations within a style. Therefore, 
I attempted to present a varied selection of 
rugs as examples within each category. The 
individual choice that goes into the creation 
of Navajo rugs and the variety of rugs within 
a given style was also emphasized in an 
attempt to counter any perception that the 
authenticity of a Navajo rug is determined by 
the presence of specific stylistic attributes. 
Additionally, careful consideration was given 
to which rug styles and what kinds of 
information would be excluded from the 
program.

Welsh (1989) has suggested that there 
are some situations in which information may 
be appropriately withheld from the museum 
visitor without their knowledge out of respect 
for the people whose culture is being 
discussed. In the case of the computer 
program, Sandpainting rugs with sensitive 
images were excluded on the advice of a 
consultant. Since rugs of this type are not 
likely to be found in the general rug market,
I do not believe that the accuracy of the 
computer program was in any way 
compromised by this exclusion. However, it 
was critical to the accuracy of the program 
that it be made clear that a large percentage 
of Navajo rugs were excluded because they
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are designated as general rather than named- 
style rugs. This point was illustrated in the 
program's introduction.

As arbiters of art, whether intentional 
or inadvertent, curators have a responsibility 
to the artist or cultures they are representing 
as well as to the public. Because of the 
tendency for exhibitions to serve as a form of 
authentication, curators have an obligation to 
research and carefully consider the content of 
their exhibits by examining what they are 
excluding, as well as what they are including.
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Ponderosa pine trees that were peeled 
to obtain bark are a little-known cultural 
resource in New Mexico. These peeled trees 
exhibit large scars where bark was removed 
by Native Americans for food, medicine, and 
other uses. The peeling event can be
accurately dated through dendrochronological 
analysis, and these trees can provide 
important information on subsistence, 
migration, population fluctuations, environ
mental stress, and cultural adaptations of 
Native Americans from the 1700s through the 
early 1900s.

INTRODUCTION

Ponderosa pine trees exhibiting large 
scars on their trunks exist in many areas of 
the western United States, including New 
Mexico (Figure 1). Research has shown that 
these trees are living artifacts reflecting 
Native American utilization of bark during 
the late eighteenth to the early twentieth 
centuries.

Tree bark and bark substances are 
known to have been utilized by various

NEW MEXICO'S 
FORGOTTEN RESOURCE: 
CULTURALLY PEELED 
TREES

Marilyn A. Martorano and 
John Beardsley

Native American groups for a variety of 
functions (Martorano 1981). The outer bark 
of trees was utilized aboriginally to construct 
trays, baskets, and cradleboards and was used 
as a building material for structure roofs and 
walls. Resin and pitch from the peeled areas 
of trees were used as adhesives and as 
waterproofing agents for baskets and other 
objects. Medicinally, the inner bark and sap 
were used as a poultice or drink for many 
disorders* such as tuberculosis, stomach 
troubles, gonorrhea, and colds. The inner 
bark of most varieties of pine has also been 
used by Native Americans as a delicacy or 
sweet food and as an emergency food in 
cases of starvation. The inner bark was often 
prepared for eating by thoroughly pounding, 
boiling, baking, and/or smoking it. Johnson 
(n.d.) reported that Indians in what is now 
the Santa Fe National Forest near Glorieta, in 
north-central New Mexico, dried and ground 
inner bark of pine trees into a flour. They 
would also eat the inner bark raw. The Zuni 
reportedly prepared the inner bark of pine by 
scraping it off with a sharpened stone or 
animal horn, boiling it, pounding it into a 
mash, and shaping it into cakes. The cakes
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Figure 1. Culturally peeled tree located in 
the Warm Springs Timber Sale area, 
Carson National Forest, New Mexico.

were cooked in a stone-lined baking pit, then 
smoked over a fire. Before being eaten, the 
cakes were boiled to soften them (Clarke 
1977:76)

The inner bark consists of the 
phloem, a layer of cells just beneath the outer 
bark that transports the food reserves 
manufactured by the tree. When the outer 
bark is removed from a ponderosa pine tree, 
this layer of phloem is attached but can be 
easily separated. Nutritional analysis of the

Figure 2. Replication of the bark-peeling 
process showing the horizontal cut at the 

lower end of the scar and use of a 
"debarking stick" to loosen and pry the 

outer bark from the tree trunk.

inner bark of ponderosa pine has shown that 
it is very high in calcium (one pound of inner 
bark has as much calcium as nine glasses of 
milk), and it contains significant amounts of 
carbohydrates, protein, iron, magnesium, 
zinc, and other available nutrients (Martorano 
1982).

The most detailed description of inner 
bark utilization and procurement methods, 
based on information from Native American 
informants, is a paper by Thain White (1954)
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entitled Scarred Trees in Western Montana. 
White's information was collected from 
Kutenai Indians in Western Montana who 
remembered how the inner bark was 
harvested. According to his informants, the 
tree-peeling process took place as follows: 
(1) a tree was selected for peeling; (2) bark 
from a vertical notch 15 to 20 cm (6 to 8 in.) 
long was removed from the tree and the inner 
bark was sampled; (3) if it was considered 
good, an area was selected from which to 
remove a larger section of bark; and (5) a 
sharpened branch or pole called a debarking 
stick was inserted under the cut and used to 
loosen and pry the outer bark from the tree 
with an upward motion (Figure 2).

At times, the strips of outer bark were 
also pulled downward from the trunk as well 
as upward.

The inner bark was then removed 
from the outer bark slabs with a scraper made 
from a metal baking powder can (Figure 3). 
Prior to the availability of metal cans, a 
scraper was made from a mountain sheep 
horn. Scraping of the inner bark was 
completed in the vicinity of the stripped 
trees, because the slabs of outer bark were 
too bulky and heavy to be taken back to 
camp. Once removed from the outer bark, 
the inner bark strips were then prepared for 
storage and consumption. They could be cut 
into small strips and rolled into balls or tied 
into knots and packed in green leaves to 
prevent them from drying out. The peeling 
process was normally undertaken in the 
spring, usually in May, when the sap in the 
tree was running and the bark was easiest to 
remove. Inner bark utilization in this case 
was apparently a seasonal event and not 
necessarily an emergency measure. 
However, late winter and early spring, when

the possibility of food shortage was highest 
among Native Americans, may also account 
for bark eating. Keleher (1964:64) reported 
that in the winter, Ute Indians ate bark 
peeled from large pine trees in the forests of 
the Maxwell Grant in northern New Mexico.

IDENTIFICATION OF PEELED TREES

Scars resulting from cultural peeling 
of trees for the purpose of bark utilization 
can be distinguished from other types of 
natural and cultural scars. For example, 
lightning scars are usually long and thin, 
often extend the entire height of the tree, and 
sometimes spiral around the tree trunk. Fires 
can also cause scarring, but this type of scar 
usually begins at the base of the tree and is 
often triangular in shape with the wide edge 
along the bottom. Many of the culturally 
peeled trees also exhibit evidence of burning, 
but this is due to the pitch on the scar 
surface, which makes the tree especially 
vulnerable to ground fires.

Several species of animals—such as 
porcupine, bear, elk, and deer—produce 
scars on trees, but these scars are usually 
irregular in shape and patchy. Teeth, claw, 
or antler marks are often visible on the scar 
surfaces. Trail blazes are human-produced 
but are usually small strips and/or patches cut 
out with an ax. Blazes often occur on two 
sides of a tree along a trail or road. A 
survey or witness tree is also culturally 
produced, but usually exhibits a rounded or 
rectangular-shaped scarred area with 
numbers, dates, or other information carved 
into it.

The scars of trees peeled for cultural 
use of bark substances vary in size and shape 
but have several distinguishing features.
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Figure 3. Using a scraper made from a baking powder can to separate the edible inner 
bark from the outer bark during bark-peeling replication.

They are basically oval or rectangular in 
shape. The bottom of the scar is usually .3 
to .9 m (1 to 3 ft) above the ground (scars 
resulting from downward peeling may extend 
closer to the ground), and the top of the scar 
can extend to over 3 m (10 ft) above ground 
level. Many of the scars exhibit ax-cut lines 
at the lower end of the scar, and sometimes 
on other areas of the scar face (Figure 4). 
These marks may represent cuts made into 
the bark of the tree during the peeling 
process.

Based on a sample of over 80 scars 
located in southern Colorado, the width of 
the scars can vary considerably, from 1.3 cm 
(.5 in.) to 1.5 m (5 ft) (Martorano 1981). 
The length of the scars varies from 10 cm (4 
in.) to one example that is 2 m (9 ft) long. 
Of this sample, the average sized scar is 43

cm (17 in.) wide and 1.2 m (4 ft) long. A 
study replicating the bark peeling process 
indicates that approximately .45 kg (1 lb) 
inner bark would have been available from a 
scar of this size (Martorano 1982).

Some of the trees exhibit only a single 
scar, perhaps to test the inner bark to 
determine if it was edible (Martorano 1981). 
Other trees exhibit two or more large scars 
produced at the same time or sometimes 
years apart (Figure 5). Studies of the 
behavior of tassel-eared squirrels indicate that 
the inner bark of certain ponderosa pine trees 
has a taste that is preferable over others 
(Farentinos et al. 1981). This difference in 
taste may have been detected by humans and 
could explain why some trees have small 
scars while others nearby exhibit one or more 
large scars.
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Figure 4. Peeled tree located at site 
5CR214, Custer County, Colorado. Note 

cuts into wood near right edge of scar.

PEELED TREES IN NEW MEXICO

Peeled trees have been observed in 
many western states, but it is only within the 
past decade that these trees have been 
officially recognized and recorded as cultural 
resources in New Mexico. Several thousand 
culturally peeled ponderosa pine trees are 
known to exist in the Carson National Forest 
in northern New Mexico. Many of these 
scars appear to date to circa 100 years B.P. 
and may have been made by ancestors of the 
Jicarilla Apache (Young, personal 
communication 1992). Informants such as 
old settlers and Indians reported to Perry 
(1923:38) that, in the past, Indians used stone 
hatchets to remove large slabs of bark from 
pine trees in the Carson National Forest. 
The inner bark was stripped from the outer

Figure 5. Peeled tree located at the Great 
Sand Dunes National Monument in south
ern Colorado. Scar is 1.2 m (4 ft) long, 47 

cm (18 in.) wide, and dates to 1826. An 
additional scar, also dating to 1826, is 
located on the opposite side of the tree.

bark, dried, ground with a metate, and used 
as a substitute breadstuff to supplement corn. 
Apparently, the bark peeling was done 
primarily at summer camps.

Swetnam (1984) sampled three groups 
of culturally peeled ponderosa pine trees in 
New Mexico, taking increment bores fom the 
curled, healing portion of the wound. One 
group, located in Chimayo Canyon in the
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Santa Fe National Forest, revealed scar dates 
of circa 1818 and 1857 and possibly circa 
1815 and the 1830s. A second group was 
located in Escondido Canyon, southwest of 
Tres Piedras, and dated to circa 1872. The 
third group of trees was located at Lilley 
Park in the Gila Wilderness in southwestern 
New Mexico. These scars dated to circa 
1865. Ethnographic evidence suggests that 
the Lilley Park trees were peeled by the Gila 
Apache, possibly during a period of famine 
(Swetnam 1984:187).

It is likely that many additional, 
unrecorded, culturally peeled trees still exist 
in New Mexico, especially in the northern 
and western portions of the state. The 
majority of these trees probably exist on 
Federal and State lands, while others may be 
located on private lands. Even though some 
peeled trees are being recorded as cultural 
resources, the overall data base necessary to 
accurately interpret these trees is lacking. 
Many questions remain unanswered, 
including the following: (1) Were the trees
peeled as emergency measures or as part of a 
regular seasonal subsistence strategy? (2) 
Did patterns of bark utilization change over 
time as a result of environmental and/or 
population stresses? (3) Were certain trees 
selected for peeling because of differences in 
taste, smell, or ease of bark removal? (4) 
Can the distribution of culturally peeled trees 
be compared with tree-ring dates to 
hypothesize seasonal movements and 
migrations of particular cultural groups, such 
as Apache and Ute? (5) Can the tools 
utilized in the debarking process be identified 
by cut lines or marks remaining on the scar?
(6) Are variations in scar morphology based 
on differences in intended uses of bark? and
(7) Have campsites been found near peeled 
trees, and if so, can these sites be tied

chronologically and functionally to the peeled 
trees?

Another research concern is the 
minimal number of known historical 
references to bark utilization. It is 
hypothesized that additional references 
specific to Apache, Ute, Zuni, or other 
Native American groups are located in old 
government records and other historical 
documents, but these may have been 
overlooked in previous archival searches. 
Additional information may also be available 
from local informants concerning general 
bark-peeling practices or specific groups of 
peeled trees. Oral histories may help to 
identify new locations of culturally peeled 
trees, groups responsible for the scarring, 
reasons for peeling, and approximate dates of 
bark utilization. In addition, examination of 
pal eoenviron mental data may help to 
determine if climatic conditions affected bark 
utilization.

Unfortunately, many of these peeled 
trees are threatened with obliteration. The 
maximum life span of a ponderosa pine tree 
is 300-600 years, and since many of the 
scarred trees are nearing that age, some will 
probably die soon of natural causes.
Undoubtedly, numerous peeled trees have 
already been cut down during logging 
activities, and others damaged by lightning, 
ground fire, insects, and disease. To obtain a 
substantive data base, it is imperative that the 
existing culturally peeled trees be identified 
and properly documented as soon as possible. 
Although ponderosa pine trees are the 
primary species that appear to have been 
peeled in New Mexico, it is possible that 
other species, such as cottonwood, pinon, fir, 
and lodgepole pine may also have been 
peeled and should be considered when
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examining an area for evidence of cultural 
peeling.

To record culturally peeled trees, it is 
recommended that each scar be described in 
detail and carefully photographed in black- 
and-white and color. Close-up photographs 
detailing scar morphology are necessary to 
interpret the specific debarking methods 
utilized to produce each scar. Data recorded 
for each peeled tree should include the scar 
size (length and width), the height of the scar 
base above the ground, the direction that the 
scar faces, a description of ax or other cut 
marks on the scar, and the condition of the 
tree and the scar, such as presence of fire and 
insect damage. This latter information is 
especially important to determine the 
potential of each tree for dendrochronological 
analysis. If the tree is dead or has major 
structural damage, increment borings may 
not be possible, but obtaining a cross-section 
may still allow dating of the peeling event.

Dendrochronological analysis of the 
culturally peeled trees is probably the most 
valuable aspect of resource documentation. 
Careful tree-ring sampling and analysis can 
determine the year the tree was peeled, the 
age of the tree today, and the age of the tree 
when it was scarred. With cross-sections, it 
may be possible to determine whether the 
trees were peeled during the dormant 
season—fall, winter, or early spring—or 
during the growing season—late spring and 
summer (Swetnam 1984). Very few other 
types of cultural resources can be dated so 
precisely. Therefore, culturally peeled trees 
should be considered important artifacts/ 
features, because each scar has the potential 
to provide specific chronological data about 
past aboriginal activities.

SUMMARY

Culturally peeled trees are a little- 
known but very significant resource in New 
Mexico. The exact reasons for each 
occurrence of bark peeling are not known, 
and it is likely that bark utilization may have 
varied geographically and temporally. Data 
gathered to date suggest that at least three 
Native American groups (Apache, Ute, and 
Zuni), peeled pine trees in New Mexico. 
Some evidence suggests that starvation was 
the major factor that influenced bark 
utilization while other information indicates 
that bark substances were used for medicine 
or as part of normal subsistence food. 
Further research on these culturally peeled 
trees will allow a more accurate 
interpretation of peeled trees as cultural 
resources and will increase our knowledge of 
the role of bark utilization in Native 
American subsistence, especially during the 
Post-contact to Reservation period. An 
expanded data base on culturally peeled trees 
will also aid in understanding the overall 
interrelationships of subsistence, migration, 
population fluctuations, environmental stress, 
and cultural adaptation of Native Americans 
from the late 1700s to the early 1900s.

Foothill Engineering Consultants, 
Golden, Colorado 

Bureau of Land Management, 
Canon City, Colorado
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In a romantic and lighthearted account 
of archaeological field life, Ann Axtell 
Morris (1931:203) proclaimed, "For an 
assorted gang of thoroughbred good sports, 
witty conversationalists, and loyal friends, I 
whole-heartedly recommend American 
Archaeologists." While Morris' comments 
refer to her experiences in the 1910s and 
1920s in Central America, a letter preserved 
in the Garlick-Graves Archive at the 
University of Colorado Museum (UCM) 
illustrates that the same was true a generation 
earlier. The letter was written in February 
1888 by Charles Adison Garlick, topographer 
and field assistant for the Hemenway South
west Archaeological Expedition. Garlick 
relates to his wife and daughters the story of 
a surprise birthday party given in honor of 
his sixteenth birthday. Garlick was actually 
55 at the time, but had, in jest, given his age 
as 16. Included with the letter were a variety 
of "effusions," poems or statements that were 
written for Garlick by the central members of 
the expedition—Frank Hamilton Cushing, 
Frederick Hodge, Sylvester Baxter, and 
Emily Magill Cushing. Here I present a 
brief background on the expedition and the

DON CARLOS TAKES THE 
CAKE: AN ANECDOTE FROM 
THE HEMENWAY SOUTHWEST 
ARCHAEOLOGICAL 
EXPEDITION, 1888

Jeannette L. Mobley-Tanaka

people involved in the birthday party, then 
the letter and its contents.

THE HEMENWAY SOUTHWEST 
AERCHEOLOGICAL EXPEDITION

By the time he returned from Zuni in 
1884, Frank Cushing was already famous in 
educated circles and had caught the attention 
of Mary Hemenway, a wealthy Boston 
philanthropist. It was Mrs. Hemenway who 
conceived of and funded the Hemenway 
Southwest Archaeological Expedition. The 
aim of the expedition was to find and study 
the prehistoric origins of Pueblo, or more 
specifically, Zuni, culture through the 
excavation of sites that were related to Zuni, 
according to Zuni legends (Green 1979:13). 
The Hemenway Expedition was the first of 
its kind in the Southwest and is generally 
acknowledged as the forerunner of modern 
archaeology in the region. The expedition 
was one of the earliest to establish a link 
between archaeology and ethnography.

This link was achieved by appointing 
Frank Cushing as the director of the
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expedition. Mrs. Hemenway appointed a 
board of directors to stay in the East and 
manage business details, while Cushing was 
given the freedom to appoint a field crew. 
Cushing chose Adolf Bandelier as 
historiographer, Herman F.C. ten Kate as 
physical anthropologist, Frederick Hodge as 
secretary, and Charles Garlick as topographer 
and field manager (Haury 1945:5).

Cushing and his party set out from 
Boston for the Southwest in December 1886. 
Early in 1887 they arrived in Phoenix and 
examined sites in the area. In March, the 
Hemenway Expedition began excavating 
what appears to have been the largest 
prehistoric village in the Lower Salt River 
valley, which they named El Pueblo de los 
Muertos (Haury 1945:14). Work continued 
at Los Muertos and at several smaller sites 
until June of 1888, when the expedition 
moved to sites nearer Zuni Pueblo in New 
Mexico.

In the winter of 1888-1889, ill health 
forced Cushing to suspend excavations and 
return to the East. Management of the 
project was passed to Jesse Walter Fewkes, 
and after some dispute and a number of accu
sations the expedition was terminated. 
Cushing never published a report of the 
project, probably for a variety of reasons 
(Green 1979:14), and the project ended in ill 
feelings all around. No report of Los 
Muertos was made until Emil Haury 
undertook the project as a doctoral dis
sertation some 40 years later (Haury 1945).

Because the Hemenway Southwest 
Archaeological Expedition ended in turmoil 
and with no satisfactory report, it has often 
been considered a failure or disregarded all 
together (Green 1990: 357). Sadly, the

experience set Cushing at odds with 
Bandelier, Hodge, and Fewkes, and in some 
cases the animosity was never reconciled 
(Fuller 1943; Green 1990). However, the 
Hemenway Expedition must still be
recognized as a pioneering effort that was to 
influence archaeology in the Southwest. In 
its heyday the excitement of the project's 
discoveries was national news (Green 1990), 
and the enthusiasm and good will shared by 
its members is reflected in the journal 
writings of Bandelier (Lange et al. 1975), the 
correspondences of Cushing (Green 1990), 
and especially in Garlick's letter, which is 
presented here. It is perhaps best to 
remember this band of pioneer scientists in 
this light, breaking ground—both literally and 
figuratively—on the American frontier.

