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Polly Schaafsma’s Indelible Mark

A

s the essays in this special edition demonstrate, Polly Schaafsma’s influence on the field of rock art studies covers a wide swath of both geographical territory and time. Not only has she spent over half a century
documenting and interpreting rock art, she has also changed the way historians, anthropologists, and archaeologists understand the precontact period
throughout the present day Southwest. Schaafsma has tracked different production modes, motifs, and iconography throughout the Great Basin, Colorado
Plateau, and beyond. According to R. Gwinn Vivian, “She is an anthropologist with a long career observing, recording, and describing pictorial images
created by past, recent, and present Native peoples of the Greater Southwest.”
Working alone, and with others, Schaafsma has documented over two thousand
years of image creation, identified different rock art styles ranging from representational to abstract, and then helped to reconnect those different styles more

Erika M. Bsumek is associate professor of history at the University of Texas at Austin. Her
research and teaching areas include Native American history, environmental history, the history of consumption and production, and the history of anthropology. Her book, Indian-Made:
Navajo Cuture in the Marketplace, 1868–1940, was published by the University Press of Kansas
in 2008. She has also co-edited a collection of essays on global environmental history titled,
Nation-States and the Global Environment: New Approaches to International Environmental History (Oxford University Press, 2013). Her current research project explores the social and environmental history of the area surrounding Glen Canyon on the Utah/Arizona border from the
1840s through the 1980s and she is currently working on a book titled, Damming Zion: Mormons, Indians, and Ecological Transformation of the Colorado Plateau, 1840–1980. She is thankful
to the New Mexico Historical Review for the opportunity to guest edit this special edition.
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directly to the cultures that produced them. As Schaafsma notes, rock art can
be a very useful tool because it can help us identify “cultural relationships, patterns of communication, evidence of trade, [and] other types of cultural contact” between peoples of the past.1
Even though rock art can convey much information to scholars, our understanding and analysis of rock art in the region is a relatively recent development, in part because of Schaafsma’s persistence in finding, documenting, and
producing path-breaking scholarship about it. As she noted in Indian Rock Art
of the Southwest, “Rock art in the United States is only now emerging as a subject for general concern to archaeologists and Indian art historians.”2 For many
years, to put it bluntly, archaeologists ignored the writing on the walls of rock,
preferring to work on specific excavation sites rather than the “seemingly enigmatic” art that often surrounded them. That was in part because they often
assumed that rock art lacked a kind of “order” that could be used as a clear
“guideline for analysis.” In short the most obvious source available to archaeologists was often overlooked because it seemed more difficult to classify than the
buildings, objects, and burial sites that could be methodically uncovered, analyzed, and chronicled. Thus, in studying rock art, Schaafsma had to do more
than document, classify, and discern meaning; she had to convince members of
the profession that ancient drawings on rocks actually mattered. Her publications have done that and much more. Browse through any of her seventy-plus
publications, and you will see—in both the illustrations and the text itself—
evidence of a careful and original scholar at work. As the diversity of essays in
this volume attests, her keen analytical eye has inspired scholars working on a
wide variety of geographic areas, time periods, styles, and populations.
So, what exactly is rock art and what can we learn from it? According to
Schaafsma, “Rock art is the product of shared concepts and modes of picturing the world held by members of any given culture at any particular time
and in a particular place. With or without intent, a corpus of mutually understandable iconography distributed throughout a given landscape is a mechanism for asserting identity in space.”3 There are two ways rock art is formed.
One is by the application of paint to rock and the other involves cutting into
the rock surface. Schaafsma notes in the masterful interview conducted by
Sandra Lauderdale Graham that her own background in art history helped
her understand forms as well as “define styles and place them in regional contexts and timeframes linking them to their cultural origins.” As an outsider
to archaeology, I think one of her greatest contributions to the field has been
to reorient the larger discussion about the practice away from the question of
“does rock art constitute art?” In many ways, that kind of question trivializes
the imagery fastened to the landscape by indigenous peoples c enturies ago.
124
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It also undermines how we see the imagery itself. Schaafsma offers an alternative way of looking at rock art. Rather than attempting to impose external categories of artistic value, she has analyzed such images in relation to
the landscape itself. For her, as she notes in this volume’s “Meanderings,” the
placement of the paintings is crucial: “Tied to place, rock art changes and
projects overlays of meanings to landscapes.” But, more fundamentally, she
asserts that “if we want to understand other peoples and cultures we cannot
ignore the images they made.”
Schaafsma has contributed much to our understanding of different peoples,
places, and cultures in the Southwest as well as the processes associated with
the production of cultural meaning. In “Xeroxed on Stone” (reprinted in this
volume), Schaafsma and Will Tsosie note the importance of images of Navajo
Holy People found near the Junction Site (where the Pine River meets the San
Juan River). The question Schaafsma and Tsosie ask is not whether such images
reflect artistry, but rather what can the images found there tell us about Navajo
regional history as “they synthesized their beliefs with Rio Grande Pueblo worldview” and then continued to develop it over time? In this case, the authors
examine and read the rock art in conjunction with other archaeological sites
found in the vicinity of the Junction Site. They reveal that rock art and archeological sites together can yield invaluable information. Working in conjunction with Diné scholars, as Schaafsma does in this article, helps reveal the many
different layers of that information. As the authors note, “Once made, rock art
becomes a dynamic force in the landscape, evoking new meanings as time goes
on and assuming new roles in the historical/cultural process.”
Understanding the historical and cultural processes associated with the production of rock art has led Schaafsma to travel and apply her discerning eye
beyond the Colorado Plateau. As Darla Garey-Sage and Angus R. Quinlan tell
us, while Schaafsma is “best known for her studies of Southwestern and Puebloan rock art traditions” she has also contributed much to our understanding of
the Fremont Indians of the eastern Great Basin. According to Garey-Sage and
Quinlan, Schaafsma has “made a lasting contribution to that field by providing stylistic analyses that refined approaches to abstract motifs and established
rigorous stylistic definition for Fremont anthropomorph styles.” Moreover,
they assert that her attention to style as an analytical construct helped give the
approach “continuing relevance” in the field of archaeology.
Also in this volume, Michael Mathiowetz nicely documents the importance
of Schaafsma’s work “to current understandings of the formation and change of
Pueblo religion and worldview, particularly as viewed through the lens of southwestern and Mesoamerican archaeological and ethnographical studies.” Moreover, he shows us that her work on the kiva murals, also discussed by V
 ivian,
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marks her as unique among her peers. As he asserts, her work on the symbolism
of Pueblo warfare has been especially groundbreaking and has set “the stage for
a forthcoming collaborative publication that . . . elaborates upon and corroborates this historical connection in intervening regions of north and west Mexico
in much greater detail.”
Robert Preucel and Vivian provide additional insight into her career. As
Preucel notes, her work “provides a continuous thread that weaves together the
field’s changing theoretical interests from culture history, to culture process,
to ideology and power, to ethics and stewardship.” By elucidating her cautious
use of the “ethnographic analogy” among other techniques, he shows how she
engages with a variety of techniques and disciplines. In his words, she utilizes
the technique as the “first approximation in an ongoing interpretive process that
is always subject to change in the face of additional information supplied by
new discoveries.” Vivian’s article places her scholarship along a longer continuum of professional development where Schaafsma’s approach to the material
at hand (and interest in subject matter) evolves. He observes that in her earlier work she found that “ironically, or perhaps not, some Kachina Cult iconography, particularly rock art but also including kiva murals, is war related and
often depicts warriors bearing shields and war clubs. Schaafsma observed that
whereas the Kachina Cult served to more strongly integrate individual villages,
war societies within the village functioned to protect community resources and
occupants from predation by neighboring villages. Of equal importance was the
link between the Kachina Cult’s emphasis on bringing rain and obtaining scalps
for increasing rainfall.” Here, her interest in the layout of the community, its ties
to surrounding landscape, and the symbolism found there all come into play
in her larger interpretive schema. Schaafsma relates the larger arc of her own
career in Graham’s interview and provides a deeper personal context that helps
explain this professional evolution.
As the many contributors in this collection attest, Schaafsma’s scholarship
has influenced people working in, and across, many fields. Her career embodies, in some important and fundamental ways, the story of the development of
archaeology and anthropology in the Southwest. My own interest in Schaafsma’s work is a testament to this fact. As I conducted research on the construction of dams along the Colorado River in the 1950s and 1960s, I discovered
Schaafsma’s research and writing. Just as important as the articles she produced
on the images that she found at the Navajo Reservoir, was her own life story.
As the interview in this special edition reveals and her own reflection demonstrates, Polly Schaafsma has documented and analyzed the symbols left by previous generations while making her own indelible mark on our understandings
of the peoples and cultures of the region she has come to call her home.
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Notes
1. Polly Schaafsma, Indian Rock Art of the Southwest (Santa Fe, N.Mex.: School of
American Research, 1980), 3.
2. Ibid., 5.
3. Polly Schaafsma in “The Rock Art of Glen Canyon and Navajo Reservoirs: A Cultural Evaluation for NAGPRA” (unpublished manuscript, Bureau of Reclamation, Salt
Lake City).

B sumek / Polly Schaafsma’s Indelible Mark

127

128

New Mexico Historical Review / Volume 90, Number 2, Spring 2015

A Conversation with Polly Schaafsma
I nterview

and I ntroduction by

S andra L auderdale G raham

•

Southwest Talks

I

met with Polly Schaafsma at her house south of Santa Fe, New Mexico,
twice in January 2013 to record this interview. Why, you might ask, would
an historian of nineteenth-century Brazil with no professional involvement
with rock art, take up this task?
Polly and I first met on a river trip down the San Juan in 1998. A year later,
my husband and I moved to Santa Fe and started a work-in-progress seminar that continued for ten years. Polly became a frequent contributor and we
became friends. Over the years, Richard and I have travelled hundreds of miles
by car, foot, and mule with Polly and Curt Schaafsma, and spent many hours
climbing over rocks and car-camping in remote places to see rock art. It has
been a wonderful and ongoing introduction to the Southwest and to a discipline
and subject not my own.
Whether in seminar discussions, out in the places where images were pecked
and painted on stone, or in casual conversations, we acknowledged our methodological differences and the wholly divergent kinds of sources and evidence
we each rely on. Polly seeks big patterns over extensive geographic regions and
Born in Montana, educated in Colorado, living now in New Mexico, Sandra Lauderdale Graham is at home in the Rocky Mountain west. After completing a master’s degree in sociology
from Cornell University, she taught at La Trobe University in Melbourne and then returned to
the United States to attend the University of Texas, where she earned a PhD in Latin American
History. She has taught history at Mount Holyoke College, the University of New Mexico, and
the University of Texas. She writes about nineteenth-century Brazil, focusing on women—
free and slave, African-born—as well as those who employed, owned, sold, and sometimes
freed them. Currently she is at work on a book that explores the ways Brazilian families in
past times coped with disease, death, poverty, conflict, and divorce. She and her husband live
and work in Santa Fe, New Mexico.
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she traces changes over centuries, while I look for the particular in the up-close
examinations of identifiable persons—a young slave woman, an old woman
from a powerful family, or a freed African-born street vendor—confident that
these single cases can speak to larger matters.1 For Polly there can be no named
persons. She can never know who precisely made the art she labors to interpret,
but she can lay out the orderings of images and compare regions, periods, and
peoples to arrive at plausible and grounded interpretations. In one important
way, though, we share a common purpose: we both aim to retrieve the meanings that shaped past lives. We gather evidence to reconstruct the context of
past events, persons, and cultural expressions. Context gives shape and confidence to interpretation. E. P. Thompson, writing long ago about anthropology
and history, argued that “the discipline of history is, above all, the discipline of
context,” and that each fact “can be given meaning only within an ensemble of
other meanings.”2 Building those ensembles of meanings is endless and essential
to both history and archaeology.
I came to see that Polly has had a major influence on how rock art in the Southwest was transformed into a legitimate subject of inquiry, but I did not fully understand why until this interview. In this rich conversation, she not only relates her
own story to the broader study of rock art, she also recounts how she borrowed
and adapted her methodology from the practices of art historians. Embedded in
this working methodology, she explains, is a critique of archaeology’s dismissal
of rock art as having no accessible meanings. I encountered that dismissal firsthand on a field trip near Santa Fe with a well-known visiting archaeologist who
had been pointing out man-made marks on rocks. One of my companions on the
trip asked what all these markings meant anyway? The archaeologist threw up his
arms in resignation and replied, “Anything you want them to mean.” Rock art, he
was saying, is outside our understanding. Everything Polly does overturns that
view. By taking seriously the admittedly difficult task of interpretation, she registers her respect for the cultures of Native peoples who lived in the Southwest and
inscribed their meanings across this rock-strewn landscape.
Out of this interview comes a history of doing rock art in the Southwest. It is
fitting that the New Mexico Historical Review decided not only to publish it, but
to dedicate an entire issue to the ways Polly’s work has altered the study of rock
art over her nearly fifty-five-year career. It has been a pleasure to do this interview, and to have worked with Erika Bsumek and Durwood Ball to bring it to
the NMHR.
Sandra Lauderdale Graham: Polly, I am struck by the fact that you grew up in
Vermont, went to school in Massachusetts, and then ended up in New Mexico,
a long way from either of those places. How did that happen?
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Polly Schaafsma: Oh, well, that is easy to explain. I got tired of Vermont when
I was ten years old. I went to a cowboy movie and decided that Vermont was
really boring, and the West was for me! That movie alerted me to the fact that
there was a bigger world outside of small Vermont towns, and I wanted to get
out into that world. When I was in college I got a summer job at Mesa Verde and
that changed everything! When I got out here, I quickly found out that Indians
and cliff dwellings were a lot more interesting than cowboys and horses, and I
decided I wanted to be an archaeologist.
SLG: But why the focus on rock art? Why did rock art attract you?
PS: It really didn’t—I hardly knew anything about it—and no one was interested
in it. I used to hike out to Petroglyph Point on Mesa Verde. I liked being all alone
out there in the quiet under the cliffs by the big firs, the smell of the junipers and
piñons in the hot sun, and listening to the buzz of the cicadas. The petroglyphs
were only a destination, and I thought that they were pretty uninteresting—
even irrelevant. What could you learn from that jumble of lines? My background
at Mount Holyoke College was in art history, but I never thought much about
bringing what I had learned from those classes to archaeology at all. As a matter of fact, I didn’t have a plan, but I had a general interest in southwestern
archaeology after spending two summers on Mesa Verde, waiting tables for
tourists. When I went to graduate school, I decided to go into anthropology.
At that time Curt [Schaafsma] got a job as an archaeologist—it was quite accidental getting into rock art, actually—Curt got a job with the Laboratory of
Anthropology on the Navajo Reservoir Project, where they were doing excavations before they built the dam. They needed somebody to do the rock art
study, and since I was getting a degree in anthropology and I had one in art
history, they thought maybe I would be interested in recording the rock art.
I never really set out to study prehistoric art at all. It just happened that way.
But it was early in the history of rock art studies in the Southwest, so I got in
on the ground floor.
SLG: You’ve been recording and interpreting rock art over half a century. From
your perspective, how has the study of rock art in the Southwest changed over
that period? Or has it?
PS: The history of rock art, let’s just say in general, rock art research took off
in the early 1960s. My first publication on rock art was in 1963 on the Navajo
Reservoir. In 1962 there had been some regional surveys published by Robert Heizer and Martin Baumhoff, major surveys of the rock art mostly in the
Great Basin and California. Things were beginning, rock art was beginning to
be noticed, but the construction of Navajo Dam and Glen Canyon Dam were
G raham / Southwest Talks
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the first places in the Southwest where professional archaeological projects were
conducted that included rock art. I worked on the Navajo Reservoir Project
in 1961 and ’62, and Christy Turner was working for the Museum of Northern Arizona recording rock art in Glen Canyon at the same time. The University of Utah was also recording rock art in Glen Canyon. The University of Utah
studies were never published, but the Museum of Northern Arizona published
Turner’s work in 1963. These early reports and monographs, throughout the
West, mainly followed the kind of pattern that science is apt to follow. You go
out and say, well, what’s there? You simply document it and then organize and
describe what you’ve found.
SLG: You make an inventory.
PS: Yes, and you figure out—you recognize stylistic groups and the figure types
that characterize them and the fact that different styles occur in specific regions.
You begin to discern the patterns of rock art over the landscape, and then, if it’s
possible, and it certainly is more possible in the Southwest than almost anywhere, you begin to associate the styles with particular ancient cultures. If you
can link rock art to a particular phase, time period, culture, you can then start
to ask broader questions. In the early years rock art research was largely about
documentation and recording and mapping it out.
SLG: Description.
PS: Recording, describing—and of course that is still going on. That will never
end. But once enough information is accumulated, then you can ask, why were
people making art and how does the art help in understanding their worldviews, cultural values and concerns, and even cultural landscapes? Patterns of
imagery suggest patterns of thought, conceptual systems. What was the function of rock art? To whom did it communicate? How does/did it continue to
communicate long after it was made? How does the presence of imagery on
stones change the perception of place in the landscape where it occurs? Many
studies early on had to do with function, and still do. Studies of the function and
meaning of art in the landscape go through fads, and often those fads are determined by the investigator or the culture of the investigator. For example hunting magic was a popular interpretive strategy for a long time. In the early ’60s,
Heizer and Baumhoff espoused hunting magic as an explanation for why people
pecked sheep and hunting scenes on the rocks of the Great Basin. Later interpretations have presented these scenes as metaphorical and shamanic.
It’s somewhat different when rock art corresponds to the religious iconography of an ongoing culture. In my Navajo Reservoir study, because some of
the rock art was so recent—early eighteenth century or maybe late seventeenth
130

New Mexico Historical Review / Volume 90, Number 2, Spring 2015

century—it had a continuity with the present in terms of the figures represented
and the styles and, because this was religious symbolism and rather standardized, I was able to do some interpretive work right off the bat because I could
relate it to the ethnographic descriptions of Navajo culture, and the content of
Navajo sand paintings.
SLG: The approach that you first took to interpreting the rock art came out of
the particular kind of rock art that you were studying—specific to the Navajo
case—but over this intervening period of fifty years, have your own methodologies changed?
PS: No, not really. What has changed have been the questions I ask regarding
purpose, meaning, the nature of imagery—how does rock art function in a cultural context? What was its role, and which members of a cultural group made it?
These questions are now being broadly asked by lots of rock-art scholars, because
researchers are becoming more sophisticated about what can be talked about,
like the power that imagery exerts or is perceived to embody. I guess researchers today, myself included, are asking many more questions than formerly. If you
had talked about power in imagery in 1960, people would have laughed, but that
has changed significantly. Jane Young’s research on rock art in the Zuni region in
the 1980s certainly explores this dimension in concert with the Zunis themselves.
SLG: Do you think the attitude toward the questions that can be asked—maybe
not finally answered, but discussed—is partly because of you?
PS: To some degree, probably, because at least my work has helped to validate
rock art research and thus provide a platform on which others can stand. But
you would have to ask somebody else [laughter]. That is not for me to answer.
SLG: You talk about art history as a methodology, but you locate yourself as an
archaeologist. Are you an archaeologist with an art historian’s bag of tools?
PS: Right, right, exactly. One of the advantages I feel I had was my background
and training in art history. Sometimes when you’re going through these educational processes you’re really unaware of what is happening, but on reflection I realized, even though I had been looking at the art of Western Europe—it
doesn’t matter—art anywhere, you are taught, actually trained to perceive styles
and nuances and where something comes from—geographic patterns and time
frames and, in the case of Western art, even who painted it. You are taught to
be aware of the fact that the production of imagery is culturally conditioned
and it has a timeframe and you can begin to identify the place and time where
something was produced. The same principles apply to imagery anywhere. So
that gave me confidence in being able to work out and define rock art styles
G raham / Southwest Talks
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that belonged to a specific time and place in the Southwest. The problem is that
most archaeologists don’t have that background. They don’t have any confidence in identifying a style and are not willing to acknowledge that the forms
rock art takes are cultural constructs—they often seem to harbor the notion that
image-making is a whimsical thing and brush it off.
So I’m bringing art history into the archaeological discussion, using it as a
tool to understand the past—as a means of access. If you go to Bluff, Utah, and
look at the cliffs, for example, at one site you’ll find different styles made by
several different cultural groups over several thousand years—Archaic huntergatherers, Basketmakers, later Ancestral Pueblos, Utes—okay, there are four
right there. They’re easily distinguishable and anybody can learn to recognize
those distinctions. It is important. In terms of what you just asked, I do think—
okay, okay, go back. Yes! My work was influential in pioneering the styles and
timeframes for rock art on a broad scale in the Southwest and the northern Colorado Plateau. Nobody else had done that. To that extent I have made a major
impact on describing and organizing the art, placing it in time and with its cultural associations, establishing a framework from which to proceed with new
insights and modifications.
SLG: Over time have you revised those connections between time and style?
PS: I’m just trying to think—time slips and slides, particularly in regard to the
Archaic styles. And some rock art stylistic categories are pretty indefinite, as
opposed to others. Take for example the Mogollon and the abstract things and
little stick figures in red paint. That is a very nebulous area that I might try to
deal with differently today, but overall the main categories have held up, so actually that’s very gratifying. In addition, new styles have been identified in subsequent work by others.
SLG: As more people got involved in rock art over this period, have influences
also worked the other way? Have you been influenced by what other people are
doing in the Southwest?
PS: Well, of course. One is constantly influenced by other people’s work. Jane
Young’s research at Zuni has been very influential—on me, at least—in regard
to strategies of rock art interpretation, particularly because of her collaboration
with the Zunis and her perspectives on the “power” that rock art entails. She
has also demonstrated ways in which interpretations can change rather rapidly,
a valued insight when one works with Native people. Also in the 1980s, rock art
research beyond the Southwest and interests in shamanism and its link to rock
art propelled me to reexamine the Barrier Canyon and other styles in Utah and
to look for content with symbolism of out-of-body experiences and interpret
these styles as evidence for the practice of shamanism in the past—by far the
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most satisfactory approach for the truly ancient rock art in the Colorado Plateau Tradition for which there is no continuity with the ethnographic present.
In both cases, Jane’s work at Zuni and research by people like Solveig Turpin in
the Lower Pecos have influenced my thinking and interpretive approaches.
SLG: How do you account for the growing popularity of rock art?
PS: For one thing, people simply like imagery. All kinds of things came together
in the 1970s to make rock art popular. One of the problems at the time that I
started working in the Southwest was that the general public was getting interested in archaeology, and amateur archaeologists wanted to dig sites, but digging
a site is destructive, so there was a movement to encourage nonprofessionals to
record rock art, a practice that isn’t destructive. So suddenly by the early 1970s,
a huge number of people throughout the West were beginning to come together
as rock art aficionados. In 1974 the American Rock Art Research Association was
established, partly by professionals but largely fueled by the interests of amateurs
who wanted to organize themselves so they would have a means of communicating and a publication and meetings—but this association has always straddled the
amateur-professional boundary. Curt and I are charter members, but I was hesitant about joining because I realized that forming this association would tend to
separate the rock art research from traditional archaeological studies. Archaeologists in the Southwest like imagery only when it occurs on pots because, rather
ironically, pottery designs are crucial—along with physical characteristics—to the
identification of pottery types. So they put a lot of faith in images on “dishes”!
There is also a bias that the things out there in the landscape do not have the validity of the things in the kitchen or the kiva—a dichotomy, to put it simply, between
inside controllable space and outside space perceived as wild and chaotic. Likewise with imagery that occurs there! Anyway, I feared in 1974, when the American Rock Art Research Association was founded, that it would mark a split in the
road, separating rock art research from the rest of archaeology. And that tendency
has remained in spite of some major exceptions.
SLG: Are you saying that archaeologists generally who work in the Southwest
would not, still do not respect rock art as valid archaeological subject matter
and evidence?
PS: It is hard to get them to. They respect it—sort of, but on the other hand,
they generally fail to incorporate the wealth of information rock art provides
into their reconstructions of the past. Yes, there is still an enormous resistance
to bringing rock art into the general discussion. I have noticed, for example, on
the Colorado Plateau in studies on thirteenth-century violence and the depopulation of the Four Corners, that the archaeologists who are doing the research
never cite the rock art which is full of shield figures and evidence of stress at
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that time even though stress goes hand-in-hand with the abandonment. So even
though the rock art supports their findings, the archaeologists working there
never bring it into the conversation, ever.
SLG: That relegates rock art to the amateurs. Why do you think that resistance
is there?
PS: Well, as for amateurs completely taking over the field, certainly not! There
are a number of professional archaeologists engaged in rock art research making excellent contributions. But as for the profession in general—at this point,
anyway, and its willingness to incorporate this information when reconstructing
the past, I honestly think that there is a degree of laziness in all of this. Rock art is
just one more thing to have to consider, a bother perhaps. And some southwestern archaeologists also regard rock art, or perhaps even art in general, with suspicion—I suppose, as an unreliable data set. If you look at the larger picture, this
is actually very strange, because elsewhere in the Americas, especially throughout what is now Latin America, and in the Old World the graphic imagery, along
with everything else, produced in the past is understood to be a valuable line of
evidence for understanding past social behavior, political and social alliances, the
history of and patterns of religious beliefs, continuity and change, and so forth.
Rock art in the American West is by far one of the most prolific sources of graphic
imagery. Part of the problem seems to be that it is in the landscape, not within the
traditional situation of a site. But the good news is that archeologists are beginning now to realize that the cultural landscape needs to be understood as a vital
aspect of indigenous peoples’ worlds, both past and present.
SLG: In their thinking, is rock art not scientific?
PS: Perhaps. But anthropology is really a combination of the humanities and
science. The argument that rock art cannot be dated or is hard to date is easily
overridden in the Southwest where like-images occur on ceramics or as figurines for which dates are well understood due to their situation within the contexts of sites and datable stratigraphy. And other technologies for dating are fast
becoming available. Yet dirt archaeologists very rarely include the information
rock art provides.
In particular one place that rock art has been grossly ignored, of course, is
Chaco Canyon, except for the Fajada Butte spirals where light filters through
cracks onto the spirals on the summer solstice and the equinoxes. If you can tie
petroglyphs or rock paintings into astronomy and measure “interactions,” that’s
“science.” But otherwise there has been no professional work ever done at Chaco
Canyon that has considered the rock art in understanding what Chaco was about
or how it sits within the region. And further, at Chaco it is even worse because a lot
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Polly Schaafsma recording petroglyphs on a boulder in Weritos Rincon, 1971. Photograph
courtesy Polly Schaafsma.