THE CAST OF CHARACTERS

A number of people were involved in 
the Hemenway Expedition, many of them 
highly notable for their achievements in the 
Southwest. Here, however, I will give a 
brief biographical sketch only for the 
members of the expedition who were 
involved in the birthday party. These are 
Frank Cushing, Emily Cushing, Fred Hodge, 
Sylvester Baxter, and of course, Charles 
Garlick. Bandelier and ten Kate were only in 
the field intermittently and apparently were 
not present on February 21, 1888, when the 
grand event occurred.

Frank Hamilton Cushing

Cushing is a well known figure in 
American anthropology and needs little 
introduction. He is best known, of course, 
for the time he spent among the Zuni Tribe, 
between 1879 and 1884. He was renowned 
in his own day, not so much because he
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studied the Zuni, but because he "went 
native," choosing to learn the language and 
live among the people. While this is 
standard practice in modern ethnology, 
Cushing may have been the first participant 
observer of this kind (Green 1990), making 
him a curiosity in ninetenth-century Euro- 
America. His experiences were popularized 
in such magazines as Harpers, Atlantic, and 
Century Magazine.

Cushing's experiences in Zuni and his 
indoctrination into the tribe colored his 
perspective in his subsequent work in the 
Southwest. Many of his interpretations of 
prehistoric cultures were based on the 
assumption that the archaeological remains 
were directly related to what he had seen at 
Zuni. Certainly, his view of the world 
according to Zuni is apparent in the nature of 
the birthday party given for Charles Garlick.

Emily Magill Cushing

Emily Tennison Magill was married 
to Frank Cushing in Washington, D.C., in 
1882 (Green 1990:17). She accompanied 
Cushing back to Zuni and lived with him 
there until their return to Washington in 
1884. She also accompanied him on the 
Hemenway Expedition. Whether she par
ticipated directly in the fieldwork of the 
expedition or not is unclear. Green 
(1990:17) notes that she was not enthusiastic 
for life in the field but seems to have "taken 
on its challenges with a sturdy deter
mination."

Frederick Hodge

As with Cushing, no justice can be 
done to the career of Frederick Hodge in 
limited space. He was the founder of the

American Anthropological Association and 
its journal, American Anthropologist. Hodge 
conducted numerous investigations in the 
Southwest, under the auspices of the Bureau 
of American Ethnology, the Smithsonian 
Institution, the Museum of the American 
Indian, and the Southwest Museum. These 
investigations led to the publication of more 
than 350 works (Cole 1957).

The Hemenway Expedition was the 
first fieldwork in his long and distinguished 
career. Hodge was 23 at the outset of the 
expedition, and it was to introduce him to the 
Southwest and determine his life's interest 
thereafter (Cole 1957). It was also on the 
Hemenway Expedition that he met the sister 
of Emily Cushing, Margaret Magill, whom 
he later married (Green 1990:355).

Sylvester Baxter

Sylvester Baxter was not an 
archaeologist but a journalist who wrote 
mainly for the Boston Herald and Harpers. 
Baxter first met Cushing at Fort Wingate on 
the western boundary of New Mexico in 
1881 (Green 1990:2). He saw in Cushing a 
figure of great curiosity. It was Baxter who 
was instrumental in presenting Cushing to the 
world through the popular press. More 
importantly, it was also Baxter who 
introduced Cushing to the cultural elite in 
Boston, including Mary Hemenway (Green 
1990:384).

Baxter was not a member of the field 
party but the expedition's Home Secretary/ 
Treasurer—a member of the board set up by 
Hemenway. However, Baxter visited the 
field from January to May of 1888 (Haury 
1945:9) and so was fortunately present at 
Garlick's birthday party. It was also during
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this stay that Baxter wrote an account of the 
expedition, "The Old New World," which 
appeared in the Boston Herald on April 15, 
1888.

Charles Garlick

Last but not least, of course, we must 
consider Charles Adison Garlick—a minor 
historical figure but the hero of our story. 
Charles Garlick, according to the Garlick 
family Bible, was born in New Lisbon, New 
York, on February 21, 1833. He was 
married to Eliza Dean Powell, the youngest 
sister of John Wesley Powell. The couple 
had three daughters, and their birth records 
in the family Bible chronicle the families 
gradual move westward. The oldest 
daughter, Mary Marcia, was born in 1863 in 
Chicago. Next was Luella Fanny, born in 
1865 in Wheaton, Illinois. Finally, Bessie 
Alice was born and died on October 12, 
1874, in Cedar Point, Kansas.

Prior to his association with the 
Hemenway Southwest Archaeological Expe
dition, Garlick had been associated with the 
U.S. Geological Service (USGS) (Lange et 
al. 1975). He had apparently worked as a 
surveyor on projects in the Southwest in the 
1880s (Wheat, personal communication 
1992). His work was undoubtedly part of a 
massive effort on the part of Powell to 
complete a national map. For this effort the 
USGS hired a number of topographers. 
Many of the topographers were hired through 
political maneuvering; according to Manning 
(1967:94), this hiring was "subject to 
political preference, and most topographic 
parties in the 1880s had at least one relative 
or favorite of a senator or representative." 
Given that Powell, Garlick's brother-in-law, 
headed the USGS at that time, we can only

speculate on Garlick's position. Whatever 
the circumstance of his appointment to the 
Geological Survey, Garlick's credentials 
were certainly valid, for Haury (1945:16) 
notes: "thanks to the addition of a trained 
surveyor to the [Hemenway] expedition staff, 
a series of excellent plans of the major units 
excavated in Los Muertos is available." 
Although Haury does not name Garlick as the 
author of these maps, his title of 
topographer, and Baxter's statement (below) 
"who draws the maps of ruins old? Don 
Carlos!" indicate that the work was his. 
Many of these maps were published by 
Haury with minimal alteration.

What Charles Garlick did after the 
termination of the Hemenway Expedition is 
also unknown. A receipt (also in the 
Garlick-Graves Archive, UCM) issued in 
May 1890 indicates that he was in Phoenix 
on Hemenway Expedition business. 
Correspondence and a photograph indicate 
that he and his wife lived in Phoenix 
throughout the 1890s (Figure 1).

According to the Garlick family 
Bible, Charles Garlick died in Denver, 
Colorado, at his daughter's home on January 
22, 1909. He was buried beside his wife in 
Fairmont Cemetary in Denver.

DON CARLOS' BIRTHDAY

Following is Charles Garlick's letter 
recounting his birthday party, and the 
sentiments given to him, which he enclosed 
in the letter to his wife and daughters. A few 
notes (at end of article) help to place the 
documents in context.
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Dear W ife  and G irls ,

I have been try in g  for several days to 
find tim e to w rite  a letter, and now Sunday 
Evening, nearly ten o'clock, " I  take m y pen in 
hand, e tc ." hoping you are all doing the same 
thing. N o w  let me te ll you, last Monday (20th) 
I went w ith  D r . Bruhl o f Cincinnati to Tempe 
where we spent the night, and next day went to 
Phoenix.* D r . went to San Francisco, and I 
reached camp in time for 5 o'clock dinner, but 
it  was half past six before dinner was called, 
and when I went in all were seated and in front 
of m y plate was a big frosted cake w ith  16 wax 
candles, lighted around it ,  four on each side. 
And on the cake in red letters "D on  Carlos 
takes the Cake." In front o f and beside my 
plate lay the enclosed, three new napkins and a 
crocheted napkin ring , all having "16" 
embroidered on them. You  w il l  see M r. 
Cushing's effusion divides up the 16 into fours, 
as they were on the Cake, 4 ye llow  in the 
north, 4 blue in the west, 4 red in the south, 
and 4 white in the east. N orth  ye llow , the 
Aurora  borealis, west blue, the great blue 
waters, south red, the region of flowers, east 
w hite , the source o f light, these I have passed 
and now the speckled or Upper region w ith  all 
the Colors combined, sym bolizing all the good 
o f all, w il l  be mine until I enter the black or 
low er region. W hen I w ill have made the 
c ircu it o f the Six Great Regions, north, west, 
south, east, upper and low er, then the seventh 
or all combined w il l  be mine. This is Zuni 
Mythology.  ̂ A t  the request of M r. C  dinner 
was eaten, when in a nice little  speech, he 
congratulated me on having happily passed the 
four, and now hoped the fifth or upper would 
be passed w ith  the Hemenway S .W . 
Archeological Expedition, happily and 
profitably until called to descend to the low er 
and thereby gain all. W hen M r. Baxter read

C am p  H e m e n w a y
Feb 2 6 th  1 8 8 8

the effusions of all, and I had made my little 
speech, m y unexpected birthday oration ended. 
O f  course it was all a surprise, but very 
gratifying. You w ill see my Mexican name is 
used "Don Carlos." M r. C and M r. Baxter call 
me that nearly always, as do all the Mexicans. 
"Chub and Thistle" are my driving mules to the 
buggy and are in truth "fat and sleek." In a talk 
about ages a few weeks ago, I gave m y age as 
sixteen.

Feb 28. I have just read over the above, and I 
seem to have occupied a good deal of space to 
say very little . I am going to Phoenix 
tom orrow . Mrs. C accompanies me. Things in 
this camp are drawing to a close, another month 
I think w ill finish, unless something of unusual 
interest is found. N ext week we shall make a 
side trip  to the Agua Fria and I always enjoy 
such jaunts. M y health is better than for two 
years, I weigh 139 pounds and my clothes are 
all too small around. No decision yet as to 
further movements, M r C said the other night if  
I put on four more pounds of adipose tissue I 
might go home. That would be my weight 
when I went home after my first season out.

Dear old boy! If  he could have his way 
in everything there would be no doubt about 
m y soon seeing you.

W e ll good night to my three girls, lots 
of warm love and a kiss to each,

Papa

Enclosed with this letter were the 
following "effusions," each on a separate 
paper. Each was hand written or typed by its 
author. The following poem by Cushing 
appears both in a hand written and a typed 
form (Figure 2). Both are on Hemenway 
Expedition stationery. The typed version is 
in an envelope that reads "Don Carlos (an 
Explanation)."
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S I X T E E N

Four are the seasons of a year.
Four years, I wean,

Four times appear and disappear,
T o  make sixteen!

What do they mean?

Four are the regions of our sphere;
But you have seen 

That others fo llow  in their rear 
Thus by sixteen 

They seem to mean

That three full measures due thy time 
W il l  yet be seen

Four have been witnessed to their prime 
T o  make sixteen.

That's what they mean!

Four ye llow  lights in northern space, 
Four blue or green,

Four red, four white, each in its place, 
T o  make sixteen 

Proves what they mean!

Be glad! Th y  many-colored sky 
W il l  give a scene 

That never to thy earlier eye 
Through all sixteen 

Hath equalled been!

Frank Hamilton Cushing

T o  C  A  Garlick (Don Carlos) 
on his birthday

The following note and poem were 
both hand written, also on Hemenway 
expedition letterhead.

M y Dear "D on  Carlos"
I wish you lots of good things on your 

birthday, and my congratulations are none the 
less sincere because they are p r o s y .

very tru ly  your friend 
Fred Hodge

5i< 5|c 5j< 5j<

M r. C . A . Garlick 
Camp Hemenway

Feb 21st 1888

T o  the knight of the four in hand

A t  Hemenway there dwelt a knight
A  knight he was of great renown 

W ho often drove (such was his pluck)
Unarmed alone to Phoenix town

T o  bullfights he would prom ptly go
The circus too, would draw him hence 

The chop house charms he'd not despise
When icebergs boiled they did dispense

In buying mules he'd "beat the gens"
His Spanish was beyond compare 

For finding cooks his scent was keen
A ll  his accomplishments were rare

N ow  let us celebrate his name
Don Carlos tis! to history dear 

His Sixteenth birthday comes today
Lets drink his health w ith  many a cheer.

E. M. Cushing
Sixteen lines

C am p H e m e n w a y
Feb 2 1 s t  1888
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The final poem was typed but hand 
signed and dated. It was placed in an 
envelope addressed:

"DON CARLOS.
Versos para el dia de su naciemento"

5j< 3+C 3+= *

D O N  C A R L O S

W h o is the guardian o f our camp?
D on Carlos!

W ho's steadfast as a w e ll-trim m ed lamp?
D on Carlos!

W ho  makes the tents, contrives the stoves,
W h o  finds at last the mule that roves,
W ho's going to own some orange-groves?

D on Carlos!

W h o  draws the maps o f ruins old?
D on Carlos!

W h o  loves to watch their tale unfold?
Don Carlos!

W ho  drives to Phoenix tw ice  a week 
W ith  Chub and Th istle , plump and sleek,
The food whereby we live to seek?

D on Carlos!

W ho  is our staunch and faithful friend?
D on Carlos!

O n  whom  do all o f us depend?
D on Carlos!

W ho  such comforts e'er contrives 
T o  smooth the ways o f all our lives,
And still to make them smoother strives?

Don Carlos!

Long life and happiness we pray 
For D on Carlos!

W hate'er may be the natal day 
O f  Don Carlos!

H e 'll never be old, i f  ever gray;
K ind hearts make always young, we say 
In Expedition Hem enway!

V iva  Don Carlos!

Sylvester Baxter
camp Hemenway,^ Tem pe, Arizona,
Feb 21, 1888

THE GARLICK GRAVES ARCHIVE 
AND THE ROLE OF A CURATOR:

A FINAL COMMENT

The episode reproduced here—as well 
as a variety of other letters, photographs, 
baskets, and two mantas collected by 
Powell—have been housed at the University 
of Colorado Museum since 1973. They all 
serve to offer insights into the early days of 
American anthropology as well as nineteenth- 
century material culture. But the materials 
also illustrate that a curator's role extends 
beyond passively holding collections to 
actively building them.

The materials were partially donated 
and partially loaned by Mrs. Dorothy 
Graves, the granddaughter of Charles 
Garlick. She did not seek out the museum in 
order to donate the materials—rather the 
museum sought her out.

In the course of conducting research 
on early Southwestern textiles, Joe Ben 
Wheat, then Curator of Anthropology at the 
University of Colorado Museum, heard 
rumor of a granddaughter of John Wesley 
Powell living in the mountains near Denver; 
she supposedly had some blankets for which 
she was looking for a home. Like most 
rumors, this one contained a mixture of fact 
and error. After some searching, Wheat 
located Mrs. Dorothy Graves in Granby, 
Colorado. She was not the granddaughter of 
Powell, but rather his great niece; Charles 
Garlick and Eliza Powell Garlick were her 
grandparents.
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She had not been looking to give the 
materials to a museum, but agreed to donate 
some items and give others to the museum as 
a long-term loan. Thus, through the 
generosity of a donor and the diligence of a 
curator, the documents and artifacts were 
made available for research and became part 
of a major systematic collection.

CONCLUSION

The episode from the Hemenway 
Southwest Archaeological Expedition 
presented here is an interesting anecdote from 
nineteenth-century archaeology. It shows 
that humor as a part of the field experience is 
a long-standing tradition in American 
anthropology. It also shows a brighter side 
to the interactions of the expedition's 
members, in contrast to the disputes at the 
termination of the expedition. From this 
early endeavor in archaeology, through the 
era of Ann Axtell Morris, to the present, let 
it be said that for their sense of humor, field 
archaeologists "take the cake!"
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NOTES

1 Dr. Gustov. Bruhl was a physician from

Cincinnati who was also interested in the 
prehistory of the Americas (Lange et. al 
1975:478). He was also a long-time 
acquaintance and professional colleague of 
Bandelier. Whether this connection or some 
other was the reason for his visit to the 
Hemenway Expedition we can only 
speculate.

Taking people to the train in Phoenix 
and picking them up was apparently a regular 
part of Garlick's job. Bandelier had visited 
Camp Hemenway several weeks earlier on 
February 2 and notes in his journal "Got 
to...Tempe after 7 A.M....At 10 A.M. 
Garlick came in the buckboard to drive me to 
camp," and on February 4, "Left Tempe for 
Phoenix after dinner with Garlick." 
Bandelier gives the distance from camp to 
Tempe as 12.8 km (8 mi) and from camp to 
Phoenix as 22.4 km (14 mi) (Lange et al. 
1975:244).

2 One of the main theories for which 
Cushing is known is the seven-part division 
of the Zuni world. This is the symbolism 
that he has chosen for the theme of the 
birthday party. According to Cushing, the 
mythological division of the world into seven 
parts was an underlying theme in the order of 
all things in Pueblo life. His belief that such 
symbolic systems shaped cultural patterns 
was to influence later theorists such as 
Durkheim, Mauss, and Levi-Strauss (Green 
1979:19).

3 Camp Hemenway was the second camp 
established by the party and was located on 
the edge of the ruin of Los Muertos. The 
camp was moved to this location because Los 
Muertos was the largest ruin in the area, and 
Cushing intended to conduct the greatest 
amount of work there (Haury 1945:9).
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In 1955, I published an article on 
Coronado's route through Arizona and in 
1962 another on his trek into the plains 
(Schroeder 1955, 1962). Neither received 
any adverse comment in the literature, nor 
have any references been made to either with 
two exceptions. Waldo Wedel's (1970) 
preference for a route crossing the Pecos 
River and then via Palo Duro Canyon and 
north to Quivira follows the route many 
historians favor. On the basis of survey and 
excavation in protohistoric sites in the area 
immediately below the northern boundary of 
the Texas Panhandle, Peterson (1988) 
proposes that a segment of the route in the 
plains ran through Palo Duro Creek, a 
tributary draining into the Canadian River 
from the south. This segment lies near my 
proposed outgoing route of Coronado and 
that of the army's return. Recently, the 
subject of Coronado's route has attracted a 
variety of attention from academia, buffs, 
and chambers of commerce proposing their 
favorite routes. The following discussions 
represent an expanded version of my article 
(Schroeder 1992) in the New Mexico 
Historical Review, which concentrated on the

THE LOCALE OF 
CORONADO’S BRIDGE 
AND OTHER PERTINENT 
MATTERS

Albert H. Schroeder

locale of the bridge crossing, in that 
additional data relating to the route in the 
plains are included herein (Figures 1 and 2).

Recent interest in Francisco Vasquez 
de Coronado's 1541 expedition from Pecos 
Pueblo into the plains has grown out of 
several proposed 450th-anniversary cele
brations. The Coronado routes projected in 
the past vary in many respects. However, 
the major point that needs to be established is 
the bridge crossing that was made four days 
out of Pecos Pueblo, the Cicuye of the 
Spaniards. The bridge may have been such 
or a ford that had to be built up because of 
the high water the Spaniards encountered 
there. Most of the reconstructions of the 
route place the crossing to the south of Pecos 
Pueblo on the Pecos River, such as that of 
Bolton (1949). After making this crossing, 
various projected routes then angle east and 
south, before turning north to reach Quivira 
near Great Bend on the Arkansas River. In 
my 1962 article reanalyzing the route, I 
placed the bridge on the Canadian River near 
present-day Conchas Dam, where the river 
shifts from southeast to east.
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Figure 1. General vicinity map.

In various group discussions, some 
historians have expressed doubt that 
Coronado's army could have covered this leg 
of the journey from Pecos Pueblo to the 
Canadian River in four days. One can 
quibble about the accuracy of distances 
and/or days traveled as well as directions 
given in the expedition reports, since several 
of them differ from one another. However, 
when the information in the documents is 
examined as it relates to a specific point or a 
geographic feature, many confusing isloated 
statements can be clarified by reference to 
other remarks.

As to the length of daily travel, Pedro 
de Castaneda states it took 37 "days of from

6 to 7 leagues to this point" on the "last 
barranca." He further remarks that "A man 
had been detailed to make the calculations 
and even to count the steps....The distance 
back to the settlements was 250 leagues." 
These figures corroborate his 6 or closer to 7 
leagues per day. This figure, however, is 
lower than that of the Relation del Suceso, 
which recorded the distance from Tiguex as 
330 leagues on the outgoing trip of 37 days 
and 200 leagues in 25 days on the return 
route (Hammond and Rey 1940:235, 239- 
240, 261, 291). The averages of the latter 
sources, respectively, then would be 9 
leagues per day and 8 leagues per day. 
Using 7 leagues per day for the four days 
required to reach the bridge crossing from
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Figure 2. Coronado's route from the Pecos Pueblo to the Canadian River.

Pecos Pueblo, times 4.23 km (2.63 mi) per 
league, they covered 118.4 km (74 mi). At 8 
leagues a day, the figure is 136 km (85 mi). 
At 9 leagues a day, the travel for the 
outgoing trip, the result is 152 km (95 mi). 
The actual distance to the Conchas Dam area 
is about 128 km (80 mi). If the crossing was 
on the Pecos River, this would place it 
somewhere near Villanueva, as others have 
suggested, or farther to the south.

When the direction of travel to the 
bridge crossing is considered, Castaneda tells 
us "they traveled in the direction of the 
plains, which are on the other side [east] of 
the mountain range." He also states "the 
distance from Cicuye to the beginning of the

plains" is 30 leagues or 128 km (80 mi). The 
distance given fits a route skirting the 
mountains (see Figure 1), and the direction is 
to the east, rather than to southeast,as 
Bolton's (1949, facing pg. 261) map 
suggests.

Also to be kept in mind is Hernando 
de Alvarado's prior entry into the plains. 
The Relation del Suceso notes that Alvarado 
"found a small river running southeast. He 
followed it for one hundred leagues." Later, 
this account says the army traveled 100 
leagues east and 50 to the south (the 
Buckingham Smith Munoz copy says 
southeast) (Hammond and Rey 1940:289, 
291). Under Coronado's order, Alvarado
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had 80 days in which to explore. This 
provides a figure of 7 leagues a day from 
Zuni, assuming he did not make many stops 
along the way (Hammond and Rey 1940: 
217ff). The small river flowing east into the 
plains could only have been the Canadian 
River.

The bridge site could not have been 
on the Pecos River. When Castaneda 
described Pecos Pueblo, he wrote that it was 
located "in a small valley between sierras and 
mountains covered with pines. There is a 
brook which abounds in excellent trout and 
otters" (Hammond and Rey 1940:258), no 
doubt the Pecos River. Moreover, Juan
Jaramillo, who accompanied Coronado into 
the plains, states that after four days travel 
from the Rio Grande to Cicuye, "we 
proceeded in three [sic] days to another river 
which we Spaniards called Cicuique." He 
further notes that "to reach this river at the 
point where we crossed it, we went more to 
the northeast" (Hammond and Rey 1940:235, 
300). These references "to another river" 
approached by traveling more to the 
northeast, when taken alone, are sufficient to 
eliminate the Pecos River as the stream that 
was bridged. Because the name of Pecos 
Pueblo was applied to a river 30 leagues 
away, reconstructions of Coronado's route 
across the Pecos River are on shaky ground.

The Relacion de Cibola, as with most 
other narratives, mentions four days travel 
from Cicuye "to some land as level as the 
sea" (Hammond and Rey 1940:310). 
Castaneda reports finding, four days march 
from Cicuye, "a deep river carrying a large 
volume of water flowing from the direction o f 
Cicuye. The general named it the Cicuye 
River" (Hammond and Rey 1940:235, 
emphasis mine). He did not state that it

flowed by, via Cicuye, thus also eliminating 
the Pecos River as the one that was crossed. 
The contrast in the descriptions of this river 
that was four days from Pecos Pueblo, in the 
Alvarado and Castaneda references, relates to 
the season of travel. Alvarado reached the 
river in the summer of 1540, during which 
season the Canadian River carries a modest 
amount of water. Coronado reached the 
locale of the bridge crossing in late April. 
Shortly before departing from the Rio Grande 
to go to Pecos Pueblo, "the river was 
thawing, after being frozen for almost four 
months" (Hammond and Rey 1940:234). 
The spring thaw had begun. Undoubtedly, 
the many tributary streams of the upper 
Canadian, which flow out of the mountains 
on the west, contributed considerable 
amounts of snow melt. This would account 
for Castaneda's deep river and large volume 
of water, which the Spaniards had to cross.

More information was gained about 
this river from the Querechos in the vicinity 
of Dalhart, Texas, where I placed them 
(Schroeder 1974, see various maps for 
sixteenth-century expeditions). "They said 
that going down in the direction in which the 
sun rises, there was a very large river, that 
the army could travel along its banks through 
continuous settlements for ninety days,..." 
the first of which was called Haxa 
((Hammond and Rey 1940:243). By
traveling east from Dalhart, one would 
encounter the Canadian River due north of 
Pampas, Texas. By way of contrast, in 
1583, Antonio de Espejo left Pecos Pueblo 
and followed the Pecos River south, crossing 
over to the Rio Grande through the Davis 
Mountain area, Texas (Hammond and Rey 
1966:206-209). In 1590, Gaspar Castaho de 
Sosa traversed the entire length of the Pecos 
River from south to north enroute to Pecos
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Pueblo. Neither of these reports mention any 
settlements along the Pecos River (Schroeder 
and Matson 1965:54ff).

On its return trip, Coronado's army 
arrived "at the Cicuye River more than thirty 
leagues below—I mean below the bridge
which had been built__" They also were
informed "that this river joins the Tiguex 
[sic, Quivira (Arkansas) River] more than 
twenty days travel from there, and that it 
flows to the east again." This is followed by 
another statement, "It is believed that it 
empties into the mighty Espiritu Santo which 
Don Hernando de Soto's men discovered in 
Florida" (Hammond and Rey 1940:243). 
The description of these two rivers, the 
Canadian and the Arkansas, joining and 
flowing east again and in turn emptying into 
the Mississippi River certainly cannot be 
applied to the Pecos River and the Rio 
Grande.

Haxa, which place Coronado did not 
reach before he turned north on his way to 
Quivira, appears to have been downstream on 
the Canadian. A map produced for the 
Spaniards by a probable Caddoan-speaking 
Indian in 1601 (see Newcomb and Campbell 
[1982], which map the authors misoriented) 
shows settlements along a river south of 
Onate's route of travel in 1601 after he left 
that river by turning northeast near the 
Oklahoma border. The river obviously was 
the Canadian. The first settlement shown on 
the south side of the river is labeled 
Ahaccapan, all but the last syllable 
resembling the Haxa of Coronado. These 
settlements probably represent the post-A.D. 
1450 survivors of the Texas Panhandle 
Antelope Creek phase, who joined their kin 
of the Washita phase to the east in 
Oklahoma. The locale of these similar

sounding names downstream from the points 
where both explorers left the river, as well as 
each being the first of many settlements, 
further suggest that Coronado was on the 
Canadian and not the Pecos River.

Another pertinent aspect to consider 
is the terminology used by the chroniclers to 
refer to streams. Some identify the same 
stream as a river, or an arroyo, and/or a 
barranca. The last obviously was not a 
canyon or a gorge, but a river valley, often 
wide, with more or less vertical sides. An 
example is found in the hailstone episode "in 
a ravine." The horses "were swept away 
until they ran into a barranca [cliff]. Some 
climbed [talus slopes] to places from which 
they were brought down with great 
difficulty" (Hammond and Rey 1940:238). 
Jaramillo describes Castaneda's "last 
barranca which extended a league from bank 
to bank" where the army turned back as "an 
arroyo flowing between some barrancas in 
which there were good meadows" (Hammond 
and Rey 1940:302). Castaneda remarks that 
it was a league wide and "a small river 
flowed at the bottom" (Hammond and Rey 
1940:239). That barrancas were not deep 
ravines is indicated by the fact that at one 
"barranca" a stampede of bison fell into it 
and that it was "filled and the other cattle 
crossed over them" (Hammond and Rey 
1940:236). At no place is there a mention in 
the documents of canyons on the plains that 
would fit Palo Duro Canyon, which 
Coronado probably would have thought twice 
before entering.

On the basis of Castaneda's statement 
that Coronado reached "a large barranca like 
those of Colima" (Hammond and Rey 
1940:237), Bolton selected Palo Duro 
Canyon as a comparable geographic feature
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on the plains (Bolton 1949:256, 266, 285). 
Because of this, he was forced to construct a 
route to this canyon from the Pecos River 
and to keep south of the Canadian River.

Bolton's (1949) identification of one 
branch of Palo Duro Canyon as being a 
barranca like those of Colima played havoc 
with his projected route. As for the 
barrancas at Colima, Mexico, there is no 
feature resembling Palo Duro Canyon, only 
two streams, the Rio Verde and Rio Salada. 
However, a wide, deep river valley, the Rio 
Armeria, about 16 km (10 mi) west of 
Colima and possibly about another 24 km (15 
mi) east of Colima, are similar to the wide, 
deep river valleys in the plains, some of 
w'hich are described as being one league 
wide. These are the barrancas to which 
Castaneda referred, not the deep gashes on 
the slopes below the volcano almost 32 km 
(20 mi) to the north of Colima (Colima, 
Mexico, 1:250,000 quadrangle sheet [no. E- 
13-3]). These cuts below the volcanic slopes 
are entirely different geographic features 
from the eroded edge of the plateau at Palo 
Duro Canyon.

From the last barranca, the route 
turned north. Bolton (1949) treats the stretch 
from the last barranca to the Quivira River 
lightly, devoting only a few sentences to the 
trip. He makes no attempt to explain his not 
mentioning the major river valleys or 
barrancas that Coronado would have had to 
cross—the Canadian, North Canadian, and 
the Cimarron. Bolton uses up these 
barrancas in his proposed wanderings in and 
around Palo Duro Canyon.

He notes that Coronado's route north 
along this piece of country to the Quivira

River spans 384 km (240 mi) which, based 
on Jaramillo's statement that it took 30 days 
to cover, results in a figure of 12.8 km (8 
mi) per day. Another six to seven days 
brought Coronado to Quivira, a total of 36 to 
37 days, according to Jaramillo (Bolton 
1949:286-287; Hammond and Rey 1940:302- 
303). However, Castaneda reported it took 
37 days of 6 to 7 leagues a day to reach the 
last barranca and 48 days to reach Quivira 
(Hammond and Rey 1940:239-240). These 
figures only allow for 11 days to reach 
Quivira, from the last barranca or from the 
Cimarron River to the Great Bend, Kansas, 
region, roughly 47 leagues or 200 km (125 
mi), as I project the route (Schroeder 
1962:9). This results in 18 km (11.2 mi) per 
day or 4.7 leagues a day. To reach the 
Quivira River from the last barranca, 
Jaramillo's 30 days appear to be in error 
(Hammond and Rey 1940:240).

While the narratives only mention the 
major streams, they also are consistent in not 
reporting many small streams between the 
major drainages on the plains, as well as 
between the Canadian River and Pecos 
Pueblo, as I project the route (see Figure 1). 
It was on one of these tributaries of the upper 
Canadian River, along the Conchas River, by 
which the army returned almost directly to 
Pecos Pueblo. This could well account for 
Castaneda's statement that the army "went up 
the river [Canadian] until it reached the 
pueblo of Cicuye" (Hammond and Rey 
1940:243), since only the upper waters of 
small streams (Gallinas and Tecolote) ran 
between the upper Conchas and the pueblo.

In addition to the points discussed 
above that eliminate the Pecos River as the 
Cicuye River, there is a final clincher. 
"Quivira is at forty degrees [sic] and the river
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at thirty-six [sic]" (Hammond and Rey 
1940:29)- Simply put, a latitude can be 
applied to a west-east flowing river like 
Coronado's Cicuye River, or the Canadian, 
but not to the south-flowing Pecos River.

Another item relating to the Antonio 
de Espejo expedition, should be considered. 
In 1583, he left Pecos Pueblo to return to 
Chihuahua (Hammond and Rey 1966:207). 
According to Luxan's journal, two Pecos 
Indians were taken "to direct us to the 
cattle." The Indians led them down the
Pecos River. The first day they traveled 6 
leagues through a dense forest of pines and 
junipers over a bad trail (riding horses) and 
camped by the river (near San Isidro). The 
second day, they covered 5 leagues through 
the forest and sometimes along the river, Las 
Rosales (near Villanueva), followed the third 
day by 5 leagues through the forest on a good 
trail to El Arroyo de Alamillo (Tecolote 
Creek). The next day they crossed 6 leagues 
to a stream lined with cottonwoods names El 
Arroyo de las Garroches, because of cattle 
goad sticks found: this was very level land 
with some fine pastures and waterholes (in 
the vicinity of Las Colonias). In the previous 
four days they found many buffalo tracks. 
And the sixth day of the expedition covered 6 
leagues to the junction of the Pecos River 
with another fair-sized stream flowing from 
east to west (Los Tanos Creek near Santa 
Rosa).

This adds up to a total of seven to nine days 
to buffalo from Pecos Pueblo, as compared 
to two days for Espejo.

Also, the description of the country 
along Espejo's 1583 trail fits the geography 
of the country along the east side of the 
Pecos River. If this Indian trail was in use in 
the 1540s and if Coronado had traveled along 
the Pecos River Indian Trail for four days, as 
a number of historians have proposed, 
Coronado would not have found it necessary 
to build a bridge across the Pecos River to 
reach the east side, since the Indian trail was 
on the east side of the river. The Espejo 
information is a further indication, in 
addition to the many other details pointed out 
above in regard to Coronado's narratives, 
that the Pecos River route is not applicable to 
Coronado's trip into the plains, nor is Palo 
Duro Canyon on the line of travel. I suggest 
that my proposed route into the plains via a 
Canadian River bridge crossing fits the 
details of the documents far better than that 
of a Pecos River crossing.
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As is obvious from the above, 
Espejo's party began seeing buffalo tracks on 
the second day out from Pecos Pueblo and 
goad sticks on the fifth day. When Coronado 
went from Pecos Pueblo into the plains, he 
traveled four days to a river where a bridge 
was built, and then went on another four to 
five days to the first sighting of buffalo.
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PIONEERING 
ARCHAEOLOGY IN 
SOUTHWESTERN 
COLORADO: THE KIDDER 
AND MORLEY YEARS

Douglas D. Scott

A simple notice in the Harvard 
Crimson in the Spring of 1907, soliciting 
anthropology student applicants for an 
expedition to the cliff-dwelling country of 
southwestern Colorado, brought together two 
young men who were just beginning their 
careers in American archaeology—Alfred 
Vincent Kidder, a one-time medical student 
turned anthropologist, and Sylvanus (Vay) 
Griswold Morley, who from age 18 wanted 
to be an archaeologist. These two young 
men, who would profoundly influence the 
course of American archaeology, met for the 
first time in the office of A. H. Tozzer, 
where they and one other man, J. G. 
Fletcher, were the only applicants. Since all 
were studying anthropology, they were 
accepted as volunteers on the expedition, 
which was sponsored by the fledgling 
Archaeological Institute of America.

Humble beginnings, perhaps, but no 
more than most archaeologists of that and 
succeeding generations. Delving into the 
history of the early archaeology of 
southwestern Colorado has a tie to Joe Ben 
Wheat. Joe was one of my mentors at the

University of Colorado, and among others, it 
was he who impressed upon me that research 
is not complete with just citing older reports. 
To understand what early fieldworkers 
accomplished, it is necessary to understand 
the breadth of their project and the 
limitations and constraints under which these 
"old timers" worked.

Ensconced in his office at the 
University of Colorado Museum, the 
omnipresent pipe in hand, and surrounded by 
every imaginable reference, Joe was a fount 
of knowledge to any student who sought his 
guidance. At his desk, on the edge of an 
excavation unit, or seated with students at the 
mess table of a field camp, Joe always put 
the work of others in perspective. His stories 
of other archaeologists and their 
investigations were always interesting, 
especially with Joe's legendary punning 
ability at work. It was those times that 
impressed me with the need to expand my 
curiosity of why, how, and what the 
archaeologist of the early twentieth century 
really did in southwestern Colorado. For 
these reasons I have chosen this essay as my

ASNM: 19. Why Museums Collect: Papers in Honor of Joe Ben Wheat 203



contribution to honor Joe Ben Wheat's legen
dary legacy to American archaeology.

To return to 1907, that summer would 
be a decisive one for Ted Kidder and Vay 
Morley. They would both make their final 
decisions to finish school and become 
archaeologists. One of the primary reasons 
they reached that decision was the summer 
they sent in southwestern Colorado. In the 
ensuing years, of course, Kidder and Morley 
would become leaders in the field of 
archaeology. Each would choose a slightly 
different path for their archaeological 
research, but each would set standards for 
quality of inquiry, synthesis, and publication, 
just as Joe Ben Wheat has done over the last 
40 years.

Kidder and Morley became involved 
in archaeology as the field was evolving from 
antiquarianism into the study of "man in the 
past" and thereby becoming an established 
discipline of scientific inquiry. Both men 
seem to have envisioned archaeology as more 
than casual descriptions and speculations. 
They saw the potential for organizing 
information and the value of detailed 
descriptions of data; they both developed 
chronological sequences that would lead to 
the explanatory phase, or understanding, of 
past human use of the Americas.

The result of the summer field 
sessions in 1907 and 1908, for these student 
archaeologists, is one that has often repeated 
itself through the years (Figures 1-2). There 
are those, who after a summer in the field, 
find themselves more dedicated to the 
discipline and develop a true love of 
fieldwork, as did Kidder and Morley. Many 
others, like Fletcher, quickly find the 
romance of archaeology fading as the

temperature rises, insects swarm, and the 
routine of camp life and fieldwork become 
tedious; Fletcher, after the summer of 1908, 
finished Harvard and moved to Arkansas, 
where he became a poet and writer.

However, the beginning of the sum
mer of 1907 saw the three students headed to 
the romantic Southwest to begin a study of 
the monumental and mysterious architectural 
ruins of the Anasazi. The three were to meet 
Dr. Edgar L. Hewett, the leader of the 
expedition and a professor, at the University 
of Utah, at Bluff City, Utah, in early July. 
They were then to travel to their camp in the 
lower reaches of McElmo Canyon, Colorado. 
Kidder, who had never been west of 
Chicago, left New England a few days before 
the others and took a train to Colorado 
Springs, thence to Durango and Mancos. He 
then traveled by horse and buggy to Cortez, 
where he spent the night of June 30. On July 
1, Kidder rode as a passenger on the mail 
wagon to Bluff (Kidder 1960).

Kidder met Hewett that evening in 
Bluff. On July 3, Kidder and Hewett left 
Bluff at 4 o'clock in the morning to ride to 
McElmo Canyon and meet Morley and 
Fletcher. Pitching their tent at the Holley 
Ranch, which was to be headquarters for the 
team, they began their initiation into the 
variables of Southwestern weather with a 
thunderstorm. Kidder's (1960:12) reminis
cences recalled Hewett's rather sweeping 
instructions for the project:

Mr. Hewett started up the mesa that 
separates the canyons of the McElmo 
and the Yellow Jacket. It is usual, he 
told us, to find ruins on mesas that 
overlook the junctions at important 
drainages, so we walked out along its
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flat sage-brush covered top. Near the 
tip we found a partly fallen zigzag 
wall set with a tower. It extended 
clear across the mesa, defending the 
end. Mr. Hewett predicted a pueblo 
on the protected tip and, sure enough, 
this lay a bit farther out. It was 
entirely gone except for the butts of a 
few walls. My diary says very little 
of what we looked out upon. I think I 
was dazed by that view, my first of 
such a vast desolation; naked red rock 
below and all about, mesas, 
pinnacles, ragged canyon walls, sheer 
cliffs. I must, too, have been a bit 
overcome by what Mr. Hewett so 
casually told us we were to do. He 
waved an arm, taking in, it seemed, 
about half the world, 'I want you 
boys to make an archaeological 
survey of this country. I'll be back in 
three weeks.'

Hewett's statement is truly amazing 
even in the context of today's archaeological 
knowledge of southwestern Colorado. 
Archaeologists have continued to work in the 
same area since 1907, and even today only 
about 25 percent of the lands west of Cortez 
are considered to be fully inventoried. 
Within this same area are over 12,000 
recorded archaeological sites.

Vay Morley was placed in charge of 
the group. Morley already had two years of 
anthropology at Harvard and practical 
archaeological experience gained working in 
the Yucatan (Brunhouse 1971). Morley was 
comfortable in the out-of-doors, from living 
in the mining camps of the Colorado high 
country for several years as a youth and from 
his experiences in Mexico.

Ted Kidder's (1960:12-13) recollec
tions give all the credit for a successful 
project to Vay Morley.

Of the three of us, Vay was the 
only one who knew what an 
archaeological survey was all about.
It should, he said, be a stocktaking of 
all the remains in an area and their 
description in the form of notes, 
plans, and photographs in as full 
detail as was possible without 
excavation.