of recent work addresses landscape and place and migrations and pilgrimages—
activities that involve the landscape. But Chaco rock art doesn’t fulfill the grand
expectations that have been conjured up for Chaco. So they leave it out. You can’t
do that. It is part of what Chaco was. You have to look at it, and if it changes your
ideas, well, so be it. But it has been ignored. I mean, terribly ignored.
SLG: All the various cultural products that a people produces—architecture,
pots, clothing, rock art—they don’t have equal weight?
PS: Of course. But you still have archaeologists who will tell you, wrongly of
course, that rock art doesn’t mean anything! I really don’t know what they are
thinking or how they would justify that. How can they claim that it is somehow
“disengaged” from a culture when it is a statement by members of that culture
about cosmology, religion, and values and ideas pertaining to rain, fertility, conflict, the hunt—the stuff of life! Attitudes toward religion and cosmology—these
realms have not been primary areas of investigation until recently. What has
been primary through the twentieth century is economy and how people lived.
You know, what they ate, the rainfall, the crops they could grow. There is a lot
of focus on material goods, or how cultures responded to their environment
according to how many calories they had available. And these approaches to the
past, of course, stem from Western perspectives and what we deem important.
Let’s go back to Chaco in regard to religion and cosmology. There have been all
these studies on architecture, alignments, and orientations—measurable factors
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that all line up with the seasonal movement of the sun, by which these people
are believed to have coordinated their agricultural cycle, that then determined
their ritual cycle, and so on. We like timekeeping, we like calendars, and so if
other people were marking time, keeping calendars even via rock art, we can
relate to that. But archaeologists won’t extend their interest to all these little wiggly figures or flute players and animals—figures that occur elsewhere throughout the canyon telling us that Chaco thinking was consistent with that of other
Ancestral Pueblo people. But that doesn’t fit the idea of Chaco as a dominant
polity overseen by elite nobles or as a pilgrimage center—two models that are
on the table to explain Chaco’s grandiose architecture—so the rock art is simply ignored.
SLG: From your vita it is clear that you did an enormous amount of the describing, recording, survey kind of work. And you did it in big regions: New Mexico,
Utah, and the Southwest in general. You acquired a sense, not just of a little bit
of rock art in one place or another, but of entire regions. And I know from tagging along sometimes and listening to you talk about specific sites that you are
able to make comparisons with other places, other times. You always put what
you are looking at into a regional context. Those years of doing survey work
served you well. Why don’t other people do it? Context seems so important.
PS: It is never too late to readdress rock art on a regional scale, and since I did
those surveys, a lot of gaps have been filled in and some regions much better
understood—such as the Hohokam, the Grand Canyon region, and the Sinagua
in northern Arizona. But because I was engaged in these broad-scale surveys early
on, I guess I did acquire a perspective on some of the dynamic aspects of and
changes in ancient cosmologies and religion in the Southwest that ran against the
grain of conventional knowledge. Well, that’s what got me into trouble with the
kachina cult! This whole new data set! The rock art survey of New Mexico really
revealed the pattern of how the kachina complex and related imagery developed
in the Southwest because this development was prolifically documented on rocks,
beginning perhaps as early as the twelfth century in southern New Mexico. People liked to think it originated at Hopi and Zuni because that is where it survives
today in public performances. The rock art in the Rio Grande corridor with thousands of depictions of masks does not support a Hopi (or Western Pueblo) origin
for kachinas. Conceptually kachinas are linked to a cosmology that is Mesoamerican. Masks also occur to a lesser degree and with fewer elaborations in the Western Pueblos about the same time, but much less extensively.
SLG: Why deny any evidence that corroborates what you’re trying to say? It
seems that archaeologists would find rock art helpful to them.
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PS: I’ve talked to Chaco archaeologists and it simply has never occurred to them
to look for petroglyphs in connection with built features in the canyon. Why
hasn’t it occurred to them? Because it has not been standard practice, and it is
unconsciously assumed that rock art would not contribute much to the problems and questions that interest them.
SLG: Would you do it the other way around?
PS: Yes. How rock art is situated in regard to other archaeological remains is
extremely important, and when rock art has a patterned relationship—one that
is repeated—with other archaeological remains or even topographic features,
that relationship may tell you something about the significance or purpose of
the imagery. In the Great Basin, for example, and elsewhere, rock art has been
studied in conjunction with camp sites, topographic features, game trails, salt
trails, hunting blinds, and so forth right from the beginning. In the Southwest,
features like mountains, springs, cracks, caves with their access to the underworld, all have symbolic significance in a cosmology related to water and rain,
and rock art may be directly associated with these features. Of course researchers may disagree about how rock art functioned, but that is part of the ongoing
dialogue. You have to think about the whole picture. So that’s an interesting challenge: bringing all the cultural processes together. We need more of that in the
Southwest. Imagery needs to be taken into account—even simply its presence—
even though often you don’t know what it means.
SLG: And the basic argument for that is that within the culture that you’re trying to understand, pottery imagery and rock art were not isolated from each
other or independent of each other.
PS: You cannot arbitrarily chop out a piece of the archaeological evidence
because you don’t like it. Culture is a seamless whole. And as for rock art—casting
it aside is an egregious act since there is so much of it!
Some of this gets back to the old southwestern attitudes toward cultural
landscape—the territory beyond the village and the meanings ascribed to it. In
the Western world we separate sites from landscapes so often or only consider
their value in regard to economic exploitation. For us landscape has no meaningful connection to religion, but this connection is of overwhelming importance to indigenous peoples.
SLG: You have talked about how archaeologists as a profession have ignored
southwestern rock art, ignored the visual imagery that could provide them
access to ancient belief systems. What about some of the ethnographers of the
late nineteenth and early twentieth centuries. Did they talk about rock art?
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PS: On occasion, but it was never a major concern. They didn’t really address it.
I may be wrong, but it was either largely forgotten by Pueblo people or they just
didn’t want to bring it into the conversation, especially in the Rio Grande Valley. So many ethnographers who went into the pueblos never considered in any
depth things outside the villages. Once in a while, if a specific issue came up,
rock art may be mentioned, but it never is addressed as something worth investigation in its own right. Cushing and Matilda Coxe Stevenson did occasionally
talk about some of the rock art near Zuni. In addition, of course, Jane Young’s
much later 1988 book, Signs from the Ancestors, is all about Zuni rock art.
SLG: You’re saying that you need to see the village in relationship to its hinterland and, if you do, you will see it very differently?
PS: Yes, yes. At least you view the village and the activities that took place there
in a holistic context and see its broader cosmological relationships.
SLG: I want to return to the Navajos. When you worked on Navajo rock art—
and those were some of the first sites you wrote about—you were saying that in
the rock art the Navajo portrayed their mythological—
PS: —their holy people, the ye’i and other supernatural beings.
SLG: And that later rock art done by Navajo doesn’t have that?
PS: They stopped portraying the holy people in a ritual context—lines of figures
akin to those in sandpaintings—by the mid-eighteenth century, or by the beginning of the nineteenth.
SLG: Is it understood why they stopped?
PS: No, not really. But there was a big change. According to oral tradition as
related to me by Will Tsosie, after the world was created and made safe for human
beings, the holy people physically went away, but they left their images on the
rocks so that they would not be forgotten. Of course they still persist in spirit form
and visit the Navajos in their ceremonies. But later historical rock art pictures
sheep and horses, material things they especially valued. Coffee pots even! Rock
art became somewhat secularized. Maybe the later Navajo felt that their sacred
imagery was threatened or even dangerous. There certainly was some reason why
they stopped making sacred images on the rocks, but their religious traditions
didn’t stop. But when they made these same images in sandpaintings to compel
the spiritual presence and to aid the beings pictured for blessing and curing, they
destroyed the sandpainting at the end of the curing ceremony because the sands
are understood to have absorbed the illness of the patient.
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SLG: Are there other regional rock art styles in which the nature of the subject
matter changes?
PS: Everywhere. Change is constant, but it can be sudden or gradual. Pueblo
rock art evolved on the Colorado Plateau step by step by step from Basketmaker times just as their culture changed slowly. Change occurred incrementally over centuries. Then came an enormous shift at the end of the thirteenth
century when everybody left the Four Corners area and migrated south and
east. And what happens after that? There are changes in architecture, changes
in pottery, changes in rock art. These are tectonic shifts, big and sudden. New
figures appear in the art forms that reveal a new religion and new ideology that
quickly replaced what had been or was overlaid on what had been. I wouldn’t
say replaced because you don’t need to throw out everything, but the old imagery is overwhelmed by a tsunami of a new iconography and eventually dropped.
The point here really is that new ideas expressed in rock art are accompanied by
major shifts that are also evident in the rest of the archaeological record. Large
aggregated sites indicate social changes. And the rock art documents these
social changes such as the presence of new institutions like the kachina religion and warrior societies, all of which cross-cut the traditional clan lines and
enabled people to get along socially in larger aggregated pueblos. The imagery
speaks volumes. Without it we would not necessarily understand exactly what
provoked these changes.
SLG: You’re saying that rock art not only documents change over time, but lends
insight into the nature of this change.
PS: Rock art changes when the sociopolitical organization and belief systems
change.
SLG: Polly, what is the relationship between the kiva murals and rock art? Very
early on you were at Pottery Mound, and again you were recording what was
going to be destroyed.
PS: Well, yes, part of the site was falling into the Rio Puerco, but mainly it was a
University of New Mexico [UNM] field school excavating rooms and recording
murals. And Frank C. Hibben was looking for murals. It was an interesting time,
1957, the middle of the twentieth century and the imagery was, well, people were
dealing with it reluctantly because the prevailing view of Pueblo imagery was
focused on spirals, simple stick figures, mountain sheep, and flute players. Kiva
murals, the first ones discovered were at Kuaua, Coronado State Monument, in
the 1930s, and they pictured elaborately costumed ceremonial figures that didn’t
fit the preconceptions about Pueblo art at that time. Soon afterwards in the
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1940s, the Peabody Museum was excavating on Antelope Mesa at Hopi and they
found similar murals, and the Hopis were comfortable with what they saw in
the murals because the images were closely related to contemporary Hopi religion. But there was obviously that big break in art style that archaeologists had
not fully come to grips with. When Frank Hibben discovered the murals at Pottery Mound, he tried to push them as being unusual, although he mentions the
murals at Hopi and Kuaua only in passing in his 1975 book. When I was there as
a student in 1957, we were not provided with any historical perspective or context. We were told that they were “Mexican.” In addition there was little understanding that the imagery in those kivas was replicated in rock art throughout
the landscape of the Rio Grande Valley, because people were largely unaware of
the rock art. Hibben makes one remark somewhere: “Oh, well, the star figures
are on the rocks of the West Mesa.” He had seen them, but he didn’t tumble for
the implications of what that might mean.
SLG: Many years later, you organized a seminar sponsored by SAR [School of
Advanced Research, Santa Fe, New Mexico], and you invited to it people who
had been at Pottery Mound in those early years doing the recording. One of the
questions you asked was: what have we learned about Pottery Mound or about
kiva art or about rock art since then? What was the conclusion of the seminar?
PS: Oh, there was no single conclusion as such. One of the reasons I organized
that seminar was to give Pottery Mound a firmer footing with the archaeological community in general. Hibben was prone to some fancy elaborations in the
course of his career and, because the work at Pottery Mound had been done
under his tenure, the murals—which were/are spectacular—were dismissed by
some as another Hibben fabrication. The archives at UNM with all the photos and student drawings dispel that notion quickly, although some of the final
reproductions made under Hibben’s tutelage of the first murals discovered
pushed things a bit. However, the rumors that he added weapons to the hands
of shield-bearers and other warriors in the murals are completely unfounded—
petroglyphs of weapon-wielding warriors up and down the Rio Grande Valley
are good testimony to that! The primary purpose of the seminar was to bring
together the available information on the site in general and, of course, the
murals are a big part of the site’s significance. The seminar and resulting book
also address the history of the archaeology of the site, updated maps, information on pottery, and various aspects of the murals. I was trying to get something published that was up-to-date—some chapters by people who had worked
on the murals. Gwinn Vivian had been field director in 1957. Pat Vivian, who
recorded murals beginning in 1958, and Helen Crotty, who later made a study
of the prehistoric wall paintings in the Southwest, also contributed chapters.
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I was able to relate the murals to rock art in the landscape, a connection that
would have been impossible during the Hibben years. And there were other
thought-provoking contributions. Kelley Hays-Gilpin and Steve LeBlanc looked
at the Sikyatki designs in the Pottery Mound murals—designs normally thought
to have been common only to Hopi. The nature of the Hopi connection here
is uncertain—this is a design style best known from Hopi ceramics, but curiously better represented on Pottery Mound’s kiva walls than in the Antelope
Mesa Hopi murals painted at the same time. Hays-Gilpin and LeBlanc propose
this was a design style spread via painted textiles, which have since vanished.
I think the textile information—the recognition of the importance of painted
textiles—is one of the more important things that came out of this book. We
know that Pottery Mound had painted textiles and used painted textiles because
they are pictured in the murals, and not just as textiles in the abstract, but as
costume elements. Laurie Webster’s chapter is on the costume elements, all of
which of course have disappeared because they are all perishable, but are preserved visually in the murals. This is a conceptual breakthrough. If Pueblo people communicated by painted textile designs, that marks a whole new means of
communication in the late precontact period that generally goes unrecognized.
And the murals preserve that visual record.
SLG: How does rock art figure into this means of communication?
PS: Rock art communicates on a multitude of levels and through time. For the
people who made it, it confirms belief systems, values, establishes social boundaries, defines place, and, in essence, socializes the land. It does all this all at
once. And because it may last for centuries—even millennia—it continues to
send messages to everyone who sees it from then on, although what is communicated changes, depending on the observer, and that includes rock art scholars.
SLG: The rock art, being in the landscape—anybody who enters that landscape
can see it if they want to. They’re allowed to. The murals—
PS: —are secret in the kivas? At least we presume that access was restricted.
SLG: How do murals communicate to anybody outside of that village? What
was their role?
PS: Well, kiva murals and rock art served very different functions. Within the
kiva, painted walls would have been a background for ceremonies with altars
placed in front of the murals and ceremonies performed in front of the altars,
dancing, singing. They were short-lived as far as their role went—that is evident
by the practice of plastering over the murals and then painting new ones. Out
there in the cultural landscape imagery has many roles, although what they were
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in any particular instance is not always clear. The presence of rock art changes
one’s concept of place. In some cases, reasons for making it may have been dictated by whimsy. In other cases, rock art marks shrines, places inhabited by particular supernaturals, or possibly certain figures served as petitions for rain. If
you’re picturing supernaturals in the landscape, they may even be attracted to
their image. The Navajos say that when they paint a picture of a ye’i in a sandpainting to cure a patient, the being that is represented cannot resist occupying
that spot. They’re so flattered they are compelled! That image becomes powerful. You can then use that power to cure somebody or make offerings for rain
or whatever you want to bring about. Similarly, imagery empowers the land. As
opposed to murals, rock art endures, and once its primary role has passed, it
continues to affect everyone who encounters it, and in this process it is subject
to reinterpretation and being ascribed new meanings.
SLG: When kachinas began to appear in the rock art, what did they mean?
PS: They are rain-bringers. When a kachina mask appears on the rock, is it a petition for rain? Quite possibly, there are plenty of reasons to think that this was the
case, among them their presence at springs and water tanks, or on high places in
the landscape that may have functioned as symbolic mountains—all of which are
viewed as sources of rain. I’ve recently been looking at the medium of cotton cloth
and how representations of textiles might have functioned in this way as well.
These designs on rocks after around ad 1100, or so, in context with the development of cotton technology, indicate that they are not only producing cotton textiles, but that these textiles had a symbolic role. Today cotton plays an enormous
role in Pueblo religion—cotton is white and fluffy like clouds. Like produces like.
Strings of cotton are used to make roads for the clouds to follow. You have to have
cotton cloth for rain sashes and dance kilts, synthetic look-alikes are not acceptable—they have no power! I could go on and on. So what are these extraordinary
designs doing on cliffs and boulders? People have asked, what are they for? Well,
they say, there’s a woman, she’s advertising weaving. She wants to promote her
craft—oh, yes, this Western bias for a straightforward economic explanation. I’m
saying they are prayers for rain. If this is the right hypothesis, then the kachina
mask is a continuation of the same function. The image has changed, but it is still
a rain petition. The image simply shifted to the kachina.
SLG: But wait, let me back up just a little bit. The designs that are used in textiles, when they’re present in textiles, are they also a petition for rain?
PS: That is what I’m thinking, yes. The designs in themselves are usually symbolic of clouds. The terraces and other stepped patterns inherent to weaving
technology are little clouds. They’re part of the—
142

New Mexico Historical Review / Volume 90, Number 2, Spring 2015

SLG: —part of ceremonial dress. What you describe also refers to the link
between economy and well-being because the rain will produce more vegetables.
PS: Rain, more corn, blessings, flowers, well-being for people—it’s an integrated
piece. But you have to take care of and acknowledge the spirits out there otherwise they will not pay any attention to you. You have to make offerings, prayer
sticks—the rock art can tell you about how people interacted with their landscapes. There is a major focus in Pueblo iconography on rain and water.
SLG: Did you ever pause and think, is this crazy? Am I the only one who sees this?
PS: Well, sometimes, yeah.
SLG: Did you wonder sometimes whether you were making it all up?
PS: Well, not really, because ultimately what is pictured fits together so logically and, furthermore, ethnography (when available) supports these observations. But sometimes when I expect other people to say, yes, that’s right, they
don’t necessarily. But it seems that familiarity with and eventual, even partial,
understanding of any given iconographic system and the values it projects is not
unlike learning another language. I find this one of the most exciting aspects
of rock art research in the Southwest—discovering the network of relationships that bind together conceptual packets, so that you begin to understand the
visual metaphors from another cosmology that are right in front of your eyes. It
is the kind of experience that rearranges all your own cultural biases and leads
you into new mental frameworks and spaces.
SLG: I want to ask you—this is another question about ethnographers and the
corpus of work that they left. Do you think it is legitimate to use ethnographic
accounts as evidence for the past?
PS: Ethnography? It’s very useful, but you have to be very critical and cautious
about using it because culture is not frozen in time—change is constant. And
you have to evaluate everything on a case-by-case basis. Conceptual frameworks and the visual symbolism that pertain to rain-making have been rather
persistent going back hundreds of years, and we might not recognize some of
the pictorial metaphors were it not for ethnographic descriptions. I do think
ethnographic information is a great help if used appropriately.
For example we just talked about cotton, but ethnographic descriptions also
shed a lot of light on the symbolism of pottery—the significance of a bowl or jar
pictured in a mural. A pot is a container of water, but it can also symbolize a spring
from which, according to Pueblo and Mesoamerican worldviews, clouds and rain
emanate. When you see a pot represented in a kiva mural, it is usually clear that it
is much more than just a jar or bowl—it is a container of water, even storms. Also
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kachina masks may take the form of a pottery vessel, which in turn compounds
the message that they are bringers of rain. Knowing the current role of pottery in
ritual, for example, helps you understand the ancient pictorial record.
SLG: You have talked a lot about change, change being involved in all of this
and, yet, if you use ethnographic evidence aren’t you saying there has been no
change between the past and now?
PS: No! Not at all—you use it only as a potential guide to interpretation. With
warfare iconography, a lot has changed because conflict and war societies became
less important by the end of the nineteenth century. The significance of the Morning Star, that is so prominent in war-related petroglyphs in late Pueblo rock art,
is hard to evaluate on the basis of ethnographic information because much has
been dropped or perhaps even forgotten. In the rock art and murals, stars—not
just stars, but stars with feathered headdresses and arrows—are depicted in the
context of warrior ceremonies, on shields, or with warriors with shields. They also
occur with horned serpents, or by themselves. There is not much left in the ethnographic record about that, except that the Morning Star is feared and is associated with war and scalping. In this case, because it is apparent that a lot of the
ideas after 1300 were Mesoamerican in origin, if you look at Mexico and find an
extraordinary development regarding Venus and the Morning Star—that wraps
warfare, rain, and the growth of corn into one conceptual bundle—one that
seems to have been present in the Southwest in abbreviated form.
SLG: But it does not appear that way in the ethnography?
PS: Only in bits and pieces. Ideas about warfare seem to have slipped away to a
significant degree, and I could only glimpse remnants in the ethnographies, a
link between warfare, Morning Star, scalps, and rain.
SLG: You’re saying, you can use ethnographic sources to help you see what was
going on in the past. It could corroborate what you think might be going on in
the past, but what are the costs of not using it?
PS: If you don’t use it when you are studying the rock art legacy of living people, as I just described, you miss the symbols and metaphors that are unfamiliar to those of us in the Western world. And there is the very real danger of then
being “free” to “make it all up” according to our own biases without any tethers,
without checks and balances inherent to the culture that made the imagery. Without those we are free to reconstruct the past according to our own “vision” of the
world—and these reconstructions are often a mirror of ourselves, usually quite
off the mark. I think that there is a certain arrogance in tossing out ethnographic
information, although some archaeologists actively advocate it! Sometimes, it’s
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true, ethnography doesn’t provide a clue, especially in regard to older rock art
styles and traditions. Then you are dependent on the content itself and on the patterns of relationships that you can find in the iconography alone for suggestions
of meaning. But, sometimes general models derived from the ethnographic record
can be proposed to explain what rock art is all about—models that provide insight
and avenues to a potential understanding of the original intent.
SLG: Then I want to ask you, how have Native people, Pueblo people responded
to the study of rock art? And maybe there is not a single response.
PS: There is by no means a single response. Not at all. Pueblo and Navajo
people recognize the rock art as the work of their ancestors. Sometimes they
relate it to their current concerns. Sometimes sites were forgotten. Jane Young
took a Zuni elder out to Hant’lipinkia, and he said something to the effect
of, “This is where we should have been leaving our prayer sticks.” A lot of
the women Jane consulted about individual rock art elements didn’t relate to
them in terms of place or landscape, but said, “Oh, this is the kind of design
that goes on a pot. This is appropriate for pottery, this is a pottery design.”
They related it to their own craft, but didn’t offer a wider perspective. Here in
the Rio Grande Valley, Native communities are more aware of rock art today
because of the establishment of Petroglyph National Monument. They easily
relate to it because the content is consistent with imagery they know and is
present in their traditional religions. Of course as to its meaning, people are
understandably reluctant to discuss that.
SLG: An extension of that question is how do Native people respond to the work
you and others do in interpreting the rock art? Do they approve? Do they disapprove? Do they care?
PS: That varies too. When we were working with the people from Sandia and
Cochiti in establishing Petroglyph National Monument, they were interested
in the petroglyphs and saw them as part of their legacy and, because they were
interested in having the monument established, they shared their general feelings about the West Mesa as a whole and its place in the landscape. There was
very little interpretation of the petroglyphs as such. But to better answer your
question, I do know that one of the problems the Pueblos have with some interpretative enterprises is that if certain kinds of information discovered by outside researchers is published, this may be information that in the Pueblo world
is held in secret and only available to initiates of particular societies. If this
information is published in books and read by non-initiates, then the societies
controlling that information are robbed of their power. In this way, anthropologists may damage indigenous societies, often unknowingly.
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As far as interpretation goes, even in collaboration with Native people, there
are other issues. Many images are multivocal—they can have several meanings
simultaneously. I think that indigenous interest in the past is contingent on how
it affects the present. They are less interested in the past—the past as a fixed
entity—the past for its own sake, I think, in contrast to archaeologists. We keep
returning to this issue of change which is happening all the time, so that what
was depicted on the rocks in 1450 may be subject to reinterpretation today. As
an archaeologist, I am interested in knowing what it meant to the people who
made it in 1450, or whenever, but a modern reinterpretation is equally as likely
when you’re talking to contemporary descendants.
SLG: Do Pueblo people ever speak out and say, you have the wrong interpretation, we reject this, it wasn’t like that, we aren’t like that?
PS: Disagreements are more often about authorship than interpretation. At
times—on occasion one tribal group will try to appropriate someone else’s rock
art. Some Hopis feel that any image they can recognize over here in the Rio
Grande Valley was done by their people, by Hopis, even though we know it was
done by Pueblo people here. In the past they have asserted ownership over a
sweep of territory on the basis of rock art, claims that archaeologically can’t be
substantiated. Another example is an extreme case in the Galisteo Basin where
Comanche elders have claimed Comanche origins of petroglyphs of Pueblo
warriors, although there is no doubt as to their Tano Pueblo origins. In another
case, at Taos they attribute it all to witchcraft.
SLG: All rock art?
PS: Apparently! That’s it—the explanation—witches. The rock art was made
because somebody was trying to hurt somebody. And the people from Taos
Pueblo that I knew wouldn’t go near those sites.
SLG: Do you understand why they want to distance themselves from it?
PS: I think they regarded them as “dangerous.” I think, partly, it’s—I don’t
know—it has never been made explicit of course, but I’m assuming it is the
influence of Christianity, of bringing everything into the village. There was a
time in medieval Europe when everything inside the church was sacred and
outside the church was regarded as evil, a place of bad spirits. I tend to think it
was a medieval legacy that was carried into the Pueblos and which some Taos
people I knew still harbored. I can’t think of any other explanation for it, really.
SLG: Do they talk much about it?
PS: Oh, no. It only came up because I showed a Pueblo friend images from a
Pueblo site and I showed her the same images from a kiva. The rock art she
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attributed to witches and the kiva paintings she was intrigued with—positively.
It was the same imagery. Then I began to get antsy about what she thought about
me, her friend, “studying” this stuff! But I guess she wasn’t afraid of me, because
she eventually gave me a fetish for protection.
SLG: I want to ask you what direction you think rock art studies are going to
take from this point on, and what direction would you like to see them take?
PS: Well, of course, I would like to see rock art research integrated to a much
larger degree with broader archaeological considerations. Rock art research
is not an end in itself. If we are to address past cultures holistically, then rock
art has to be part of the action. Visual imagery is not only a substantial aspect
of the archaeological past but, as I keep saying, it is key to understanding cosmologies, social organization, and it is a sensitive indicator of the history of
broad interregional relationships. Almost everywhere else in the world, iconography is part and parcel of the record of the past and is examined by scholars. Notice that you cannot pick up a book on Mexican archaeology that is
not loaded with graphic imagery. In the Southwest ancient graphic imagery
is primarily on rocks, and it’s been given short shrift. Currently great strides
are being made to overcome the perception of wild chaos and to integrate the
reality and order of cultural landscapes into consideration of cosmologies and
religion. Today there is much more interest in ancient religions, and this is
manifest in a great many more publications that address religions in connection with iconography and landscape, including rock art. I think that interest
will continue to increase and that archaeology in the Southwest and elsewhere
in North America will incorporate rock art more often in its considerations. I
certainly expect that.
Another issue—there are so many differences between Western society and
Native societies—is how land is regarded. Land for the West [Western culture]
is a resource, it’s an economic resource, a recreational resource—owned and
managed and has no sacred value. Sacredness is contained in the churches. But
for American Indian communities, the whole land is sacred and rock art interacts with that sacredness. This opens the door to numerous ethical issues when
Western development invades Native space, especially landscapes where shrines
and rock art exist.
Ethical issues are coming to the fore as indigenous peoples have a greater
voice and archaeologists are listening. As for rock art, there is the issue of interpretation and problems of interpretation have become more complicated as we
deal not only with Native voices but also those of our anthropological contemporaries asserting ethical judgments. Shamanism was a big topic of investigation for a while, especially in the 1960s and ’70s, coinciding with the use of
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mind-altering substances and such. A lot of rock art, from my perspective—
and that of many colleagues, as well, working in the American West—was created in the past, particularly by members of hunter-gatherer societies whose
spiritual leadership was in the hands of shamanic practitioners, to document
visionary experience—out-of-body journeys to a supernatural realm in order
to acquire the power to cure, control the weather, and respond to other needs
of their people. However, some anthropologists say that you cannot talk about
shamans because to do so implies that other people—those vision seekers—
are irrational. These anthropologists contend that, in fact, everyone is as rational as we Westerners are! (An assertion that in itself bears some looking into!)
I address this in my recent book because, from my perspective, this denies
Native people an essential means with which they have addressed and coped
with the world.
Warfare is another contentious issue. Warriors depicted on rocks have different implications for different people. Fortunately, there is a wonderful book
written about Northern Plains rock art by James Keyser, Art of the Warriors:
Rock Art of the American Plains, who talks about warriors on horseback. This
is historical rock art that honors their warriors, and much of the imagery
was proudly painted to show their bravery. In the Pueblo world, there is this
myth about the peaceful Pueblos, and a belief that the white community looks
down on war-like people, and casts them in a negative light if they’re seen as
war-like. Tony Chavarria has elucidated this very well in a recent interview
published in 2012, in The Ethics of Anthropology and Amerindian Research:
Reporting on Environmental Degradation and Warfare. In order to be regarded
favorably in the eyes of the white community, Pueblo people don’t want to be
seen as having been warriors, even though warriors and war societies were
once highly regarded and honored by their own people. The rock art leaves
no doubt as to this! But when it comes to trying to interact with the Western world, well, there is some fear on the part of the Pueblos that they might
not look so good in Western eyes if they extol their own warrior past. In turn,
in reinforcing these feelings, Western society is socially remiss in pressuring
them to be ashamed of a proud legacy. Is this not in itself unethical? And none
of this takes into consideration the much more complicated role of Pueblo
warfare in the past and its role in Pueblo cosmology and in the reciprocal relationships between the spirit world and people. But acknowledging that it can
be used to cast aspersions on Native people, what do you do when you find all
this evidence for warfare on rock art? Do you report on it? Of course you do.
I’m saying as an anthropologist you have to be honest to your discipline and
report on it. Pueblo warfare cannot be interpreted and evaluated in our terms.
These are a few of the moral issues that intervene between the a nthropologist
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or archaeologist and the Native communities. It is also ironic that our own
society, mired in one war after another, has a negative attitude toward others
who engage in conflict. Doesn’t everyone?
Another very different ethical consideration is one that involves popular interest in rock art to the point of seeing how many sites you can visit—a mindset in
which interest in rock art becomes an acquisitive pursuit—something like stamp
collecting. Public interest in rock art often leads to vandalism, and too many visitors also leads to environmental degradation of the sites. Rock art sites, by their
very nature—their high visibility and the fact that they are in unprotected places
in the landscape—renders them vulnerable, which, in turn, puts a lot of responsibility on government agencies and other landowners to provide surveillance and
protection. In this situation, site steward programs have been helpful.
But to get back to “stamp collecting”—trivialization is one outcome. Rock art
images, apart from their landscape setting and symbolic frameworks, quickly
become catchy icons appropriated for a variety of uses in the Western world.
Rock art designs appear on t-shirts, as logos, and jewelry, and then you find
rock art showing up in commercial contexts all over the place. Is this a problem? We cannot build walls between cultures, and image-borrowing is something people do all the time, but appropriation is certainly a major ethical issue.
SLG: You are talking not just about trivialization, but about commodification,
aren’t you? Artifacts are turned into commercial objects that can be transported
to other places, sold, displayed, copied, worn.
PS: Exactly, and so what do we do about this? I think Erika Bsumek also deals
with some of this in her book, Indian-made: Navajo Culture in the Market Place,
1868–1940.
SLG: With regard to the Navajo, yes, exactly.
PS: One approach has been to try to “hide” from the public elements in the
rock art regarded as sacred, as has been done at Petroglyph National Monument
recently. Figures of Pueblo supernaturals rarely appear in promotional material
for the monument. But, by leaving them out, the rock art then becomes mundane—I’m painting with a big brush here. It becomes trivialized if you downplay religious content to please the Pueblos. And they probably don’t care if
what is most sacred to them is not promoted and are just as happy not to have,
for example, the kachina imagery publicized. But trivializing rock art leaves it
open to exploitation.
SLG: What’s next for you? What project would you like to do next? What project will you do next?
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PS: I really don’t know. As for a project as such, I have nothing major in mind
currently, but I am increasingly interested in how Western ideas and conceits
impact our views of indigenous cultures, leading to misunderstandings and distorted perspectives. Exploring these issues brings to light amazing revelations
on both sides of the cultural rift, including our own unconsciously held biases.
As far as rock art goes, I expect that my recent book, Images and Power: Rock
Art and Ethics, will lead to more debate along those lines.
SLG: If you were going to do it all over again, would you do it differently?
PS: Differently? I don’t know how I could do it differently [sighs]. When I started
out in the Southwest, rock art was just one big blur. It hadn’t been organized—
time frames needed to be established and cultural associations needed to be
made, rock art needed to be described in terms of time and space, so I don’t
think that could have been any different. It’s really hard to answer that. It was
the way to move forward.
But my compelling interest in whatever I do, my particular interest, is
trying to understand what it is about, the meaning, the religion, the worldviews that are incorporated into all the art forms, whether it be figurines,
kiva murals, rock art. Each is a way of understanding another cosmology and
worldview as well as the history of ideas about this place. It opens doors to
another perspective on the Southwest that is just plain exciting, and opens
up the possibility that you’re not locked into one particular perceptual system—a perceptual rut! Granted, knowledge of something for the sake of
itself is pretty much a Western value—I admit guilt! But nevertheless, that’s
what motivates me in all of this. Personally. It is to go beyond the world presented to me. I don’t live in Europe. I don’t know the places my people are
derived from and I don’t believe in “tribal memory.” I live here and I want to
know how people related to and still understand the Southwest. Understanding place is important especially today when people are increasingly detached
from their natural environment. I think we need to pay attention to the relationships between ourselves and the land and the metaphors that “explain” the
processes going on around us, and what they can tell us, and in the Southwest,
about the seasons, and the rain, and the dry times—all that. Native Americans
have been here for hundreds, thousands of years. During this time they have
pictured their inner and outer worlds on cliffs and boulders. Knowing about
these images is one way of understanding how they have lived in and with
the Southwest. So that is one of my motivations, my personal motivation for
studying rock art. I guess it was the cicadas!
SLG: This is a wonderful way to end. Thank you.
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Polly Schaafsma in Canyon del Muerto at Standing Cow, ca. 1992. Photograph courtesy
Polly Schaafsma.
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Polly Schaafsma’s Contributions to Southwestern Archaeology
R obert W. P reucel

•

Cosmographies in Stone

P

olly Dix Schaafsma is one of the world’s foremost authorities on rock
art. She has almost singlehandedly professionalized the field of Southwestern rock art studies and, in the process, made valuable contributions
to archaeological method and theory. She has defined regional rock art styles,
developed working chronologies, and explored complex issues of interpretation. More specifically she has expanded our understanding of such central topics as katcina ceremonialism, Navajo (Diné) cosmology, Pueblo Indian warfare,
and the nature of Southwest-Mesoamerica interaction. Her distinguished career
provides a continuous thread that weaves together the field’s changing theoretical interests from culture history, to culture process, to ideology and power, to
ethics and stewardship.
Rock Art Systematics
Schaafsma pioneered the development of rock art systematics—the study of the
patterned variability of rock art across space, time, and form. Prior to her work,
scholars widely regarded Southwestern rock art as idiosyncratic and difficult,
if not impossible, to date and interpret. Schaafsma challenged this notion by
developing a scientific recording methodology and by investigating chronological and geographical patterning in rock art styles, first at the local level and then
on a regional scale. Indeed, she treated rock art in much the same way that A. V.
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Kidder (1924) treated ceramics in constructing his famous synthesis of Southwestern cultural areas.
In 1961 Alfred Dittert, the director of the Navajo Reservoir project, invited
Schaafsma to examine the rock art in the area impacted by a planned dam and
reservoir. This area, in the canyon country of northwest New Mexico and southwestern Colorado, is one of the richest archaeological districts in the Southwest
and contains both ancestral Pueblo and Navajo occupations. The archaeological
surveys and excavations conducted here between 1956 and 1962 stand as one of
the largest mitigation projects ever conducted in the United States prior to the
passage of the National Historic Preservation Act in 1966.
Schaafsma conducted her rock art survey in the summer of 1961. At this time,
there was no standard recording methodology beyond simple photography. She
developed her own documentation approach, which involved photographing
the pictographs on cloudy days when the rock art was most visible. She then
used a string grid of half-foot squares as a guide for drawing the images on
graph paper. As an aid in copying, many of the images were chalked in outline,
and in some cases, tracings were made with plastic sheets taped to the stone’s
surface. Schaafsma took detailed field notes on technique, weathering and patination, and site situation. She collected samples of pigments for analysis. In
the laboratory, she duplicated rock paintings in pastels and created permanent
India ink drawings of petroglyphs.
Schaafsma’s stylistic approach involved a typological analysis, a consideration of chronology and cultural affiliation, and concluded with preliminary
interpretations. Her typological analysis typically focused on the human figure,
a major theme in the art, and then broke it down into specific stylistic elements.
She sought to identify types that might be useful in comparative work in other
areas. She carefully used associational dating; for example, she concluded that
since there was a strong correlation in space between Pueblo pictographs and
the Rosa Phase settlement, there must also be a correlation in time. This suggested that the Pueblo pictographs date to the Rosa Phase (ad 700–900).
In 1966 Dittert invited Schaafsma to conduct a similar study of rock art in
the Cochiti Reservoir District. She accepted his offer and began work in the fall
of that year (Schaafsma 1975). She recorded seventeen petrograph sites using
the basic methodology she devised in her Navajo Reservoir work. She found
that the Cochiti Reservoir petroglyphs were representative of a general PIV/PV
Rio Grande rock art style. They were broadly similar to the rock art in the Galisteo Basin to the east, in the Chama Valley and Jemez Mountains to the north
and west, and along the Rio Grande Valley from Velarde and Pilar in the north
to San Marcial, south of Socorro. She speculated that the more developed rock
art in the Jornada Branch of the Mogollon to the south inspired the Rio Grande
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style. She noted a stylistic continuity between Rio Grande and Zuni and Hopi
before such relationships had been explored fully.
In 1968 Stephen Williams, Director of the Peabody Museum at Harvard University, contacted John Campbell at the University of New Mexico to invite
specialists to conduct a study of Donald Scott’s collection of rock art photographs. Scott had been director of the Peabody Museum and had compiled a
large collection of photographs from around the world. Campbell immediately
thought of Schaafsma for the project. After examining the collection, Schaafsma
decided to focus on the richest sources: the rock art of eastern Utah, including the photographs of the Claflin-Emerson Expedition (1927–1931). Her subsequent publication, The Rock Art of Utah (Schaafsma 1971), is notable for its
systematic discussion of the style concept and its characterization of the Fremont and Puebloan Virgin Kayenta cultures.
Schaafsma published Rock Art in New Mexico in 1972, the first major synthesis of New Mexican rock art. This study, sponsored by the New Mexico
State Planning office and modeled on her Utah publication, established the
broad geographical regions that are still in use today (Schaafsma 1972). Several
important synthetic studies quickly followed. In Indian Rock Art of the Southwest, she positioned rock art as a valuable tool for identifying cultural relationships, patterns of communication, evidence of trade, as well as other types of
cultural contact. She also noted that “changes in style and content of rock art
are often indications of the adoption of new ideologies and religious practices
which in turn reflect other shifts within the cultural matrix” (Schaafsma 1980:3).
By 1992, when she published the second edition of her classic New Mexico synthesis (Schaafsma 1992), the field had grown exponentially. As a testament to
this growth, her bibliography grew from seventy-four entries in the first edition
to more than two hundred and fifty entries in the second.
Interpretive Challenges
The study of rock art is at once a fascinating and a frustrating enterprise. Rock
art is immediately recognizable as the product of past human actors dynamically representing their own impressions and experiences as a means of engaging with their world. However, the precise meanings underlying these rock art
practices are notoriously fugitive. Rock art sites are often the product of multiple interactions by different groups over time, which complicates the issue and
creates disparate meanings. As Schaafsma (2013:1) explains, “Rock art presents a
kaleidoscope of meanings that shift through time depending upon the viewer.”
Schaafsma (1985:256) advocates the cautious use of ethnographic analogy.
Ethnographic analogy involves inferring the use or meaning of an ancient site
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or feature, such as rock art, based on the use of similar sites or features by historically documented or contemporary peoples. The assumption that present
behaviors are similar to past behaviors underlies the principle of cultural continuity. Many scholars have critiqued this approach on the grounds that it locks
past peoples into a contemporary framework and thus denies cultural change.
For example archaeologist Steadman Upham (1987) argued that the demographic shifts due to disease and the effects of Spanish colonization make the
modern Pueblo peoples a poor analogy for ancestral Puebloan sites.
Schaafsma is well aware of this critique and the idea that the “ethnographic
present” cannot adequately account for the variety of rock art produced in the
past. However, she is also cognizant that this situation does not mean the ethnographic record should be rejected. Some experts argue that processual archaeology prematurely abandoned ethnographic analogy in its zeal to pursue culture
process. Contemporary Native American societies are not identical with their
prehistoric antecedents; yet continuities in beliefs and practices do exist. For
Schaafsma analogies should be seen as working hypotheses, useful only insofar as they survive testing against data and stimulate new thinking. From this
point of view, ethnographic analogy is not “tyrannical” (Upham 1987), but only
a first approximation in an ongoing interpretive process that is always subject to
change in the face of additional information.
Schaafsma (2013) interprets rock art as an ethical project that requires
careful consideration of different constituencies—past actors, descendant
communities, archaeologists, and the general public. Within each of those
semiotic domains—for example, past actors—a range of meanings likely
existed depending upon gender, age, and position in society. Interpretation
also requires consideration of a contemporary political economy. For example commercial organizations or contemporary artists routinely appropriate
rock art. This usage can be construed as disparaging the original culture and
descendant communities, while subjecting traditional imagery to trivialization (Schaafsma 2013:2). Such commercial and artistic uses raise questions
about ownership of rock art imagery and the circumstances to consider rock
art as part of a global heritage.
Pueblo Katcinas
One of Schaafsma’s most important contributions is her study of the origins
of katcina ceremonialism. In 1974 she and her husband, Curtis Schaafsma,
published a pathbreaking article marshalling the available archaeological evidence on the topic (Schaafsma and Schaafsma 1974). They identified the Rio Grande rock art style as marking the first unequivocal evidence
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for katcina ceremonialism. Rock art and kiva murals of the Pueblo IV
period provide strong evidence, although there is earlier evidence in black
and white and glaze ware ceramics, and ceremonial pipes. They argued
two key points: first, a distinct break in the rock art preceded the Rio
Grande style both in the Rio Grande Valley and the Colorado Plateau; and
secondly, stylistic continuities existed between the Rio Grande style and the Jornada style from the Jornada division of the Mogollon. The Rio Grande style,
they concluded, with its Jornada iconographic elements “may be viewed as
an archaeological document of a new religion and ceremonial pattern in the
Pueblo world. In addition to the katcina cult, the presence of which is evident
in the numerous masks, the subject matter suggests that other institutions and
ideographic systems also may have been either newly introduced or elaborated
at this time” (Schaafsma and Schaafsma 1974:540–541).
In 1984 Charles Adams began archaeological research at Homolovi III, an
ancestral Hopi village in northern Arizona. In the course of this work, Adams
challenged Schaafsma’s Rio Grande hypothesis and argued for the local development of katcina ceremonialism. According to him, the katcina cult emerged
on the Colorado Plateau in the fourteenth century and spread east to the Rio
Grande Valley. He also asserted that katcina ceremonialism can only be definitively identified in the archaeological record by means of masks and masked figures (Adams 1991:17). His thesis also linked representations on ceramics, rock
art, and kiva murals with architectural and chronological evidence. At the same
time, he documented the rise of large, plaza-oriented pueblos due to the emigration of different social groups. He concluded that katcina ceremonialism was
a solution to the problem of developing social systems capable of integrating
diverse populations (Adams 1991, 1994).
To further the debate and incorporate new perspectives, Schaafsma and Ellen
Bradbury organized a three day seminar entitled “World View and Ritual: Katcinas in the Pueblo World” at the Museum of Indian Arts and Culture in Santa
Fe in 1991. The seminar brought together scholars from various subdisciplines
to share their specialized knowledge of the multifaceted meanings of katcinas.
The resulting volume, Kachinas in the Pueblo World, stands as a major contribution to the field (Schaafsma 1994). It featured new statements on the origins
of the katcina concept (Charles Adams, Polly Schaafsma), evidence for katcinas in multiple media (Kelley Ann Hays, Patricia Vivian, Marc Thompson, Jane
Young), a review of katcinas in the ethnohistoric period (Curtis Schaafsma),
discussions of modern Pueblo spirituality (Fred Eggan, Ed Ladd), contemporary interpretations of katcinas (Dennis Tedlock, Barton Wright), and a consideration of katcina carvings as art objects (J. J. Brody).
Schaafsma enhanced her work on katcina origins by tracing out its linkages
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to Mesoamerican cultures and belief systems. She postulated that the katcina
complex is “a northern peripheral manifestation of a Mesoamerican constellation of ideas in the realm of Tlaloc” (Schaafsma 1999:165). She revealed a shared
conceptual system that linked the Southwest and Mesoamerica, which consisted
of shared metaphors emphasizing rainmaking. These metaphors include a
sacred geography involving mountains, caves, lakes and springs associated with
supernaturals and an underworld cosmology. This landscape ideology links to
a complex ideology of water containers, sacred bundles, and masked effigies
that integrate the living and the dead through acts of reciprocity and sacrifice
required to maintain harmony and a cosmic balance.
Navajo Holy People
Schaafsma’s studies of Navajo ritual practice during the formative Gobernador
Period (1630–1800) in the Dinétah directly relate to her work on katcina ceremonialism. Prior to her work, archaeologists interpreted this period as a time of
rapid Navajo acculturation. Due to the Pueblo Revolt of 1680, some Pueblo peoples sought refuge from Spanish rule among the Navajos (Kidder 1913, 1920).
Scholars believed that during this time Navajos adopted many Pueblo cultural
traits such as architecture, pottery making, weaving, clans, matrilineal descent,
and matrilocal residence (Hester 1962:89, Brugge 1983).
Schaafsma has greatly strengthened this argument by incorporating rock art
as an independent line of evidence. She identifies ye’i figures as the diagnostic
features of Navajo rock art (Schaafsma 1963, 1966, 1975). Male ye’i were generally depicted with round heads, straight bodies, decorative kilts, and a variety of
headgear ranging from feathered, pointed caps, and horns, while female figures
were shown with rectangular heads, mantas, and feathered headgear. Both genders were represented holding staffs, dance wands, and corn stalks. She argues
that these religious subjects were likely made by Navajo religious leaders inspired
by the Pueblo tradition of wall and altar painting, as well as by ceremonial rock
art representations (Schaafsma 1975:32). Significantly, Schaafsma attributes some
of these rock paintings to the presence of Pueblo refugees fleeing the Spaniards to
take up residence alongside their Navajo neighbors (Schaafsma 1975:40).
Schaafsma also integrates contemporary Native perspectives on rock art into
her work wherever possible. In 2008 she collaborated with Will Tsosie, a field
archaeologist and ethnographer and a member of the Navajo Nation, to develop
a more nuanced understanding of the origins and meanings of Navajo rock art
(Schaafsma and Tsosie 2009). Together, they drew attention to the enduring
meaning of rock art, not primarily as records of historical events, but rather
as religious accounts that maintain health and harmony in the here and now.
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They directly attributed the absence of knowledge about Dinétah and its rock
art among some Navajo today to the forced removal of Navajos from Arizona to
New Mexico by the U.S. government in 1864.
Pueblo Warfare
Additionally, Schaafsma has significantly contributed to the study of Pueblo
warfare. Anthropologists have historically relegated warfare to the margins of
the profession, perhaps a legacy of Ruth Benedict’s (1934) characterization of
Pueblo personality and culture as “Apollonian,” a society of moderation. Only
in the late twentieth century has it been taken up as a research topic (for example LeBlanc 1999, Wilcox and Haas 1994), though most of these studies have
approached Pueblo warfare from a functional point of view. LeBlanc (1999), for
example, argued that the marked deterioration of the climate caused by the Little Ice Age, which led to competition over scarce resources, underlay the intense
Late Period (1250–1540) warfare in the Southwest.
Schaafsma offers a complimentary perspective highlighting the social meanings and ritual significance of warfare. In her classic article on katcina ceremonialism, she proposed that the introduction of the katcina cult may have been
accompanied by other institutions, such as a warrior’s society (Schaafsma and
Schaafsma 1974:542). Numerous shields and shield bearers in Rio Grande style
rock art may represent this society. She wrote, “The seemingly disparate categories of fertility, curing, hunting, and war are not discrete or independent of
one another, but the lines between them are blurred and overlapping, and they
embody a vocabulary of symbols and a system of relationships that define a
conceptual universe that is distinctly Puebloan” (Schaafsma 2000:156). Pueblo
warfare “was not an insular activity involved solely with defense or revenge, but
was integrated with the primary business of maintaining cosmic balance and
ultimately Pueblo well-being” (Schaafsma 2000:156).
Pottery Mound
Only a handful of archaeological sites have produced kiva murals, and one of
the most important of these sites is Pottery Mound in central New Mexico. In
1954 Frank Hibben established an archaeological field school at the site for the
University of New Mexico. He worked there for eight years training numerous
students. Schaafsma (then Polly Dix) was a member of the field school in 1957.
In the course of his excavations, he discovered more than eight hundred murals
and mural fragments in seventeen kivas. Hibben published a popular book on
the murals (Hibben 1975) and several articles, but unfortunately never prepared
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a synthetic account of his discoveries.
Fifty years later Schaafsma completed Hibben’s task. She explained that she
was inspired “to do something” by several of the “veteran students” of the Pottery Mound project (Schaafsma 2007b:xv). She invited a group of distinguished
scholars (some of whom had worked with Hibben) to participate in a School of
American Research seminar and a Society for American Archaeology session.
They reviewed the history of research, maps, and excavation profiles, as well as
reexamined the architecture, the kiva murals, rock art, textiles, faunal remains,
and ceramics from a contemporary perspective. The result of this research
was Schaafsma’s landmark volume, New Perspectives on Pottery Mound Pueblo
(Schaafsma 2007a).
Schaafsma’s contribution was to compare the Pottery Mound murals and Rio
Grande rock art to reveal their implications for regional interaction (Schaafsma
2007b). Since neither art form is an isolated phenomenon, Schaafsma considered them together within a common artistic tradition and a broader ideological sphere. She observed that katcina masks never appear as an isolated element
in kiva art (Schaafsma 2007b:143), and also noted that the Hand, Somaikoli, and
Shalako katcinas, which are frequently depicted in contemporary rock art, are
absent in the mural paintings. These findings strongly implied significant ceremonial differences in the two ritual contexts.
Conclusions
Schaafsma’s contributions are fundamental to rock studies and our understanding of Southwestern peoples past and present. She has established a scientific
approach to rock art and revealed discrete patterns in the distribution of particular rock art styles at different time periods and in different places. Although
not a language (since there is no syntax or grammar), rock art nonetheless
draws upon a shared sign system and can reveal aspects of ideology, power, religion, and spirituality that otherwise would be difficult to study. Rock art is thus
not secondary to the study of past societies, rather it is central. Rock art is both
a medium for people’s self-representation and a social practice that stimulates
the circulation of culture.
Schaafsma has greatly expanded our understanding of the interactions
between Southwestern cultures and those of Northern Mesoamerica. Her work
reveals deep ideological connections with respect to warrior cults and rain ceremonialism. Additionally, she has made a compelling case for the southern origins of katcina ceremonialism so characteristic of contemporary Pueblo society.
Finally, she has demonstrated that Navajo rock art borrowed from Pueblo iconography, and developed it in new, but distinctly Navajo, ways. Her commit160
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ment to elucidating the specificities of particular Southwestern peoples and, at
the same time, her insistence on the interconnectedness of Southwestern cultures and societies is an enduring legacy.
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Celebrating the Scholarship of Polly Schaafsma
M ichael M athiowetz

•

Leaving One’s Handprint

The simple act of leaving one’s painted stamped handprint in a sacred place is
carried out to receive a blessing.
—Polly Schaafsma (2010a: 29)

W

hen I was a graduate student in anthropology, I was a bit overwhelmed about where to begin my dissertation research. I was
interested in the archaeology, art, and belief systems of ancient and
contemporary indigenous peoples of the American Southwest, northern and
western Mexico, and the broader Mesoamerican world, especially with regard
to the nature of interaction between ancient Mesoamerican and southwestern
societies. With over a century of archaeological, ethnohistoric, and ethnographic
literature to examine, I read as much as I could about the history, cosmology, and
art of ancient and contemporary Pueblo people of the Southwest and cultures in
the broader Mesoamerican world.
In seeking to connect the two bodies of data, the work of Polly Schaafsma
offered a road forward. Just before beginning graduate school, I was fortunate
Michael Mathiowetz received his PhD in 2011 from the Department of Anthropology at the
University of California, Riverside, under the direction of Dr. Karl Taube. He has participated in archaeological fieldwork in the United States and Mexico, including in California,
Arizona, Baja California, Chiapas, Sonora, Chihuahua, and Nayarit. His research is centered
upon ancient and contemporary indigenous religion, ritual, and symbolism in Mesoamerica,
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cultural history of indigenous people in West Mexico.
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enough to attend an exhibit at the Los Angeles County Museum of Art that
examined ancient and contemporary cultural interactions between societies in
the U.S. Southwest and Mexico. Its companion volume, The Road to Aztlan: Art
from a Mythic Homeland, features essays by many notable Mesoamerican and
southwestern scholars, including Schaafsma. Her article, which served as my
introduction to her work, examines the ideological and historical connections
between Pueblo and Mesoamerican societies by comparing the Mesoamerican
plumed serpent deity Quetzalcoatl and the Puebloan horned and feathered serpent (Fields and Zamudio-Taylor 2001).
Since graduate school, I have returned to Schaafsma’s detailed analyses and
thorough bibliographies for nearly every topic on ancient and contemporary
Puebloan art, symbolism, and religion, and her comprehensive research was
often the first resource I consulted. My subsequent interactions and ongoing
conversations with her at workshops and conferences, in her commentaries on
my manuscript drafts, and collaborating with her on a forthcoming publication
have all provoked new ways of thinking about the art and archaeology of the
Southwest and northwest Mexico. During my research visits to Santa Fe, she
and husband Curtis generously offered a room at their home along with humorous and informative conversations at their kitchen table. Schaafsma’s work has
shaped how I and other archaeologists study the art, religion, and symbolism of
the Pueblo world and its connection to the Mesoamerican world (Mathiowetz
2011). Furthermore, her research has provided a foundation for connecting the
southwestern ethnographic present to the archaeological past.
What follows is a personal and professional homage to Schaafsma that examines her prolific work and how it has contributed to current understandings
of the formation and change of Pueblo religion and worldview, particularly as
viewed through the lens of southwestern and Mesoamerican archaeological and
ethnographical studies. I address the nature and meaning of religion and cosmology of ancient and contemporary Pueblo people as evident in rock art, kiva
murals, and ceremony; the interconnectedness of warfare, rain, and maize agriculture in Pueblo worldview and practice; and the ideological and cosmological
connections between the broader Pueblo world and Mesoamerican societies,
including the Casas Grandes culture of Chihuahua, Mexico.
Rock Art and Kiva Murals: Religion and Symbolism in the Ancient and
Contemporary Southwest
In the past century, scholars of Pueblo art, religion, and symbolism in antiquity have shifted their focus of study, methods, and theoretical frameworks (for
example, Fowles 2013; Glowacki and Van Keuren 2011; Munson 2011; Schaafsma
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and Hays-Gilpin 2010; Van Keuren and Glowacki 2011; VanPool et al. 2006a;
VanPool et al. 2006b; and others). As Schaafsma (2000d: 2–3) notes, early studies of Pueblo art and religion were primarily descriptive (for example, Smith
1952) and largely missed the context and the deeper symbolic meaning of
Pueblo iconography and art, the broader concepts of Pueblo worldview, the
social implications of religious organization and beliefs in Pueblo life, and the
nature and mechanisms of change.
Schaafsma’s work has examined the material manifestation of religious
beliefs among a number of cultural traditions in various parts of the Southwest
(see map in Adams 2000: 36, figure 5.1). Her on-the-ground research spans the
entirety of prehispanic southwestern art, and her cumulative body of work has
helped define the field of rock art studies. Her research ranges from broader
regional studies (Schaafsma 1975a, 1980, 2010b) to the Colorado Plateau
(Schaafsma 1971, 1994), Chaco Canyon (Schaafsma 2000a, 2006), the Mogollon (Mimbres and Jornada) region (Schaafsma 1975b), and Casas Grandes
(Schaafsma 1997, 1998, 2001, 2006). She has also addressed art affiliated
with cultural groups such as the Zuni (Schaafsma and Young 2007), Cochiti
(Schaafsma 1975c), and Navajo (Schaafsma and Tsosie 2009); shrines at specific archaeological sites (Schaafsma 1990, 2007a); parallels in Mesoamerican
and Pueblo cosmology (Schaafsma 1999, 2001; Schaafsma and Taube 2006);
and landscape, rock art, and ethics, among other topics (Schaafsma 2013).
These studies are important contributions in their own right, yet they all contribute individually to a broader and more comprehensive pan-southwestern
perspective on the history of Pueblo religion as expressed in rock art and
mural traditions.
Katsina Ceremonialism and the Rio Grande Art Style
One of Schaafsma’s contributions has been her identification and unparalleled
analysis of the Rio Grande style in rock art, pottery, and kiva murals along the
Rio Grande of New Mexico as well as the Jornada style in the art of the Mimbres and Jornada Mogollon regions, including the Casas Grandes region of Chihuahua, Mexico (for example, Schaafsma 1980, 1997, 1998, 1999, 2000a, 2000b,
2000c, 2000d, 2000e, 2001, 2002; Schaafsma and Schaafsma 1974; Schaafsma
and Wiseman 1992). These various works have focused on the development
of katsina ceremonialism and figurative mural art among Pueblo people,
such as the site of Pottery Mound and other Rio Grande sites in New Mexico (Schaafsma 2007b, 2007c, 2007d, 2009, 2010a). Decades of fieldwork with
Curtis have resulted in what is undoubtedly the most comprehensive digital
photographic archive and database of southwestern rock art.
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As defined by Schaafsma (1980; Schaafsma and Schaafsma 1974), the Rio
Grande style consists of figurative imagery similar to that of the Jornada region
and includes complex masks; warrior and hunting imagery; anthropomorphs;
and zoomorphs such as badgers, rabbits, mountain lions, horned or plumed
serpents, and various other birds and animals not commonly found in the art of
the previous era. The art of the Pueblo IV period (after ad 1300), which departs
dramatically from rock art and design styles evident in pottery and kiva murals
prior to this era on the Colorado Plateau (Schaafsma and Schaafsma 1974: 537),
represents “a major ideological shift in the fourteenth-century Pueblos” that
is indicative of a new religious and ceremonial pattern among Pueblo people
(Schaafsma 2000e: 65).
Schaafsma’s definition and examination of the nature and geographical
extent of the Rio Grande style (and the related Jornada and Paquimé styles) has
allowed archaeologists and ethnographers to conduct a more thorough analysis of the origin of katsina ceremonialism among Pueblo cultures (for example,
Adams 1991, 2000; Anderson 1955, 1956, 1960; Brew 1944; Bunzel 1932; Carlson 1982; Fewkes 1903; Hays 1989, 2000; Parsons 1930). Katsinam—powerful
masked supernatural beings who are intimately tied to clouds, rain, and
ancestors—are central to Pueblo worldview and ceremonialism as bringers of health, blessings, and agricultural abundance to Pueblo communities
(Schaafsma 2000d: 2; figures 1a–1d). By comparing the modern ethnographic
distribution of katsina symbolism with the archaeological distribution of katsina iconography, Schaafsma revealed that contemporary distribution patterns and proposed origins did not match the distribution in the archaeological
record (Schaafsma and Schaafsma 1974).
This conclusion served as a springboard for a decades-long debate, primarily between Schaafsma (1975, 1975b, 1980, 1992, 1998, 1999, 2000b, 2000e, 2002)
and E. Charles Adams (1991, 2000), about the historical origins of the katsina
religion. In essence Schaafsma has argued for a Mimbres–Jornada–Rio Grande
developmental continuum of katsina ceremonialism with influence from
Mesoamerica, while Adams posited an in situ Western Pueblo genesis in the
Little Colorado region of Arizona with a later spread to the Eastern Pueblos.
Schaafsma (2000b, 2000e) supported her argument with a detailed stylistic and
iconographic analysis of the thousands of complex katsina and warfare images
that appeared early in the broader Rio Grande (and related images present in
the Mogollon region), in contrast to the sparse body of katsina imagery from
the Western Pueblos.
Examining the conceptual metaphors within katsina ritualism, Schaafsma
(2002) contended that portrayals of water-filled pottery vessels in Pueblo rock
art and kiva murals represent katsina rain-bringers (figures 1b–1c). My own
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Figure 1. Pueblo Rain-making Symbolism in the U.S. Southwest. Top, left, (a) Jornada style
katsina with cloud-terrace headdress (ad 1000–1400), Three Rivers, New Mexico (after
Schaafsma 2000e: figure 7.2); top, right, (b) Swallows, terraced cloud, and water jar spewing
moisture and lightning. Layer M-40 in kiva mural from Kuaua, New Mexico (after Dutton
1963: plate XI); bottom, left, (c) Petroglyph depicting mask as personified canteen, Southern
Tewa, Galisteo Basin, New Mexico (ad 1325–1680) (from Schaafsma 2002: figure 6); bottom,
right, (d) Hopi silverwork depicting kiva chief blowing smoke into the clouds to make
rain for the corn crops. Made by Lawrence and Gracilda Saufkie of Shungopavi, 1973 (after
Kennard 1979: figure 14).