Simple yet sound advice, and 
something we have sometimes neglected to 
do in the modern world of archaeology. 
Kidder also recalled the primitive nature of 
the survey, one of which we can all related 
to, even in the world of advanced 
technology. Kidder recalled they had no map 
of the area and had to make one as they 
went. Morley divided the inventory 
responsibilities among the party—he took 
notes; Kidder mapped the sites and kept a 
daily log. All three took measurements of 
the sites encountered and

Fletcher, whose fingers were all 
thumbs, turned out, though willing, to 
be of little use except to hold one end 
of the tape. Said tape supplied by 
Hewett, was a 50 foot cloth one; I'd 
brought along a cheap pocket 
compass. Vay and I each had a 
kodak. Notwithstanding our primitive 
equipment, we did a pretty good job 
[Kidder 1960:13],

The inventory continued until July 25, 
when Dr. Hewett arrived from Bluff. His 
arrival ended the inventory in McElmo 
Canyon, but not the Colorado adventures of
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the three. Many of the sites inventoried by 
the team are located on Bureau of Land 
Management-administered lands and within 
the National Park Service's Hovenweep 
National Monument. The McElmo Canyon 
inventory was not reported until 1917, when 
it was published in El Palacio (Morley and 
Kidder 1917).

Today, we realize that Kidder, 
Morley, and Fletcher barely scratched the 
surface in recording and mapping the sites of 
the McElmo drainage. Where they noted 
hundreds of sites, thousands are now known 
to exist. The 1917 article made little or no 
speculation on the age of the sites in the 
McElmo. Of course, they had no 
chronological information available to them 
at the time, and it would be another decade 
before dendrochronology would make 
absolute dating of Southwestern sites 
feasible.

We now realize that most of the sites 
recorded by the Harvard team were the large, 
late (Pueblo III) communities dating to the 
latest Anasazi occupation of the area. The 
ruins recorded by the team, as with those on 
Cannonball Mesa and in Yellowjacket, Ruin, 
and Hovenweep canyons, were for the most 
part the late, canyon-head sites. These sites 
and others of the type are now the focus of 
current research efforts by the Crow Canyon 
Archaeological Center.

Even though the 1907 work in 
McElmo Canyon ended July 25, the team 
was not through studying the prehistory of 
southwestern Colorado. Hewett moved the 
group to the then-new Mesa Verde National 
Park (Woodbury 1973). There they mapped 
Sprucetree House and Cliff Place. Hewett 
was unaware of the existence of Gustave

Nordenskiold's (1895) maps of those sites. 
Although republished twice in recent years, 
Nordenskiold's work was a rare volume even 
in 1907. Jesse Nusbaum was also working in 
the park at that time, and the Harvard team 
joined forces for a busman's holiday. The 
group visited Balcony House and a nearby 
cliff dwelling, later named Square Tower 
House (Kidder 1960; Nusbaum 1980; Smith 
1981).

By the middle of August the intrepid 
crew's time was up in Colorado, and they 
moved on to other adventures in New 
Mexico. The maps of Sprucetree House and 
Cliff Palace drawn by Kidder and Morley 
were used by Dr. Jesse Walter Fewkes to 
illustrate his monographs on the excavations 
of the two cliff dwellings (Fewkes 1909, 
1911).

The following summer, in 1908, 
brought both Kidder and Morley back to the 
Mesa Verde country. Kidder returned to 
Mesa Verde National Park to assist Jesse 
Nusbaum in making a photographic survey of 
the Wetherill Mesa dwellings (Nusbaum 
1980; Smith 1981). Kidder also spent a 
portion of the summer in Utah as the foreman 
for the Alkali Ridge excavations (Kidder 
1960).

Vay Morley spent from June 15 to the 
end of July excavating the south unit of 
Cannonball Ruin (Figures 2-3). The ruin had 
been noted and described during the 1907 
inventory. Morley's (1908) excavations were 
the only reported intensive efforts on a large, 
canyon-head pueblo until the recent work of 
the Crow Canyon Archaeological Center at 
Sand Canyon Pueblo. It is important to note 
that not only was Morley's excavation of a 
canyon-head site a first, but that this 1908
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excavation was the first by a professionally 
trained archaeologist in southwest Colorado. 
His report was also the first southwest 
Colorado archaeological report to be 
produced by a professionally trained 
archaeologist. Indeed Kidder and Morley's 
inventory of McElmo Canyon in 1907 was 
the first archaeological survey in 
southwestern Colorado to be conducted by 
trained archaeologists. Morley's 1908 report 
on the excavations was illustrated with field 
photographs taken by Jesse Nusbaum during 
a field visit to the site. Nusbaum rode 
horseback from Mesa Verde to the lower 
reaches of McElmo Canyon and back.

The 1908 season was the last Kidder 
or Morley would spend in Colorado, other 
than for visits. However, both Kidder and 
Morley put their Colorado experience to 
good use as they continued in the field of 
archaeology. Sylvanus Morley returned to 
the field of Maya research, where he became 
one of the pioneers in the archaeology of 
Middle America. He wrote many articles in 
later years on his Maya research and became 
one of the most respected Maya scholars of 
his day. Morley is particularly remembered 
for his seminal research in deciphering Maya 
hieroglyphs.

Ted Kidder went on to become a well- 
known and highly respected pioneer 
Southwestern archaeologist. He was, of 
course, one of the founders of the Pecos 
Conference, and his book, An Introduction to 
the Study o f Southwestern Archaeology, first 
published in 1924, is still in print and widely 
read.

were among the first cadre of professionally 
trained archaeologists to emerge from our 
universities. They became the first pro
fessionally trained archaeologists to work in 
the Mesa Verde country and to publish 
professional reports on their work. These 
two young men set some of the earliest 
standards for archaeological inventory and 
site mapping. Although neither Kidder nor 
Morley formally taught students in the 
classroom, both imparted much of their 
knowledge to students and young archaeolo
gists through their reports and their 
willingness to discuss a point with younger 
colleagues. Joe Ben Wheat also fits that 
mold to a T. Millions of words and
thousands of reports have been written about 
the archaeology of southwest Colorado since 
Kidder and Morley began their pioneering 
work. Joe Ben Wheat only followed Kidder 
and Morley in time, not in impact on 
Southwestern archaeology. It is to indi
viduals such as these that we owe a great debt 
of gratitude for setting the pace and standards 
for discovering the meaning of the sites that 
so prominently dot our South-western 
landscape.

National Park Service, Lincoln, Nebraska

Both Kidder and Morley profoundly 
influenced the course of archaeology as it is 
practiced in the Americas. These two men
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FROM ROCK ART TO 
WAL-MART: KOKOPELLI 
REPRESENTATIONS IN 
HISTORICAL PERSPECTIVE

Shelby J. Tisdale

Representations of Kokopelli in the 
southwestern United States are found in many 
forms. Although there are several inter
pretations of the meaning behind the 
Kokopelli painted and pecked onto rocks and 
the walls of canyons and caves, they continue 
to spur the imagination and have become 
mystical symbols to some and happy 
musicians to others. This paper discusses the 
variety of ways in which Kokopelli is 
represented and his increasing popularity in 
the commercial arts and crafts market.

INTRODUCTION

Like many other visitors to the 
Southwest, I was fascinated with the 
petroglyphs and pictographs I saw at 
prehistoric ruins throughout the Four Corners 
region. My introduction to rock art was 
during a visit to Chaco Canyon in 1978. The 
figure that was the most intriguing to me was 
Kokopelli. Who was he? What did he 
represent? He reappeared two years later in 
a kiva that I was excavating with Joe Ben 
Wheat at Yellow Jacket, Colorado. While 
searching for the sipapu, we excavated a

trenchlike feature carved in the floor of a 
Pueblo Ill-period kiva. Instead of a sipapu 
we found what appeared to be a Kokopelli 
figure carved in the floor under the plaster 
surface. This kiva is now commonly referred 
to as the Kokopelli kiva.

Lange and others (1986:25) suggest 
that the kivas at Yellow Jacket may have 
"served as areas of centralized activity" and 
that individual kivas "may have been 
intended for an extended family or small 
fraternal group." Although two other kivas 
in the Yellow Jacket area had features carved 
into their floors, this is the only one to date 
that could be identified as a Kokopelli. As 
Lange and others (1986:32) point out, we do 
not know if this phenomena is "unique to 
Yellow Jacket, or whether they simply have 
not been looked for thoroughly at other sites 
in the Southwest." The recent find of a 
possible Kokopelli carved in a kiva floor at 
Sand Canyon Pueblo may lend some support 
to the proposition that this phenomena could 
even be unique to the Anasazi of the San 
Juan River area.
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In many ways the Kokopelli in the 
floor of the kiva at Yellow Jacket was 
discovered quite by accident and has raised 
many questions concerning our methodology 
and reconstructions of the past. Most ex
cavations stop at the floors of rooms and 
kivas, especially when they are plastered. 
Further research and excavation is required 
to see if, in fact, the presence of Kokopelli 
representations in kivas is unique to the 
Anasazi of the Four Corners region or 
whether these types of features have just been 
overlooked in past excavations. In the 
meantime, rock art images, especially 
Kokopelli, are being commercially produced 
in a variety of forms and media for the 
southwest arts and crafts market. The use of 
Kokopelli is not only the most recent 
marketed symbol of the Native American 
Southwest, the use of rock art images has 
become a concern of the Rio Grande Pueblo 
groups, who consider them to be religious 
and cultural symbols that are not to be 
reproduced for sale and profit.

WHERE DO WE FIND KOKOPELLI 
TODAY?

Anyone traveling throughout the 
southwestern United States will see rock art 
images in one form or another. The traveler 
does not have to go to archaeological sites or 
even national parks, but merely to step off an 
airplane in Albuquerque or Phoenix. 
Chances are that rock-art images will be 
found in the airport gift shop, or as 
decoration in the airport itself. Once outside 
the airport, a traveler will be inundated by a 
variety of examples in the numerous outlets 
for Indian arts and tourist kitsch that dot the 
southwestern landscape.

In the archaeological context, rock art

refers to petroglyphs and pictographs made 
by the prehistoric inhabitants of the 
Southwest who either painted or pecked 
designs and figures onto rocks and the walls 
of canyons and caves. According to 
Schaafsma (1992:2), "The graphic imagery 
of rock art contains within itself a great deal 
of information about past societies, thus 
rendering it an important part of the 
archaeological record." This imagery may 
reflect important aspects of social organi
zation, ceremonial practices, and cultural 
change. Today, the popularity of rock art is 
evident not only in petroglyph reproductions 
on sandstone made by regional artists, but the 
designs are found in just about every medium 
imaginable.

The popularity of rock art 
representations in contemporary arts and 
crafts, especially one figure—Kokopelli—is 
the focus of this paper. The use of rock-art 
designs in the contemporary artistic context is 
not new. Historically, the Hopi carved 
Kokopelli kachinas, and Hopi and Navajo 
silversmiths have used Kokopelli designs in 
their jewelry for decades. Today, however, 
he has become a popular image among 
Anglo-American artists who use an assort
ment of media and styles. Not only do 
Kokopelli reflect the increased interest of the 
general public in the spiritual and mystical 
ways of Native Americans, but because of 
the recent marketing of the Southwest in 
general, Kokopelli is fast becoming the most 
popular design among contemporary artists 
and is overtaking the howling coyote in terms 
of tourist kitsch.

THE MARKETING OF KOKOPELLI

Kokopelli is the whimsical, hump
backed flute player that appears on silver
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jewelry, T-shirts, and coffee mugs; as wall 
hangings, candlestick holders, lamp bases, 
light-switch covers, magnets, and ceramic 
tiles; and as wrought iron and steel 
sculptures. Kokopelli are found in other 
formats such as book covers and as logos 
used on journals and business cards. A 
perusal of my personal library revealed 
several examples. The front cover of 
Hillerman's popular mystery A Thief o f Time 
(1986), has a black-on-white olla with an 
image of Kokopelli playing his flute. In the 
first couple of pages of the novel, the shadow 
of archaeologist Eleanor Friedman-Bernal is 
compared to a Kokopelli. In the first 
paragraph Hillerman writes:

when the goat trail bent and put the 
walker's profile against the moon, the 
shadow became Kokopelli himself. 
The backpack formed the spirit's 
grotesque hump, the walking stick 
Kokopelli's crooked flute. ...If an 
Anasazi had risen from his thousand- 
year grave in the trash heap under the 
cliff ruins here, he would have seen 
the Humpbacked Flute Player, the 
rowdy god of fertility of his lost 
people [Hillerman 1986:1].

The Kiva, a quarterly publication of 
the Arizona Archaeological and Historical 
Society, and its monthly newsletter Glyphs, 
have Kokopelli on their covers. Rainbow 
Moods, a new age bookstore in Tucson, uses 
Kokopelli as a logo in its advertisements. 
The "Southwest Flair A-Fair" benefiting Big 
Brothers and Big Sisters uses Kokopelli on its 
invitations. Even the state of Arizona has 
painted rock art designs on overpass 
abutments along Interstate 10. The abutment 
at the Casa Grande exit has a Kokopelli 
image.

Kokopelli has become the subject of 
recent magazine and newspaper articles. In 
the July/August issue of Archaeology, Neary 
(1992:76) claims that "Coyotes are out, 
Kokopellis are in." In an attempt to assess 
why people still find themselves bewitched 
by Kokopelli, and why people want to have 
them around centuries later, he speculates 
that:

Maybe he is magic, maybe he and 
the other powerful symbols we call 
petroglyphs do contain some mystical 
ancient force. Maybe the hands of 
the artists who carved him and his 
fellow rock figures were moved by 
some elemental command that stirs 
us, too. Touching something deep 
inside themselves, they thus managed 
to pull off the old abracadabra that is 
every artist's dream: to reach across 
time to touch us, too, with their bold, 
stark, mysterious talismans, poetry in 
stone that speaks in a language we 
didn't even know we understood 
[Neary 1992:76],

In an Albuquerque Journal article 
(Conaway 1992:C1), George M. Chavez, an 
artist who works with iron, commented that 
"Almost everything I make in Kokopellis is 
selling." Several local artists who were 
interviewed replied that pieces with 
Kokopelli images sold faster than their other 
designs.

Kokopelli are also evident in a variety 
of mail-order catalogs and magazine 
advertisements. Sundance, a catalog for the 
General Stores at Sundance, Utah, has a 
variety of cowboy and Indian arts and crafts. 
Kokopelli images used as a lamp base, terra 
cotta coasters, and copper-coated steel
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Figure 1. Silver jewelry by Alvin 
Thompson, Bahti Indian Arts.

candlestick holders can be found. Copper- 
coated steel Kokopelli candlestick holders 
and sculptures also appear in gift catalogs 
such as Potpouri and Wireless. Mixed with 
quartz crystals, smudge sticks, Dream- 
catchers, and Tarot cards in the Pyramid 
Books and the New Age Collection catalog

are silver Kokopelli earrings, pendants, pins, 
and candlestick holders; as well as a tape of 
flute music entitled "Kokopelli: The Indian 
Legend." Other mail order catalogs include 
jewelry and needlework patterns.

TUCSON SURVEY

To see if in fact Kokopelli were 
popular figures represented in local art and 
craft markets, I conducted a preliminary 
survey of art galleries and gift shops in 
Tucson, Arizona, in October and November 
1992. A total of 30 galleries, discount 
stores, and gift and curio shops in Tucson 
and Tubac were surveyed. Included were 
Indian art galleries such as Bahti Indian Arts, 
Morning Star Traders, Many Goats, the 
Kaibab Shop, and Y Pico, and gift shops 
located in shopping centers and malls such as 
All Wrapped Up, Los Ricos, Turquoise 
Mesa, and The Turquoise Land. Also visited 
were interior-design stores that specialize in 
Southwest-style furniture and decorative 
items, such as Southwest Designs and 
Territorial Trends; Old Town Artisans, an 
artist cooperative in downtown Tucson, 
which carries artwork by local artists; and the 
Peck Gallery and the Great Tubac Company 
in Tubac. Some of the more popular 
discount stores in Tucson such as Wal-Mart, 
Kmart, and Target were also included in the 
survey.

The Indian art galleries carry jewelry 
by various Indian artists, primarily Navajo 
and Hopi (see Figure 1); contemporary 
pottery with Kokopelli motifs; and Kokopelli 
kachinas carved out of cottonwood. Along 
with the traditional type of Indian art, such as 
pottery, silver jewelry, and kachina carvings, 
found in most of the quality galleries, several 
also carry metal Kokopelli figures, both free
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carried in gift and curio shops include 
Kokopelli images on T-shirts (Figure 2), and 
coffee mugs imported from Germany, as well 
as jewelry, wall hangings, magnets, candle
sticks, light-switch covers, lamp bases, and 
metal works. At the artists cooperative, 
Kokopelli representations are primarily 
motifs for functional decorative art, such as 
glazed ceramics (see Figure 3) and water 
fountains consisting of two large ollas with 
Kokopelli painted on them, as well as 
numerous iron and steel figures used as wall 
hangings, fire irons, or free-standing yard art 
(Figure 4).

While petroglyph and pictograph 
figures have appeared on the market as 
imitation rock art for years, there has been a 
noticeable increase in Kokopelli represen
tations. There are several examples of rocks 
that have recently been pecked by local artists 
as reproductions of ancient petroglyphs. 
Numerous small slabs of sandstone with 
rock-art scenes have also been on the market 
for years, as well as small pieces of pecked 
sandstone for refrigerator magnets. Clay and 
plaster of Paris are now being molded to 
imitate sandstone petro-glyphs. The image is 
carved into the clay or plaster once it has 
hardened, and it is then painted over to give 
a sandstone appearance with a lighter color in 
the etched surface.

What does Wal-Mart, as my title 
indicates, have to do with marketing 
Kokopelli? I was curious whether the 
Kokopelli image had really reached the 
general population—that is, people who are 
not scholars, rock-art aficionados, or 
knowledgeable tourists. It seemed that if 
Kokopelli were in the mainstream arts and 
crafts genera, as the howling coyote has been 
for the past few years, he would show up at a

discount store. I visited a Tucson Wal-Mart 
to see what might be available. To my 
surprise, I found a whole section devoted to 
Southwestern decorative wares. Wal-Mart 
had a shelf full of wooden napkin holders in 
the shape of howling coyotes, saguaro cacti, 
roadrunners, adobe pueblos, and mission- 
style churches (see Figure 5). There were 
also gift packs, which included a small pot, a 
weaving, and candles; large plaster Pan- 
Indian figures; and sandpainting clocks. 
Even though I did not find Kokopelli at this 
time, is it possible that, as he becomes more 
commoditized and his popularity increases 
from California to New York, will he 
eventually show up in discount stores such as 
Wal-Mart? I suppose only time will tell.

DISCUSSION

The classic Kokopelli representation 
found on petroglyphs and pottery is of a 
sticklike figure with bent back playing on a 
flutelike instrument (Grant 1967:60). His 
image varies enormously, however. Some
times he leans on a cane; sometimes he holds 
a bow and arrow; often he is outrageously 
phallic. Young (1990:11), who refers to 
Kokopelli as "Casanova of the Cliff 
Dwellers," suggests that the "exaggerated 
phallic appearance could have been due to 
priapism or to tuberculosis." In most cases 
he stands erect on both feet or marches as if 
on parade, and occasionally he appears to be 
dancing. More rarely he sits or lies on his 
back (Grant 1967; Rohn 1989). In reference 
to this last position, the Packards (1974:25) 
claim that, "In this position the Hopi say it 
means that the Flute Clan stayed in that place 
for some time during their migrations." 
Occasionally he looks somewhat like an 
insect or turtle. In some instances he is 
depicted wearing long, graceful feathers on
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Figure 2. Beaded T-Shirt, All Wrapped Up.

Figure 3. Glazed ceramic platter, Old Town Artisans.



his head. Nevertheless, Kokopelli is quite 
recognizable.

Anglo-American interpretations of 
Kokopelli vary almost as much as his forms. 
Often referred to as the Humpback 
Fluteplayer, Kokopelli's fertility role is the 
most notable major carryover into the historic 
period. Schaafsma (1992:7) claims that the 
"fluteplayer who may be shown with a hump
back and phallus is a hallmark of rock art." 
To new agers he is a mystical symbol of 
ancient Native American spirituality; to the 
average tourist visiting the Southwest, he is a 
happy musician. The symbol or motif of 
Kokopelli has a long history of interest to 
people in general. Although the 
interpretations are diverse, he plays an 
important role in the legends and myths of 
several of the native peoples of the 
Southwest. He has also been of interest to 
the scholars who have studied both rock art 
and Native American ethnography since they 
first looked to the region as an important area 
of study.

Based on ethnographic information, 
scholars have posited explanations that 
suggest that these figures depict wide-ranging 
itinerant merchants with packs of trade 
merchandise on their backs (Castleton 1978; 
Young 1990). Others suggest that they 
represent some kind of mythical insect form 
(Parsons 1938; Rohn 1989). As a Locust, 
the musical and curing patron of the Hopi 
Flute Societies, Kokopelli played an 
important role in the Emergence of the Hopi 
(Parsons 1938). Based on this interpretation, 
is it possible that the Kokopelli carved in the 
floor of the Yellow Jacket kiva represents 
this emergence in the absence of a sipapul

Native Americans have had a long

term interest in this figure. Among the 
Pueblos he plays a variety of roles and has 
varying levels of importance in legends, 
myths, and emergence stories. As Renaud 
(1948:25) points out, Kokopelli is one of the 
few prehistoric Pueblo heroes or deities who 
have survived the impact of Spanish and 
American civilizations. He continues to be 
important in the religious symbolism of the 
Hopi, Zuni, Acoma, and Rio Grande Pueblo 
peoples even though he is interpreted 
differently by each group. In a recent PBS 
program, "Surviving Columbus" (1992), Gail 
Bird of Laguna claims that as "you look at 
petroglyphs and rock art you see that 
occurrences in peoples' lives were being 
recorded, and there is that presence there that 
really indicates that people knew where they 
came from and who they were, and they 
were leaving images for other people to see." 
Kokopelli continues to be an important figure 
in religious ceremonies today (Pinel and 
Evans 1992).

Kokopelli is often associated with 
human fertility, such as the case with the 
Hopi legend collected by Titiev (1939) at 
Oraibi. Kokopelli is represented in Hopi 
kachina carvings and jewelry, even though he 
no longer appeared as a Kachina during Hopi 
ceremonies as early as the 1930s (Hawley 
1937). Titiev (1939:98) argues that the 
reason that the Kokopelli kachinas were not 
at Hopi at that time was "due less to a 
diminution of his importance than to 
restraints imposed by the American 
government on all erotic and phallic 
exhibitions." It is rare today that one finds a 
Kachina carving with a phallus. Kokopelli is 
generally depicted with a humped-back and a 
long nose pointing upward substituting for 
the absent phallic symbol. These nonphallic 
and nonceremonial Kokopelli motifs are used
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by non-Native Americans and nonscholars on 
everything that has commercial value. It 
could be argued that Kokopelli has become 
the new symbol of Santa Fe, the center of 
southwestern commercialism.

Several comments from gift-shop 
owners, clerks, and customers reveal that 
Kokopelli's popular appeal may merely be 
his representation as a jovial fellow dancing 
and playing a flute. He makes people feel 
good. Most people are not aware of the 
various interpretations and his continuing 
symbolism to Native Americans today. This 
is indicated by the fact that the exaggerated 
phallus found in the real rock art is quite 
obviously missing when Kokopelli hits the 
popular market.

He is generally referred to as an 
"ancient fertility symbol" or "water 
sprinkler" by gift-shop owners and clerks; 
however, the less knowledgeable clerks 
generally refer to him as a musician. To 
some artists he is just an image that is hot 
and is selling right now. Young (1990:2) 
may have a point in his concern that 
contemporary silversmiths, weavers, potters, 
and painters often use Kokopelli as a 
decoration, but several of these artists have 
"no knowledge of the history or the 
significance of the representation." At the 
same time, concern has been expressed that, 
like the Pueblo stoytellers and kachina 
carvings, the significance of Kokopelli will 
be lost as his image adorns the houses and 
lawns in Santa Fe and Tucson.

CONCLUSION

Conaway (1992:C1) points out that 
"not everyone is happy about the petroglyph 
paraphernalia: Some people worry that

commercialization will cheapen important 
symbols. But others think petroglyph- 
inspired images can touch people deeply, 
resonating on a spiritual level." Native 
Americans are also expressing concern that 
their sacred images are being desecrated and 
abused through such commercialization. 
Pinel and Evans (1992) discussed this issue in 
a paper presented at the American 
Anthropological Association Meetings in San 
Francisco. Ethnographic research among the 
Rio Grande Pueblos revealed that "these 
symbols are also traceable to specific 
religious ceremonies still practiced and that 
they remain part of the pool of individual and 
collective Puebloan cultural knowledge" 
(Pinel and Evans 1992:6). This cultural 
knowledge includes knowing the context in 
which it is appropriate to use petroglyphic 
images. Even though it is considered highly 
inappropriate by the Pueblos to sell these 
images for profit, the images add value to the 
note cards, T-shirts, coffee mugs, and the 
other art forms that are being marketed (Pinel 
and Evans 1992).

This initial marketing survey in 
Tucson is by no means exhaustive, let alone 
representative of other cities such as Phoenix, 
Albuquerque, and Santa Fe. A more 
thorough study would surely indicate that 
Kokopelli has taken over the howling coyote 
market as the upcoming symbol of the 
Southwest and will undoubtedly grow in 
popularity in the next couple of years. His 
symbolism with new agers and in magazine 
advertisements are indicative of his market 
appeal. Given the marketing trends in south
western kitsch, it will no doubt be interesting 
to see if Kokopelli is here to stay and 
whether the Pueblo peoples will be able to 
assert their rights and have some say in how 
these images are to be portrayed and
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interpreted. At the same time it will also be 
interesting to see if more Kokopelli figures 
appear in Anasazi kivas, especially if and 
when more of the Yellow Jacket site (5MT-5) 
is excavated.
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Although Navajo blankets and rugs 
are renown, loom weaving has a relatively 
short history among the Navajo. Experts 
have argued that Navajo women learned the 
skill during the early part of the seventeenth 
century from their Pueblo neighbors who, in 
turn, had acquired many of the principal 
materials, such as sheep and indigo dyes, 
from the Spanish colonists. Puebloans, of 
course, had been weavers in the prehistoric 
period, cultivating cotton and weaving it on 
vertical looms into garments for daily and 
ceremonial use. This was well before the 
Spanish entered New Mexico, bringing their 
horizontal loom, wools, and dyes at the end 
of the sixteenth century and setting up their 
own weaving tradition known to us as Rio 
Grande blankets.

Oppressive treatment by the Spanish 
led to Pueblo resistance and finally to their 
revolt in 1680. Although many Pueblo 
peoples sought refuge among their Navajo 
neighbors during this period, Wheat 
(1977:424) has argued that the Navajo must 
have learned weaving before this, citing 
records of Navajo textile surpluses for sale

STRUCTURAL ANALYSIS OF 
DESIGN ON NAVAJO 
SARAPES FROM THE 
NINETEENTH CENTURY

Dorothy K. Washburn

by 1706. Indeed, throughout the 1600s, the 
Navajo living in the Chuska-Gobernador area 
alternately raided and traded with many of 
the northern Pueblos, as well as the Hopi and 
Zuni. Wheat suggests that the Zuni may have 
been their teachers, since not only are Navajo 
selveges and "lazy lines" similar to Zuni 
practices, but Zuni women were the weavers, 
as they are among the Navajo (Wheat 
1977:424).! By the 1800s the Navajo had 
become the consummate weavers of New 
Mexico.

The Navajo also adapted some textile 
forms and designs from the Hispanic weavers 
along the Rio Grande. Preeminent was the 
sarape, a longer-than-wide blanket most 
typically decorated in stripes parallel to the 
short ends. Unfortunately, there are no 
documented blankets from the 1600-1800 
period, although Wheat (1979a:30) surmises 
that most were these everyday blankets 
striped in natural-wool browns and whites 
and in indigo blues. Yet it was during this 
period that the distinctive structure of the 
Navajo design system on the more 
elaborately decorated sarapes. which are
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discussed below, must have developed.

In his studies of sarape design, Wheat 
(1977:427), citing an example from Massacre 
Cave from 1804, observed that, by 1800, the 
Navajo had already "broken away from the 
simple stripe tradition" and had introduced 
terraced triangles, open diamonds, and zigzag 
motifs in the stripes. Wheat (1977:427) 
attributes the source of these terraced figures 
to Navajo basketry designs^ which, when 
adopted by both Puebloan and Hispanic 
weavers and reconfigured into series of 
stripes, became the dominant sarape 
decorative style until the mid-nineteenth 
century.

So expert had the Navajo weavers 
become that in 1807 the Spanish sent two 
master weavers, Juan and Ignacio Ricardo 
Bazan, to the Rio Grande to upgrade the local 
Hispanic textiles in order that they could 
continue to compete with the Navajo 
products. The Rio Grande Hispanic weavers 
had always produced simplified copies of 
Mexican sarape designs, including those 
sarapes produced in Saltillo by Tlaxcalan 
colonists typified by a central medallion on a 
bordered, figured ground. Nevertheless, it is 
thought that it was this early-1800 revival 
effort that stimulated and energized the 
elaboration of the Rio Grande blanket beyond 
simple stripes to other layouts, such as copies 
of Saltillo patterns with central diamonds or 
vertical columns of diamonds with serrate 
edging. However, it was not until after the 
Bosque Redondo internment—during which 
the Navajo received 1,000 Rio Grande 
blankets, some of which were probably 
decorated with the serrate designs—that the 
serrate designs began to appear on Navajo 
textiles.

Wheat (1976, 1977, 1979a, 1979b) 
has carefully documented this whole history 
in his extensive study of the many influences 
on Navajo textiles and his inventory of 
Navajo sarapes. In this paper I will focus 
only on the more elaborately decorated 
sarapes with terraced and serrate diamond 
and zigzag bands, because these designs 
embody the structure of a design system that, 
despite borrowings and transformations, is 
uniquely Navajo. I will describe the layout 
of these textiles in terms of the symmetries 
that generated the designs and the ways in 
which the terraced, serrated, and other motifs 
are arranged to preserve this structure. From 
this analysis it will be clear how a study of 
the consistencies and differences in design 
structure^ reinforce and complement Wheat's 
research on the materials, dyes, and weaving 
techniques

STRUCTURE OF THE NAVAJO 
DESIGN SYSTEM

Although the extant record is sparse 
during the early developmental years, it 
appears that certainly by the middle of the 
nineteenth century, a Navajo design system 
had developed that was characterized by a 
consistent structure and series of motifs. It 
consists of a series of design stripes parallel 
to the short ends of the sarape. However, 
unlike the Rio Grande striped blankets (see 
Spillman 1979), the center stripe is typically 
composed of a row of diamonds or other 
motifs whose horizontal symmetry divides 
the sarape into two reflecting fields, such that 
all the motifs in all the bands on the upper 
half of the sarape are in mirror reflection to 
their counterparts in the lower half of the 
sarape (in Figure la, the a, b, and c bands 
above the center band are reflected in their 
counterparts below the center band).4 In a
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Table 1. Percentage Frequencies of Center Band Symmetries.

Symmetry
Classes

Periods in the Production of Navajo Sarapes

pre-1860 1860s 1870s 1880s 1870-1880s 1880-1890s

pm m2 91 84 72 62 40 58
pma2 4 10.5 17 13
other 1-D * 4 10 4 13 21
2-D ** 9 7.5 9 30 14
finite 8 8 4 7

* 1-D = one-dimensional infinite band designs
** 2-D = two-dimensional infinite overall patterns

few cases this structural convention was 
ignored. For example, in Figure lb, while 
the two rows a and a' are in mirror reflection 
across the central band, rows b and b' are 
not.

This layout appears to have no known 
precedent in Flispanic or Puebloan textiles. 
While the terracing on the design elements 
may have been adopted from the Navajo's 
own basketry designs and the striped layout 
and the serrate edging from Hispanic textile 
models, I will argue that the distinctive 
layout of two-ends-in-mirror-reflection re
lates to Navajo concepts of order and 
balance.

The data base for this study is, in 
fact, the same series of sarapes that Joe Ben 
has analyzed and dated. In 1980 he invited 
me to look at the design from a structural 
point of view and, while I am truly chagrined 
that I have been so tardy, I am only too 
pleased to finally report some of my 
observations in this celebratory publication. 
The 180 serapes I analyzed were those Joe 
Ben dated and grouped into the following six

temporal divisions^: pre-1860 (n = 11); 1860s 
(n =30); 1870s (n=55); 1880s (n = 32);
1870-1880 (n=30); 1880-1890 (n=22).6

I analyzed these textiles in two 
different ways. In the first I compared the 
one-dimensional and sometimes finite and 
two-dimensional symmetries of the center 
and end bands, 7 as well as the other 
symmetries (finite and two-dimensional) that 
describe the allover layout of designs on the 
sarapes during the six periods. In the second 
I resorted the sarapes according to the 
symmetry that described the center band on 
the sarape and that, because of the layout of 
two-ends-in-mirror-reflection, in effect 
characterized the symmetry of the entire 
sarape design.

B a n d s , D ia m o n d s , a n d  T r ia n g le s

In Table 1, I have listed the two 
predominant one-dimensional symmetries, 
pmm2 and pma2, which generate the central 
design band. Most typically pmm2 bands 
consist of a row of diamonds, squares, or 
crosses; pma2 bands consist of zigzags or
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Figure la. Typical layout of Navajo sarape with central p m m 2  band and bands above and 
below in mirror reflection across central horizontal axis.

Figure lb. Band a = pmg; b = p lm l.
Figure 2. Band a = p ll2 ;  b = p lm l ; c = p m l l ; d = pma2.
Figure 3. Band a = cmm; b = pmg; c = pmm.
Figure 4. Band a = p ^ b  gg; b = p m m '2 ' .
Figure 5. Center band = pmm2 diamond structure changed to p!12 with central zigzags.
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Figure
Figure
Figure
Figure
Figure
Figure

6. Center band = p m m 2  diamond structure changed to p m 'm  '2 with color.
7. Center band = p m m 2  changed to p m a '2 '  with color.
8. Center band = p m m 2  changed to p ' l l l  with color.
9. Center band = p m  above and below central horizontal axis.
10a. Finite class = d 2 .
10b. Finite class = (14.
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meanders. In fact, a series of zigzags creates 
a two-dimensional pattern, ping symmetry, 
which is often inserted either vertically or 
horizontally within banding lines (Figure 3, 
band b). It should be emphasized that most 
of these designs are produced simply by 
rearranging one basic design motif, the 
terraced or serrate-edged triangle. That is, 
triangles can be combined point to point to 
produce diamonds having pmm.2 symmetry 
(Figure la, band d) or interlocked to produce 
a negative zigzag having pma2 symmetry 
(Figure 2, band d).

Most notable in Table 1 is the 
overwhelming preference for pmm2 
symmetry for the center band of design 
(Figure la, band d). Typically, this 
symmetry describes the repetition of a row of 
diamonds with horizontal and vertical mirror- 
reflection symmetry, although other motifs 
such as rectangles or Spiderwoman crosses 
have the same symmetry. This structural 
dominance decreases through time from 91% 
in the pre-1860 period to between 40-50% in 
the 1880-1890s. Conversely, pma2 and pmg 
symmetries, characteristic of zigzags, 
increase.

A wider range of symmetries (Table 
2) describe the structure of the elements in 
the bands that decorate the two ends of the 
sarape on either side of the center band. 
While pmm2 and pma2 symmetries still 
structure most of the motifs, bands with 
motifs having only vertical reflection (pm 11, 
Figure 2, band c) or bands with motifs 
having only horizontal reflection (p lm l , 
Figure 2, band b) also appear, as well as 
bands with only bifold rotation symmetry 
(pi 12, Figure 2, band a). Occasionally, the 
end bands are not technically one
dimensional designs but two-dimensional

patterns enclosed in upper and lower banding 
lines. Most common are banded areas that 
enclose horizontally or vertically oriented 
zigzags (pmg, Figure 3, band b), diamond 
nets (cmm, Figure 3, band a), or rectangular 
nets (pmm, Figure 3, band c).

Table 3 shows the preference for a 
layout of one-dimensional bands rather than 
for overall two-dimensional or finite 
arrangements. Note, however, that the 
dominance of one-dimensional banding seems 
to decrease slightly over time as the two- 
dimensional and finite layouts were copied 
from Hispanic sources. Nevertheless, it is 
fascinating to see how the idea of banding 
was maintained. On many examples, the 
finite designs (particularly USNM 419109, 
FMNH 55136)8 or two-dimensional patterns 
(MNM 9312/12, LAM 429 [56.139.1]) were 
placed within banding lines, thus continuing 
the effect of a series of stripes or bands 
covering the surface of the textile.

In fact, there are a number of sarapes 
that have a series of identical bands covering 
the entire textile; no one band is distinct, 
different, or central. Nevertheless, even in 
these variants, horizontal reflection is still 
present in the overall layout, either because 
horizontal symmetry occurs between bands 
whose motifs have horizontal symmetry 
themselves or because an uneven number of 
bands makes one band central across which 
horizontal reflection occurs. Other textiles 
have no pattern at all in the plain central 
band area. The bands of design at either end 
of these textiles are in horizontal mirror 
reflection across this space.

However, the distinctive aspect of the 
Navajo banded layout is not simply that it is 
composed of a series of motifs in bands, but
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Table 2. Percentage Frequencies of End-band Symmetries.

Symmetri

Periods in the Production of Navajo Sarapes

ies pre-1860 1860s 1870s 1880s 1870-1880s 1880-1890s

1-D *
pma2 35 39 29 33 25 18
pmm2 23 32 34 41 30 34
pml 1 29 3 9 3
pi ml 3 15 4 10 15
pi 12 13 13 23 12
p ill 3

2-D **
cmm 10 3 4 2
pmg 6 8 10
pmm 4 9
other 3 6 6

* 1-D = 
** 2-D -

one-dimensional infinite band designs 
two-dimensional infinite overall patterns

Table 3. Percentage Frequencies of Sarape Axial Categories.

Periods in the Production of Navajo Sarapes
Axial
Categories pre-1860 1860s 1870s 1880s 1870-1880s 1880-1890s

1-D * 100 87 69 72 77 64
2-D ** 13 24 22 17 32
Finite 7 6 6 4

* 1-D = one-dimensional infinite band designs in one direction 
** 2-D = two-dimensional infinite overall patterns in two directions 
Finite = mirror reflections and rotations about a point axis
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that motifs with horizontal symmetry occur 
especially in the central band and that the 
motifs and sequence of alternation of the 
bands above this central band are in 
horizontal mirror reflection with those same 
motifs in bands below the central band (UCM 
26341; Hedlund 1990:Figure 11). This, in 
effect, unifies the design. Indeed, while the 
design is composed of separate motifs and 
bands, this two-ends-in-mirror-reflection 
structural layout reemphasizes the wholistic 
way that Navajo weavers think about their 
designs (Reichard 1974:86).

In the second analysis I examined 
more closely the way horizontal symmetry is 
used in the overall layout of the textile design 
by focusing on the symmetry of the central 
band in the two-ends-in-reflection layout and 
comparing this banded layout to three other 
layouts: series of identical bands, overall 
two-dimensional patterns, or finite designs. 
In this sample of 180 sarapes, 93 central- 
band designs have pmm2 symmetry, 77 of 
which take the form of a row of diamonds, 
the hallmark motif of the pmm2 layout 
structure (Table 4). In some cases the 
diamonds are clearly constructed in the 
negative space of two opposing rows of 
terraced triangles or two opposing rows of 
zigzags (UCM 23487, center band). In 
others they are constructed as whole units 
(UCM 23487, upper and lower bands; 
Hedlund 1990:Plate 4). It is important to 
emphasize here that, whether the coloring 
and arrangements of the motifs make them 
appear as a positive design or as a negative 
design in the background, the symmetry is 
the same.

During the 1860s to 1870s the 
diamonds are embellished with terraced 
sides. This terraced style is gradually

supplanted with the serrate style after the 
1870s. Yet, both styles are structured by 
pmm2 symmetry. This is an important point. 
While a style defined by design elements may 
change with time, the underlying structural 
style in an established design system 
normally remains stable.9 Other motifs with 
the same pmm2 symmetry are hourglasses, 
rectangles, and crosses.

Among the characteristics of the 
structure of a design system are consistency, 
persistence over time, and the ability to 
accommodate changes and almost endless 
variation in motif embellishments and color 
arrangements. Yet the aritsan's free-reigning 
experimentation and innovation occur within 
the structural bounds of the system. In the 
Navajo case, with the introduction of new 
yarns and dyes, as well as the serrate style 
from the Saltillo sarapes, the weavers began 
experimenting with all kinds of color and 
motif combinations and juxtapositions.