research, which builds on Schaafsma’s intellectual framework, contends that
katsina ritualism was fully present among Chihuahua, Mexico’s, Casas Grandes
culture, which features abundant anthropomorphic and zoomorphic effigy vessels that when filled with water shared the same metaphors linked to katsinas that are evoked in Pueblo water-filled vessels (Mathiowetz 2011: 727–841).
Schaafsma and Karl A. Taube (2006; figure 1d) documented in detail the deeply
intertwined relationship between a post–ad 1300 southwestern cosmology centered upon rain, clouds, and maize agriculture and identical and widespread
belief systems shared among earlier and contemporary cultures in Mesoamerica. The ideological connection between Pueblo cultures in the U.S. Southwest
and Mesoamerican cultures as proposed early in Schaafsma’s publishing record
has formed a strong thematic current in her subsequent body of work.
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Schaafsma’s contribution to the study of symbolism of the ancient Southwest
extends beyond rock art to comprehensive analyses of kiva murals from across
the Southwest, including those reported at Awatovi and Kawaika-a in Arizona
(Smith 1952) and Kuaua and Pottery Mound in New Mexico (Dutton 1963;
Hibben 1975). In particular, the spectacular murals at Pottery Mound, where
Schaafsma worked as a field crew member in the late 1950s (Vivian 2007: 76),
have served as a particular inspiration in her publication record. In addition
to individual published articles, a volume on warfare (Schaafsma 2000b), and
an edited volume on katsinam (Schaafsma 2000c), Schaafsma has organized
important edited volumes that have brought Pueblo mural art traditions to the
forefront of southwestern studies (Hays-Gilpin and Schaafsma 2010; Schaafsma
2007b).
Her research on rock art and kiva murals conveys a unique mastery of the
archaeological, ethnohistoric, and ethnographic data of both ancient and contemporary Pueblo cultures. It illuminates connections between fourteenth- and
fifteenth-century ceremonial systems and descendant indigenous communities’
belief systems in the present. Her research on the origin and development of the
katsina religion has provided a historical framework for assessing current distributions of katsina ceremonialism. While the work of earlier archaeologists
was largely descriptive, Schaafsma’s contributions as a major academic luminary whose research focuses on the symbolic systems of the Pueblo world have
set the standard and laid a broad and deep foundation for modern iconographic
and art historical analyses in the region.
Schaafsma’s work on religion in the prehispanic Southwest identifies symbols as multivocal, visual systems of communication that express metaphors
and analogies that are also found in stories, poems, and songs. These symbols relate their creators’ cultural values, cosmology, perceptions of the natural world, and social viewpoints, though their meaning for later viewers shifted
over time. She has emphasized that these systems of communication form an
intersecting network of ideas or cosmological maps that cultural groups create, recreate, and reinterpret in the landscape. Approaching art as the material expression of the nonmaterial world, her work has revealed how rock art
expressed Puebloan cosmology, religion, and ritual. It emphasizes the importance of interpreting indivisible Pueblo social and spiritual worlds within prehispanic art of the Southwest. The challenge for archaeologists, she argues, is to
discern both the meaning of the symbols as well as the culturally constructed,
nonmaterial mental constructs of the artistic creators through both data-driven
analyses and respectful and equally valued open communication with indigenous peoples. Schaafsma has not only investigated specific iconographic
motifs in rock art and kiva murals on a local scale but also situated these local
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symbolic expressions within a larger frame of study to address broader issues of
social change on a regional and macroregional scale spanning the U.S. Southwest to Mesoamerica. This work in itself has been a pioneering and monumental endeavor.
The Symbolism and Ritual of Warfare and Fertility
The widely recognized social transformations that occurred across the Pueblo
world following the depopulation of the Colorado Plateau by ad 1300 included
a new iconographic repertoire of symbols centered upon warfare and hunting. This imagery consisted of new depictions of warriors, shields, weaponry,
game animals such as bears and mountain lions, stars, and regalia such as the
feathers of raptorial birds that continue to signify warfare and hunting among
Pueblo people today. Schaafsma (1992, 2000b, 2005, 2007e, 2007f) notes that
the images themselves, however, are deeply rooted in Pueblo cosmology as symbols that contain metaphors for fertility, rain-making, and the growth of maize.
This perspective has influenced my own research on the symbolism of southwestern warfare (Mathiowetz 2011: 974–1098).
A number of scholars have cited both archaeological and ethnographic evidence suggesting that mass migration and resettlement in the thirteenth and
fourteenth centuries led to violent tumult and conflict in the Southwest (for
example, Crotty 2001; Ellis 1951; Haas and Creamer 1993, 1997; LeBlanc 1998,
1999, 2000, 2003; Lekson 2002; Plog and Solometo 1997; Rice and LeBlanc
2001; Wilcox et al. 2007; Wilcox and Haas 1994). Over the past few decades,
some of these scholars have agreed that climate change, environmental stress,
and competition for resources provoked increasing warfare and corresponding war symbolism in new rock art and kiva murals of the Eastern and Western Pueblos. A number of these works portrayed a virtual cascade of physical
violence that engulfed the Pueblo world. Yet Schaafsma’s work, which pioneered the study of warfare iconography in prehispanic Pueblo art (2000b),
has made a crucial distinction between actual violence and symbolic warfare.
I agree with her contention that rock art after ad 1325 more often represents
ceremonial conflict that begets fertility, rainfall, and agricultural abundance
in Pueblo societies. Although actual violence certainly occurred to some
extent, the violence in rock art and kiva murals depicts cosmological tensions,
conflicts, and resolutions that create fertility and mirror the balance evident
in the winter and summer moieties of the Rio Grande Pueblos (Mathiowetz
2011: 890–950).
Schaafsma’s (2000b) volume on the symbolism of Pueblo warfare broke new
ground by placing warfare and conflict in its proper ideological context. Prior
M athiowetz / Leaving One’s Handprint

171

to this publication, no comprehensive archaeological work sought to document,
interpret, and synthesize the broader significance of the symbolism and meaning of warfare among Pueblo societies in the past while simultaneously linking them to ritual practices of Pueblo people in the present. Recognizing the
parallel development of katsina ceremonialism and warfare symbolism during
the Pueblo IV period and the problems that this posed for interpretations of
southwestern indigenous religion and past social change, Schaafsma (2000b:
169) aptly asserted, “It remains to be asked why warfare iconography escalated
in equal proportion to religious cults that supposedly offered a solution to social
stress. While the kachina cult, with its focus on weather control and abundant
harvests, contributed to village integration, it also seems to have had a role in
war ritual, with which it was interconnected in the overarching ideological
dualism embracing war and fertility.”
In her identification of the Rio Grande style, Schaafsma documented not
only a plethora of images of masked katsinam but also many war-related beings,
motifs, and themes that overlap with katsina ritualism and often correlate with
contemporary practices and beliefs of Pueblo war societies. These motifs include
portrayals of War Twins; Venus symbolism; shields; shield-bearers; weapons; warrior katsinam; stars and star warriors; and animal war patrons such as
eagles, bears, and mountain lions (Schaafsma 2000b: 30). Pottery Mound and
Jeddito murals also contained elaborate figural portrayals of warfare.
A second important component of Schaafsma’s research on war symbolism
in the Southwest was the recognition that a virtually identical and much older
stellar war complex centered upon the highland central Mexican Venus deity
named Tlahuizcalpantecuhtli existed in the Mesoamerican world, primarily
during the Postclassic period (ad 900–1521). In drawing comparisons between
this Mesoamerican deity and the Pueblo stellar war god Sotuqnangu, Schaafsma
set the stage for a forthcoming collaborative publication (Mathiowetz et al. 2015)
that elaborates upon and corroborates this historical connection in intervening
regions of north and west Mexico in much greater detail.
More than any other scholar, Schaafsma has thoroughly documented the
intertwined and coeval rise of katsina and warfare/hunting ceremonialism
in the Pueblo IV period. These developments coincided with the introduction of a new form of rain and maize ceremonialism that signified a disjunction in Pueblo cosmology following the depopulation of the Colorado Plateau.
Although archaeologists have often cited environmental factors as the primary
mechanisms for social change in the Southwest, Schaafsma’s research has positioned ideology at the heart of many of the major cultural changes that marked
the onset of the Pueblo IV period. Ideological change among Pueblo cultures
may not have been a consequence but a cause of social change.
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What is perhaps most remarkable about this recognition is the realization—
rooted in data—that the intertwined ideological changes in the Pueblo world
undoubtedly stemmed from cultural interactions with societies on the northern frontiers of Mesoamerica, a fact that southwestern archaeologists as a whole
are now belatedly coming to grips with. Many southwestern archaeologists have
yet to explore archaeological literature about northern Mesoamerica and even
Casas Grandes culture sites just across the border in northern Mexico. Simply
put, the near absence of the Casas Grandes culture—the most Mesoamerican
of Pueblo sites and the most Puebloan of Mesoamerican sites—from the most
recent treatises on Pueblo social change after ad 1200 reveals a serious flaw in
contemporary southwestern scholarship that must be immediately addressed.
Schaafsma’s research is a starting point for any curious and intrepid scholar willing to consider the bigger picture of the Pueblo world in a context that extends
beyond the current U.S.-Mexico border. To better understand Pueblo history,
southwestern archaeologists and ethnologists must populate their bookshelves
with the works of Charles Di Peso, J. Charles Kelley, Clement Meighan, Gordon
Ekholm, Isabel Kelly, Carl Sauer and Donald Brand, Robert Zingg, Carl Lumholtz, J. Alden Mason, Konrad Theodor Preuss, Phil Weigand, Joseph Mountjoy, Michael Foster, Helmut Publ, Johannes Neurath, Jésus Jáuregui, Karl Taube,
and many other recent Mesoamerican scholars, including myself, who have
examined in some detail the social formations, social change, and ideology in
prehispanic and contemporary societies of northern Mesoamerica, the near
neighbors of the Pueblo world. Schaafsma’s pioneering research in the Southwest and northern Mexico has opened a doorway for southwestern scholars to
look beyond the border to Mesoamerica for new ideas on prehispanic long-distance cultural connections.
Ideological and Cultural Connections between Mesoamerica and the
Pueblo World
One of the intellectual challenges that has permeated academic research in the
Southwest over the past century is assessing the extent to which Pueblo societies interacted with Mesoamerican societies and determining the degree to
which sociopolitical, economic, and religious systems across these broader cultural regions were integrated. I will focus on one particularly influential aspect
of Schaafsma’s work: the identification of shared cosmology and belief systems.
Since the late nineteenth century, ethnologists and archaeologists have speculated about cultural connections between Pueblo societies and those of highland central Mexico and other regions of Mesoamerica. The literature on this
topic is extensive (for example, Beals 1944; Di Peso 1974; Di Peso et al. 1974;
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Haury 1944, 1945; Kelley 1966, 1986, 1995, 2000; McGuire 1980, 1989, 1993,
2002; Phillips 2002; Plog 1986; VanPool 2003; Villalpando and McGuire 2014;
Wilcox 1986a, 1986b; Wilcox et al. 2008: 103–124; and others). In the past two
decades, scholars have built on previous works (for example, Brew 1944) that
analyzed the specific influence of Mesoamerican religion on Pueblo IV socioreligious transformations (Hays-Gilpin and Hill 1999, 2000; Hill 1992; Mathiowetz 2011; Mathiowetz et al. 2015; McGuire 2011; Schaafsma 1998, 1999, 2000a,
2001; Schaafsma and Taube 2006; Taube 1986, 2000, 2001, 2010).
The complex cultural traditions of highland central and southern Mesoamerica have received the most concentrated archaeological attention over the
past century. Unfortunately, however, much of the intervening region of northern and western Mesoamerica—the geographical areas most likely to have been
the source of intellectual and cultural influence on Pueblo societies during the
Mesoamerican Postclassic period—has received comparatively less archaeological attention since midcentury, when important surveys and excavations
took place across western Mexico (see Di Peso 1974; Di Peso et al. 1974; Ekholm
1942; Kelly 1938, 1945; Meighan 1976). Because of the dearth of archaeological
research in these northwestern regions until recent decades, a comparative body
of iconographic data has only recently begun to be amassed (Mathiowetz 2011).
The lack of abundant data on cosmology, worldview, and symbolism from
these intervening regions for many decades prevented scholars from drawing
direct connections between Pueblo societies and West Mexican societies such
as the Aztatlán culture (see Foster 1999; Kelley 2000; Publ 1986, 1990). Many
of the comparisons instead focused on identifying belief systems and metaphors that Pueblo religion shared with Late Postclassic and Historic period cultures in highland central Mexico, especially among the well-documented Aztec
culture. Some scholars (for example, McGuire 2011; Whalen and Minnis 2001:
47–51) have criticized the use of comparative data from asynchronous and distant societies with scant evidence of interaction because of the general misperception that Mesoamerican societies such as the Olmec, Maya, Teotihuacan,
Toltec, Aztec, and others held vastly dissimilar worldviews and beliefs. A number of disparate Mesoamerican cultures across great spans of time and space,
however, shared a pan-Mesoamerican cosmology—a long-enduring intellectual lineage with local and regional manifestations and some differences—
centered upon maize agriculture, rain, ancestors, and the solar Flower World
(see, for example, Taube 2000, 2001, 2010). Without the benefit of more comprehensive archaeological and ideological datasets from northwest Mesoamerica, the most logical step for early archaeologists who examined macroregional
connections was to draw comparisons with the available definitions of highland
central Mexican culture and religion.
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In the late 1990s and early 2000s, Schaafsma released a series of publications
that drew more systematic comparisons between Pueblo belief systems and
Mesoamerican religion and supernatural beings. These publications reflected a
clearer understanding of the nature, meaning, and distribution of katsina and
warfare symbolism in the archaeological record and a better defined conception
of their close connection to rain, cloud, and maize ceremonialism as discerned
from the ethnographic record (see Schaafsma and Taube 2006). The proposition that various Mesoamerican deities and religious beliefs in their far northern manifestations contributed to modern Pueblo religion is not a new one, as
scholars have long noted similar beings in the Pueblo supernatural realm (for
example, Brew 1944; Di Peso 1974; Di Peso et al. 1974; Saville 1894). The following discussion will focus on three Mesoamerican deities who had a major influence upon Pueblo ideological transformations in the Southwest, as proposed by
Schaafsma. These are the plumed serpent Quetzalcoatl, the rain god Tlaloc, and
the stellar Venus war god Tlahuizcalpantecuhtli.
Quetzalcoatl: The Feathered Serpent as Wind and Rain
Scholars of the Southwest have long studied the historical connections of the
Mesoamerican feathered serpent deity Quetzalcoatl and the feathered (and
sometimes horned) serpent in the Southwest, known variously as Kolowisi
(Zuni), Paalölöqangw (Hopi), and Awanyu (Tewa), among other names (Di
Peso 1974; Mathiowetz 2011; Mills and Ferguson 2008; Saville 1894; Schaafsma
2001; Searcy 2010; Taube 2001; VanPool 2003; C. VanPool et al. 2008; T. VanPool
et al. 2008). Schaafsma, however, provided the earliest broad examination of the
archaeological representation of the horned and feathered serpent in the wider
Southwest. Her analyses produced a diagnostic framework for examining the
stylistic variations of this being. She also offered a general temporal framework
for mapping the appearance of this supernatural creature, who appeared first in
very limited examples among the Mimbres region of southwest New Mexico no
earlier than ad 1000–1150, then in the Jornada Mogollon (southern New Mexico) and the Casas Grandes region (Chihuahua) between ad 1200–1450, and
finally along the upper Rio Grande (New Mexico) by ad 1325 (Schaafsma 2001:
142–143; figures 2a, 2b).
In Schaafsma’s Road to Aztlan essay and other articles, she marshaled ethnographic and archaeological data to discern the character attributes of this supernatural creature that is closely connected to
rain and to other forms of water, clouds, katsinam, lightning, conch
shells, wind, maize, and the sun. The horned and feathered serpent of
the Southwest is also closely tied to Venus, stars, and warfare, affiliaM athiowetz / Leaving One’s Handprint
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Figure 2. Feathered serpents in the U.S. Southwest, northwest Mexico, and west Mexico.
Top, (a) Horned and plumed serpent with star warrior superimposed upon the body. Kiva
7, Layer 9, Pottery Mound (after Hibben 1975: figure 34); bottom, left, (b) Plumed serpent,
Chihuahuan polychrome, Casas Grandes culture. Catalog No. A323830, Department of
Anthropology, Smithsonian Institution, Washington, D.C. Drawn from photo by Michael
Mathiowetz; bottom, right, (c) Plumed serpent with tab-like feathers, detail of Tuxpan
Engraved (ad 900–1100) vessel. Aztatlán culture, Nayarit (after Stern 1977: figure 2).

tions shared between the feathered serpent and Mesoamerican Venus deity
Tlahuizcalpantecuhtli. All these attributes of horned and feathered serpents
are characteristic of the feathered serpent deity Quetzalcoatl, a being who is of
much greater antiquity in Mesoamerica. For example, portrayals of feathered
serpents date from the Formative-period Olmec culture through the present
day (Taube 2001).
A number of scholars generally accept the historical connection between the
horned and feathered serpent of the Southwest and northern Mexico and the
Mesoamerican feathered serpent Quetzalcoatl (for example, Crown 1994: 166;
McGuire 2011: 43; Mills and Ferguson 2008; Taube 2001). The identification of
imagery of the feathered serpent and Quetzalcoatl-related motifs in the art of the
earlier and then largely contemporaneous Aztatlán culture (ad 900–1350) of west
Mexico, where southwestern people likely obtained these ideas, has helped substantiate the Mesoamerican origins of this southwestern being (Mathiowetz 2011:
365–76; figure 2c).
The Rain God Tlaloc and Katsina Ceremonialism
In drawing clear connections between the feathered serpents of the Southwest
and Mesoamerica, and in recognizing the role of these beings as rain-bringers,
Schaafsma (1999) built on the earlier work on katsina origins by J. O. Brew
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(1944) and others that strongly correlated the appearance of these beings with
the coeval development of katsina ceremonialism. Rather than simply describing particular ideological parallels between the Tlaloc and katsina rain complexes, Schaafsma delineated the ideological frameworks and social contexts of
shared conceptual metaphors (Schaafsma 1999: 165). In Mesoamerica the feathered serpent Quetzalcoatl is closely linked to breath, clouds, the return of the
rains, gusts of wind accompanying oncoming rainstorms, and the rain deity
Tlaloc (Taube 2001). Art from Classic-period Teotihuacan shows the maw of
the feathered serpent conveying Tlaloc. Similar scenes involving the analogous
Maya rain deity Chaak and the feathered serpent are present at the Classicperiod Maya site of Uxmal. Even among the Contact-period Aztec, the winds of
the feathered serpent ushered in the rain god Tlaloc (Taube 2001: 110–111). These
strong connections, which are of great antiquity in Mesoamerican religion,
have clear analogues in the affiliation of southwestern katsinam with the rainbringing horned and feathered serpent (Schaafsma 1999, 2001; Taube 2001).
Southwestern and Mesoamerican belief systems both connect water-filled
cultural objects such as pots to water-filled landscape features, such as mountains, caves, and bodies of water as generators of clouds (Schaafsma 1999: 168–
71). Like water-filled Tlaloc effigies in Mesoamerican art, water-filled pottery
and anthropomorphic effigy vessels in Pueblo art communicated landscape
metaphors linked to rain-making (Schaafsma 1999, 2002). Ethnographic data
from the Southwest clearly identifies katsina rain spirits on these water-filled
vessels, which appear at shrines and in rock art and kiva murals as metaphorical representations of katsina rain spirits (figures 1b–1c). Schaafsma’s conclusions have inspired more recent studies that identify these katsina-related
metaphors in the human and animal effigy vessels of the Casas Grandes culture
(Mathiowetz 2011). Unlike the deity Tlaloc, however, katsinam are not deities
themselves. Instead, they are anthropomorphic and zoomorphic beings linked
to deceased ancestors who serve as intermediaries in a reciprocal relationship
between deities and humans (Schaafsma 1999: 173).
In her analysis of the origins of the fourteenth-century katsina ceremonial complex in the Southwest, Schaafsma (1999) identified a goggle-eyed Tlaloc-like figure in southwestern rock art, kiva murals, and other material manifestations, such
as wooden effigies, many of which are often laden with symbolism of cloud scrolls
and stepped-cloud motifs. Although not all scholars accept the identification of
these figures as northern manifestations of Tlaloc (for example, Crotty 1990: 149),
the catalogue of goggle-eyed beings in the Southwest includes clear portrayals of
Tlaloc on copper crotals from Wupatki in Arizona and in the Casas Grandes region
of Chihuahua, Mexico (Vargas 1995: 52, 57), a fact that cannot be as easily explained
away when arguing against the presence of this deity in the Southwest.
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The appearance of Tlaloc in the contemporary Aztatlán culture of west
Mexico (Mathiowetz 2011) strengthens Schaafsma’s assertions of a Mesoamerican genesis for the ideological foundations and conceptual metaphors
of the katsina complex. In fact, Schaafsma’s argument that the Pueblo IV katsina ideology originated in Mesoamerica finds support in the art, symbolism,
and ritual of the Aztatlán culture (ad 900–1350) and probable descendant cultures such as the Huichol and Cora of west Mexico (Mathiowetz 2011: 376–86),
which feature the same ideological framework of ancestors as clouds and rain.
Although Beals (1944: 248) and McGuire (2011: 41) argue against the existence
of a parallel belief system among cultures between the Southwest and highland
central Mexico, this katsina-like belief system persisted among past and present
indigenous cultures in west Mexico for at least the past eleven hundred years
and served as the seeds of Pueblo katsina ceremonialism in the Southwest.
Schaafsma’s research about the origins of katsina ceremonialism and its close
links to the Mesoamerican feathered serpent deity Quetzalcoatl and the rain
deity Tlaloc is continental in scope and connects contemporary indigenous
practices and beliefs to the archaeological record of the Southwest and northern
Mexico. To say that her work has been groundbreaking is an understatement.
Ongoing ethnographic, ethnohistoric, and archaeological research in the intervening regions of northwest Mesoamerica, especially in the Aztatlán region of
Nayarit, Sinaloa, Jalisco, Durango, and Zacatecas, has only provided more evidence to substantiate Schaafsma’s argument for a Pueblo IV–period southern
origin of a new feathered serpent (Quetzalcoatl) and Tlaloc/katsina ideology
into the Southwest at least incrementally after ad 1000 but most fully no later
than ad 1325.
Venus and the Stellar War Gods Sotuqnangu and Tlahuizcalpantecuhtli
A discussion of Schaafsma’s contributions to the study of southwestern religion
and Mesoamerican intellectual influence on Pueblo cultures would not be complete without a review of a third important element of katsina ceremonialism:
the prominent warfare-themed motifs abundant in rock art and kiva murals in
select regions of the Southwest. Warfare themes have a distant relation to a deity
in Mesoamerica named Tlahuizcalpantecuhtli, who is identified with Venus as
the Morning Star. This deity appeared during the Postclassic period (ad 900–
1521) among the Early Postclassic Toltec, in Toltec-related art at Chichén Itza in
Yucatán, and among the Late Postclassic Aztec, with some iconographic examples from other regions in Mesoamerica.
In her magnum opus on Puebloan IV–period warfare symbolism in rock art
and kiva murals (Schaafsma 2000b) and in a series of complementary articles
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Figure 3. Venus as Morning Star and Star
Warriors in the U.S. Southwest and west Mexico.
Top, left, (a) Rio Grande rock art of stellar warfare
deity Sotuqnangu with star face and darts at
head, elbow, hand, and leg. Drawing courtesy of
Polly Schaafsma; top, right, (b) Late nineteenthcentury Hopi kiva painting of Sotuqnangu holding
lightning behind cloudbank. Note the conical cap
on head with cloud and lightning designs and war
tracks on cheeks (after Stephen 1936: figure 118);
left, (c) Head of Morning Star figure with darts
emanating from the head and face. Detail of
interior of Ixcuintla Polychrome, Amapa, Nayarit
(after Bell 1960: figure 51).

(Schaafsma 1992, 2000e, 2001, 2005, 2007e, 2007f) over the past two decades,
Schaafsma identified symbolic and ritual warfare as an important element of a
dualistic system of beliefs centered upon warfare/hunting and fertility, which
includes a focus on rain- and cloud-making, maize, and agricultural abundance.
At the heart of this stellar warfare complex in the Puebloan Southwest, which
remains vibrant today among descendant communities, is a powerful war deity
named Sotuqnangu, a being who is today most commonly known ethnographically among the Hopi (figures 3a and 3b). Schaafsma (2000b: 127) argued that
Venus as Morning Star symbolism was most explicit in Sotuqnangu. This major
deity and other related star-faced warrior katsinam are known in rock art of
the Western and Eastern Pueblos, and Sotuqnangu himself is closely associated
with weaponry, lightning, thunderheads, scalping, ice, and cold weather.
Recent collaborative work between Schaafsma and Mesoamericanist scholars, including myself, expands upon her initial observations by examining the
archaeology and symbolism of the intermediate area of northwest Mesoamerica
for comparable Venus ceremonialism in antiquity (Mathiowetz et al. 2015; figure
3c). This work identifies the four key geographical regions where the iconography of this Venus complex became newly evident. Knowledge of the deity Tlahuizcalpantecuhtli was transmitted from highland central Mexico and Oaxaca,
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to Aztatlán-era west Mexico, to the Casas Grandes region, and thereafter into
the greater Southwest United States. In each region, this deity was locally transformed while retaining the underlying core ideas of this religious complex.
Given the obvious links among Quetzalcoatl, Tlaloc, and Tlahuizcalpantecuhtli and the cosmological framework in which they operate in Mesoamerica, plus the new appearance of these three deities in a concentrated area of the
Aztatlán tradition in the beginning of the Postclassic period (some centuries
before these beings are seen in the northern Southwest), Schaafsma was clearly
right to recognize the influence of these deities in southwestern religion during
the Pueblo IV period. A new form of Sun worship centered upon the solar
deity Xochipilli also entered the Southwest from this same region at the same
time (see Mathiowetz 2011). Taken together, it is undeniable that a new religion
and worldview was imported or brought into the Southwest from coastal west
Mexico.
Cosmology and the Casas Grandes World: the Mesoamerican
Connection
Finally, Schaafsma’s research into the religion and symbolism of the Casas
Grandes culture in Chihuahua, Mexico—a key culture with pronounced Mesoamerican and Pueblo characteristics—also sheds new light on the intersection
of religion and political organization in this region. The paramount site of the
Casas Grandes culture, Paquimé, was excavated by Charles Di Peso and the
Amerind Foundation and Instituto Nacional de Antropología e Historia from
1958 to 1961, resulting in a massive eight-volume site report. Di Peso’s interpretations of strong Mesoamerican influence (1974; Di Peso et al. 1974) were
controversial for a variety of reasons and were not well-received by many southwestern archaeologists, but his assessment of certain Mesoamerican religious
influences set the tone for future research on Casas Grandes belief systems.
Although a number of dissertations and theses in recent years have
expanded upon this subject (for example, Holeman 2013; Mathiowetz 2011;
Searcy 2010; VanPool 2003), Schaafsma conducted some of the first systematic
examinations in the modern era of the meaning of Casas Grandes symbolism
and religion (1997, 1998, 2000a, 2001). In the mid-1990s, her research included
on-the-ground surveys and documentation of rock art sites, which led to the
definition of the Paquimé rock art style and its relationship to the broader Jornada and Rio Grande styles (Schaafsma 1998).
Horned serpents appear not only in rock art (often located near springs)
but also frequently in Chihuahuan polychromes (figure 2b). Along with shell
trumpets and ball courts, Schaafsma (2000a, 2001) argued that horned serpents
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at the primary Casas Grandes site were linked to political structure and leadership much like the political ideology of the Quetzalcoatl complex in Mesoamerica. By connecting the appearance of the Mesoamerican ballgame courts
at Paquimé to Quetzalcoatl, Schaafsma (2001) revealed their centrality to elite
social life and claims to political legitimacy and authority in the Casas Grandes
world. Recent research on this symbolism in the Casas Grandes world has further corroborated Schaafsma’s assertions (see Mathiowetz 2011: 190–253). Casas
Grandes rock art also includes portrayals of Tlaloc-like figures, which reflect
a Mesoamerican ideology of rain-making, and patterned square cartouches,
or cuadros, which are present in other regions to the west and south of the
Southwest, including in Sonora, Sinaloa, and Durango. (Schaafsma 1998, 1999,
2000a, 2001). Although less extensive in comparison to her work in the Rio
Grande region, Schaafsma’s Casas Grandes research and analyses have provided
insightful commentary on the nature and meaning of Medio Period (ad 1200–
1450) religion and its relation to political life at Paquimé as well as further evidence of ideological ties to Mesoamerica.
Schaafsma stands out as one of the handful of contemporary southwestern
scholars who has been willing to engage the literature of Mesoamerican ethnography and archaeology in an effort to bridge the academic divide created by the
formation of the modern U.S. and Mexican national boundaries, an effort that
has yielded new insights and a macroregional-scale perspective on the importance of Mesoamerican cultures in southwestern social change. Her work is also
distinguished by the depth to which she engages the voluminous southwestern
ethnographic and ethnohistoric literature in her interpretations of southwestern archaeological phenomena. Her research has reasserted the central role of
religion in social change. Over the past half century, she has helped build the
foundation for the modern study of prehispanic Pueblo religion and symbolism. Her work has set a high bar for scholarship, academic rigor, and professionalism that should both challenge and inspire southwestern and Mesoamerican
archaeologists and ethnologists.
Receiving a Blessing
The inscription of ritually charged petroglyphs and paintings upon the culturally constructed landscape creates places that become an important part of the
social life of Pueblo communities that endure for generations. As Schaafsma
(2010a: 29) noted, in the Pueblo world “the simple act of leaving one’s painted
stamped handprint on a sacred place is carried out to receive a blessing,” such
as abundant rain and bountiful harvests. She concludes, the “long-enduring
images on stone may acquire new meanings as they are revisited through time.
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Thus, a distinction should be made between the initial significance of a rock
art image and accrued meanings and functions. Rock art of older cultures may
have influenced newcomers, contributing to the latter’s perception of a locality”
(Schaafsma 2010a: 27). In other words, the simple act of marking one’s place in
rock art is a performance that enables the manifold return of future blessings for
the community and provides new frameworks of meaning in the lives of future
generations who encounter these works.
In a similar way, Polly Schaafsma’s field research—ranging from basalt escarpments and outcrops to kiva walls—and her body of scholarship penned over the
past forty-plus years will surely serve as a long-enduring and fundamental contribution to southwestern studies for many scholars who study the broad scope
of art and archaeology of the ancient and contemporary Southwest and Mesoamerica. Just as ancient rock art is alive for descendant Pueblo cultures who
engage with, visit, and find profound meaning in the artistic and cultural legacy of their ancestors, so too will Schaafsma’s pioneering work influence future
generations of scholars who will continually visit her work, find inspiration, and
build upon the legacy and accrued meanings of her scholarship. Her intellectual
contributions and decades-long legacy of publication in essence serve as her
“handprint” left indelibly inscribed upon the academic landscape of southwestern and Mesoamerican studies. Students of southwestern and Pueblo history
are those who stand to reap the “blessings” of her groundbreaking work—an
incomparable body of research that has provided and will continue to offer an
intellectual framework and fertile ground to cultivate and inspire new analyses
and lines of inquiry for generations to come.
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Polly Schaafsma in front of
Monument Valley, 2014.
Photograph courtesy Polly
Schaafsma.
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The Contributions of Polly Schaafsma to Stylistic
Analysis of Great Basin Rock Art