Post-1870 textile designs often display 
color change across the central horizontal 
reflection line. For example, one turn-of- 
the-century blanket is a virtuoso of color 
juxtapositions on which 2 two-dimensional 
colored zigzag patterns, class p^frgg (Figure 
4, band a), are in horizontal reflection on 
either side of a colored pmm'2' (Figure 4, 
band b) central band (AMNH 50.1/4379). 
Indeed, the Navajo style is not so much 
experimentation with form as it is with color 
on a very stable repertoire of form 
arrangements.

Many blankets from the 1880s and 
1890s have smaller motifs added inside the 
basic diamond shapes, and these motifs are 
often alternately colored. Sometimes these 
additions have the effect of reducing the basic
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Table 4. Percentage Frequencies of Navajo Sarape Layouts.

Axial Categories
One Dimensional Two Dimensional Finite

Layout pmm2 pma2 plml pi 12 Pm§ cram p4m pm pmm dl d2 d4

Center Band 52.0 7.0 1.5 4.5 1.0 2.0 .5 .5

Series Bands 4.5 1.0 .5 .5 1.5

Overall 2.0 7.0 2.0 5.0

Finite .5 4.5 3

symmetry of the band. For example, vertical 
zigzags placed in each diamond in the center 
band reduce the symmetry from pmm2 to 
p l!2  (Figure 5; MAI 15/7719; AMNH 
50.1/4386). Alternatively, placement of 
stepped motifs having only horizontal 
reflection {piml) in each diamond reduce the 
symmetry of the whole design to p lm l (MAI 
10/3456).

Sometimes designs have color 
alternations in either the main terraces around 
the diamonds of the bands or in the added 
motifs inside the diamonds, which can 
change or reduce the symmetry. For 
example, one design (Figure 6; WHC 34543) 
had smaller diamonds inside each large 
diamond that were subdivided into quarters 
and colored alternately, resulting in the color 
symmetry class pm'm'2. On another blanket 
(Figure 7; WHC 34580), the two opposing 
rows of stepped triangles were in contrasting 
colors, resulting in a change in symmetry to 
color class pma'2'. On an unusual example, 
visually, two rows of a meander pattern are 
combined across the horizontal midline to 
form continuous crosses with pmm2

symmetry (Figure 8; MNM 7117/12 IAF 
T36). The weaver, however, colored the 
segments of each meander such that the 
symmetry is reduced to the colored 
translation classp ' l l l .

Despite these many different ways of 
juxtaposing motifs and colors, all are 
carefully arranged to maintain the basic 
horizontal reflection across the center 
between the two halves of the blanket. 
Indeed, the motifs within each of the two 
bands that reflect across the central band may 
change colors, giving each band colored 
symmetry, as in each band in Figure 4. 
However, there often is no color reversal 
between such colored bands above and below 
the central band, as between the a and a' 
bands. That is, while color contrasts and 
reversals fill the textile and the eye, the 
weaver reasserts a sense of balance and 
wholeness by negating these reversals across 
the central horizontal line. While late- 
nineteenth-century Navajo blankets are 
experimental tour de forces of new color 
combinations and juxtapositions, the Navajo 
weavers who were eager borrowers,
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innovators, and experimenters, consistently 
reworked these new ideas within the 
structural principles of their own design 
system.

Other Symmetries

While I have focused on bands with 
diamonds and other motifs with pmm2 
symmetry, other symmetries are occasionally 
used to structure the central band of the 
design. Pma2 symmetry is the second most 
popular symmetry used in this role. Yet, 
perhaps because central bands with pma2 
symmetry do not allow horizontal reflection 
across the central line, this symmetry is more 
often used for the end bands. It should be 
noted, however, that for those textiles 
carrying the pma2 central band, the series of 
bands on the two ends of the textiles are 
always in horizontal mirror reflection, even if 
the center zigzag is not (UMP 64-6-1). 
Several of the later-nineteenth-century 
blankets with pma2 central band structures 
have the motifs colored in pma'2' symmetry. 
One example has crosses added among the 
central zigzag; the crosses have pm'a'2 
symmetry (FMNH 17262). Indeed, the 
virtuosity of experimentation with color 
alternations on serrate-style blankets involved 
a symphony of colors juxtaposed but 
regularly alternated, such as is found in the 3 
two-color class pm'a2' bands on an 1880s 
example (USNM 220190).

Interestingly, while horizontal 
reflection matches the designs in the two ends 
of the blanket, rarely is this symmetry alone 
used for the central band. Only three 
examples of plain and stepped chevron shapes 
in this sample exemplify this symmetry, 
p lm l  (UCM 13125, LACM A5141, BMFA 
52.1396).

With the introduction of the Saltillo 
style, the weavers also began experimenting 
with different orientations of the motifs on 
the blanket field. For example, a small 
number of the sarapes in this sample (n = 8) 
with pmm2 center-band symmetry have the 
motifs in this center band oriented vertically 
(ASM 8406, ISM 808/930B). Nevertheless, 
with several irregular exceptions, the motifs 
in these vertical bands are arranged to 
preserve the horizontal reflection across the 
central half of the textile. Other vertical 
orientations of motifs are frequently found in 
central bands with two-dimensional sym
metry, the most common symmetry of which 
is pmg, a series of zigzags (ASM E2167, 
MNM 7232/12 IAF T314, MNM 9047). 
Other two-dimensional symmetries present in 
the center band area on textiles in this study 
sample are a cmm diamond net (MNM 
9312/12), a p4m arrangement of crosses 
(MNM 9060/12), and a series of vertically 
stacked triangles in pm symmetry (FH 293 
BL). In this last example, two sets of these 
pm units are reflected horizontally across the 
central line in an interesting example of the 
endless ways the weavers found to vary 
element arrangements, yet maintain the basic, 
overall, two-part hori-zontal symmetry 
(Figure 9).

The exposure of the Navajo weaver to 
the Saltillo style by way of the Rio Grande 
copies also resulted in experimentation with 
layouts other than the one-dimensional 
banded layout with central horizontal 
reflection (Table 4). In this sample, 29 
textiles have two-dimensional patterns: the 
square p4m net (LACM A5141-168), the 
diamond cmm net (UCM 23489; Hedlund 
1990:Figure 10), the rectangular pmm net 
(WHC 34588), or the pmg zigzag (MAI 
20/5586; Wheat 1977:Figure 3c). Early
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examples are plain, terraced-diamond nets, 
while later examples are elaborate, serrate- 
edged nets with internal motifs and color 
reversals. Nine sarapes from the 1880s and 
1890s have the two-dimensional patterns 
pmg, pmm, and cmm oriented vertically.

Finally, two classes of finite designs 
were present on these sarapes: d2 and d4. 
D2 designs have two mirror reflection lines: 
one passing horizontally through the center of 
the textile; the other passing vertically 
through the center. In all examples exam
ined, the design was oriented vertically 
(Figure 10a; USNM 270059, MNM 5058/12 
IAF T486, SWM 630-G-45). D4 designs are 
the most similar to the original Saltillo 
models. There is a central square motif 
typically oriented on its edge as a diamond 
that can be subdivided into four parts (Figure 
10b; MNM 9312, AMNH 50.1/4400; Wheat 
1977:Figure 3d). Although several of these 
sarapes (USNM 419109, Wheat 1977:Figure 
3a; FMNH 17092, FMNH 55136) have 
bands above and below the central finite 
motif, their central finite motif strongly 
recalls the sarape layout and justifies this 
classification.

STRUCTURAL IMPLICATIONS

While defining the structure of a 
design system is one step in the analysis, 
some attempt should be made to understand 
how this particular structural system serves 
the conceptual framework of that culture. As 
Witherspoon (1987:6) has noted: "What is 
basic to understanding another peoples' art is 
to learn how to place it into the texture of the 
particular pattern of life from which it 
springs."

The Navajo believe that their universe

is ordered by repetitive, cyclical processes 
involving the works of both the Earth Surface 
People (the Navajo) and the Holy People. In 
daily life the Navajo strive to abide by the 
proscriptions of the Holy People to live in 
hozho; when these are ignored, sickness and 
disorder result: "...hozho expresses the intel
lectual notion of order, the emotional state of 
happiness, the physical state of health, the 
moral condition of good, and the aesthetic 
dimension of harmony" (Witherspoon 
1987:7).

Navajo ceremonials are designed to 
perpetuate and/or reinstate order and 
harmony through the content of the songs, as 
well as by their mode of presentation. The 
presentation reinforces these sensibilities 
through use of repetition yet contrast, tension 
yet balance, and movement yet symmetry in 
word order and sound. Indeed, Zolbrod 
(1984:14) concludes that "hearing an oral 
performance in Navajo must be something 
like looking at a Navajo rug or a sand
painting which characterizes the dynamic 
symmetry of Navajo design so well."

Witherspoon (1977, 1981) has argued 
that these basic themes of harmony and 
balance are reflected in Navajo textile designs 
in the contrast yet resolution of color and 
form into harmonious wholes. ^  Whether or 
not the weaver was consciously aware of the 
structural paradigm as I have outlined it 
above, it appears clear that there is a 
distinctive Navajo way of organizing motifs 
in space on Navajo textiles and that this 
seems to relate to the Navajo concept of 
hozho.

It appears that the Navajo value 
placed on movement yet resolution is played 
out in textile design layouts which, while
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creating movement within and between 
individual bands of design through color 
changes and juxtapositions, resolve these into 
a balanced quiet in the entire composition by 
horizontal reflection across a central line. 
The central position of this reflection, in 
effect, unifies the bands on the two ends and 
creates a single whole design. Thus, despite 
the many external influences that have 
contributed to Navajo textile technique and 
design, the basic structure of the designs 
appears to embody their value of balance, 
harmony, and order—concepts fundamental 
to the Navajo way of life.

Titusville, New Jersey 

NOTES

1 Witherspoon (1987:107 Footnote 5) 
argues to the contrary, noting that "weaving 
was a cultural trait in Northern Athabaskan 
country." "Weaving expresses Navajo pride, 
power and identity...that is why the Navajo 
vehemently reject scholarly speculations that 
they learned to weave from the Pueblos and 
adopted most of their motifs from alien 
sources" (Witherspoon 1987:103).

2 However, from a structural point of 
view, the terraced patterns on many Navajo 
baskets and sarapes are arranged by different 
symmetries. For example, on Navajo 
wedding baskets, two rows of stepped 
triangles are separated by a red band. 
Because of the outflaring shape of the tray, 
the outer row has more elements than the 
inner row, with the result that the two bands 
of motifs are not opposed in horizontal- 
mirror-re flection symmetry pmm2 or 
interlocked in pma2 symmetry as they are on 
the sarapes. Rather they are separate bands,

each with p m ll (vertical mirror reflection) 
symmetry, although with the red band in 
between, they appear as a unified design. 
Thus, while the Navajo may have transferred 
the terraced-triangle element from their 
basketry to textiles, they did not transfer the 
arrangement of these motifs. Yet, on other 
Navajo baskets, bands of other motifs—such 
as stacked triangles, stepped zigzags, and 
crosses—are arranged in the same symmetries 
in which they appear on the textiles (see Fang 
and Binder [1990] for examples). The 
critical factor seems to be that the curvature 
of the basket facilitates bands of designs that 
encircle the wall and that have arrangements 
and symmetries that are appropriate to that 
basket shape.

3 For a more theoretical treatment of the 
ability of an analysis of design structure to 
reveal patterns of interaction and change 
through time and space, see the extensive 
discussion in Washburn and Crowe (1988).

4 The figures in this paper are composites 
and simplified versions of Navajo sarape 
designs, not exact reproductions of any 
particular textile. These were designed to 
illustrate the range of blanket layouts and 
band symmetries.

3 See Hedlund's (1990) discussion in 
Beyond the Loom for a description of the 
criteria used to date the textiles.

6 While the last two groups appear to be 
duplicating the previous two, Joe Ben chose 
to separate them because they include 
examples of stylistic trends that extend over 
two decades. I have preserved these
temporal divisions in the first analysis, 
although this overlapping may have
contributed to the inconsistent trends in the
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percentage frequencies in periods D, E, and 
F in Tables 1, 2, and 3.

7 In this analysis the term one-dimensional 
infinite band refers to a linear row of 
elements repeated by one of seven geometric 
symmetries. Two-dimensional infinite 
pattern refers to a pattern whose elements are 
repeated in two directions by 1 of 17 
geometric symmetries. Stripe, strip, and 
band are terms frequently used to describe 
designs generated by one-dimensional 
symmetries, whereas patterns refer to designs 
generated by two-dimensional symmetries. 
Finite designs have elements that rotate or 
reflect around a central point. See Washburn 
and Crowe (1988) for an extensive discussion 
of these symmetry classes and the 
nomenclature.

8 The museum numbers in parentheses are 
from textiles in Joe Ben's sample, which 
exemplify the point just made. In some 
cases, an illustration of the blanket has been 
published, and this reference is also given.

9 One of the premises of the structural 
approach to design is the greater stability of

design structure over design elements under 
normal situations of cultural interchange. 
Even in cases of temporary superposition of 
an alien design system, as in conquest 
situations, the local structures persist and are 
sometimes revived (Washburn 1984). 
Although I have not systematically examined 
the Navajo textile output from the post-1900 
period, it would appear that, despite the 
specific directives of traders and customers 
and the shift to production almost solely for 
non-Navajos, the central-horizontal-reflection 
style persists.

Witherspoon (1987) has also proposed 
that the symbols for two significant Navajo 
so-called gods, Born for the Water and 
Monster Slayer, are found throughout Navajo 
weaving in the hourglass configuration of 
two triangles and the linear alignment of two 
triangles respectively. Further, he suggests 
that the diamond, which represents Changing 
Woman as well as the Navajo conception of 
the boundaries of their world, is formed by 
the opposition of two rows of Monster Slayer 
symbols; and the zigzag, which represents 
lightning, is formed by two intersecting 
series of Monster Slayer symbols.
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BASKETS OF THE 
SOUTHERN PAIUTE

Andrew Hunter Whiteford and 
Susan Brown McGreevy

There are hundreds of baskets in 
museum collections that are identified only as 
Paiute. Distinguishing traits now permit 
many to be assigned to particular areas or 
specific bands. This study is based on the 
analysis of three collections that cover a 
century of Southern Paiute history.

INTRODUCTION

Baskets were the key to survival for 
the early Southern Paiute Indians. Without 
the many kinds of baskets they created, it 
would have been impossible for them to 
extract a livelihood from the rugged area in 
which they lived. However, the Paiute knew 
that the desert was only one facet of a region 
that also included verdant mountain meadows 
and highland forests of pine and oak, as well 
as deep .valley oases. The Paiute, whose 
principal subsistence depended upon hunting 
and gathering, utilized them all. Over the 
centuries they developed an encyclopedic 
knowledge of the plant resources of the area: 
their location and harvesting cycles, as well 
as the most efficient methods for gathering, 
processing, preparing, and storing them.

They also learned how to make and use a 
wide variety of baskets that were essential in 
these subsistence activities.

Paiute baskets were technically well 
designed and carefully constructed. Different 
shapes and sizes were utilized for many 
purposes. Even in the earliest days of Euro- 
American contact, when the Paiute were 
disdained because of their apparent poverty, 
their baskets were admired and many were 
purchased or traded to go into museum 
collections. Today there are thousands of 
baskets in collections: most of them labeled 
(if at all) simply as Paiute. This attribution is 
not completely meaningless, but it is 
hopelessly vague and usually misleading. It 
obscures the fact that the people known as 
Paiute occupied an immense region that 
included the entire states of Nevada and 
Utah, the western half of Colorado, and the 
western third of Wyoming, and extended 
from Arizona to southeastern Oregon and 
southern Idaho. To the west it reached into 
California to the Sierra Nevadas and down 
along the Colorado River to Mexico. 
Although the various Paiute groups were not
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organized into tribes or confederations, they 
shared a common language base: "Excepting 
for the Hokan-speaking Washoe, the cultural 
boundaries of the region are coterminous 
with those of peoples who speak languages of 
one of the three widespread branches of 
Numic, a division of the Uto-Aztecan 
language family" (D'Azevedo 1986:8). 
These branches are the Southern Paiute, 
Western Paiute, and Northern Paiute, with 
peripheral additions of the Ute, Eastern 
Shoshone, Southern Shoshone, and Bannock 
(Figure 1).

In addition to a common language 
base, the far-flung Paiute shared a group of 
basic traits in their hunting and gathering 
culture complex. For example, they were all 
basket makers, and Fowler and Dawson 
(1986:727) have pointed out that "twined 
basketry typical of the Numic speaking 
groups in the region is nearly uniform in 
forms, weaves, functions, and nomen
clature." In spite of this statement, these 
authors have done more than anyone to 
define and distinguish the regional variations 
in Paiute basketry. Their article in Volume 
11 of the Handbook o f North American 
Indians demonstrates that some baskets from 
the southwestern section of the region are 
quite different from those of the Northern 
Paiute, and twined water/seed bottles from 
the west are not like those made by the 
eastern peoples. Their work alone makes it 
unacceptable to designate baskets in museum 
catalogs and also in book illustrations as 
nothing more than Paiute.

COLLECTIONS CITED

In this article we have attempted to 
define and describe some of the basket types 
that are distinct to some particular bands or

are shared by several of them. (Note: some 
writers refer to the local groups as bands 
[Kelly and Fowler 1986:368]; others reject 
the use of the term.) In this analysis our data 
are derived from three collections of 
Southern Paiute basketry. The earliest 
collection examined is the Powell Collection 
in the Smithsonian Institution, which was 
acquired between 1867 and 1880. We have 
also used the excellent analysis of the 
collection by Fowler and Matley (1979). 
The second collection, housed in the
Laboratory of Anthropology, Museum of 
New Mexico, was compiled by the 
anthropologist, Isabel T. Kelly, during her 
fieldwork in the 1930s. The most recent 
collection was assembled by William Beaver 
during the 1970s and 1980s and is now in the 
Indian Arts Research Center of the School of 
American Research in Santa Fe. These three 
collections span a time period of approxi
mately a century and include baskets from 
the entire Southern Paiute region.

This region includes the narrow 
section of Arizona between the Utah border 
and the Grand Canyon of the Colorado. The 
area extends from the small San Juan 
extension south of the Colorado River in 
north-central Arizona, across southern Utah 
and Nevada, and southward along the 
Colorado River into southeastern California. 
It constitutes a territorial band that extends 
along the north side of the Colorado River 
and is no more than 320 km (200 mi) at its 
widest. At one time there were 16 bands 
living here, most of them within 120 km (75 
mi) of the river (Figure 2).

The Powell Collection includes 
baskets from only the Kaibab, Uinkarets, 
Shivwits, and Moapa bands, but they suffice 
to give evidence of the early forms that were
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Figure 1. Map of Paiute linguistic groups (Miller 1986:99).
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typical of these people in the 1870s. Kelly's 
1930s research was concentrated upon the 
four eastern bands: the Kaiparowits, San 
Juan, Panguitch, and especially, the Kaibab. 
Her unpublished research dealt also with the 
Shivwits, Moapa, Las Vegas, and 
Chemehuevi. The Beaver Collection consists 
almost exclusively of San Juan Paiute baskets 
made in the 1980s. Both Kelly's and 
Beaver's collections are exceptionally well 
documented.

HISTORIC SOUTHERN PAIUTE 
BASKETS

A number of basket traits were shared 
by all the Southern Paiute. For example, 
they all made and used large, conical burden 
baskets, shallow trays for winnowing and 
parching seeds and pinon nuts, pitch-coated 
water jugs, and seed beaters or fans for 
knocking grass seeds and berries into 
carriers. There were variations in their 
forms and manufacture, but all the bands 
possessed this basic inventory of baskets.

Twining was highly developed and 
was predominantly twilled: over two warps, 
and slanted up to the right. Although this 
technique was not used in the same way by 
all bands, burden baskets, parching trays, 
and water/seed jars were generally twined. 
Coiling was usually done with foundations of 
two or three stacked rods or splints, but some 
three-rod bunched baskets were also made. 
They were all coiled from right to left and 
the stitches were not interlocked. The 
Chemehuevi were exceptions to the rule, 
because they often coiled their baskets in the 
opposite direction.

Materials used in making and 
decorating baskets were the same for all of

the Southern Paiute. The basic material was 
squawbush sumac (Rhus trilobata). Willow 
(Silex sp.) was sometimes used, but it was 
considered inferior. Decoration was rare and 
consisted of simple bands or figures woven 
into the basket with dark splints of devil's 
claw (Martynia sp.), or Joshua tree root 
(Yucca brevifolia) or with light-colored bark 
scrapings from sumac. Occasionally 
overpainting was done.

Jar and Bottle Forms

In the semidesert area of the Southern 
Paiute, water bottles were critically 
important. Many of them were coiled, 
usually with two-rod stacked foundations, 
and were covered with pine pitch inside and 
out. Coiled jars were more common in the 
eastern bands, among whom twined jars were 
rare. A few eastern coiled water jars were 
made with nipple bases, possibly in imitation 
of Walapai bottles, but the majority had 
globular bodies and relatively straight necks, 
a type very similar to those of the Navajo 
(Figure 3a). They were often rubbed with 
red mineral powder. The Hopi and Navajo 
frequently traded with the San Juan band for 
water bottles (Bunte and Franklin 1987:292).

Among the Moapa and in the bands to 
the west of them, jars and bottles were 
frequently twined, and some of them had 
pointed bases (Figure 3b). Many were 
unpitched, to be used as containers for small 
seeds, and they were often decorated with 
bands of three-strand twining. The finest of 
these graceful basket jars were made by the 
Moapas and by bands of the Southern Paiute 
to the West of them, such as those in the 
Owens Valley of California. Others were 
produced by the Northern Paiute (Fowler and 
Dawson 1986:709, Plate 2).
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Figure 3.
a. Coiled and pitched water jug, San Juan, 1932, 27.9 x 20.3 cm (11 x 8 in.). SARC, 

No. 1091/12.
b. Twined and pitched water bottle, Moapa, model collected by Isabel Kelly, 43.5 x 

26.7 cm (17 \  x 10 Vz in.). SARC, No. 9965/12.
c. Twined treasure basket, Las Vegas, Collected by Isabel Kelly, made by Mary 

Ann, 17.1 x 18.1 cm (6 3A  x 7 \  in.). SARC, No. 9982/12.
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Made in the same twining technique 
as the water/seed jars are a number of small 
olla-shaped treasure baskets in the Powell 
Collection that have black or brown linear 
designs worked in them. Two of them are 
given Shivwits and Kaibab provenences 
(Fowler and Matley 1979:114), and an 
example was made for Kelly at Las Vegas 
(Figure 3c). Splints dyed black or brown, 
strips of bark, or devil's claw was used for 
the designs. These baskets and some 
decorated bowls indicate clearly that as early 
as 1870 some of the Southern Paiute were 
decorating their baskets, although both 
Kelly's and Beaver's informants insisted that 
they had never made decorated baskets before 
1907.

Burden Baskets or Carriers

The Southern Paiute carried 
everything in baskets: water, food, fu e l- 
even babies. Large things, such as mescal 
hearts or firewood, were usually carried in 
baskets with open, or spaced, weave; small 
items such as seeds and berries went into 
baskets that were tightly coiled or twined. 
They were all semiconical in shape with 
leather or canvas reinforcement caps on the 
base and double rim rods for extra strength. 
Twined baskets were desirable because the 
stiff, whole-rod warps made them strong and 
yet they were relatively light in weight 
because of their cross twining of slender weft 
splints.

Both closed and open-twined carriers 
are recorded for the Kaibab and all the 
Southern Paiute bands west of them. A few 
of the finely twined carriers were decorated 
with brown or black bands of wavy lines, and 
most of them had a strip of three-strand 
twining just below the rim (Figure 4a). It is

difficult to identify precisely which band 
made any particular carrier, but Southern 
Paiute specimens can generally be 
distinguished from those of the neighboring 
Havasupai and Walapai by their relatively 
straight sides (no basal nipples) and the three- 
strand twining below the rim. In addition to 
twined carriers, a few bands, such as the 
Kaibab and Cedar, also made coiled carriers 
with two-stacked-rod foundation and a few 
were made at San Juan with yucca bundles,

Seed Beaters

These effective implements probably 
came into the Great Basin area at the time 
Numic peoples migrated from California 
about A.D. 1100 (D'Azevedo 1986:8). They 
have not been found in the early prehistoric 
horizons of the Basin or the Southwest. 
Basically these beaters are the same in all 
bands, but there are different styles. They 
are woven in open-work twined wicker and 
shaped like paddles or long, narrow triangles. 
Many have handles, which are often wrapped 
with cloth. And from the Kaibab to the Las 
Vegas band, the front edge has a fender made 
of a flat piece of wood or a strip of metal. 
These fenders increase the efficiency of the 
beater and also protect the working edge 
from wear. None of the beaters made by the 
San Juan Paiute in the 1980s had fenders 
(Figure 4b, d).

Winnowing and Parching Trays

Almost any shallow tray can be used 
to parch seeds and nuts by shaking them with 
hot coals, but it has been said that coiled 
baskets are particularly effective because 
their structure spreads and maintains the heat 
better than twined baskets. Most of the 
Southern Paiute coiled trays were made with
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Figure 4.
a. Carrier, open twine, Shivwits, collected by Isabel Kelly, made by Annie Barrison,

54.0 x 44.5 cm (21 Vt x 17 Vz in.). SARC, No. 9976/12.
b. Seed beater, open twine, Las Vegas, collected by Isabel Kelly, made by Mary Ann,

6.0 x 18.4 x 4.0 cm (2 3/8 x 7 Vi x 15 3A  in.). SARC, No. 9953/12.
c. Coiled parching tray, coated, Shivwits, collected by Isabel Kelly, made by Ida, 6.4 

x 36.8 cm (2 Vz x 14 Vz in.). SARC, No. 9956/12.
d. Seed beater with fender, open twine, Shivwits, model collected by Isabel Kelly, 8.3 

x 1.3 x 47.6 cm (3 V* x Vz x 18 3/4 in.). SARC, No. 9992/12.
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two stacked rods, and a few had foundations 
of three bunched rods. Kelly found coiled 
trays only among the Shivwits, but Powell 
collected some also from the Kaibab and 
Uinkarets, and the San Juan demonstrated 
their use in the 1980s. Some of these, and 
also some twined trays, were coated with a 
mush of cactus leaves to protect them from 
the burning coals (Figure 4c).

Circular coiled trays were also used 
for winnowing, but twined trays were lighter 
to handle, and many were designed in 
trianguloid forms with a deeper section at the 
broad end. With these trays the mixture of 
kernels and shells could be tossed in the air 
very easily so the chaff could be carried away 
by the wind. These finely constructed
baskets are documented in the Powell 
Collection from the Shivwits, and probably 
some were from the Uinkarets and the 
Kaibab. The Kaibab, Shivwits, and Moapa 
made examples for Kelly (Figure 5a), but 
none have been recorded from the San Juan 
band. Among the eastern bands, 
parching/winnowing trays were often made 
in spaced or open twining, but the western 
bands (Owens Valley), the Washoes, and also 
the Northern Paiute made close-twined trays 
that were often decorated (Fowler and 
Dawson (1986:713).

Circular Bowls

Bowls of various sizes and depth were 
made for eating and storing food by almost 
all the Southern Paiute. They were generally 
coiled with two stacked rods, but coils of 
three bunched rods were occasionally used. 
Shapes varied considerably—hemispherical, 
flat bottomed, or incurved rims. Coiling was 
from right to left, and stitches were generally 
split. The rims were lashed and often

decorated with black diagonal stitches. 
Simple designs in black and/or brown 
stitching were common in the 1870s: spaced 
triangles, rectangles, or bands of interlocked 
diamonds. These early decorated bowls had 
died out by the time of Kelly's work in the 
1930s (Figure 6a).

Some of the most outstanding and 
attractive baskets were made by the 
Chemehuevi. Their fine coiled baskets were 
decorated with refined linear designs created 
with narrow splints of devil's claw and the 
mottled yellows of juncus (7uncus balticus). 
Their decorated bowls, plates, and deep 
globular jars were made to sell and often 
included bird figures, rattlesnakes, bugs, and 
butterflies (Figure 5d). Of all the Southern 
Paiute baskets, those of the Chemehuevi are 
the most likely to be recognized and correctly 
identified.

Among the most common decorated 
Paiute baskets in collections are the coiled 
bowls with black and some yellow designs 
that are still made by the Kaibab and 
Shivwits women (Figure 5b, c). Kelly's 
informants reported that these decorations 
were learned about 1907 in classes at the 
Panguitch school taught by instructors from 
the Moapa and Shivwits bands, where baskets 
of this kind continue to be made (Kelly 
1964:70).

The only other decorated baskets 
produced by the Southern Paiute are the 
traditional Navajo Wedding baskets, which 
have been made by the San Juan Paiute since 
before the turn of the century (Matthews 
1894:202). The Navajo make a few for 
themselves, but many are needed for their 
rich ceremonial complex. The San Juan 
Paiute trade them directly to the Navajo or
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Figure 5.
a. Winnowing tray, twined, Kaibab, collected by Isabel Kelly, made by Minnie Tom,

7.0 x 54.0 x 55.9 cm (2 3/4 x 21 V* x 22 in.). SARC, No.9989/12.
b. Coiled decorated bowl, Parangat, collected by Isabel Kelly, made by Mary Benn, 

8.9 x 27.3 cm (3 % x 10 % in.). SARC, No. 9980/12.
c. Coiled decorated bowl, Kaibab, collected by Isabel Kelly, made by Sarah Frank, 

9.5 x 22.2 cm (3 3/4 x 8 3/4 in.). SARC, No. 9984/12.
d. Decorated olla, Chemehuevi, gift from Michael Harrison, 1932, 14.3 x 17.8 cm 

(5 % x 7 in.). SARC, No. 1038/12.
e. Twined cap, Shivwits, collected by Isabel Kelly, made by Annie Harrison, 12.1 x 

24.8 cm (4 3/4 x 9 3/4 in.). SARC, No. 9916/12.
f. Twined cap, Cedar, collected by Isabel Kelly, made by Minnie Tom, 14.6 x

21.0 cm (5 3/4 x 8 % in.). SARC, No. 9902/12.
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a. Early decorated bowl, Shivwits, two rods stacked, 34.9 x 12.7 cm (13 3A x 5 in.). 
Powell Collection, Catalogue No. 11860, Department of Anthropology, 
Smithsonian Institution.

b. "Navajo wedding basket," made by Paiutes, collected by L. K. Lauermann in 
1930s, 32.4 x 5.1 cm (12 3A x 2 in.). Museum of Indian Arts and Culture/ 
Laboratory of Anthropology, Santa Fe, No. 46349/12

c. Carrying frame, Kaiparowits (?), collected by Isabel Kelly, made by Lucy Rosie, 
55.9 x 54.0 cm (22 x 21 lA in.). SARC, No. 9966/12.

d. Work bowl, yucca sewn, three rod stacked, San Juan, made by Marie Lehi, 22.9 x 
25.4 cm (9 x 10 in.). Beaver Collection, SAR, No. 1984-21-3.

e. Old style coiled bowl, two rod stacked, sumac sewn, San Juan, made by Rose Ann 
Whiskers, 22.9 x 16.5 cm (9 x 6 Vi in.). Beaver Collection, SAR, No. 1986-7-18.

f. Old style coiled bowl, three rod stacked, sumac sewn, San Juan, made by Mabel 
Lehi, 16.5 x 15.2 cm (6 V2 x 6 in.). Beaver Collection, SAR, No. 1984-21-2.
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Figure 7.
a. Parching tray, yucca sewn, two rod stacked, San Juan, made by Mabel Lehi, 41.3 

x 7.6 cm (16Vi x 3 in.). Beaver Collection, SAR, No. 1986-9-12.
b. Coiled tray, three rod bunched, San Juan, made by Rose Ann Whiskers with 

design copied from a picture, 46.4 x 9.5 cm (18 Vi x 3 3A in.). Beaver Collection, 
SAR, No. 1986-7-93.

c. Twined pitch container, ca. 17.1 x 9.5 cm (6 % x 3 3A  in.). Powell Collection. 
Catalog No. 14698, Department of Anthropology, Smithsonian Institution.

d. Two baskets with designs derived from Navajo wedding baskets, San Juan. Beaver 
Collection, SAR. Left, No. 1986-7-40, made by Rose Ann Whiskers, 39.7 x 7.0 cm 
(15 s/8 x 2 % in.). Right, No.1986-7-44, made by Grace Lehi, 32.4 x 8.9 cm (12 3A x 
3 Vz in.).
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Figure 8.
a. Design with Apache-style animals, three rod bunched, San Juan, made by Mabel 

Lehi, 53.3 x 11.4 cm (21 x 4 Vi in.). Beaver Collection, SAR, No. 1986-7-9.
b. Butterfly design, three-rod bunched, San Juan, made by Marilu Lehi, 66.7 x 

16.5 cm (26 ( 4 x 6  V2 in.). Beaver Collection, SAR, No. 1986-7-88.

sell them to traders. The colors and designs 
in these shallow bowls were dictated by the 
Navajo and always consist of an encircling 
red or reddish band edged on the upper and 
lower margins with black terraced triangles 
(Figure 6b). The colors were obtained by 
dyeing the sewing splints with native dyes. 
These shallow bowls are coiled with 
foundations of three bunched rods, sewn with 
sumac, and finished with a herringbone rim. 
Many wedding baskets are still being 
produced even while new designs are created. 
They constitute a dependable source of 
income for the basketmakers, and the demand 
for them probably will continue as long as 
Navajo ceremonies require their use 
(McGreevy 1985).

In the 1980s the San Juan band

experienced a renaissance in basketmaking 
that produced an eclectic variety of designs, 
as well as a revived interest in utilitarian old- 
timer baskets (McGreevy and Whiteford
1985): conical carriers, winnowing trays, 
food bowls (Figures 6d, e, f and 7a), and a 
variety of seed beaters. Stimulated and 
partially guided by the trader William Beaver 
of the Sacred Mountain Trading Post near 
Flagstaff, Arizona, the weavers created a 
range of designs too diverse to describe in 
this short article. Some designs are varia
tions on the wedding-basket pattern (Figure 
7d), some are derived from other tribes, and 
many are concepts that are completely new 
(Figures 7b and 8a, b). The baskets are 
coiled with sumac stitches and three to five 
foundation rods. Two-rod stacked coiling is 
common, and the finest baskets are made
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with slender coils of three bunched rods. 
The colors are produced with devil's claw 
and mountain mahogany root, which are 
almost overpowered by the brighter colors of 
commercial dyes. These recent San Juan 
baskets range in size from very small to 91.5 
cm (36 in.) in diameter, and some of them 
are difficult to distinguish from the decorated 
coiled baskets that have recently been made 
by the western Navajo.

Basket Hats

The photographs and the collections 
made by the 1867-1880 Powell expeditions 
show that Southern Paiute women generally 
wore basket hats to protect their foreheads 
from the pressure of the tump lines on their 
burden baskets. Some classic photographs 
show them in use by Kaibab women, but in 
most cases unfortunately the specific band is 
not identified. Although hats were no longer 
in use in Isabel Kelly's time, members of the 
Moapa, Shivwits and Panguitch bands made 
examples for her from memory (Figures 5e, 
f). Some hats were dome shaped; others had 
pointed tops. According to Stewart's (1942) 
survey, the Shivwits and San Juan women 
wore mammiform hats while Kaibab hats 
were rounded. In Powell's pictures the 
Kaibab hats were distinctly pointed on top 
(Fowler and Natley 1979:123).

Pine Pitch Containers and Unusual Carriers

An unusual type of basket, recorded 
from the Moapa by Powell and from the 
Shivwits and Las Vegas bands by Kelly, is 
small, semiglobular, and pointed at both 
ends, with an opening at the center of one 
side. These little containers were used to 
store pieces of pine pitch before softening it 
to spread on water bottles (Figure 7c).

Two unusual styles of carriers that 
occurred occasionally among the Southern 
Paiute were (1) a conical carrying frame for 
mescal heads, and (2) conical frames covered 
with canvas or other cloth. The mescal 
carrier consisted of four service-berry 
(Amelanchier sp.) rods bent into V or U 
shapes, tied together at their bases, and 
fastened to a wood hoop at their upper ends. 
Over this frame was fastened a fitted, open 
net of yucca fiber twine.

The Kaibab people used such a frame 
(Fowler 1986:67), and one was made for 
Kelly (Figure 6c) by a Kaiparowits woman 
(Kelly 1964:162). None have been reported 
from other bands. The canvas-covered 
carriers were simply a convenience at a time 
when basket making was in decline and 
women no longer knew how to make 
traditional carriers or were unwilling to spend 
the time necessary to produce them. None 
are mentioned or illustrated by Powell.

CONCLUSIONS

It is obvious that, for many years, the 
Southern Paiute have not depended upon 
baskets in the ways they once did. Even in 
the 1870s Powell found that their traditional 
crafts were disappearing. In the 1930s the 
Kaibab people told Isabel Kelly that they had 
not made burden baskets for a long time. 
And the San Juan Paiute said they were 
functionally extinct by the beginning of this 
century. But both they and the Kaibab still 
remembered how to make them, and the San 
Juan made them occasionally for 
demonstration and teaching purposes. The 
disappearance of burden baskets was not 
simply a matter of metal and plastic 
containers replacing baskets, but more 
basically, it was a result of a fundamental
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change in the subsistence pattern: no longer 
was it possible to live off the land by 
gathering its produce.

The subsistence changes were neither 
sudden nor complete. Even after the 
Southern Paiute had come to depend upon 
farming and livestock, they continued to 
gather and utilize the berries, seeds, roots, 
and nuts that had sustained their ancestors. 
In these activities they continued to use and 
maintain the production of various traditional 
baskets. Even when they were employed 
only occasionally and their importance had 
greatly declined, a few of them were 
preserved and occasionally recreated to be 
used.

Nevertheless, the changes in 
subsistence brought about a severe decline in 
basketry, generally. Parching and winnow
ing trays and seed-beaters were only rarely 
employed, and even such ordinary items as 
food bowls were displaced by manufactured 
containers. Pitched water jugs seem to have 
survived longer because they were easily 
repaired, and the people liked the flavor the 
pitch gave the water.

In spite of these changes and the 
losses in the total native inventory, it is 
remarkable that so much was retained in 
memory that so many of the old styles of 
baskets could be recreated for Kelly in the 
1930s, a half a century after Powell had seen 
them, and that the San Juan Paiute still 
remembered them another half century latter.

This memory, as well as the 
occasional production of old time baskets, 
was certainly the basis upon which the

renaissance of basketmaking among the San 
Juan people was built. The old decorated 
styles collected by Powell had disappeared 
long before 1930. The Kaibab and Shivwits 
bands began making different kinds of 
decorated baskets to sell to tourists as early 
as the first decade of this century. And both 
people are still making them. The 
development of commercial baskets made for 
sale rather than for personal use by the San 
Juan women was a later phenomenon, 
although they have been making wedding 
baskets to sell to the Navajo since the last 
century. The fine baskets of the Chemehuevi 
continued to be made until a few years ago.

By the time of the San Juan basketry 
revival, twining had been almost completely 
replaced by coiling, even though the Kaibab, 
Shivwits, and Moapa people still remembered 
twining techniques sufficiently to make a 
variety of trays, hats, and bottle forms for 
Isabel Kelly in the 1930s. In all these groups 
the traditional, two-stacked mode of coiling 
continued to be the most common. The San 
Juan women developed four and five 
bunched-rod techniques and three bunched 
rods continued to be used, especially in fine 
baskets.

School of American Research, Santa Fe 
The Wheelwright Museum, Santa Fe

NOTES

All photographs are by A. H. 
Whiteford. Key to photohraphs: SARC = 
School of American Research Collections in 
the Museum of New Mexico. SAR = 
School of American Research.
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What we take for granted in 
museums—a Navajo blanket which we see as 
a natural artifact of a vanishing society—may 
be, in fact, the product of an extremely 
complicated and unnatural history. In this 
article, I would like to illustrate this point by 
focusing on the histories of two particular 
blankets in the collections of the University 
of Colorado (CU) Museum. I employ 
Kopytoff's (1986) notion that objects have 
biographies, looking at these blankets as 
culturally constructed entities, encoded with 
culturally specific meanings that are 
classified and reclassified during their life 
histories. After outlining the specific 
biography of each blanket, I will briefly 
describe pretrading post-era production and 
exchange relations; I then look at the trading 
post context into which these blankets were 
introduced and acquired by Anglos for use in 
their homes; finally, I conclude by 
considering the meanings they embody in 
their final destination—a museum collection.