P

olly Schaafsma is best known for her seminal and wide-ranging studies of southwestern and Colorado Plateau rock art traditions. Her most
important contributions to Great Basin rock art have been more regionally and temporally focused on the eastern and southeastern Basin, the period
of Fremont and Ancestral Puebloan cultures (ca. 1,600–700 years ago), and
methodological issues regarding the analysis of rock art traditions dominated
by abstract imagery. These research interests are characterized by Schaafsma’s best-known publications that deal with Great Basin rock art—The Rock
Art of Utah (1971), Indian Rock Art of the Southwest (1980), and her chapter
on rock art in the Great Basin volume of the Handbook of North American
Indians (1986).1 These works variously synthesize data on Great Basin rock art
styles and stylistically analyze and class anthropomorph types associated with
Ancestral Puebloan and Fremont cultures. Anthropomorphs range from simple
shapes, either triangular or trapezoidal, with rudimentary arms and legs, simple horns or headgear; to more complex forms with long, tapering torsos, large
rectangular heads with possible fringed horns, and a “distinctive line or dot
facial decoration.”2 Further, fringes may be found on the arms or torso. Besides
classifying anthropomorphs, the three seminal works also emphasize reconstructing culture history and identifying the chronological outline of stylistic
Angus R. Quinlan is the Executive Director of the Nevada Rock Art Foundation. His research
focuses on Great Basin rock art and the archaeology of religion. Darla L. Garey-Sage is the
deputy director of the Nevada Rock Art Foundation and an independent scholar. Her work
focuses on Great Basin ethnography and rock art. She holds master’s and PhD degrees from
the University of Nevada, Reno, where her graduate work focused on Washoe traditional
knowledge, ethnobotany, and contemporary identity.
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Map of the physiographic and hydrographic Great Basin, showing the approximate
boundaries of Western Pueblo and Fremont culture settlement. Map courtesy Darla L.
Garey-Sage and Angus R. Quinlan.

developments. Although over the course of her distinguished career, Great Basin
rock art has not been the chief focus of Schaafsma’s research, she has made lasting
contributions to the field by providing stylistic analyses that refined approaches to
abstract motifs and established a rigorous stylistic definition for Fremont anthropomorph styles. She has also set the tone for more recent research by demonstrating how studies of regional anthropomorph types can be productive for
identifying rock art styles and reconstructions of culture history.
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The Southwest and the Great Basin are both geographic regions treated as
culture areas. The Great Basin, north of the Southwest region, is defined both
hydrographically and physiographically.3 Hydrographically, the Great Basin
is an area of interior drainage, with waters flowing into remnant Pleistocene
lakes or playas rather than into the sea. If this were the only definition of the
Great Basin, then the eastern and southeastern edges of the area with Fremont
and Puebloan influences would be excluded because the region’s waters flow
into the Colorado River and out to the sea. However, the physiographic Great
Basin is slightly larger and includes these archaeological and ethnographic
complexes.
Humans have lived in the Great Basin for at least 12,000 to 10,000 years,
adapting their economic practices to changes in a generally semiarid and challenging environment. For most of the history of Great Basin human settlement,
communities practiced variations of mobile hunter-forager economies. Residential strategies focused on moving to locations with seasonally available economic resources. Semihorticultural cultures in the southeastern and eastern
Basin (ca. 1,600–700 years ago) punctuated this hunter-forager economic pattern, before resuming hunter-foraging lifeways that continued until European
Americans entered the Great Basin.4
The very earliest evidence of the peopling of the Great Basin (14,000 to
12,000 years ago) suggests limited use of the region for short duration hunting
expeditions. Sparse but repeated settlement is visible during the Palaeoarchaic
(ca. 12,000–7,000 years ago), with early hunter-foragers focusing on big-game
hunting and harvesting wetlands resources. Population densities were probably low and most archaeological remains are of hunting and foraging sites. In
northwestern Nevada, the Winnemucca Lake rock art site dates to this period
(and perhaps even predates it) and is the oldest scientifically dated rock art
site in North America.5 The site illustrates the long and enduring history of
abstract-dominated rock art traditions.
During the Early Archaic (7,000–4,000 years ago) population densities
increased and human settlement became more widespread. Use of the spear for
hunting appears to have been replaced in favor of large dart points thrown from
atlatls (spear throwing tool). Milling equipment (ground stone tools) became
more common, indicating that people harvested seeds, tubers, and other plants.
During the Middle Archaic (4,000–1,500 years) it appears that economic intensification developed in response to growing populations and seasonal rounds
became more territorially established. A wider range of milling tools appeared,
suggesting resource diversification, and marine shell and obsidian exchanges
became evident. Surviving baskets and other tools made from cordage display
mastery of textiles.
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Evidence points to significant environmental, settlement, and technological changes beginning 2,000–1,500 years ago. Climates trended toward warmer
and drier conditions that characterize the modern-day climate. The number of
sites increased during the Late Archaic, indicating population growth and the
peopling of previously little-settled areas in the Great Basin. Economic practices focused on hunting small mammals and harvesting plants and seeds. Bow
and arrow technology was introduced from the west, evidenced by smaller projectile points; milling equipment became more elaborate and more frequent;
and pottery began to be made around 1100 ce. These technological changes and
concomitant changes in settlement practices are often viewed as responses to
population pressure and the need for further economic intensification.
Since most rock art sites in the Great Basin have not been directly dated,
relating rock art to changes in Middle and Late Archaic settlement and economic practices remains difficult. Based on their associated archaeological
contexts, rock art sites appear to become more regular archaeological features
during the Middle and Late Archaic. Considering that temporally distinct styles
of abstract rock art are difficult to identify, it is generally only possible to identify
temporally distinctive anthropomorph styles principally related to Fremont and
Ancestral Puebloan presence in the southeastern and eastern Basin. Developing
around sixteen hundred years ago, these cultures are associated with economies
that exhibit variable reliance on horticulture and harvesting wild resources.
Distinctive domestic architecture and villages characterize both cultures. In the
southeastern Basin, this marks an Ancestral Puebloan presence and, in Utah
and southeastern Nevada, Fremont settlement. Seven hundred years ago, economies focused on hunter-foraging replaced Ancestral Puebloan and Fremont
economies, which is conventionally seen as marking the dispersal of the Numic
language family and peoples ancestral to modern Indians in the Great Basin.
As noted above, Great Basin rock art is predominantly abstract petroglyphs
with low percentages of “representational” images, with the exception of the
eastern and southeastern Basin.6 Robert Heizer and Martin Baumhoff estimated
representational motif types made up 4 percent of Great Basin site assemblages,
becoming frequent only in areas with Fremont settlement or Ancestral Puebloan influences, where they estimated the frequency of representational motifs
rose to 45 percent.7 Although detailed comparative data is rare, it seems that
representational imagery is visually more prominent in the eastern and southeastern Basin. Representational motifs still make up less than 25 percent of
motifs found, they are predominantly images of animals, and sites with large
concentrations of representational images are patterned in distribution.8 This
contrasts with the rock art of the Southwest, where representational imagery
is either more common or visually more prominent. This distinction between
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rock art of the Great Basin and the Southwest still holds today. Researchers use
terms such as Western Archaic Tradition or Basin and Range tradition to refer
to a Great Basin rock art record of abstract motif types and stylistically undifferentiated anthropomorphs and zoomorphs that are difficult to assign to specific periods.
Difficulties Dealing with Abstract Art
The predominance of abstract petroglyphs in the Great Basin has created something of a “desert” perception of the region’s art. Not unlike the seemingly inhospitable Basin and Range landscape, the region’s rock art could be characterized
as an inconsistent tradition of incomprehensible abstract designs. The lack of
easily identifiable referents in abstract-dominated rock art traditions precludes
ready identification of stylistic variability in the treatment of repeated themes or
meanings in contrast to figures identified as, at some levels, portraying humans
or animals. The meaning of representational imagery may or may not be what
appears apparent to the contemporary analyst, but at least it can be identified on
morphological criteria and apparent stylistic variability can be tracked.
Understandings of Style in Rock Art
Style is fundamental to classing, ordering, and consistently describing rock
art data. Traditionally, styles have been defined based on a combination of the
production method and the consideration of motif types or themes portrayed.
Observable differences in style are frequently related to different periods or cultural identities, which can be related to known archaeological cultural groups.9
Yet stylistic differences are also functional since artists selected from a defined
set of styles depending on context, indicating that styles reflect social and symbolic practices that are not necessarily coterminous with cultural boundaries.10
Building on the work by art historian Meyer Schapiro, Schaafsma defined
style as a “constant form” based on the elements or motive (for example a pattern) of form, relationships within the form, and the qualities of the form
referred to as expression.11 Schapiro’s relegation of technique, subject matter,
and material to secondary importance did not apply well to rock art, according
to Schaafsma, who stressed their significance in differentiating styles in rock art.
Yet she reinforced the validity of the assumptions that style “can be used with
confidence as an independent clue to time and place of origin.”12 This approach,
with its detailed analyses of elements, motifs, and their patterning, brings order
to the complex dataset of rock art, but it potentially oversteps the boundaries
of archaeological inference when assumptions about cultural affiliation and
G arey -S age

and

Q uinlan / The Contributions of Polly Schaafsma

201

chronology are made independently of correlative data.13 Schaafsma’s approach
addressed these problems by trying to refer chronological sequences implied by
stylistic developments in rock art traditions to associated dateable archaeological materials.
For example the use of style as an analytical construct does not productively
incorporate the successive traditions—that is, reuse and reincorporation of elements and motifs by later artists—and complex compositions of panels that
rarely represent only one style.14 Trudy Thomas, building on Alexander Marshack’s analysis of European Upper Paleolithic incised artifacts, microscopically examined the markings on incised stones from Gatecliff Shelter in central
Nevada. Thomas found that seemingly integrated designs (elements and patterns seen as part of a constant form) were the product of sequential marking:
nearly one-third of the Gatecliff Shelter dataset showed that decorative patterning was cumulative rather than made in a single session. Analysis of pigments
from pictographs at the same shelter suggested similar sequentiality of painted
motifs.15 It was not possible to determine how much time elapsed between different episodes of marking, but recognizing the sequential construction of
imagery is important for interpretations of rock art. Thomas’s microscopic and
chemical analysis suggested a different temporal trajectory in stylistic evolution
than would be typically inferred from formal stylistic analysis in isolation.
Style in Great Basin Rock Art
Despite the shortcomings of an uncritical approach to stylistic analysis for
inferring cultural affiliation and chronology, the use of style as an analytical construct continues to dominate rock art studies. The rock art of the eastern and southeastern Great Basin, with its high percentage of pictographs and
representational forms, derives its styles from a long period of settlement by
hunter-foragers, traditionally associated with abstract petroglyphs. During the
Late Archaic, Fremont and Ancestral Puebloan cultures punctuated the hunterforaging economies with their distinctive horticultural economies, domestic architecture, and settlement patterns. The stylistic identification of the rock
art signature of the Fremont and Ancestral Puebloan groups has been used to
understand the emergence of Fremont and Puebloan cultural systems and the
dispersal of the Numic language family.16 This use of style to understand the history and processes of cultural groups within the southeastern Great Basin has
focused on the perceived higher percentage of representational images assumed
to have been created by horticultural groups. This perception, however, is
not necessarily borne out by quantitative data in some areas of settlement
peripheral to the Fremont core area.17 As Schaafsma noted, these distinctive
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anthropomorph styles reflect innovations in ceremonial practices associated
with the different social worlds of Ancestral Puebloan and Fremont cultures.18
They do not necessarily replace abstract rock art traditions. Rather, anthropomorphs assume a more prominent role in the rock art of these cultures, which
is more readily identifiable than subtle changes in the character of abstract rock
art also produced by these groups. Schaafsma attempted to identify stylistically distinct abstract designs that accompany Ancestral Puebloan and Fremont
anthropomorphs, although her analyses were limited by the lack of quantifiable
data for abstract motifs, a problem that continues to restrict rigorous stylistic
analysis of abstract rock art.19
The most wide-ranging stylistic analyses of Great Basin rock art before
Schaafsma’s work are Julian Steward’s inventory from 1929 of the Desert West’s
rock art and then Heizer and Baumhoff ’s compendium of Great Basin rock art
sites in the early 1960s.20 Schaafsma revised and recast the stylistic analyses provided by these researchers to give them continuing relevance.21 Steward was the
first to produce a systematic study of the regional distribution of motif types
and styles in the Desert West. He focused on the content and distribution of
recognizable “elements” or motif types, rather than describing formal stylistic
categories. Steward felt this approach was superior to classifying sites according
to whether they contained “realistic” or geometric designs (the widely employed
baseline division in classification at the time) since he correctly observed that
most of the sites were composed of many different kinds of figures. “Moreover,” Steward wrote, “lacking meaning and definite identity of elements, this
is our only hope to correlate the various sites.”22 Schaafsma followed Steward’s
lead in attempting to identify stylistically distinct abstract imagery in Ancestral
Puebloan and Fremont rock art traditions, but separate from the imagery of the
Western Archaic Tradition or the Basin and Range tradition that characterizes
Archaic hunter-foragers in the northern and western Great Basin.23
Steward identified four areas (A–D) of variable element distribution. Area
A, comprising the hydrographic Great Basin, was characterized by large numbers of geometric designs with curvilinear types being the most common and
rectilinear motifs being more limited in distribution. Naturalistic zoomorphs,
particularly bighorn sheep, were part of the element inventory as well. Area B,
comprising the Southwest and Colorado Plateau regions, was defined by the
presence of Area A’s geometric and zoomorphic design types, but included rectilinear lizards and elaborate anthropomorphs, or “kachina-like” figures.
Abstract elements, for Steward, were as important as the more readily identified representational elements, and he compared numbers of abstract to representational elements as a characteristic of stylistic variation. Steward used
his maps and tables of element distribution (like style) to hypothesize about
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cultural affiliations and age, particularly for his Area B. He cautioned that “to
assign groups and styles to definite cultures in the Southwest will require a
detailed study of that area.”24 This detailed study, of course, has been the focus of
much of Schaafsma’s career. The “representational” images that Steward termed
“kachina-like” have long captured the interest and focus of researchers, creating a precedent for emphasis on these distinctive elements.25 The later work of
Schaafsma, as well, revised these kachina-like figures into robust stylistic categories with culture-historical significance, which current researchers rely on
when studying Fremont and Ancestral Puebloan rock art. Steward’s approach
can be regarded as the first to use formal or morphological variability in rock art
motif types to identify spatial patterning. He also recognized that a quantitative
approach might be the most productive way of identifying stylistic variability in
abstract motif types.26
Following Steward, Heizer and Baumhoff undertook the next exhaustive survey of the stylistic properties of Great Basin rock art.27 They based their stylistic
approach on technique primarily and motif type secondarily, classifying abstract
and representational motif types into several overarching styles: Pit-and-Groove,
Great Basin Pecked, Great Basin Painted, Puebloan Painted, and Great Basin
Scratched. These were subdivided according to motif types (for example, Pecked
Representational, Pecked Curvilinear, etc.) to produce a stylistic classification
more detailed than Steward’s, although more inconsistent to apply.
For Heizer and Baumhoff, the Pit-and-Groove style was the oldest rock art
style, with relative age estimates based on the heavy repatination of the elements
comprising these styles. This style contains no “actual imagery or designs,”
and it is rather manipulations of the rock surface.28 Pits or cupules are circular
depressions in the rock that are sometimes connected with deeply incised lines.
The complete repatination of cupules at Grimes Point has been used to characterize these seemingly simple forms as the oldest in the Great Basin; estimates
are for an age of 8,000 years or more.29 In contrast recent research in northwestern Nevada has provided strong scientific dating evidence that deeply pecked
curvilinear designs were made between 14,000 and 10,000 years ago, the oldest in North America.30 This style, characterized by deeply incised petroglyphs,
complex designs, and lack of white space in composition, contradicts the “simpler equals earlier” view.
Most of the Great Basin’s rock art was subsumed by Heizer and Baumhoff ’s
Great Basin Pecked style, which they saw dominating the Great Basin from the
Sierra Nevada in the west to the Wasatch Range in the east, with limited distribution in the Southwest and the Plateau culture areas.31 The style was identified
based on method of production and then divided by content into abstract and
representational substyles, which were further subdivided based on motif form.
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The two main abstract substyles Heizer and Baumhoff identified in the Great
Basin Pecked style were the curvilinear and rectilinear styles, characterized by
a preference for curvilinear or rectilinear design types respectively.32 Heizer and
Baumhoff assigned dates of approximately 3,500 to 150 years ago to the Great
Basin Pecked style and suggested that the curvilinear style was older than the
rectilinear, based on a study of the Lagomarsino Canyon Petroglyph Site in
northwestern Nevada.33
This chronological sequence is no longer accepted because abstract motifs
in Heizer’s and Baumhoff ’s definition of curvilinear and rectilinear styles may
be as old as 10,000 to 14,000 years.34 At Gatecliff Shelter, incised stones dated
to occupation phases placed the curvilinear elements to around 1250 bce and
later, with rectilinear elements appearing around 3300 bce, reversing Heizer
and Baumhoff ’s relative sequence.35 In general chronological resolution is lacking and only a general age range of production that spans the Archaic can currently be suggested for the curvilinear and rectilinear styles. These two styles
(as understood by Heizer and Baumhoff) usually co-occur, are found widely
throughout the Great Basin, and cannot be regarded as distinct “styles.”36 The
rectilinear and curvilinear abstract styles collectively have been more recently
termed the Basin and Range tradition or the Western Archaic Tradition.37 The
abstract motif types that are prominent in Basin and Range tradition rock art
can be regarded as the building blocks of visual expression. Basin and Range
tradition is a rubric for stylistically undifferentiated abstract, anthropomorphic, and zoomorphic design elements. This tradition is usually associated with
hunter-forager populations, unlike “representational” style groups, which are
mostly associated with Fremont and Ancestral Puebloan groups.
The Great Basin Pecked Representational was described by Heizer and Baumhoff as containing stick-figure anthropomorphs and “naturalistic” zoomorphs.
As Schaafsma and other researchers noted, Great Basin Pecked Representational style does not function as a style per se because it includes all variants of
stylized anthropomorph forms.38 This style encompasses not only stylistically
divergent Fremont and Ancestral Puebloan petroglyphs, but isolated examples
of representational figures in western Nevada that are typologically at variance
with both the Puebloan and Fremont materials.39 For example morphologically
identical anthropomorph types, such as Fremont types, are separated based on
whether they are painted or pecked. Similarly, Heizer and Baumhoff limited
their Great Basin Painted style to circles and parallel lines made as pictographs,
without describing how these varied formally from identical examples made as
petroglyphs. Likewise, they assigned “representational” figures that were made
as pictographs to the Puebloan Painted style, restricted to southern and eastern
Nevada and associated with the Puebloan and Fremont cultures.40
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Lastly, and also illustrating the problems from overweighting method of production in stylistic criteria, is the Great Basin Scratched. For Heizer and Baumhoff, this style comprised incised lines made using a sharp stone tool. Its typical
elements are a subset of common rectilinear and curvilinear abstract types
(cross-hatching, grids, circles, etc.). This style was also assumed to be much
more recent in age, dating from 1000 ce to the ethnohistoric period.
The problems of this system are well known, particularly that formally
identical motif types are regarded as belonging to different styles.41 Schaafsma
addressed this problem in her revision to Heizer and Baumhoff ’s overall schema.
She also set the direction for current researchers by placing the weight of stylistic analysis on morphologically distinct anthropomorphs and zoomorphs.
It is this approach, exemplified by her treatment of Fremont-style anthropomorphs, which has influenced subsequent Great Basin researchers. Schaafsma
largely recast Heizer and Baumhoff ’s styles by asserting the primacy of design
type and form, and secondarily considering technique, although she did retain
the Pit-and-Groove and Scratched styles. Schaafsma recognized that the Great
Basin Representational style was not really a single style, but a collection of stylistically undifferentiated anthropomorph and zoomorph types that she refined
through her analysis of Fremont anthropomorph styles. These styles are still
relied upon by researchers today.42
Although Schaafsma’s work is often perceived as primarily focused on
identifying distinct styles of anthropomorphs in the Great Basin and the
Southwest, her analyses have always attempted to identify a qualitatively singular set of abstract designs accompanying anthropomorph styles.43 In this,
Schaafsma’s work sought to build on Steward’s approach by considering the
form that abstract imagery took in different rock art traditions. However,
qualitative analysis of formal variability in abstract rock art traditions and
Steward’s quantitative approach are limited by the absence of a standardized
motif key used to consistently class and describe rock art data. Accordingly,
Schaafsma’s lead in focusing on anthropomorph styles is partly a function
of stylistic analysis; morphological variation can only be tracked when the
referential subject of an image can be identified, allowing the choices made
by different cultures in their depictions of the same referential subject to be
identified.44
Reasserting the importance of motif morphology over production technique
(in contrast to Heizer and Baumhoff) allowed Schaafsma to identify distinctive morphological types and styles of anthropomorphs, most relevantly for
western Utah’s Great Basin and Fremont-influenced eastern Nevada.45 The Fremont culture occupied most of Utah, but varies in cultural symbolism and economic patterning (to a degree) east and west of the Wasatch Range. The western
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Fremont is the focus here since the area west of the Wasatch Range falls within
the physiographic Great Basin.
Western Utah is characterized by three deserts. To the north is the Great
Salt Lake Desert, where pictographs Schaafsma identified as part of the western Utah Painted Style are located. The central part of the state is associated
with the Sevier-Black Rock Desert and Fremont Sevier Style A sites (hereafter
referred to as Sevier A) as well as Great Basin Curvilinear style sites. Schaafsma
did not classify the Great Basin Curvilinear style as Fremont, but it is found
along with Fremont motifs in western Utah. She distinguished the Fremont
presence in eastern Nevada, noting the distinctive simplicity, or schematism, of
anthropomorphs associated with Fremont settlement activities in that region.46
The southern part of Utah is home to the Escalante Desert, which like the
Sevier-Black Rock, is associated with Sevier A sites.
The Fremont archaeological culture in western Utah is defined as Great
Salt Lake (north), Sevier (central), and Parowan (south).47 Marwitt reviewed
Carbon-14 dates available at the time and suggested beginning horizons of
400, 800, and 900 ce respectively for the three traditions, with all three ending
around 1300 ce.48 There is much debate, however, over this dating and a more
conservative estimate dates Fremont rock art to between 1000–1200 ce. Later,
Schaafsma gave date rages based on cultural associations of 700–1000 ce for
Virgin-Kayenta Pueblo rock art and 75–1300 ce for Fremont rock art.49
Fremont rock art, in general, is known for its “broad-shouldered human
figure in ceremonial regalia.”50 West of the Wasatch, Schaafsma identified two
styles for the region: Sevier A and Western Utah Painted. Distinctive Fremont-style anthropomorphs, sometimes with horns, hair bobs, and shields, are
present west of the Wasatch, but they lack the numbers, “heroic proportions,”
or elaborations of eastern Utah Fremont. In the north, including the northern
part of the Sevier drainage and the Great Salt Lake region, Schaasfma identified
the Western Utah Painted Style by its triangular and trapezoidal anthropomorphic pictographs painted in red.51 This general pattern of increasing schematism of Fremont-style anthropomorphs westward to the periphery of Fremont
settlement activities is a critical research theme identified by Schaafsma. It still
awaits researchers interested in exploring regional variability in Fremont social
practices.
Sevier A
In the Sevier region and in eastern Nevada, Schaafsma recognized “typological
connections” between Fremont triangular anthropomorphs and the Cave Valley Representational (Puebloan) styles farther south. Additionally, Great Basin
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curvilinear elements and Fremont elements co-occur, with much superimposition, indicating a long period of use. The Fremont petroglyphs of Sevier A
appear to be compact arrangements of small, solidly pecked elements that are
precisely made, and form well-composed panels. Anthropomorphs account for
11 percent of the element inventory, the lowest rate from any of the Fremont
styles defined by Schaafsma. Sevier A anthropomorphs were made in various
sizes but generally were solidly pecked. The triangular body is three times more
frequent than trapezoidal, which is often strongly tapered toward the triangular. The addition of a basal element to the torso is a new feature to Sevier A
anthropomorphs, and could take the form of another, smaller triangle, square,
or boat-shaped object. One variation is perpendicular lines representing legs. In
general there are few elaborations and torso decoration is rare. The hands and
feet are suggested by few lines, but certain anthropomorphs appear to be carrying objects. Approximately 25 percent are “horned,” but “plumes,” facial features, and earbobs are rare.52
Sites with Sevier A anthropomorphs contain a higher proportion of quadrupeds (as much as 28 percent of a site’s motif assemblage) compared to other
Sevier style sites. Usually, these are solid pecked and more than half are identifiable as bighorn sheep, birds, and animal tracks, while handprints and
footprints occur less frequently. Abstract elements occur in larger numbers
among Sevier A sites, making up approximately half of all designs. Schaafsma
suggested that it can be difficult to distinguish Sevier A from the Basin and
Range tradition because of a typological continuum between solid Sevier A
figures and the stick figure anthropomorphs in the Basin and Range tradition. Schaafsma tentatively suggested a Sevier Style B for stick figure types
that show partial typological resemblance to Fremont types. She explained
in the Rock Art of Utah, “There is a typological continuum between the solid
Sevier Style A figures which appear here from time to time and the stick figure representational elements which have become an integral part of the Curvilinear Style.”53 A Sevier Style B generally has not been recognized by Great
Basin researchers, in part, since stick figure anthropomorphs with “horns” or
bodily adornments (such as earrings) are known to occur in areas far from
any Fremont influence or settlement activity.
Basin and Range tradition motif types are well represented in western Utah,
accompanied by transitional anthropomorphs between Fremont types and stick
figures. Anthropomorphs in this transitional group lose the classic trapezoidal
or triangular body, but more than half still have horns. Solid-bodied mountain sheep appear slightly thinner in this group. Highly schematic stick figure anthropomorphs are prevalent, with horns as the key, identifying element.
Schaafsma suggested that these schematic anthropomorphs should be classed
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as Great Basin Curvilinear, representing the incorporation of Fremont elements
into Great Basin hunting and gathering groups.54
Schaafsma treated Fremont sites in the eastern Basin separately as “they
seem to manifest a number of their own peculiarities which distinguish them
from those of other regions.” She characterized eastern Nevada Fremont rock
art largely as “painted representations of the Fremont anthropomorph.”55 Eastern Nevada Fremont sites are therefore characterized by their schematism in
contrast to the more elaborate Fremont anthropomorphs’ body forms and decoration displayed farther east in the core area of Fremont settlement.
Using the stylistic data to make inferences about Late Archaic intercultural
communication, Schaafsma noted that influences on western Fremont included
both Basin and Range and Puebloan cultures. Particularly for the region north
of the Virgin-Kayenta area, Puebloan influences are evident in both abstract
and representational forms, and are consistent with broader archaeological
data.56 Unfortunately, Schaafsma left the interplay between Great Basin hunterforagers and Fremont cultures less defined and today it remains difficult to
definitively resolve. She explained: “whether this phenomenon [integration of
Fremont motifs and Great Basin Curvilinear style] indicates a direct continuity
between the Desert Cultures of the area and the Fremont, or subsequent diffusion from one cultural group to the other after the Fremont culture was established is not clear.”57
Schaafsma concluded that western Utah’s rock art suggested that the characteristic abstract designs indicated ideological ties with Great Basin peoples to the
west and that such an association prevailed for several thousand years. This pattern was punctuated by a limited period of rock art dominated by the presence
of Fremont-style anthropomorphs. Her conclusion implied that Fremont culture included distinctive social practices and ideologies that differed dramatically
from those of hunter-foragers in adjoining areas.58 One wonders what influence
Fremont ideologies and social practices may have had on hunter-foragers living in
areas peripheral to Fremont settlement. Schaafsma noted one such possible manifestation. She related the Pahranagat Anthropomorph style, found to the west
of peripheral Fremont settlement areas in southeastern Nevada, to a wider phenomenon of distinctive anthropomorph styles associated with h
 unter-foragers
in the western Great Basin. Unlike Fremont rock art, the Pahranagat style leaves
researchers unsure about its age and cultural affiliation, but they generally attribute it to the Middle and Late Archaic.59 It is possible that this style was, for some
period, contemporaneous with Fremont settlement activities in southeastern
Nevada because it shares with Sevier A a tendency to schematism in its portrayal
of the human form. One could argue that this may reflect the local adoption and
adaptation of Fremont ideological practices by Great Basin hunter-foragers.
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Although Great Basin rock art was not the principal focus of Schaafsma’s
long history of research, she nevertheless left her mark on Great Basin rock art
studies. Her work identified research questions and themes that remain worthy of exploration today. Most significantly, her stylistic analyses established a
robust and consistent framework that researchers continue to use, and her work
on Fremont anthropomorph styles remains the definitive statement in the field.
She also provided an example of how to conduct analyses to identify other distinctive regional anthropomorph styles. Her work, although highlighting “representational” elements in analysis, did not ignore abstract motif types. Instead,
she always attempted to identify a distinctive abstract signature that accompanies the regional anthropomorph styles that her research uncovered. Not only
does Schaafsma’s work remain relevant, but her fellow scholars value and rely
upon it in the field of rock art studies.
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Polly Schaafsma

•

Imagery and Anthropology
R. G winn V ivian

I

met Polly Schaafsma on her first trip to New Mexico in 1957. She had
enrolled as a student in the University of New Mexico Archaeological Field
School at Pottery Mound, a mid-fourteenth‑to mid-fifteenth‑century adobe
pueblo on the Rio Puerco approximately twenty-five miles southwest of Albuquerque. Frank C. Hibben directed the field school and I served that summer as
the student dig foreman. Summer field school work began at the site in 1954 at
which time four kivas, below ground square ritual structures, were discovered.
The field school opened Kiva 1 that year, which revealed multiple layers of relatively well-preserved murals featuring human, animal, and plant forms as well
as a wide variety of decorative motifs. Testing in Kiva 2 suggested similar complex murals. The participants outlined Kivas 3 and 4 on the surface but did not
open them. The following summer, the field school completed recording the
murals in Kiva 1, exposed all four walls of Kiva 2, and initiated mural recording
in Kiva 2. But work was not completed in Kiva 2 in 1955 because the walls contained multiple mural layers, and scraping off each thin layer to an earlier mural
below after recording it proved a slow process. Thus, in 1957, as the third season
at Pottery Mound began, many students spent time in Kiva 2 assisting with the
mural work. Kivas 3 and 4 did not have painted walls.
The field school opened two additional kivas, 5 and 6, in 1957. Kiva 5, the
largest at the site to that date, had murals, although the walls were low and not
richly painted. However, Kiva 6, primarily the west wall, revealed elaborate
R. Gwinn Vivian is retired Curator of Archaeology and Associate Director at the Arizona
State Museum, University of Arizona, Tucson. His primary research has focused on Chacoan
prehistory in the San Juan Basin, New Mexico.
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Top, Polly Schaafsma in Kiva 5 at Pottery Mound, 1957.
Bottom, Polly Schaafsma at archaeological site below dam, 1961. Photographs courtesy
Polly Schaafsma.