BIOGRAPHICAL SKETCHES

The two blankets from the CU 
Museum's collection that I have selected for

UNEXPECTED
HISTORIES:THE CULTURAL 
BIOGRAPHIES OF TWO 
NAVAJO BLANKETS

Teresa J. Wilkins

discussion were chosen for the following 
reasons:

First, sufficient documentation exists 
to permit the reconstruction of a life history 
for each blanket. The two blankets are 
considered together because, while their 
histories are similar, they are not the same, 
and each illustrates different points relating to 
early trading post-era production and later 
use by Euro-American collectors.

Second, examination of the specific 
historical contexts through which the two 
blankets have moved clearly demonstrates 
that Navajo textiles were not the unchanging 
products of unchanged cultures that early 
collectors, perhaps, believed them to be 
(Hinsley 1992) .

The two blankets I will discuss were 
both produced for the Hubbell Trading Post 
around 1900 by one or two unnamed weavers 
who were inspired by a single painting of a 
Classic-style serape that J. L. Hubbell 
commissioned from Anglo-American artist E. 
A. Burbank (Figure 1). The painting was 
one of 74 known canvases produced under
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Figure 1. E. A. Burbank painting. U.S. 
Department of Interior, National Park Service, 

Hubbell Trading Post National Historic Site, 
catalog No. 3524

Hubbell's direction in an effort to revive the 
craft-newly-regarded-as-art of Navajo weav
ing (Boles 1977). 1

The Hubbell-commissioned painting 
by E. A. Burbank illustrates a striking and 
densely integrated symmetrical design 
scheme representative of the Classic period 
of Navajo weaving (prior to 1865). Its 
overall horizontal layout is brown and white 
terraced zigzags and diamonds, terraced 
quarter- and half-diamond end panels, and 
diamond stripes all on a red ground. The 
layout calls to mind the magnificent blankets, 
mantas, and other garments intricately woven

of handspun and raveled yarns that were 
worn and exchanged by Navajo people prior 
to their internment at Bosque Redondo. The 
additional motif of quartered and stacked 
diamonds is characteristic of blankets woven 
during the Late Classic and Transition 
periods (1865 to 1900), also for both use and 
exchange (Hedlund 1990; Kent 1985; Wheat 
1977, 1981, n.d.). These blankets bear a 
striking resemblance to the Burbank painting, 
which is their source. However, each design 
was slightly altered from that of the painting, 
and neither conforms to the exact dimensions 
written on the painting, suggesting that the 
weaver or weavers were asked, or chose, to 
use the painting as an inspiration or guide, 
rather than copying exactly from the painting 
to the woven textile.

One blanket (UCM 33317) was 
collected by Henrietta Grinnell Cole, a 
Presbyterian missionary to Two Grey Hills 
from 1898 to 1905. It was woven in red, 
blue, black, and white of four-ply 
Germantown commercial wool yarn, com
monly used by Navajo weavers from 1875 
until about 1910 (Wheat 1977, n.d.). Unlike 
many blankets surviving from the period, this 
one does not exhibit wear patterns 
characteristic of indigenous use as a garment. 
It is, in fact, in excellent condition, leading 
one to assume that it was acquired when new 
and was well cared for until the present. 
Cole acquired a large number of objects 
during her stay in the Southwest (Figure 2), 
and more than 200 objects from her 
collection are presently in the collection of 
the University of Colorado Museum (UCM 
Henrietta Grinnell Cole Archive).

The second blanket (UCM 38168) 
was woven of silk floss yarn, not commonly
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Figure 2. Henrietta Grinnell Cole home. Collection of Dorothy Goodwin.

used by Navajo weavers in their blankets. 
Dr. Joe Ben Wheat's intensive investigation 
into early Southwestern weaving revealed 
four silk blankets, all of this same pattern, 
that were produced at Hubbell Trading Post. 
Two blankets were commissioned by Hubbell 
and given to his daughters. One blanket was 
commissioned by Hubbell's sometimes 
partner, C. N. Cotton, and the fourth (Figure 
3), now in the collections of the University 
of Colorado Museum, was purchased from 
the Hubbell Trading Post in 1896 by a 
wealthy Milwaukee collector named Rahr. 
Wheat, then the University of Colorado 
Museum's Curator of Anthropology, 
acquired it from a dealer in the 1970s for the 
Museum's collection (Wheat, personal 
communication 1988). It, too, is in excellent 
condition, a sign of careful handling during 
its nearly 100-year existence.

Having described the histories of the 
two blankets, I will briefly summarize what 
is known of production and exchange of 
Navajo textiles during the pretrading-post era 
and the time during which the two blankets 
were woven.

NAVAJO TEXTILE PRODUCTION 
AND EXCHANGE PRIOR TO THE 

TRADING POST

Spanish documents note that in 1706 
Navajo weavers were producing enough 
finely woven garments not only for their own 
use but also for exchange with outside groups 
as well. Little information exists to indicate 
the exact nature of that production and 
exchange, but Wheat's study provides us 
with a general understanding of those 
conditions.^ For instance, we know that
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Figure 3. Navajo silk blanket. Collection 
of University of Colorado Museum 

(UCM 38168). Photo by Ken Abbott.

Navajo women wove these textiles of wool 
yarn spun from fleece of their own churro 
flocks. (Those churro sheep were brought to 
the Southwest by the Spanish.) We also 
know that, during the eighteenth and 
nineteenth centuries, these textiles were the 
objects of extensive exchange relations with 
other Southwestern Indians, Indian neighbors 
to the north and east, Mexican peoples, and 
Spanish settlers in what is now New Mexico 
(Wheat 1977, 1988). Further, we know that, 
even at this early date, the Spanish attempted 
to influence the production of blankets. At 
least one Spaniard, Vicente Troncoso, in 
1788 attempted to shape the product by 
introducing different materials "in order that

with these making them more showy they 
could command a better price" (Correll 
1979:87, as cited in Wheat 1988).

With the 1863 U.S. Army roundup of 
the Navajo and their internment at Bosque 
Redondo, the people lost their land base and 
their sheep. While at Bosque Redondo, and 
after they were allowed to return to what is 
now Navajo Reservation land, the Navajo 
people were subsidized by the U.S. 
Government with supplies of commercial 
clothing, commercial wool yarns, and later, 
flocks of sheep. Not only had weavers been 
suddenly and forcibly separated from their 
means of production through the loss of a 
land base and sheep, but also the availability 
of commercial clothing and blankets 
undermined the indigenous clothing market.

A new market force was emerging, 
however, in the form of souvenir sales to 
Anglo-Americans. Instead of producing 
garments mainly from indigenous materials 
and for indigenous use, weavers were faced 
with the need to produce a commercial 
product from commercial materials. Even 
with the return to Reservation lands and the 
gradual restoration of flocks of sheep, the 
conditions of textile production could not 
return to what they had been before the 
internment. The new sheep were cross-bred 
churro and merino, whose fleece was too 
greasy and short-stapled to produce a very 
fine yarn using the Navajo spinning 
techniques. Resulting yarns were thicker and 
greasier and, consequently, did not absorb 
dyes as evenly as had the fine, relatively 
greaseless yarns produced from churro fleece 
(Wheat 1977).

Through Wheat's archival and 
materials research, we know that there was a
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lively exchange in blankets prior to the 
establishment of permanent trading posts. 
What we do not know is the precise nature of 
those exchanges. Were they strictly commer
cial transactions? Or did they have primarily 
social value—as is often the case in 
noncapitalist systems of exchange (Appadurai 
1986; Gregory 1982; Strathern 1988; 
Thomas 1991)?

W. W. Hill (1948) offers an account 
of Navajo trading among indigenous peoples, 
which suggests that social relations were, 
indeed, valued in exchange transactions. 
Hill's account was gleaned from interviews 
conducted during the 1940s with Navajo 
informants from the central and eastern parts 
of the Navajo Reservation. Informants 
discussed their own past exchange activities— 
events that took place during the early trading 
post era and, perhaps, prior to that time. 
According to Hill's informants, the most 
desirable exchange transactions were not 
those in which a quick commercial 
transaction was made, with each party 
looking for the greatest material gain. Rather 
people preferred to exchange occasionally, 
when groups of people were gathered, 
displaying goods, exchanging songs as well 
as goods, feasting, dancing, and staying with 
friends over the course of several days. This 
type of transaction was, in fact, not viewed 
by the Navajo informants as trade. "All 
informants stressed the factor that the 
relationships constituted merely an exchange 
of gifts and that negotiations were on this 
basis...'You would not trade with a friend; 
that would not look right'" (Hill 1948:383). 
As we shall see, the relational aspect of 
exchange seems to have been incorporated 
into Hubbell's trading post venture.

Such were the conditions operating on

Navajo textile production and exchange at the 
end of the nineteenth century when the first 
permanent trading posts were established on 
the Navajo Reservation and the two blankets 
were produced (Wheat 1977, 1981, 1988, 
n.d.).

THE HUBBELL TRADING POST

The phenomenon of the trading post 
generally—and the Hubbell Trading Post is a 
particularly good example of this—involved 
further transformation in the conditions for 
textile production.

Wheat (1988:70) has written that by 
the late 1870s, when J. L. Hubbell and C. N. 
Cotton established their post at what is now 
Ganado, Arizona, "the Navajo had been 
supplying the curio trade for three decades." 
Exchange of blankets to non-Indian people 
was nothing new. What was new was the 
institutionalization of a permanent and 
centralized locus of exchange with the trader 
as intermediary between weavers and 
consumers.

The Hubbell Trading Post, as 
developed and operated by J. L. Hubbell, 
embodied several new conditions important 
to Navajo textile production and exchange 
around 1900.3 Through the development of 
a direct relationship between weaver and 
trader, each acted in particular ways to 
change the material and aesthetic 
characteristics of Navajo woven textiles and 
to change the conditions within which Navajo 
women produced their blankets. The early 
trading-post era also marked the beginnings 
of a trader-developed, conscious rep
resentation of Navajo weavers and their 
products to an Euro-American consumer 
market.
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As previously stated, Navajo weavers' 
relationships to their means of production 
(i.e., land, sheep for wool) were permanently 
changed by the internment at Bosque 
Redondo and subsequent return to 
Reservation lands. Wheat (1977, 1981, n.d.) 
has described the drastic decline in the 
quality of fleece available to Navajo weavers 
as a result of the loss of their churro flocks. 
After Bosque Redondo, weavers were more 
and more dependent upon outside sources for 
both obtaining and processing their raw 
materials, and Hubbell Trading Post was one 
such permanent source. Hubbell stocked 
materials such as Germantown commercial 
wool yam and synthetic dyes, and 
occasionally more exotic materials such as 
silk. He also made suggestions to weavers 
about what he considered appropriate yarns, 
colors, and design styles. Textiles were 
exchanged for food, commercial raw 
materials, money, and combinations of 
these—a practice that continues in the present 
(Hedlund 1992). In addition, Hubbell 
employed weavers to produce textiles at the 
Post, thereby compartmentalizing the activity 
of weaving from the other daily tasks with 
which it was traditionally mingled (Reichard 
1968). The two blankets that are the subject 
of this paper were likely produced under 
these conditions.

Beginning in the 1890s, Hubbell 
began to exert greater control over the 
production of Navajo blanket/rugs. The 
purpose of this greater control appeared to be 
motivated by his desire to create a product 
suitable to Euro-American tastes. He 
commissioned artists E. A. Burbank, H. B. 
Judy, Bertha Little, and H. G. Maratta to 
produce perhaps as many as 100 small 
paintings to be used as studies from which 
weavers could pattern their work and

customers could make requests. Seventy- 
four of those paintings exist at the Hubbell 
Trading Post today (Boles 1977).

Many of the paintings appear to have 
been copies of nineteenth-century blankets, as 
does the painting discussed in this paper 
(Figure 1), while some paintings bear little 
resemblance to designs used previously in 
Navajo weaving. To the extent that Hubbell 
orchestrated the selection of painting designs, 
they signify the trader's (non-Navajo) ideas 
about what constituted an authentic, 
traditional, and marketable product.

What conditions made way for the 
changes effected in textile production that 
occurred at Hubbell's post? Martha Blue 
(1986:13) points to the friendships between 
Hubbell and many Navajo people as the 
"genesis of Hubbell's success as a trader." 
She also characterizes Hubbell's exchange 
negotiations as flexible in pricing and less 
direct than typical commercial transactions. 
She mentions that the post was often a center 
for community activities. Thus, in addition 
to providing a means of livelihood for many 
Navajos, Hubbell also provided a context 
amenable to Navajo sensibilities regarding 
exchange relations. This latter point almost 
certainly accounts for his relative success in 
negotiating changes in the processes of 
production and the appearance of the final 
product.

The two blankets I am focusing on 
here are particularly fine examples of 
Hubbell's attempt at an aesthetic revival 
based on their resemblance to Classic-period 
Navajo garments. They also illustrate a 
particular chain of unnatural transformations 
effected upon the products from Navajo 
weavers' looms. We can follow the design
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from its likely origins in a mid-nineteenth 
century Navajo-produced wool garment, 
through its translation into a miniaturized, 
two-dimensional watercolor painting by 
Anglo-American artist E. A. Burbank, in 
which it served as a model for reproduction, 
as evidenced by suggestions of proper 
dimensions. From that point the design was 
then reintroduced by the trader Hubbell to 
Navajo weavers, who then adapted it to the 
production of collectible blankets or rugs that 
were then sold to Hubbell for the purpose of 
sale to a Euro-American consumer. In spite 
of this rather complicated process of cross
fertilization and White intervention—from 
Navajo weaver's blanket to artist's rendering, 
to Hubbell's model, to Navajo weaver's 
inspiration, to Hubbell's commodity, to 
collector’s art/collectible, to museum collec
tion—the end product is nevertheless 
recognized as an authentic Navajo product.

The particular transformation that 
resulted in the production of the silk blanket 
may represent a limited experiment for some 
specific purpose (Figure 2). As previously 
mentioned, Wheat's study revealed the 
existence of four silk blankets, all woven in 
the same pattern. The circumstances of 
Rahr's purchase in 1896 of the silk blanket 
now in the University of Colorado Museum's 
collection are not known. Because of the 
uniqueness of this type of blanket, one might 
guess that it was commissioned. Or perhaps 
Hubbell and Cotton commissioned several 
silk blankets at once, and Rahr happened to 
be on hand for a purchase. We can only 
speculate on the circumstances and intentions 
of the weaver or weavers in producing these 
silk blankets. In all likelihood, however, 
they were trying to make a living under the 
best conditions possible at the time (Wheat, 
personal communication 1988).

FROM TRADER TO COLLECTOR

When blankets were marked for 
exchange from a trader to a Euro-American 
consumer, they were valued according to a 
monetary standard. Once the transactions 
were completed, transferring the two blankets 
in question from the Hubbell Trading Post to 
their respective new owners, they were each 
recontextualized to represent categories of 
meaning important in the Euro-American 
world. Both blankets became part of larger 
collections, one a souvenir representation of 
a missionary life and work in the Southwest, 
the other recognized in the Euro-American 
world as Indian art.

Analysts have argued that, at the time 
the two blankets were purchased from the 
Hubbell Trading Post, building collections of 
objects was a part of a larger U.S. nation
state building process that defined and 
incorporated regional identities. Objects 
produced by Indian people of the American 
Southwest were particularly attractive to 
collectors looking for images of nature and 
stasis to juxtapose against their own rapidly 
changing American industrial socio-economic 
context. In contrast to machine-made goods, 
Indian blankets appeared utilitarian and 
personal, if artful (Hinsley 1992). It is 
significant that collectors looked to the 
objects of primitive Others to construct their 
ideal of the handmade. Hence, the it held the 
appeal of an authentic blanket, even if it did 
not bear the wear patterns of authentic use as 
a garment.

The Germantown wool blanket, 
patterned after the blanket painting, was 
collected by Henrietta Grinnell Cole, a 
missionary to the Two Grey Hills and Chinle 
areas between 1898 and 1905. The precise
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circumstances under which she acquired this 
particular blanket are not known. We 
assume the blanket was purchased directly 
from the trading post, because of its excellent 
condition, especially relative to other textiles 
collected by Cole. Support for this 
assumption is contained in diary entries that 
indicate that she was acquainted with Hubbell 
and made purchases from the Post.

In general, however, she appears to 
have made every effort to build her collection 
of older, used blankets. Her diary, for 
instance, contains the following notations 
regarding blanket collecting:

May 3rd, 1899, My little boy gave 
me a blanket...Tues. Feb. 26, 1901 A 
girl gave me a little blanket—so I 
gave her six yards calico...June 6th... 
saw the squaws weaving blankets...I 
also saw some Utes & bought an old 
time Navajo blanket (This was in a
place called______ ) of [sic] them for
one dollar. It is hard to find these old 
blankets and I was glad to get it if it 
was old [UCM Cole Archive].

We can only speculate on the meaning 
that old blankets held for Cole and others like 
her. Were old blankets, having been worn 
by Others as garments, viewed as more 
authentic representations of a purer, more 
natural past, making their recontextualization 
more meaningful to a Euro-American 
consumer? Was there a Boasian-style 
conflation of age with superior 
craftsmanship, or did they indeed adhere to a 
standard of technical and aesthetic quality 
perceived as superior to those being produced 
at the time (Jacknis 1991)? Were 
contemporary textiles less meaningful 
because they were produced specifically for

Euro-American recontextualization?

Though we do not know details of the 
personal motivations for the collectors of the 
two blankets, the Victorian-era photograph of 
Henrietta Grinnell Cole's assemblage in her 
home records a shift in cultural context that 
is an important occurrence in the biography 
of this particular blanket. Cole's assemblage 
effectively brings many histories of particular 
objects and persons together and transforms 
them into one history of Cole's experience. 
In this sense, Cole used the assemblage of 
objects in her own self-creation, with the 
Germantown blanket representing her own 
contact with the Hubbell Trading Post during 
the period (Stewart 1984).

Both blankets left the context of 
private collector ownership when they were 
made a part of the collections of the 
University of Colorado Museum. The silk 
blanket was collected as a singular 
acquisition, while the Germantown wool 
blanket was transferred into the museum 
context along with much of the Euro- 
American missionary's collection.

CONCLUSION

The current phase in the lives of the 
two blankets involves their role as significant 
parts of a larger research collection of 
Southwestern textiles that represents the 
material production of Southwestern weavers 
from before European contact to the present. 
Joe Ben's development of this collection and 
its research significance are addressed 
elsewhere in this volume and in Hedlund 
(1990). As with the assemblages of private 
collectors, museum collections are 
constructed as entities with stories to tell. 
Wheat's words about a 1989-1992 UCM
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exhibition, entitled Beyond the Loom: Keys to 
Understanding Early Southwestern Weaving, 
eloquently tell the story of the University of 
Colorado Museum's collection:

The theme is the how and why of 
Southwestern weaving, and the 
historic framework that binds the 
several traditions together. The story 
is about the interplay of the various 
weaving groups, the growth of design 
styles, the use of exotic as well as 
indigenous materials, and how they 
have, through time, created a 
magnificent heritage of southwestern 
weaving among the Pueblo, Spanish, 
and Navajo [Hedlund 1990:3].

Tracing the complex events that produced 
these two documented blankets from the 
Museum's collection reveals how unexpected 
object biographies may be.
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NOTES

1 Wheat's study has revealed six additional 
blankets in museum and private collections

patterned after the same painting. He, in 
fact, studied museum collections prior to his 
survey of the collections at the Hubbell 
Trading Post, and, after seeing several 
blankets patterned in this way, assumed there 
was a painting of this pattern at the Post. On 
an initial survey of paintings at the Post, he 
was surprised when he did not find a painting 
of the pattern. However, during the course 
of his stay at Hubbell's, a box of materials 
from another Hubbell Post was unpacked, 
and this painting was inside

2 Southwestern textile scholars, curators, 
and collectors are indebted to Wheat's 
meticulous study of thousands of South
western textiles in museum and private 
collections. Paying careful attention to 
designs, materials, technical features, collec
tion histories, and related archival 
documents, Wheat developed a chronology of 
the development, through time, of weaving 
in the American Southwest. (See Hedlund 
[1990] for a detailed description of his 
research methodology.) His study changed 
our understanding of the historical context 
and significance of individual textiles and 
serves as a cornerstone in the pursuit of a 
cultural historical interpretation.

3 See McNitt (1976) for a detailed 
description of all of Hubbell's trading 
activities, including experiences other than at 
the Ganado Post.
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