murals. Given the need to record exposed murals as quickly as possible
because colors faded in the summer light, a number of students, particularly
those with a background in art, were “drafted” into mural work. Polly, with a
degree in art history from Mount Holyoke College, assumed responsibility for
the Kiva 5 murals and also assisted with exposing and recording several layers of Kiva 6.
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A few years later, Polly joined another project in the Southwest. A number of
events involving Polly, me, and my future wife Pat (whom Polly had met at Mesa
Verde) might have contributed to Polly’s employment in 1961 by the Laboratory
of Anthropology in Santa Fe for summer work on the Navajo Reservoir Project. This government-sponsored “salvage archaeology” program was designed
to find, record, and study all archaeological remains in an area along the San
Juan River and several tributaries that would be flooded by construction of the
Navajo Dam. Polly’s assignment was to locate, record, and evaluate the rock
art in the flood zone. This included sites dating from the late Archaic period
through the historic Navajo and Anglo occupations of the area. In a sense this
launched Polly on a long-term professional odyssey involving major contributions to and valuable insights into the imagery of Native peoples of the Southwest. Pat and I have been fortunate in sharing a small part of that adventure
through many rock art excursions with Polly and her husband Curt, helping to
record a historic Apachean pictograph site in southern Arizona, and contributing chapters to Polly’s edited books.
I was thus pleased when asked to write an article for this volume of the
New Mexico Historical Review honoring Polly. But then I realized that I was
not really sure how to define Polly and, more importantly, evaluate her many
contributions. She has a graduate degree from the University of Colorado in
anthropology with a major in archaeology, and she often identifies herself with
archaeologists in her writing. A brief bio in one of her books describes her as a
“leading rock art scholar and author.”1 Authors of a recent article noted, “Most
rock art studies have been conducted under the guise of archaeology, but accomplished by a number of people in different fields with different interests, orientations, experience, knowledge, abilities, resources, and agendas.”2 Can Polly be
labeled therefore as an archaeologist who specializes in rock art studies?
I would argue instead that she is an anthropologist with a long career observing, recording, and describing pictorial images created by past and present
Native peoples of the greater Southwest. In this process she consistently has
moved beyond cataloguing and describing rock art and has used it as a means
for defining, investigating, and interpreting a range of phenomena characterizing cultural systems in multiple worldwide locales. Three examples of her analysis of iconography in the Southwest provide support for this argument. They
include cults (specifically the kachina cult), emblems of power, and shamanism.
Cults
The term cult often refers to the veneration of or devotion to a person, ideal,
or thing by a group. Ethnographically, cults often appear as a stabilizing force
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during periods of cultural disequilibrium and are linked with a society or segment of a society sharing a sacred ideology with associated rites and symbols.
Members of the Cargo Cult of the late 1940s in the southwestern Pacific islands,
for example, were bound by the belief that spirits would bring “cargoes” of
goods, often in large transport planes, for their use. Archaeologically, the emergence of a cult is generally predicated on the appearance of a new symbology in
one or more aspects of the cultural system. Patricia Crown’s Southwest Regional
Cult, for instance, was based on the appearance of images and symbols on a
series of decorated ceramics identified as Salado Polychromes.3
The Pueblo Kachina (also referred to as katchina or katsina) Cult has great
time depth in the Southwest and is characterized by a complex ideology, highly
evolved ritual calendar, and rich iconography. Although at times references are
made to the kachina “religion,” kachina ceremonies are more properly defined
as a cult given that kachinas are not gods but spirits of ancestors. They serve as
messengers between Pueblo peoples and their gods, and also are rainmakers
who come as clouds to Pueblo villages when called. Ceremonies are best known
at the Hopi villages but are also carried out by all Pueblo peoples with the probable exception of the Tiwas in the Rio Grande valley.4
Polly became aware of kachinas within the first weeks of her work at Pottery
Mound from their depiction in the murals in Kiva 2 and then in Kiva 6. She
subsequently began a detailed analysis of rock art in the northern Rio Grande
valley that led to defining the post-1300 ad Rio Grande style.5 This rock art
is commonly, though not exclusively, found in open locations displayed on
isolated boulders and cliffs often of volcanic origin that may extend in some
cases for several miles. Subject matter is varied but large anthropomorphs are
so common that they tend to draw the greatest attention. Generally, they are
large and highly stylized with “boxlike” bodies and large feet. Details may be
added within the figure’s outline. Humpback flute players occur, as do figures bearing decorated shields and carrying war clubs. Masks are depicted as
independent elements, but in addition, “specific kachinas and other personages with analogues in ongoing Pueblo ceremonialism often can be identified.” These figures as well as cloud terraces and four-pointed stars or crosses
all reflect “elements from the sacred domain—supernaturals, kachinas, and
ceremonial participants.”6 For Polly the analysis of rock art reinforced the
iconographic similarities with Pottery Mound. This work led to a critically
important journal article co-authored with Curt titled, “Evidence for the Origins of the Pueblo Kachina Cult as Suggested by Southwestern Rock Art.”7 In
this article and in multiple later publications, Polly built a solid anthropological argument for the early development of the Kachina Cult in the Rio Grande
drainage basin.
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In essence she noted that the appearance of masks early in Rio Grande rock
art (ca. 1325 ad) and subsequently in murals at Pottery Mound coincided with
archaeologically documented demographic shifts, relatively radical changes in
communal architecture, and new agricultural strategies in the Rio Grande drainage basin. These came about as a result of significant environmental changes
beginning in the late twelfth and early thirteenth centuries. Decreases in annual
precipitation in the greater San Juan Basin in northwestern New Mexico and
southwestern Colorado were particularly severe. Over time, negative impacts
on farming led to the abandonment first of the Chaco region and then the Mesa
Verde area with subsequent migrations east into the Rio Grande Valley and several of its major tributaries. In many instances, these migrants relocated to areas
with resident populations. New arrivals often appeared to have been incorporated into existing communities, although social, political, religious, and even
language differences are believed to have characterized this transition.
Communal architecture changed not only in size, with many pueblos having between four hundred to two thousand ground-floor rooms, but also in layout as well, becoming multistoried with terraced rooms surrounding one or
more large plazas. Farming strategies became more diversified including some
evidence for ditch irrigation. Architectural and agricultural changes, apparent
in the archaeological record, were on a scale that called for some mechanism
capable of integrating a recent significantly increased communal population
on multiple levels—economic, social, political, and religious. Inasmuch as cult
membership cross-cut kin units, it provided a means for greater individual participation in public ritual conducted in well-defined plaza settings. Moreover, it
produced related cooperative behavior through redistribution of goods, including food, among all members of the society, and it increased the ability to incorporate all viable members of the village in communal agricultural projects and
ritual observances. Identification with the cult in those observances could have
been achieved through related iconography displayed on ritually associated
ceramics, masks, and other paraphernalia.
Ironically, or perhaps not, some Kachina Cult iconography, particularly rock
art but also including kiva murals, is war related and often depicts warriors bearing shields and war clubs. Polly observed that whereas the Kachina Cult served to
more strongly integrate individual villages, war societies within the village functioned to protect community resources and occupants from predation by neighboring villages. Of equal importance was the link between the Kachina Cult’s
emphasis on bringing rain and obtaining scalps for increasing rainfall.8
Polly was aware that these social changes were complex and long-term and
that cult iconography would not necessarily occur in multiple mediums simultaneously. Moreover, dating of rock art and even kiva murals was not a bsolute.
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Nonetheless, she built a solid case for what she termed the “Rio Grande
hypothesis”—an alternative to the “Little Colorado hypothesis” proposed by
Charles Adams.9 Her conclusions are germane to the investigation of critical questions in southwestern prehistory, including the timing of Mesoamerican influence on southwestern cultures. In a forthcoming paper in Boletín
del Seminario de Tlaloc (Universidad Nacional Autónoma de México) she
draws attention to many iconographic expressions shared by the Mesoamerican Tlaloc-related rain complex and the Pueblo Kachina Cult. Because the Rio
Grande rock art style, with multiple depictions of kachinas, did not appear in
the northern Pueblo world until the fourteenth century, thereby replacing older
cosmologies that had been developing regionally for centuries, arguments for
much earlier Mesoamerican influence may be in question.
Emblems of Power
Archaeologists use changes in architecture, settlement size, technology, and
burial practices as clues to increasing complexities in cultural systems. To facilitate comparative analysis, archaeologists define levels of cultural complexity.
For example, in one procedure societal “types” range from bands to empires.
When this process has been used to classify prehistoric cultural systems in
the Southwest, generally the most complex level defined is that of the chiefdom. In broad terms chiefdoms are organized regionally with centralized
decision-making, hereditary inequality, and noble families. They may be characterized by the creation of sacred places, and “chiefs” often create symbols of
individual power. Within the past decade, several archaeologists have proposed
that the Chacoan cultural system, located in the San Juan Basin in northwestern
New Mexico, developed to a level consistent with that of a chiefdom or possibly a state, although they have not always employed these classificatory terms.
One activity of the Pottery Mound Archaeological Field School in 1957 was
field trips to other archaeological sites, including those in Chaco Canyon to
explore Pueblo Bonito, Chetro Ketl, and other great houses, as well as several
“small house sites.” The trip ended with a Saturday evening discussion in the great
kiva, Casa Rinconada, which at that time was open to the public. Polly must have
seen rock art in the many panels in Chaco, but it was not a primary focus of the
trip. This was Polly’s introduction to Chaco, and I am pleased to think that the trip
may have kindled her interest in Chacoan prehistory. One result of that interest
has been her investigation of rock art as a source of data for identifying symbols of
social status, or in her terminology, “emblems of power.”10
Although the attributes of the Chacoan cultural system appear in archaeological sites throughout the San Juan Basin and in bordering areas, those attributes
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originated in Chaco Canyon, first appearing in the last half of the ninth century
ad when migrants from southwestern Colorado shifted south into the Basin.
The cultural juices of this system simmered for almost a hundred years but then
came to a significant boil in the first quarter of the eleventh century, producing what a primary Chacoan archaeologist, Cynthia Irwin-Williams, called the
“Chaco Phenomenon.”11 That phenomenon lasted for almost another hundred
years, culminating in the mid-twelfth century with an exodus of Chacoans from
Chaco Canyon and the San Juan Basin.
The National Park Service and, to a large extent, the archaeological profession have linked the Chaco Phenomenon with Chacoan great houses such as
Pueblo Bonito. The nine “classic” great houses in the canyon are visually striking, large, usually multistoried, planned core-and-veneer masonry structures
that generally have more than one hundred rooms. Almost all are associated
with one or more great kivas, elaborate water control systems for farming, and
wide (approximately thirty feet) engineered roads that often link a great house
to “outlier” communities in the San Juan Basin. These outliers include more
great houses that are often smaller than those in Chaco Canyon. The material
goods found in great houses are finely made and, in the case of ceramic containers, include rare forms such as cylindrical jars and human effigy vessels.
Elaborate burials also have been found in Pueblo Bonito, including one with
more than fifty thousand pieces of turquoise, mostly beads and pendants. Two
major questions relating to great houses remain archaeologically unresolved:
their function and the size of the resident population.
Chaco, however, was more than just great houses. Long before groups
migrated south in the ninth century and established the early great houses,
another Pueblo group had settled in the canyon. These original “Chacoans”
built small single-story residential buildings of seldom more than thirty rooms.
Whereas there were nine great houses in the canyon, there were hundreds of
“small house sites.” Their occupants did not build great kivas or roads, and their
cultural inventory of material goods, while archaeologically notable, was not
extravagant. Their dwellings were clearly those of resident small farming communities more typical of early Pueblo peoples. Perhaps one of the most striking
aspects of this “dual occupation” of Chaco Canyon was the apparent three centuries of mutual cooperation and peaceful relations.
The mechanics and dynamics of this long-term relationship, however, have
not been a major focus of Chacoan archaeology. More than 90 percent of the
interpretive materials provided by the National Park Service involve the great
houses. And professional Chacoan research for almost a century has been centered on explanatory “models” for the emergence, evolution, and decline of Chacoan great houses and the agents involved in that process. Since the 1960s, many
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of these models identify, implicitly or explicitly, Mesoamerican cultural systems as sources of inspiration or actual contact in the origination, development,
and functioning of Chacoan great houses in the San Juan Basin. Archaeologist
Charles Di Peso, among others, identified great houses as the headquarters of
Toltec traders, pochteca, who established a mercantile operation in the canyon
for production and transport of goods south into the Gran Chichimeca.12 In the
1970s, the National Park Service and University of New Mexico cosponsored the
Chaco Project. It produced several similar models culminating in James Judge’s
explanatory scenario in which great houses served as pilgrimage centers administered by small groups of ritual specialists for much of the population in the
central San Juan Basin.13 More recently Stephen Lekson has proposed an atepetl
model. Atepetl, a Nahuatl word, refers to a city-state within both the Toltec and
Aztec empires. When applied to the Chaco region, great houses were identified
as residences of hierarchically organized noble families headed by a king. Lesser
royal families occupied smaller great houses, essentially Chacoan outlier sites,
and common farmers resided in clusters of farmsteads—Chacoan small house
sites—linked to individual royal families.14 Overall, these and other models have
tended to be long on theorizing and short on supportive data.
In two recent papers, Polly has employed rock art to evaluate the archaeological evidence for a strong centralized polity under the control of a hierarchical
and hereditary elite in Chaco Canyon.15 She notes well-established anthropological data regarding the social and political use of visual symbols to establish and
strengthen group identities as well as to define group boundaries and territorial
control. Within the Pueblo world, particularly the western Pueblo peoples, clan
symbols may be drawn on stones to mark field boundaries. At times they have
been used in place of signatures on craft arts. However, the western Pueblos do
not use them as symbols of power.
Still, Polly points out that in Mesoamerican polities there are “standardized
images representing the names or titles of rulers or other nobility.” In addition,
use of emblematic glyphs and symbolic links with deities are common in these
polities. She argues that if Chacoan great houses served as headquarters or residences of ritual specialists, administrators, pochteca mercantile directors, or
noble rulers, one would expect some iconography denoting their presence given
the common co-occurrence of visual symbols and a specialized class of individuals. These symbols would be relatively standardized, situated to enhance their
visibility. Given the territorial range of power held by these rulers, their symbols
would be found well outside the confines of Chaco Canyon.16
Were emblems of power present in some of the rock art in Chaco Canyon?
Polly recognized the need to research this question more than a decade ago, and
since that time she has definitively established that Chacoan rock art does not
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meet anthropological expectations regarding symbolism and power. She clearly
has determined that rock art in Chaco from the ninth to the twelfth centuries
ad was typical of Pueblo rock art throughout the Colorado Plateau. Humans
appeared as stick figures or occasionally as humpbacked flute players, a common
Pueblo motif. At times the figures were also associated with birthing or other fertility themes. Animals including big horned sheep and long-tailed carnivores as
well as the tracks of bears and badgers were frequently depicted. Similarly, birds
and insects were often subjects of rock art. Geometric designs, especially spirals,
were ubiquitous. Given this evidence, Polly concluded, “distinctive graphic messaging from the great house residents is absent.” Moreover, “The kinds of symbols that elsewhere designate power and centralization backed with supernatural
sanction are lacking in Chaco.”17 And most importantly, as noted, earlier rock art
that can be linked iconographically to Mesoamerican “influence” cannot be documented in the Pueblo world until the fourteenth century, almost two hundred
years after the abandonment of Chaco Canyon.
Polly’s study does not necessarily discredit current models for explaining
the Chaco Phenomenon. However, it does signal potential problems with those
models. More importantly it underscores the absolute need to test problematic
models with data that is independent from that which is used to develop the
models. This is an expected step in conducting scientific research but unfortunately many of Polly’s colleagues have failed to go beyond presenting testable
but untested models. Hopefully, her argument that Chacoan rock art does matter with respect to understanding the Chacoan Phenomenon will stimulate new
research leading to tested explanatory models.
Shamanism
While cults involve group dynamics designed to promote equilibrium within
the unit as a whole, shamans act as sole practitioners for individuals and groups
serving as intermediaries between them and spiritual forces in worlds of the
dead. Shamans’ tasks vary and may include curing illness, divining the future,
restoring balance within the community, and ensuring success in hunting and
rainmaking. They may enter and communicate within the spirit world through
visions, dreams, or trances, and in this process they are often assisted by spirit
helpers, commonly birds and often snakes. Although best‑known ethnographically from northern Asia, shamanism is common worldwide particularly among
more nomadic groups including, for example, the Shoshones in Wyoming and
Montana.18
Unlike the Kachina Cult that emerged in the fourteenth century ad in
response to significant environmental changes and large-scale population shifts
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of agriculturists in the southern Colorado Plateau, shamanism was an ancient
and long-term cultural constant of Archaic and later hunter-gatherer bands on
the northern Colorado Plateau. This critical value within each cultural sphere is
obvious as manifested in their associated striking imagery.
As so commonly happens with Polly, not long after her work on the Navajo
Reservoir Project she was offered the opportunity to examine and organize the
extensive field records of Utah rock art curated as the Donald Scott Rock Art
Files in the Peabody Museum at Harvard. The project, which resulted in the
publication of The Rock Art of Utah in 1971, also led Polly to field check many of
the sites documented in the curated records, a process that stimulated her deep
interest in Barrier Canyon style rock art dated at 5000 bc–500 ad.19 This early
date allowed Polly to distinguish the style from the later Fremont style, though
she included both in her more inclusive Northern Colorado Plateau Tradition.
Moreover, she soon recognized the multiple iconographic parallels between this
hunter-gatherer rock art of the northern Colorado Plateau and more universal
emblems of shamanic and supernatural power.
This art differed considerably from the Rio Grande style, though both
emphasized anthropomorphs. The Barrier Canyon figures were commonly
hidden in alcoves of deep sandstone canyons reinforcing the impact of their
dramatic forms in enclosed spaces. This was in stark contrast to the long open
panels of the Rio Grande style. Whereas multiple versions of the human figure were present in the Rio Grande style, the predominant Barrier Canyon
anthropomorph is an elongated, tapering figure often without arms or legs and
enclosed in a shroud, producing a “mummy‑like” or “ghostly” shape. Heads
are usually rounded and have large eyes. Bodies are painted with fringed or
textile-like designs suggesting robes wrapped around the body. Multiple figures
may appear together, such as at the Great Gallery in Barrier Canyon. In addition, “Isolated compositional groupings, centered on one or two large human
forms, flanked by smaller ones or by tiny birds and quadrupeds . . . sometimes
occur.”20
Unlike the more regionally restricted rock art of the Kachina Cult, shamanistic rock art has been identified in numerous locales in the American West
including the northern Colorado Plateau. As Polly has noted, both abstract
and representational rock art styles have been identified as shamanic.21 However, representational styles, as in the Barrier Canyon style, include elements
more easily identified as shamanic, such as depictions of animal spirit helpers
and horned headdresses. As an anthropologist, Polly has proposed that the rock
art of the Northern Colorado Plateau Tradition reflects the importance of shamanism in ancient and long-term social systems. Shamans, through their links
to unseen spirit worlds, provided some assurance of control over the natural
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world, thereby increasing group well-being, especially in times of environmental or social stress. To validate this power, shamans themselves almost certainly
produced the pictographic record of their spiritual journeys, underscoring the
power of this imagery and further enhancing their vital role within the group.
Polly’s research and publications have had enduring value. Virtually all of the
regional rock art styles in Utah that she defined, named, and described more
than forty years ago, including the Barrier Canyon style, are still in use and cited
within the profession. Not unexpectedly, several researchers including Sally
Cole have questioned Polly’s “shamanistic” explanation for Barrier Canyon style
iconography and have proposed alternative hypotheses. Cole argues that the
physical settings and relatively widespread similar imagery suggest group activities rather than secluded, more individualized rites. No doubt, other explanations will surface in the coming decades, but they will all build on the detailed
knowledge we possess of the imagery as defined and described by Polly.
Polly’s significant contributions to rock art analysis provide a better understanding of the lifeways of Native peoples of the Southwest and confirm her
anthropological status. And, she continues to move in new directions. In
a recent book, Images and Power: Rock Art and Ethics (2013), she has shifted
from more topic-specific issues to a consideration of “the ethical obligations
that anthropologists have toward their colleagues, the discipline, and their
study population.”22 Her book is the first publication in a new, prestigious series,
Springerbriefs in Anthropology and Ethics. Everyone with an interest in rock art
should read this book.
Professionally, I have profited immensely from my long discussions with
Polly regarding “things Chacoan” and other aspects of and issues in southwestern prehistory and history. Personally, Pat and I have benefitted for decades
from Polly and Curt’s friendship grounded in mutual respect for our lifeways
and a shared love of the Colorado Plateau. We look forward to more discussions
and good experiences.
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Times of Origin and the Navajo Holy People in Canyon Landscapes
P olly S chaafsma

and

W ill T sosie

•

Xeroxed on Stone

Introduction

J

ii ne’ is the Navajo word meaning “it is/was said.” Oral tradition references
cited in this essay dealing with the Navajo Holy People comes from jii ne’.
Oral tradition from the orthodox Navajo traditionalist has many versions
because it comes from many perspectives. When the events that are related
occurred, not just one person, but many were there to witness them—this is
where the different versions come from. In the Navajo world, it is good to hear
as many versions as one can. These different versions are different perspectives
that see the same object from different angles. What does this mean for Holy
People and rock art? What is shared freely in oral tradition and what is pictured
is not gospel; these are individual warps in the tapestry of knowledge related to
the Holy People. The reverence Navajo hold for the Holy People in oral tradition
should be used carefully and with respect.
There are many narratives that recount how human beings and their supernatural associates related to each other during the turbulent times of the creation
and origin of the Navajo people. As noted, the narratives concerning the Navajo
creation do not comprise a single story but a kind of “boundless, sprawling
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narrative with a life of its own, so to speak, fixed in its actual limits only by
what might be recited during a particular performance. From telling to telling,
it could change” (Zolbrod 1984:19). Navajo oral traditions recount that during
the creation, the Holy People were immediately present among the Navajo, also
known as the Diné, and they taught the Navajo the ceremonies necessary for
survival and readied the world for living. A central theme of their teaching was
how to achieve and maintain hózhó—beauty, balance, and harmony.
While oral traditions are “a dynamic flux emerging from a central core of basic
values” (Schaafsma 2004:631; Schaafsma and Schaafsma 1996:173), it is the purpose of this essay to explore Navajo concepts of how things came to be and how
they pertain, often indirectly, to the rich legacy of Navajo religious art on the
walls of canyons of the upper San Juan drainage. The region of concern, known
as the Dinétah, can be roughly described as being east of Farmington, New Mexico, north of Cuba, and south of the New Mexico/Colorado border (see Towner
1996:15 for further discussion). Here imagery and myth conflate with landscape
and, for the archaeologist, establish these canyons as landscapes of origin during
a time when a Navajo cultural identity was forged. The mid-twentieth century
“rediscovery” of the wealth of Navajo rock art in the Dinétah and neighboring
regions was due in large part to the salvage archaeological work in preparation for
the construction of Navajo Dam (Schaafsma 1963) and to oil and gas exploration
in the Largo Canyon drainage to the south (Olin and Hadlock 1980).
Before describing the upper San Juan landscape and its rock paintings and
petroglyphs, it is crucial to define the broader principles of the Navajo landscape in the current and fifth world in which living takes place. This world was
created by the Holy People in the beginning and into which the Navajo themselves emerged, first as insect-like beings, and eventually, with the aid of the
Holy People, into fully human form. The Navajo world is bordered on four sides
by sacred mountains. Frequently cited as the bounding mountains—as known
to the world of the Bilagáanna, or white man—are Blanca Peak in the Sangre de
Cristo range (east), Big Sheep Mountain (north), the San Francisco Peaks (west),
and Mount Taylor on the south. It is, nevertheless, essential to point out that
even these fundamental boundaries, easily identified within the topographic
scheme of things, can vary according to the narration (see Zolbrod 1984:364n8).
The important point, however, is that whatever mountains are named as boundaries, these the gods created, and each is sanctified in several ways. First of all
each is built out of materials brought up from similar mountains in the fourth
world (Zolbrod 1984:86). Each is attached to the sky by either lightning, a great
stone knife, a sunbeam, and a rainbow; each is adorned with jewels such as turquoise, shell, and other valuables; blessed with feathers and birds, and to each is
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assigned a supernatural pair that permanently dwells within (Zolbrod 1984:86–
92, 345n20). The boundaries established by the variously conceived four sacred
peaks define a landscape within which Navajo order and stability are found and
within which numerous important events took place during the time of creation, as the earth was made suitable for living.
Within these boundaries, other natural features or smaller mountains were
named and sanctified during the time of creation (Zolbrod 1984:89–90), and
places where important supernatural events took place are named in oral accounts
and myths. Some of these may have been places where rock art was made but
whose original significance has been lost. Places named in oral traditions are
often ambiguous (Schaafsma 2004:630) and cannot be assigned to a specific place
to be pin-pointed on a map, or they shift according to the narrator. Topographic
locations designated in oral accounts often relate to places with which the narrator is especially familiar and tailored to the audience, thus synthesizing story and
place in a meaningful way in order to empower the message conveyed.
Therefore it is problematic for the archaeologist, but not necessarily so for
the Navajo, that the Dinétah (Towner 1996:15) as the “traditional Navajo homeland” and its sacred places, is often forgotten by the Navajos themselves,1 an
exception being the Junction Site where the Pine River meets the San Juan. As
for rock art sites that denote where major events took place at the time of creation, the importance of this confluence was never lost from Navajo memory.
Here the Hero War Twins were painted on the cliffs and are said to reside still,
coming there after the world was rid of the monsters. As described (see following) this location was visited by Navajos for ritual purposes until the midtwentieth century when Navajo Dam was built and destroyed the area. The
Junction Site is also referenced in several myths (Schaafsma 1963:63–64).
At this location and in the broader region, the images of the Holy People
carved and painted on the cliffs and in rock shelters of the sandstone canyons
tell a story of the Navajo beginnings as they synthesized their beliefs with Rio
Grande Pueblo worldview between roughly 1670 and 1760. In addition to rock
art, the deteriorated remains of hogans (the traditional house), stone masonry
pueblitos, lambing pens, a variety of ceramics, and a few well-preserved caches
of ceremonial paraphernalia comprise much of the material evidence of this
phase of Navajo culture history (Brugge 1994, 1996; Carlson 1965; Dittert et
al. 1961; C. Schaafsma 2002; P. Schaafsma 1963, 1965, 1980:301–333, 1992:26–41;
Towner 1996, 2003).
The Navajo as a discrete ethnic group came into being in protohistoric times.
Deriving from Apachean populations entering the Pueblo region of the Rio
Grande Valley from the Plains around A.D. 1500 (Hester 1962; Schaafsma
2002), the people now known as Navajo distinguished themselves from other
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Apacheans in the seventeenth century by adopting numerous Puebloan practices and many aspects of Pueblo cosmology and ritual, including a definition of the sacred landscape. Both maize horticulture, borrowed from the
Rio Grande Pueblos, and sheep and goat husbandry (Spanish) characterized
Navajo life by the early seventeenth century. Conflict with both the Pueblos
and the Spanish, eventually pushed the Navajo north and west out of the Rio
Grande into the canyons of southwestern Colorado and northwestern New
Mexico. Dates for the earliest appearance of the Navajo in the Dinétah region
vary and are the subject of debate among scholars. Evidence indicates that
hogans constructed possibly as early as the 1670s were built of scavenged
wood. Beginning around 1710, masonry pueblitos were constructed as defense
against the Utes. Seven hundred and ninety-eight tree-ring dates from pueblito sites establish a continuous occupation of the Dinétah from the early to
mid-1700s. The exception here is Tapacitos Ruin with cutting dates between
1690 and 1694. There are no Navajo dates after 1755 in the Dinétah (see Towner
2003:129–31 for details).
The earliest known Navajo rock art is ritual in nature and, as indicated in
the previous discussion, pictures the Holy People and other supernatural beings
important in the time of origin. This rock art, although dating from the historic
period, is fully indigenous in content and incorporates a worldview derived
from the Pueblos in which beliefs pertinent to maize horticulture, and masked
and other supernatural beings figure prominently (Figures 1–3). The imagery
features not only multitudinous representations of supernaturals, but also corn
(maize), cloud, lightning, snakes, eagles, shields, and star ceilings. Included
among the Holy People, are the ye’i, the masked supernaturals associated with
the various ceremonials but most significantly the Nightway performances.
The Holy People are supernatural powers that are “personalized in the
Navajo mind as beings . . . capable of assuming human form,” and whose powers
are “interdependent complementary items in a well-ordered universe” (Wyman
1983a:17). Although, as discussed previously, according to oral tradition the
ye’i and other Holy people were present and active among the Navajo after the
emergence from the underworlds and while the earth was being made suitable
for human life, ultimately, “The creation of the Navajo world concludes with the
departure of the Holy People . . . to their own spiritual domains. [They] depart,
announcing that they will never again be seen in their primordial forms, but
that they will be forever overlooking and directing life in the Navajo world”
(Gill 1983:505). Oral tradition states that they departed to the east and toward
the Rio Grande. At this critical juncture, the Holy People are said to have put
their images on the cliffs—“like a Xerox”—so that they would not be forgotten
and as reminders of their continued spiritual presence among the Navajo.
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Holy People on Stone: Some Possible Functions of Navajo Ceremonial
Rock Art
The rock art from this period has been described and its content interpreted in
numerous publications (Brugge 2001; Chamberlain and Rogers 2001; Chamberlain and Schaafsma 2005; Copeland 2001; Copeland and Rogers 1996; Schaafsma
1963, 1965, 1980:301–333, 1992:26–41, among others). The imagery pictured in
the landscape of the Dinétah is closely allied with that of the much later ritual sandpaintings, also known as “drypaintings,” first recorded in the late nineteenth century (Matthews 1887, 1902; Stevenson 1886). The latter, however, due
to their ephemeral nature, are not known from archaeology. Whether drypaintings replaced rock art imagery or whether they once occurred simultaneously
in time but with different ritual functions is not known. While today the sandpainting tradition is ongoing, the practice of rendering ceremonial themes and
supernaturals on cliffs or under shallow rock overhangs was rare by the end of
the 1700s or possibly shortly after 1760 when the Dinétah country of northwestern New Mexico was vacated for points west and south in Southern Utah
and northern Arizona. In Canyon de Chelly, for example, although there is an
occasional rock art figure of a Holy Person, ritually coherent groups, including
figures replete with symbolism, are rare, if they occur at all. Pictures of dance
impersonators replace representations of the Holy People themselves. The scarcity of religious content in later Navajo rock art would seem to signal a significant change in ritual practices and how rock art functioned within Navajo
culture. While later Navajo rock art may feature Yeibichai dancers (ye’i impersonators) and much more commonly social dance scenes at Enemyway gatherings—known as the Girls’ (Squaw) Dance (Haile 1938:11)—depictions of the
Holy People themselves are absent from these renderings (Schaafsma 1992:Figs.
44, 45). Alternatively, secular drawings, incised or sketched in charcoal, picturing horses and other livestock, Navajo cowboys, trains, shoot-outs and so forth
(Kolber 2001; Schaafsma 1992:46–47; Yoder 2001) became popular.
In the following discussion we address the possible ways in which the permanent protohistoric rock art images from Navajo cosmology may have functioned on canyon walls and overhangs, as opposed to the fleeting images of the
historically known sandpaintings. In so doing, we explore certain Navajo values in regard to image making and ways in which ceremonial practices and
some attitudes may have changed over time. An examination of the purposes
served by the transitory depictions of the Holy People in drypaintings is critical
in order to understand the possible roles played by these same images, or sets
thereof, in their landscape settings.
The ceremonial Navajo rock art in the upper San Juan drainage was produced
in an inspirational milieu and florescence of creativity during the formative
S chaafsma

and

T sosie / Xeroxed on Stone

231

Top, Figure 1. Paintings in red and white
of the Hero Twins in Largo Canyon. The
hourglass motif incised through the red
paint on the body of Born-for-Water is his
symbol. Lightning is incised on the side of
Monster Slayer’s face. Photograph courtesy
Polly Schaafsma.
Bottom, Figure 2. Four ye’i and a corn
plant symmetrically arranged in a
linear pattern similar to the layout of
a sandpainting. Their attire typically
consists of tasseled kilts and sashes. Note
the baseline and the central maize plant
with disproportionately large ears of corn,
Largo Canyon. Photograph courtesy Polly
Schaafsma.

years of Navajo cultural development (ca. 1670–1760). By this time, Navajo religion as we know it today was synthesized, incorporating important selected
elements of Pueblo cosmology, myth, and symbolism (Schaafsma 1963:57–60,
1980:Figure 199). The related rock art displays a complex iconography in which
images and symbols of the Holy People are not only commonly present but also
often predominate. Although cautionary advice on interpretation is well taken
(Blackhorse 2001:74), and some figures are unidentifiable, others are easily tied
to supernaturals still evoked in Navajo ceremony. Distinguishing attributes
include headdresses, body form and design, and hand-held paraphernalia. The
War Twins (also known as the Slayer or Hero Twins), and/or their symbolism,
occur frequently (Figure 1). In some localities along cliff faces or under overhangs, linear sequences of ye’i or other Holy People suggest groups pictured in
historic/contemporary sandpaintings (Figure 2). In numerous instances, complexes of these deities are even assignable to chantways still ongoing. This is
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especially true of the Nightway, Mountainway, the Shooting Chant, and possibly others (Wyman 1983a:Figures 6 and 7; Schaafsma 1963:60–63). Unrecognizable or seemingly nonspecific imagery may relate to chantways long since
abandoned by Navajo medicine practitioners. Oral traditions state that masks
depicted in rock art that are no longer recognized by the Diné are those that
were taken away from the people as punishment because of conflicts and lack
of respect. This state of affairs provoked a keeper of the knowledge to take the
masks and destroy them. They were never to be used again.
Among the many identifiable figures, the Night Chant ye’i appear more
prominently in the Dinétah rock art than any others (Figure 3). Although the
masks of these ye’i may be used in other Navajo Chantways, they are borrowed
(emphasis Faris 1990:158) from Nightway jish (ceremonial bundles) (see also
Copeland and Rogers 1996:225). As James Faris (1990:235) points out in his
extensive work on the Night Chant: “In Navajo terms, the Nightway is a healing
practice undertaken for stricken people. It is a healing practice by which human
beings attempt to re-harmonize and re-order and re-balance their relationships
with one another and with a Navajo universe.” He goes on to explain that the
Nightway was given to the Navajo by the Holy People after the Diné appeared
in the present world, “after the earth was rid of monsters . . . and after the Holy
People became invisible.” Faris (1990:236) further notes the unchanging nature
of this ritual over the last hundred years or so when it has been known from
ethnographic studies. It is worthwhile pointing out that this ceremonial stability
appears to extend into the more distant past as well, as the same persons, with
the exception of Talking God, who is rare or absent in rock art, are pictured in
the Dinétah. Talking God, however, is not pictured in these groups because he
is still here and never left. Thus his image as a reminder of the Holy People’s
presence is not necessary. Similarly, because Changing Woman and White Shell
Woman are also still with us—they do not have to be sought—they also are not
represented in the rock art.
Both rock art content and ethnographic evidence can be marshalled to indicate that one of the important functions of rock art for the early Navajo as
recent immigrants was to establish themselves in place and render it meaningful. Their landscape was infused with significance by identifying sacred
places, including those important in origin mythology. Within a wide geographic region, the significance of major topographic features was borrowed
from the resident Pueblos, who had already established their sacred landscape
“texts” centuries earlier (see Ortiz 1969:171n15; Parsons 1939:221; Reichard
1963:20; Thompson 1879:321). In the Dinétah itself, however, long abandoned
by the Anasazi (early Ancestral Pueblo people) by A.D. 950, the landscape was
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Figure 3. Two photographs of sections of a Night Chant rock painting from Delgadito
Canyon, Carrizo Canyon drainage. The rock face has been abraded and smoothed, and
drilled holes may have held paraphernalia. The large humpback mountain sheep ye’i (left)
leads the group. He was painted in white, red, orange, azurite blue, and turquoise. To the
right he is followed by supernaturals that include other humpback ye’i and the female god
of the Night Chant distinguished by her manta dress and square mask. Missing in these
photos is Fringemouth God who was located in between. Unfortunately, the entire group fell
from the cliff in 1965 and was subsequently destroyed. (For the complete panel in place see
Schaafsma 1980:Figure 258).

open to rewriting and redefinition. Making rock art at chosen localities was
one means of doing so.
It is apparent that the issue of “power” was present early on, as many locations selected by the Navajo for making rock art were places already “marked”
by Ancestral Pueblo figures, the presence of which had connotations of power.
Some Navajo rock art sites have the appearance of shrines that were revisited,
refurbished, and thus revitalized on numerous occasions. Signs of repeated “use”
of these sites include worn rock surfaces, evidence of “handling” such as soiled
spots, rubbing, smoothing of the sandstone in preparation for making a painting, or erasing an older figure to receive another, and the repainting of figures
(Copeland and Rogers 1996:228). In some instances, holes were drilled in the vertical cliff face for the probable insertion of prayer sticks or feathers in or near the
rock art. In this regard, the paintings at the junction of Todosio Canyon with the
Pine (also known as the Los Pinos) River (Schaafsma 1963:64–65), the numerous
petroglyphs at the mouth of Crow Canyon at its junction with the Largo drainage
(Schaafsma 1980:Figures 253, 254, 261), the Delgadito site in the Carrizo drainage with its Nightway iconography (Figure 3), and others in the upper Largo
(Copeland and Rogers 1996) are noteworthy sacred places that were revisited
from time to time.
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The Junction Site, or “the Place of the Meeting Waters,” mentioned earlier was also of this nature. Described in detail elsewhere (Schaafsma 1963;
1980:310–312), the locality is an excellent example of a synthesis of landscape,
the Navajo Creation story, and rock art. This “place of the meeting waters,”
has been noted on various occasions in the archaeological literature as well as
documented in Navajo myths themselves. The rock art at this site was dominated by two large shields, reputedly representing the sun and moon, on whose
faces the War Twins are sketchily pictured (Schaafsma 1980:Figure 256). The
Twins are said to have retired to this location once they had destroyed the monsters. These monsters were entities that resulted from disharmony—a malevolent state of affairs caused by the inability of First Man and First Woman to
get along. Once the monsters were demolished, the world was then safe for the
Diné, and “the celebrated twins went to a place called Tho-hyel-li, the junction of the two rivers in the valley of the San Juan, where their images may
yet be seen reflected in the waters. They still dwell in a mountain cavern near
this place” (Matthews 1883:224). The images are purported to have been made
by the Hero Twins themselves (Van Valkenburgh and Kluckhohn 1974:150), an
ascription consistent with observations cited earlier. Other images in the Junction vicinity relating to the Twins were eradicated in a major flood in 1912 (Van
Valkenburg 1941:155–156). Historically Navajos returned there to pray after their
return from Bosque Redondo (Roessel 1983:510–519) in the 1860s when the people were in a state of semi-starvation, when they again faced hard times during
the stock reduction program in 1929, and in various times of drought (Van
Valkenburg and Kluckhohn 1974:146). In the early 1950s just before the dam was
built, Navajo men slated for duty in Korea sought protection from the power of
this sacred place.
While it is possible that some rock art sites may have served as mnemonic
devices for some Navajo singers, it seems dubious that this was the primary reason for creating images of the Holy People in the landscape. Pertinent to this
discussion is a Nightway account by Hosteen Klah in which the Dreamer, or
Hero (the Navajo visionary who makes a supernatural trip to acquire religious
knowledge for his people) is asked by Fringemouth god to draw the ye’i gods on
a rock wall (Faris 1990:131). There is, however, no implication that these ye’i were
made for mnemonic purposes by the visionary. More likely any rock art whose
origins were (are) so ascribed, were viewed as validating the spiritual journey,
and therefore perceived as having sacred origins and links to the supernatural
realm. Once engraved or painted on stone, however, this imagery could have
at least secondarily functioned to preserve ceremonial knowledge. Traditional
practitioners today regard the ceremonial rock art as a validation of the traditions but not as needed to trigger their memories.2
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The use of other kinds of imagery, however, as mnemonic devices by Navajo
singers is known ethnographically. Frisbie (1987:54, 56, 60, 439n6) describes
sketchbooks containing memory aids in jish, otherwise known as “medicine
bundles” (see Frisbie 1987:12–17 for a full definition of jish). One Shootingway
bundle from Waterflow, New Mexico contained pictures largely done in watercolor and felt-tip pen of the Twin War Gods, one of the Twins on the Sun, and
Female Snakes Crossed on the Wind, and other supernaturals (Frisbie 1987:56).
Such notebooks described as “common” in jish (Frisbie 1987:439n6) were the
property of accomplished singers. Elsewhere, however, Frisbie (1987:86–87)
notes that traditionally, mnemonic props were not used by apprentices learning the chantways.
Navajo sacred places are described in some detail by Frisbie (1987:186). These
places include various landscape features such as mountains, caves, creeks, river
junctions, springs, bluffs, and rock crevices, as well as rock art sites. Activities
traditionally conducted in designated sacred areas include gathering of materials for ceremonial use, praying, and leaving offerings. Frisbie notes that such
places are sacred because of mythological associations with particular deities
and that only ceremonial practitioners can visit these spots. This information
fits well with what is known about the Junction site previously described and
was probably true of other Dinétah rock art sites.
The remaining question is not whether these rock art locations were regarded
as “sacred,” but what the underlying perceptions might have been that facilitated
the use of these sites in religious or ceremonial contexts. How did these images
function? To examine this issue more deeply, the values ascribed to depictions
of supernatural beings or Holy Persons in the ritual contexts of sandpaintings
must be considered in order to understand the dynamic forces at work pertaining to similar imagery in landscape settings.
The Power of the Image
Pictures of the Holy People in the ceremonial dry paintings are said to be invisible powers made visible. As explained previously, the Holy People represent the
human inner forms of natural phenomena, the “lying-in-ones.” These powers may
be dangerous, and Navajo sandpainting rituals are designed to control these Holy
People for positive and specific ends (Wyman 1983b:552). Navajo ceremonies are
held for restoring harmony, balance, and health. The focus of these ceremonials, that may last as long as nine days in some cases, is the sandpainting with its
elaborate images of the Holy People and other spiritual beings that are coerced
into attendance as described below. While these rituals are being conducted
within the hogan, the landscape is engaged in the process of compelling the
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Holy People to attend, by the planting of prayersticks in designated surrounding
locations (Reichard 1963:xxxv).
The purpose of drypaintings is to attract holiness, to restore, and to reorder (Faris 1990:120). Drypaintings act both as magnetic fields and diffusers of
supernatural power (Kenneth Foster 1964, p. 3 in Wyman 1983a:33). While they
are perceived as indifferent to human affairs, the Holy People are irresistibly
attracted or even compelled to the ceremony being performed through prayers,
offerings, song, and “by their own likenesses drawn in the colored pigments of
the drypaintings” (Wyman 1983a:16). They come to look for their portraits, and
once arrived they become their likenesses. These dry paintings are likened to
holy altars and are called ‘iikááh, meaning the entry of several entities or beings
(Wyman 1983a:33). The powers thus invoked by the images are then actively
engaged during the healing processes of the ritual, when the dry pigments from
different parts of the images are applied to various parts of the patient who, in
turn, sits on the painting itself. In this way the patient absorbs the powers pictured and becomes strong and immune to danger (Wyman 1983a:33). As the
patient is identified with these supernaturals (Reichard 1963:112), the sands, in
turn, absorb the “evils” that have caused the illness being treated. Therefore, ritual disposal of the dry sandy pigments, that have absorbed the malevolent powers that caused the illness, is necessary at the end of the ceremony.
This information regarding Navajo cosmological concepts and the perception of the power of imagery may provide some insight into understanding
how similar imagery and rock art sites themselves may have functioned in
landscape contexts. If the drypaintings representing the Holy People command their presence, then logically their portraits painted and carved on
sandstone cliffs and in rock shelters would have had a similar effect. The locations in the landscape where their images are found, therefore, would seem
to be where the supernaturals pictured are perceived to reside in spirit form
and where communication with the Holy People is facilitated. A little-known
rock art image of the Humpback ye’i in southern Colorado is located in a canyon in the upper San Juan drainage that is still remembered as being a favorite
home of the ye’i (Jeancon and Roberts 1923; Matthews 1897:238). Historically
the previously described Junction site is another case in point, further validating this interpretation.
As well, cliff faces and rock shelters where the Holy People are pictured give
the impression of being removed from places of habitation, in which case they
may have been places visited only by ceremonial practitioners who could control the powers pictured. Future surveys of these Navajo sites could verify this
perceived distribution. Visitation to sacred sites was said to have been limited to
religious practitioners, mentioned earlier.
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In spite of the formal similarities between the sandpaintings and the rock art
in terms of iconography and the presumed ability of both to attract the supernaturals they represent, a basic difference has yet to be pointed out. The sandpaintings are ephemeral and in their ritual functions, during which they are
destroyed through application, process, not product, is paramount. The sands
of the paintings, having absorbed the illness, are ceremonially disposed of
(Wyman 1983:32–34). In turn, the powers of the supernaturals they represented
are absorbed by the patient. During the ritual, the short-lived image becomes
more valuable—a term denoting spiritual importance. As the aesthetic and
emotional impact of the “fleeting image” empowers the ceremony within which
it is created, the temporality, on the one hand, becomes an important aspect of
the power of art itself. The rock art images, on the other hand, remain permanent in the landscape, thus implying a significantly different functional role.
Images, Context, and Taboos
When the Navajo moved out of the Dinétah in the mid-eighteenth century, for
the most part—the Junction site being a notable exception—they abandoned
the memory of this region with its many images as they resettled to the west and
southwest. Van Valkenburgh (1941: see especially pp. 86–87, 111, 123) in his review
of Navajo places notes that there were no oral traditions in regard to Largo and
Carrizo Canyon and other locations in the Dinétah region where Navajo ceremonial rock art is prevalent. In moving, the Navajo often “took their sacred locations with them” in that they redefined the cultural landscape to conform with
new surroundings and reascribed the places of importance and mythic times to
new topographic features and places (Jett 1982; and see Luckert 1977:24–26 for
the significance of confluence of the San Juan and Colorado for Navajo Mountain Navajo). Meanwhile, the practice of painting and carving the Holy People
on stone nearly stopped by the end of the eighteenth century. The new landscape,
even when important topographic features are identified with mythic events and
times, usually lacks the pictured presence of the Holy People. Holy People in Canyon de Chelly and Del Muerto rock art are depicted only rarely. In canyons east
of Chinle Wash near the New Mexico–Arizona line, social gatherings revolving
around the Girls’ Dance of the Enemy Way, are carved at many sites, all probably dating after ca. 1760 (Gilpin 1996:195), but renderings of the Holy People are
scarce. A single figure, also post-dating 1760, is hidden under a tall rock slab near
the San Juan River in Utah. The belief in the presence of the Holy People in the
landscape, however, has not waned (see interviews with western Navajos in Luckert 1977). The Holy People pervade the landscape via their travels as described in
myths, but their rarity in rock art after the late eighteenth century is notable.
238

New Mexico Historical Review / Volume 90, Number 2, Spring 2015

It is significant that the rock art in the Dinétah region with its emphasis on the
Holy People, the Navajo creation story, and other cosmological themes was made
when the Navajo were establishing themselves in the Southwest. At this point in
their history they were creating a cultural identity, and constructing a newly synthesized cosmology that they tied into the landscape of which they were recently
in possession. This phase lasted less than 100 years. By the late 1800s, from which
the first ethnographic records derive, although they continued to command the
assistance of the gods that had been with them at the time of their creation, these
gods were pictured ceremonially only in the context of sandpaintings.
Beginning in the late nineteenth century and continuing into the twentieth,
the ethnographic documents cite taboos regarding the picturing of the Holy
People outside of ceremonial contexts (Reichard 1977:6). As we have seen, notebooks in jish bundles contained sketchbooks with the Holy People pictured for
mnemonic purposes. These, however, were (are) still carefully under the control
of the owner of the jish and not publically available. The discussion of taboos
frequently has to do with picturing ye’i on rugs or as ye’ibichai dance impersonators in sculpture, both for sale to a white market.3 Picturing “a reflection of the
divine form of the Holy People”—images that actually compel their presence—
outside of a ceremonial context, and therefore beyond ritual control, is clearly
deemed inappropriate and even dangerous (Reichard 1977:6–7). A “Yeibichai
curse” resulting in paralysis and blindness and even death is specifically cited
as a result of breeching this taboo (Valette and Valette 2000:54, 56; Valette and
Valette 1997:68n3).
Prohibitions against invoking the Holy People outside of the controlled ceremonial environment are deeply rooted in Navajo traditions, even within the
myths themselves.4 When the Holy People taught the Hero in the ways of a
particular myth and the images to be invoked, it is said that Navajo were to
represent them in sand so that they would not be lost (that is, abandoned or
forgotten), or “wear out or be stolen, soiled, or damaged” (Wyman 1983a:43). In
the course of instructing the Hero, the Holy People are said to have made these
paintings on sheets of sky, on sheets of cloud, or on black fog, or cotton blankets, which were subsequently rolled up and taken away or thrown away to the
north in the manner of sandpaintings today (Wyman 1983a:43). In one case:
“The yéi who unfolded it [the painting] to show the prophet said: ‘We will not
give you this picture; men are not as good as we; they might quarrel over the
picture and tear it, and that would bring misfortune; the black cloud would not
come again, the rain would not fall, the corn would not grow, but you may paint
it on the ground with colors of the earth’” (Matthews 1902:165).
Provocative in this regard is a rock painting on the Pine River (LA3041), executed prior to ca. 1720, that consists of a panel of Mountain Chant Holy People
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pictured against a background of blue clouds (Schaafsma 1963:Plate IV). This
is very reminiscent of Matthew’s reference to a Mountainway story (1887:404):
“They drew from one corner of the cave a great sheet of cloud, which they
unrolled, and on it were painted the forms of the yays [sic] of the cultivated
plants.” At a minimum, the rock painting indicates that a similar concept—
painting the ye’i on a “sheet of clouds”—was present at an early date. The rock
painting, however, was “lost” and subsequently damaged (Schaafsma 1963:46),
thus justifying the admonishments against permanent imagery reiterated above
by Wyman (1983a:43).
Prohibitions against permanent imagery, so poetically expressed in Navajo
mythology, were apparently developed after the rock art featuring Holy People
in the Dinétah was created. Following the evidence provided by archaeology,
these prohibitions came into place, seemingly gradually, sometime after 1760
when the Dinétah was vacated. The question has not been answered, however,
of why the Holy People gradually ceased to be pictured—and thus conjured—in
rock art. It appears that changes occurred in ceremonial and social practices and
related values that dictated a ban on ceremonial landscape imagery. There is little ethnographic documentation in this regard, except for the evidence already
cited. Any hypothesis to explain this change has to be grounded in inferences
based on tangential ethnographic information, and a certain amount of speculation is inevitable.
It is likely that prohibitions against painting and carving these figures in the
landscape were responses to several issues. Among possible factors for change
in this regard were increased social tensions as Navajo culture interacted more
closely with dominant Western society during the nineteenth and twentieth centuries. One well-documented response to these tensions was witchcraft (Kluckhohn 1944:95). Given the forces that these images are perceived to embody, left
unprotected in their landscape settings, they may have been increasingly viewed
as dangerous and a source of power that could be used toward malevolent ends.
That “power” in and of itself is conceived as neutral, but once tapped it can
be manipulated for any purpose. Therefore, to avoid these powers being controlled for harmful ends, prohibitions against picturing the Holy People outside
of well-controlled ceremonial contexts may have evolved over time in an environment of increasing uncertainty, social conflict, and distrust, as traditional
values were threatened.
Once an extant image has been targeted by an evildoer for its power, a counterresponse has been to destroy the figure in question, thus voiding it of its potency
and rendering it useless. Fear in times of stress, such as periods of epidemics,
has promoted the purposeful destruction of rock art on the San Juan River and
elsewhere on the Navajo Reservation.5 In summary, one possible explanation
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for the later scarcity of pictures of Holy People in landscape contexts may have
resulted from a taboo against their representation, thereby both avoiding a
power source for evildoers, as well as protecting the supernaturals from maltreatment, hereby recalling the admonitions described previously, given by the
Holy People themselves to the Dreamer.
Xeroxed on Stone: The Persistence of the Rock Art Images
of the Dinétah
The power of rock art takes many forms, and imagery is never mute. Once
made, rock art becomes a dynamic force in the landscape, evoking new meanings as time goes on and assuming new roles in the historical\cultural process.
For the archaeologist, these images document the first evidence of Navajo religious history with a continuity with today’s traditional beliefs, forged in synthesis with Pueblo worldview in the early historic period. The rock paintings and
petroglyphs of the Hero Twins and Holy People of the Night, Mountain, and
Shooting chants and possibly others are the earliest documents of these stories and ritual practices. For the traditional Navajo, although concepts of space
change through time, these images tell of times of origin and validate the spiritual knowledge given by the Holy People.
As noted in these pages, stories are modified to retain pertinence to the
moment. Notions of “history” in the Western sense are of lesser value to the
Navajo people than the immediacy of a religious account that maintains health
and harmony here and now. Although traditionalists have maintained their
awareness of this geographic region, the Dinétah was largely forgotten by most
Navajos. The general absence of knowledge about this primal landscape is
grounded in historical events that took place around 1864. When reservations
lines were drawn, for a time Navajos were forbidden to travel outside of these
boundaries. The Dinétah was no longer accessible, and thus it became less pertinent in Navajo affairs. For traditional Navajos, the historic “lock out” converted
Dinétah to a mystical place somewhere nearby “just on the other side of the
fence.”
Today the Navajo people are once again gaining the knowledge of and access
to Dinétah. They are starting to feel comfortable visiting the sites. They are in
the process of getting acquainted with the places that oral traditions tell of the
time when the Holy People were among them. For the Navajo—wherever they
now live—pictures of the Holy People on stone, wherever they occur, contain a
spiritual message confirming an earlier time when the Navajo world was being
created. Left by the Holy People themselves, the images infuse the landscape
with their ongoing presence, as they bespeak of a time when these supernaturals
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moved among the Navajo and taught them how to live in harmony on the earth.
The presence of the ye’i images watching over the land today distinguishes the
Dinétah region from all others in the history of the Diné.
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Notes
1. In reference to the contemporary loss of memory of places identified as important
in the Navajo religious past, it is worth noting that in 1995 at the Navajo Studies Conference in Farmington, Alfred Yazzie, a noted Nightway singer from the Window Rock–
Fort Defiance area stated that he had never learned about the mesas east of Bloomfield
when he studied to be a Nightway singer in spite of the fact that the Nightway is perhaps
the most important chantway pictured in this rock art.
2. Hosteen Klah described to Franc Newcomb (1964:93–95) the discovery of a cave with
ye’i paintings on the west side of the Chuska Mountains. This finding evoked the suggestion
from Klah’s uncle that the paintings might have been made to preserve ceremonial knowledge before the forced evacuation to Bosque Redondo. This is probably a cave known today
as the home of Fringemouth, Zah-dohl-Jiah. The cave, unlike those in the Dinétah was well
hidden, and medicine bundles had been left on the floor. If the interpretation offered is
correct, the Chuska paintings would postdate the Dinétah rock art by over 100 years, and
the motivation would have been specific to a particular historical crisis.
3. Because these products were attractive to whites, they brought money, and therefore, traders in the early twentieth century, emphasizing their rarity to white customers, encouraged the Navajo to produce ye’i rugs and wood carvings of ye’ibichai dancers
for sale, in spite of cultural prohibitions against them (Valette and Valette 1997; Valette
and Valette 2000). A fury against the making of ye’i blankets is described by Amsden
(1990:105–106) who also mentions that a transgression will result in blindness. Ye’i rugs
are described as “bad taste,” and a sacrilege and out of context of ceremony. He notes
that there is nothing ceremonial implied in the weavings or their use. An even more
conservative view has been expressed by Harry Walters of Tsaile who explains that the
human body is a “reflection of the divine form of the Holy People” and therefore a ceremonial context is the only one appropriate to rendering the human form at all (Valette
and Valette 2000:54).
In the face of strong pecuniary pressures, individual weavers and other artists have
been persuaded to render these images for sale. It should be noted, however, that often
ceremonial protection is sought for these transgressions.
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4. Note that these oral traditions cannot be dated. Whether they developed as a creative response to a gradual development of restrictions in regard to rendering the image
of the gods in permanent media or whether they preceded it is simply not known.
5. A multitude of Basketmaker anthropomorphs (ca. 200 B.C.–A.D. 400) were
defaced and even obliterated with chisels by Navajos during a flu epidemic in the late
1950s. The Navajos responsible believed that the illness was caused by a person who got
power from these images and used it for pernicious purposes.
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Meanderings

•

The Possibility of Art
P olly S chaafsma

A

fter six short weeks at Mount Holyoke college, a school far beyond my
parents’ means but one I had chosen despite its cost for its offerings
in astronomy, I panicked. Beginning in grade school, astronomy had
been my passion up until that terrible autumn day in 1953 when I realized I
hated math, and astronomy in my future was therefore doomed. The sense of
being utterly lost and at loose ends may have lasted a few hours, if that. I had
chosen art history as one of my freshman electives, and I really liked it—so why
not major in that? Feeling that under the circumstances I had to have an immediate rationale for being at Mount Holyoke, I made a decisive about-face.
My parents were of course confused. They could understand “tightening
their belts” in the name of science, but art? They did not say much to me, but
they talked to their friends. Thereafter when home on visits, girdled housewives would take me aside and admonish me for being flighty and irresponsible in choosing a meaningless pursuit, when I really should keep a good future
job in mind. I faced their clamor with an unwavering sense of smug rebellious
satisfaction!
At college we were encouraged to “follow our bliss” as we chose our majors. In
the art history department, once in a while the potential of snagging a good job
in one of the many art history museums arose. But I had no intention of hanging around the East Coast looking for work upon graduation, and when that day
arrived, I headed straight for New Mexico, where I had enrolled in an archaeological field school at Pottery Mound through the University of New Mexico. Little
was I aware at that point, however, of the potential of combining archaeology with
art history. Graduate school in anthropology at the University of Colorado and a
study of rock art in Navajo Reservoir followed in quick succession.
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Left, Sandstone Forms. Right, Slot Canyon. All line drawings in this article are by the author.

Then, in 1970, while considering my manuscript on the rock art of Utah
based on her late husband’s photograph collection, Louise Scott was uncertain about one thing: the term “rock art.” She consulted her trusted sources,
among them Emil W. Haury and Noel Morss, who assured her that the term
was acceptable in the prevailing archaeological literature, and my book soon
joined a host of others on “rock art” throughout the world.1 Today the term and
its translated versions in Spanish, arte rupestre, and French, l’art rupestre, are in
global use. Occasionally someone refers to this phenomenon as “rock arts,” an
implication of its diversity.
The specter of contention rears its head, however, when someone asks the
question, “Is this stuff really art?” And discourse on whether or not the “art”
part is apropos or not has never been put to rest. Julie Francis and Laurence
Loendorf, for example, argue that the term is completely inappropriate, noting that it is offensive to many Native Americans since the notion of “art”
derives from European American concepts. They conclude that, “Nevertheless, we recognize that the term rock art is so ingrained in the literature, and
in the consciousness of archaeologists and other researchers that it will take
time to change its use.”2 The dialogue continues and probably will continue in
perpetuity.3
Cognitively everyone knows to what “rock art” refers. Whether or not an
aesthetic component is evident, “rock art” is simply an inclusive term for a wide
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range of marks, designs, and representations fixed in landscapes on stones and
rock walls and in cave interiors. The results range from crude markings to beautifully rendered, awe-inspiring imagery. Everyone knows that “marks on rocks”
may be totally nonrepresentational, although the fact that they have no likeness in the real world does not render them meaningless or necessarily lacking in aesthetic qualities. Meanings are liberally assigned by archaeologists and
rock art researchers to nonrepresentational abstract renderings: phosphenes—
neurological visual phenomena seen in altered states of consciousness, the business of shamans; tallies of deer killed, made by hunters; or inscriptions made by
ritual timekeepers recording interactions with sunlight and shadows to mark
seasonal progressions. Although marking rocks for most of these purposes may
fall outside the “art” category, my point is that no matter the reason, the production of graphic works of any kind can involve aesthetic feedback regardless of
primary intent. But far be it from the tasks of archaeologists, whose job it is to
assess issues such as intent, social functions, and religious roles, in addition to
meaning, to discriminate between which petroglyph or rock painting qualifies
as “art” and which does not.
However naively, beginning in 1961, I approached rock art of the Southwest armed with a toolkit of understandings gleaned from an art history background. I was confident that with the observational skills I had learned in art
history classes targeting, for the most part, European and European American art, I could make similar organizational principles apply to rock art that
seemed to present itself as a cacophony of imagery. It soon became apparent
that this was a useful approach. In much the same way, it became possible to
define styles and place them in regional contexts and time frames linking them
to their cultural origins.4 This was not difficult in the Southwest. At Navajo Reservoir the ancient Ancestral Pueblo petroglyphs were easily distinguishable
from protohistoric Navajo figures with close analogs with contemporary sandpaintings. An interesting challenge was presented in 1966, however, when after
recording Ancestral Pueblo rock art in Tsegi Canyon, Arizona, I began work
in Cochiti Reservoir. This was also Ancestral Pueblo rock art but totally different from what I had recorded in Tsegi. It soon became clear that for the most
part, the rock art at Cochiti Reservoir was later in time and represented the
introduction of a new cosmology with ties to southern New Mexico, underscoring the fact that the identification of rock art styles, which have various social
implications, is an essential avenue for understanding the past.5 Nevertheless,
the willingness by the mainstream archaeological community to take rock art
into consideration was hindered initially by the processual school and its nearly
exclusive concern for environment and ecology, and unfortunately a dismissal
of its importance continues into the present.
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On broader fronts, because of rock art’s great time depth, others find it not
only useful but essential to include it in investigating the visual legacy of art and
the basics of imagery perception by all humans, regardless of cultural origins.6
These humanistic approaches examine, among other things, common responses
that seem to be universal to the visual issues, for example, of depicted motion or
the effects of framing, either artificially or by boundaries established by the natural irregularities of the stone. Approaches to imagery, such as investigating the
basic principles of observation, the use of illusion, and how visual communication functions, exceed cultural limits and establish a seamless whole between
art produced by preliterate peoples and that of civilizations.
As far as I know, no one has ever said that it is the medium that determines
whether something is “art” or not. Every mark one makes—even on a rock—
evokes a kind of interactive conversation between the mark and the maker—the
image and the artist—as to what will happen next, and eventually the graphics produced affect observers beyond the artist. People are generally motivated to achieve some aesthetic satisfaction in an ongoing graphic production,
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regardless of its purpose. Positive aesthetic feedback is pleasurable after all!
Rock art renditions are commonly aesthetic achievements, regardless of the primary motivation for carving or painting on a rock in the landscape in the first
place. As noted by César Paternosto, “The esthetic experience is inextricable
from the symbolic function.”7 In countless cases, those same aesthetic principles that guided the work in progress continue to move us today, even while the
original meanings of the depictions are beyond our understanding.
Yet among the criteria for determining if something is “art” or not remain
questions of intent, including that of communication, which is inherent to art.
While one might expect indigenous people to lobby for the inclusion of the rock
art of their ancestors into the embrace of the art world, the effect, surprisingly,
has been quite the opposite, and what can properly be designated as “art” currently has thus become an ethical issue.8 Citing “intent,” some North American
Indians have made the claim that the term “rock art” trivializes their sacred traditions and, presumably, the sacred landscapes to which it is linked, and which
it sanctifies and empowers. These Native Americans argue that their ancient
petroglyphs and rock paintings, grounded in religious ideologies, were created
to record religious experiences, disseminate esoteric knowledge within a constituency, or communicate with the spirit world. Often the images are said to
be the work of supernaturals themselves. Further, indigenous languages usually lack a word for “art” and, accordingly, the whole concept of “art” as something apart from the business of everyday life. Viewed as such, they contend,
for example, that art consists of pictures framed up and hanging on walls in
Santa Fe galleries, a marketable product created by a self-perceived cultural
elite. Their sacred petroglyphs and rock paintings clearly have no place here,
and “art for art’s sake,” created for contemplation, is a phenomenon of the dominant Western culture.
Taking this discussion of the Western marketplace a step further, it is
important to call attention to the recent Parisian auctions of kachina faces of the
Hopi and other Pueblos, billed by Eric Geneste of the Drouot auction house as
“extremely beautiful artifacts,” and examples of “primitive art.”9 This is a classic
instance in which sacred objects invested with spiritual power with an essential
and dynamic role in Pueblo cosmology have been snatched by Westerners, and
out of context reclassified as “art” to justify a price tag. This kind of conceptual
(not to mention physical) thievery renders the whole idea of “art” as a loathsome three-letter word for Native Americans.
It should be clear, however, that the notion of art is not confined to the marketplace. Commercial appropriation is a limited and culturally circumscribed
activity. A vast legacy of politically, socially, and religiously motivated art forms
has served numerous functions throughout human history. Problematic, of
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course, is that it is the art of the civilized world that is studied in minute detail
in the halls of academia, while indigenous arts are barely given any recognition
at all, crafting the implicit notion that only high civilizations produce art. While
such a viewpoint may not be overtly stated, it is nevertheless tacitly conveyed.
Art history classes still place a great emphasis on Western European art with
some attention to Asia.
When I was in college in the 1950s, the history of (Western) art was presented
as a progressive, evolutionary development beginning with the Egyptians and culminating in the Renaissance. As proof of progress, the Renaissance development
of rendering perspective and the creation of the illusion of depth, in addition
to scientifically accurate depictions of the human body, were touchstone topics.
This last skill was perfected by scientific knowledge of human anatomy from the
inside out, as opposed to the limited superficial visual observations made by earlier artists! The subjects themselves shifted, moving from Classical art based in
cosmology and myth, through Christian Medieval art, to humanistic and secular approaches following the scientific interests of the Renaissance. During the
Renaissance, however, interests folded back on a renewed interest in Classical
antiquity, reinforcing and lauding the achievements of the Western world. In the
nineteenth century, Impressionism broke with the former traditions of the academy, birthing the plein air movement, and finally the political contexts of the
twentieth century gave footing to Abstract Expressionism as social protest.10
254

New Mexico Historical Review / Volume 90, Number 2, Spring 2015

Within all of this and lacking any contributions to the grandeur of Western
civilization, humanity’s truly ancient preoccupation with making art outdoors
on rocks was ignored. Even today, art history curricula, with their focus on the
West, scarcely mention the nearly thirty thousand years of paintings on stone
lurking in caves beneath France and Spain, much less the widespread tradition
of petroglyphs and art on rocks all over the world.11 What about the thousands
of years of rock art that prevail upon the American continent on which we now
sit? It is not without reason that Lucy Lippard has called attention to the fact,
“If any indigenous art is considered decorative and marginal by both the art and
archaeology worlds, it is the images inscribed, abraded, scratched, and pecked
into rock in place.”12 Is not all of this part of human history and thus of interest
to investigations of art and anthropology?
It is a popular notion that preliterate peoples, by virtue of the demanding
nature of their sociocultural economic struggles, never had or still do not have
an opportunity to engage as privileged artists in “aesthetic” productions (that is,
“true” art). Yet some of the most elaborate and awe-inspiring rock art in North
America was produced by non-farming hunter-gatherers, and like the art of
civilizations, it delineates cosmologies with which they ordered and communicated the nature of the world they perceived. And cave art in Europe dating
back to at least thirty thousand years ago was not produced during leisurely
moments by farmers! Perhaps, however, its naturalism seems to make it more
“appealing” and “acceptable” as art to the European eye.
Some of the resistance in recognizing the importance of rock art may lie
in the Western perception of landscape itself, rock art’s very context. Because
the “sacred” in Western religious traditions is framed, or packaged up,
abstracted from nature inside of or around buildings, landscape is not only
secularized, but valued largely for its economic or recreational potential as a
place to escape the demanding routines of urban life. In the nineteenth century, landscape became a subject for painters in Europe and America, an art
“movement” representing an interest triggered by the industrial usurpation of
landscapes, and the very real threat of their loss.13 Currently, plein air painting, especially popular in our National Parks, is marked by festivals and a preoccupation with painting realistic landscapes that seem to offer contemplative
solace to buyers within a fast-changing society. Confined, controlled, protected, and enshrined within typically heavy frames and hung inside urban
domiciles, these captured outdoor scenes mark a point of refuge and stability.
These are different in every way from the imagery rendered on rocks within
those same landscapes by indigenous people who interacted with them on a
daily basis, appealing to their resident spirits to whom they paid homage or
plied with rituals to maintain world order.
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Is it then not ironic that the Native art within the very land whose vistas command the attention of today’s landscape painters rarely finds a place in the hierarchy of the arts acknowledged by Western societies? Yet, by physically entering
the same vistas captured in paint and bounded in frames on living room walls,
one finds spaces large and small impacted by ancient art on stone. Tied to place,
rock art changes and projects overlays of meaning to landscapes. The presence
of imagery on rocks bestows a unique sense of place as it focuses space and
simultaneously reverberates through its surroundings. For most of human existence, intimate and dynamic relationships between human beings and the lands
they occupied have prevailed, and making art in those landscapes is one result
of these relationships.
Art is never produced in a cultural vacuum, and people making art are all
bestowed equally with the capacities for aesthetics and complex thought. The
concept of “primitive” has no place in this discussion! Over the years it has
become increasingly clear to me what Taos artist Ted Egri meant when he gleefully said to me, “There is no progress in art!” People from hunter-gatherers to
members of complex societies made and continue to make imagery that interprets and gives symbolic expression to their worldviews, religions, and ideologies, as a means of adapting to the exigencies of a world that is unpredictable.
Human beings seek meanings that they then conceptualize, symbolize, and
communicate through art.14 Sacred symbols synthesize worldview and ethos,
and store that information for subsequent access. The art of preliterate cultures
functioned in similar ways to the lauded pieces of Western Europe and civilizations elsewhere. Unlike writing that is trapped in the linearity of presentation,
visual art objects, regardless of cultural origins, simultaneously project complex
multivocal, metaphorical knowledge. Rock art is no exception. As well, graphic
depictions and sculptural renditions of deities and other beings with special or
supernatural powers, including Christian saints, are commonly perceived not as
inert or passive, but as active live agents with whom devotees can interact and
even influence toward desired ends.15
Just as making art is a universal human endeavor, an anthropology of art
can address art in all cultures, including that of the West. In a discussion of
Abstract Expressionism, David Craven observed that a complex interchange
between an art object and “variegated groups, constituencies, and publics”
exists, “whether or not the art is attached by an ‘umbilicus of gold’ to the ruling class.”16 If we want to understand other peoples and cultures we cannot
ignore the images they made. And if the goal is to understand the history
of art, we need to start with the beginning and not arbitrarily zero in on a
favored spot (like Egypt) late in human history, ignoring art made during the
many preceding millennia.
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Piñon.

We know a lot more about rock art today than we did a century ago. Styles,
content, and their changes through time and across diverse geographies have
been described by rock art researchers and anthropologists on a worldwide
basis. Many explorations have been made and questions raised as to rock art’s
many purposes and its probable or potential meanings. Recently, ethical issues
have been identified and discussed as archaeologists and indigenous people
come together with their diverse perspectives to deal with these ancient productions on many levels such as interpretation, conservation, and the significance of their landscapes.17
Meanwhile, imagery on rocks—and I use imagery here to include both
abstract symbols and representational elements—provocatively confronts us.
To judge what is “art” and what is not “art” has few hard rules. In spite of often
S chaafsma /Meanderings
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being shunned by the art community, rock art does find a meaningful, although
not always comfortable, niche within the scope of anthropology and specifically
American archaeology. There as well, however, rock art is noticeably given short
shrift and often because, ironically, it is thought of as “art.” As art it is considered
beyond the purview of archaeological consideration or regarded as meaningless. We have now come full circle. To our detriment, by ignoring the fact that
conceptual systems and categorizations do, in fact, structure our view of the
world, in our inevitable reactions to images on stone we are constrained by definitions, cultural biases, templates, and paradigms, tripped up by unseen stumbling blocks, and tangled in impossible webs of words that direct and misdirect
our progress in understanding. The problems are not in the imagery, where the
possibility of art resides; the problems are in our responses to it.
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“Saints Observed”: Outside Observations of
Mormon Life

A Review Essay on Saints Observed: Studies of Mormon Village Life, 1850–2005
and Four Classic Mormon Village Studies

•

M atthew J. G row

T

he vast majority of publications about Mormonism from the midnineteenth century to the early twentieth century easily fit into one of
two genres: works defending or works attacking the controversial faith.
This heated nineteenth-century debate about the Church of Jesus Christ of Latter-day Saints and its adherents, which has received much recent academic
attention, profoundly shaped the religious history of the American West and
influenced religious discourse throughout the United States. By contrast, Howard M. Bahr, a professor of sociology at Brigham Young University, points our
attention toward a set of remarkably insightful books in which nineteenthcentury observers examined Mormon communities in the West with a more
objective approach, seeking to understand rather than to disparage or advocate.
He then traces the rise of academic studies in the 1920s of Mormon villages, which
by the mid-twentieth century were attracting the attention of leading scholars.
In Saints Observed, Bahr first examines the writings of eight nineteenthcentury observers of Mormon life in Utah Territory. Six wrote between 1850 and
1860: U.S. army captain John W. Gunnison, civil engineer Howard Stansbury,

Saints Observed: Studies of Mormon Village Life, 1850–2005. By Howard M. Bahr. (Salt Lake
City: University of Utah Press, 2014. xvi + 227 pp. 15 halftones, table, notes, bibliography,
index. $37.95 cloth, isbn 978-1-60781-320-0.) Four Classic Mormon Village Studies. Edited
by Howard M. Bahr, with contributions by Edward C. Banfield, Henri Mendras, Thomas F.
O’Dea, and Wilfrid C. Bailey. (Salt Lake City: University of Utah Press, 2014. xi + 309 pp.
33 halftones, tables, bibliography. $40.00 cloth, isbn 978-1-60781-322-4.) Matthew J. Grow is
director of publications at the LDS Church History Department and a general editor of the
Joseph Smith Papers.
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artist Solomon Carvalho, French botanist Jules Remy, English adventurer
William Chandless, and English polymath and world traveler Richard Francis Burton. Two others wrote between 1872 and 1882: Pennsylvanian Elizabeth
Kane—wife of longtime Mormon friend Thomas L. Kane—and British journalist Phil Robinson. All these authors, who were outsiders to the Mormon community, attempted to write objectively, discussed their research methods, and
spent considerable time among the Latter-day Saints. Bahr argues that these
writers were in reality ethnographers, and he uses them as an “ethnographic
team” to better understand Mormon society. By closely reading these studies,
Bahr paints a composite picture of what they saw, while still being attuned to
the individual differences in the observers and their observations.
Historians of nineteenth-century Mormonism have often drawn on the
insights of these observers, but placing them directly into dialogue with one
another yields additional insights into Mormon life. Nevertheless, one cannot
help but wish that Bahr had more explicitly analyzed the writings and engaged
with other academic studies. Bahr’s book primarily summarizes the various
studies addressing themes of Mormon community life rather than using their
writings to make explicit arguments about how their insights should shape the
scholarly or popular understanding of nineteenth-century Mormonism. In his
chapter examining the writing of Kane and Robinson, for instance, Bahr cites
almost exclusively from their works alone rather than engaging directly with
previous scholarship on these observers (his bibliography does not include several relevant previous studies on Kane), or with other studies of Mormon life in
the 1870s and 1880s.
Bahr then narrates the rise of more professional “Mormon village studies”
by academics in the early and mid-twentieth century, beginning in 1923 with
Lowry Nelson’s study of Escalante, Utah. Nelson, director of the Extension Division at Brigham Young University, learned the methodology of the “village
survey” movement advocated by Charles Galpin, University of Wisconsin professor and the director of Rural Life Studies in the Bureau of Agricultural Economics of the U.S. Department of Agriculture. Academics are naturally inclined
to see progress in the field when professional scholars, rather than interested
laypeople, take up the study of a particular topic, Bahr reminds us that there
are also losses in professionalization. In contrast to the more comprehensive
approach of the nineteenth-century writers, Nelson and his students produced
narrow studies, spent less time in the villages they wrote about, focused on economic and demographic data rather than broader cultural meanings, and wrote
for a small academic audience.
However, the scholarly study of Mormon villages was transformed in the
1950s, moving from an academic backwater topic to the mainstream as a result
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of the publication of Lowry’s The Mormon Village (1952) and, more importantly,
because prominent academics at Harvard University and the University of Chicago included Mormon villages in wider projects. Inspired by Robert and Helen
Lynd’s ethnographies of Muncie, Indiana—Middletown (1929) and Middletown
in Transition (1937)—sociologists increasingly focused on community studies,
of which village studies became a vibrant subfield.
In Four Classic Mormon Village Studies, Bahr’s companion volume to
Saints Observed, he reproduces previously unpublished studies by four midtwentieth-century ethnographers: Edward C. Banfield, Thomas F. O’Dea, Henri
Mendras, and Wilfrid C. Bailey. Four Classic Mormon Village Studies, however,
lacks both a discussion of editorial method (a necessity when reproducing primary source documents) as well as an index. A brief introduction and an afterword give some context, but Bahr does not provide annotation or more detailed
introductions to the studies. Nevertheless, making them available is a useful
service.
Of particular interest to historians of New Mexico, Bahr includes Thomas F.
O’Dea’s study of Ramah, New Mexico, written in 1950 and 1951. This was part
of the “Harvard Comparative Study of Values in Five Cultures” project (1949–
1955) in which anthropologist Clyde Kluckkohn and a team of researchers studied five communities in New Mexico: “the Mormon village of Ramah, the Zuni
Pueblo, a settlement of Texan migrants to New Mexico in the nearby village of
Fence Lake, the Hispanic villages of Atarque and San Rafael, and the Ramah
Navajo reservation” (p. 177). At least three dissertations resulted from the study
of Ramah, including O’Dea’s. Best known for his related and now classic study,
The Mormons (1957), O’Dea is a particularly perceptive observer, and this study
should receive attention from historians interested in the religious and social
history of New Mexico.
Bahr’s books contribute to the religious history of the American West by
reproducing these primary studies, by reminding historians that some insightful
nineteenth-century observers pierced through the polemical debate about Mormonism, and by examining the scholarly pedigree of Mormon village studies.
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New Mexico Folk Music/Cancionero del Folklor Nuevomexicano: Treasures of a
People/El Tesoro del Pueblo. By Cipriano Frederico Vigil, foreword by Enrique
R. Lamadrid, with the editorial collaboration of David García. (Albuquerque:
University of New Mexico Press, 2014. xxi + 258 pp. 10 halftones, 16 line
drawings. $45.00 cloth, isbn 978-0-8263-4937-8.)
Nothing expresses the soul of a people like the rhythms and lyrics of the music
that touches their daily lives. They speak of sorrow and joy and of history and
accomplishment. They combine tragedy and humor with hopes and dreams,
and even touch upon the risqué. The interpretation of these myriad phases of
the soul, however, requires a skilled hand and a heart that can understand their
subtle nuances.
Enter one of the finest ethnomusicologists of our time: Cipriano Frederico
Vigil. Drawing on traditions established by other giants and pioneers of New
Mexico’s musical past, Vigil blends his vast knowledge of storytelling with a
sense of lyrical interpretation, the combinations of which are staggering. He
mixes his epic comprehension of the various forms and patterns of New Mexican folk music in a collection whose panorama spans everything from the
sacred and the sublime to the social and bawdy as well as the romantic and
indigenous patterns of song. His collection of lyrics touching on the el cuando
form harkens back to the longings felt in the songs of a crypto-Judaic past.
The avid reader of this anthology will find within its pages bilingual interpretations of the songs blended with whimsical illustrations, halftone historic photographs, and amusing anecdotes that enhance the lyrical experience. Often,
after setting the thematic tone for the chapter, Vigil presents multiple variations
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of the same song. Crowning this entire feast for the senses, he also includes a
CD that invites the reader to listen and to participate in the total experience.
Vigil is a professor who has moved his classroom beyond its four walls, outside
into the bigger world that can encompass his work better.
Besides being an indefatigable collector, Vigil showcases his skill as a composer recording historical events within appropriate corrido contexts. This consummate entertainer has a way of phrasing his message for the readers that
joins the past with the present and draws them into a deeper understanding as
to just why New Mexicans are so well-rooted in the harsh beauty of the land.
There are very few living ethnomusicologists today who can even begin to
approach Vigil’s homespun skill at giving us back our heritage with his crisp
recordings and narrative style. Whether he is explaining the metered feet of a
décima or the subtle wit and caustic composition of a trovo, the author endows
his readers with a little of his selfsame knowledge on so many levels that one
feels as if he or she has just walked away with the hidden Seven Cities of Gold.
New Mexican Folk Music is a long-awaited collection for many of us who
teach the subject matter at the university level. It is a must have for any library
or museum that wants to understand the querencia (soil-soul) of the Hispanic
Southwest. To Vigil we can only say: “Well done, good and faithful servant.
Bendiciones.”
Larry Torres
University of New Mexico-Taos

Chasing the Santa Fe Ring: Power and Privilege in Territorial New Mexico. By
David L. Caffey. (Albuquerque: University of New Mexico Press, 2014, xvi +
320 pp. 29 halftones, map, table, appendixes, notes, bibliography, index. $34.95
cloth, isbn 978-0-8263-5442-6.)
In New Mexico history, the Santa Fe Ring looms large. It is synonymous with
corruption and large-scale land theft by political insiders bent on personal gain
and the subjugation of native New Mexicans during the territorial period. Surprisingly, there has been no systematic study of the Ring prior to this volume.
David Caffey’s title is appropriate since the Ring was a shadowy, unofficial organization defined primarily by those outside of power. Caffey seeks to uncover
the origins of the Ring, who was involved, and the legitimacy of its reputation.
Caffey locates the origins of the Ring in the years just after the Civil War,
but most early references are found in conjunction with the turmoil in Colfax County in the 1870s surrounding the Maxwell Land Grant. In the process
of patenting the grant and either evicting prior settlers or charging them rent,
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Maxwell Company opponents began to decry heavy-handed involvement from
territorial officials, lawyers, and land speculators in Santa Fe. Caffey then suggests that the more famous Lincoln County War fueled further allegations of
corruption in the capital. In both Colfax and Lincoln Counties, the Ring was
even linked, by some, to murders.
Although dozens of names have been affiliated, two names are always associated with Ring corruption: future U.S. Senators Thomas B. Catron and Stephen B. Elkins. The two men met as college mates at the University of Missouri
prior to the Civil War, and arrived in New Mexico as young lawyers to chase,
literally, their fortunes. Although their law partnership lasted just two years, the
pair was involved in various enterprises for over fifty years. Subsequent chapters
explore the pair and their associates in railroad development, ranching enterprises, statehood, and, most famously, Spanish- and Mexican-era land grants.
Although Caffey makes no apologies for these two, he does seek to understand
them as opportunistic businessmen operating in a relative vacuum of political
and economic power. Perhaps his major interpretive contribution is to suggest
that the reputation of a notorious Ring is exaggerated. Although Catron, in particular, wandered back and forth across ethical lines, the fact remains that federal laws and land policies allowed for such machinations.
Caffey combs previous studies of the territorial period and land grants in
New Mexico, and much of his text sorts through this historiography. Most
intriguing, he includes a carefully constructed table that surveys thirty of the
most prominent works on territorial New Mexico and places the names of historical figures linked to the Ring in each work. The table reveals that beyond
Catron and Elkins there is a wide disagreement over just who was part of the
Ring. Nonetheless, the tool will be useful for anyone engaged in further reading
on the territorial period.
This is a careful and balanced study that provides a nuanced understanding
of the Ring, although it might not satisfy those readers who have constructed an
understanding of New Mexico’s history based on massive corruption and theft
in the territorial period. Similar rings existed in other Western territories, and
this was, after all, the Gilded Age in which corruption was widespread. Caffey
does not begin to forgive all sins, but he does seek to understand the Ring in
this fine book.
Richard D. Loosbrock
Adams State University
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Battles and Massacres on the Southwestern Frontier: Historical and
Archaeological Perspectives. Edited by Ronald K. Wetherington and Frances
Levine. (Norman: University of Oklahoma Press, 2014. xi + 248 pp. 14
halftones, 19 maps, references, contributors, index. $24.95 paper, isbn
978-0-8061-4440-5.)
This somewhat uneven yet highly interesting collection of essays bridges disciplinary boundaries in its discussion of four episodes of extreme violence: Cieneguilla, New Mexico; Adobe Walls, Texas; Sand Creek, Colorado; and Mountain
Meadows, Utah. Each incident is examined by two articles, the first advancing
an historical perspective and the second an archaeological one.
First up is the relatively unknown Cieneguilla battle, an episode near Taos in
1854 in which U.S. Army troops charged a Jicarilla Apache camp, but were driven
back by the Apaches and suffered numerous casualties during their retreat. Will
Gorenfeld’s solid account of the battle and its historical context and David M.
Johnson’s meticulous sketch of the results of the archaeological field survey
conducted on the battle site between 2000 and 2005 show how the disciplines
diverge, yet produce a richer account of the events and their meanings when
combined. If the first part establishes precedent for the reader on what to expect,
the second section, dealing with the clash of Comanches and bison hunters at
Adobe Walls in 1874, represents a significant departure in style. T. Lindsay Baker’s piece is foremost a personal tale of archival research, while J. Brett Cruse
offers a relatively thin depiction of the archaeological discoveries of an older
(1970s) and restricted investigation as well as a brief historical overview. The
essays once again take new directions with the discussion of Sand Creek. Ari
Kelman’s perceptive piece on the politics of historical memory ably depicts the
“battle” over naming the Sand Creek episode, an ongoing clash fought since the
actual attack on the Cheyenne camp by Colorado volunteers in 1864. Douglas
D. Scott, in turn, presents a shrewd portrayal of the complexities of archaeological field work in locating the disputed massacre site. If controversy stands at the
heart of Sand Creek, it is equally present at Mountain Meadows, an assault on
a California-bound emigrant caravan in 1857 by Mormons and (possibly) allied
Paiutes. Religious prejudice, fear, and loathing led to a disaster that Glenn M.
Leonard as well as Lars Rodseth and Shannon A. Novak, expertly situate as part
of the Mormon War while also assessing the credibility of source materials.
The work’s greatest strength and utility for researchers, teachers, and students
alike lie in its comparative methodological structure. However, the unevenness
of the essays can impact the value of this collection for some. So too can the
rather muted indigenous voice, addressed by Joe Watkins in the afterword. The
essays as a whole nicely highlight the variegated range of methodologies that
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separate and connect the two scholarly disciplines. I would recommend this to
anyone interested in violence and the southwestern Borderlands. One cannot
help but be curious about similar comparative treatises on the many southwestern massacres and battles not present in this study.
Janne Lahti
University of Helsinki

Tom Horn: In Life and Legend. By Larry D. Ball. (Norman: University of
Oklahoma Press, 2014. xiii + 554 pp. 36 halftones, maps, notes, bibliography,
index. $29.95 cloth, isbn 978-0-8061-4425-2.)
As a youth, I read Tom Horn’s memoir and believed it all. Like others, I could
not reconcile the brave, whole-souled Horn with the ruthless cuss who murdered a homesteader boy. Having read Larry Ball’s new biography, now I can.
Ball has left no stone unturned in his quest for information. Indeed, he has
turned over even the pebbles. What emerges is a portrait that is relentlessly fair,
objective, and restrained—perhaps too restrained—in its psychological and
sociological inferences. Ball describes a man who was unflappable, eager for
responsibility, generous, overly loyal to employers, a loner, a braggart, and a
cold assassin.
Horn had an average Midwestern childhood, including the requisite fights
and strappings from his father. What likely turned him into a killer, suggests
Ball, were his experiences in the Apache campaigns of the 1880s, where Horn
absorbed some of the callousness of his mentor, Al Sieber.
What Horn also developed was a propensity to brag. Bragging, of course,
was part of frontier culture. Horn, however, exaggerated his exploits even when
the truth itself was remarkable.
Horn’s second school of killing was Arizona’s Pleasant Valley War, where he
sided with his friend John Rhodes and his Tewksbury allies. Rather than engage
in gun battles, Horn helped vigilantes rid the area of “rustlers” loosely allied
with the Tewksburys’ foes, the Grahams. Following this episode, Horn became a
Pinkerton range detective. He proved so dedicated that big cattlemen hired him
as an assassin, paying him $500 to $600 per head.
What Horn did not realize, says Ball, was that Wyoming—where Horn did
most of his work—was changing. Big cattlemen were losing power to the “nesters” they so despised. After Horn made the mistake of killing a settler boy in
1901 (his target was the boy’s father), Horn could no longer rely on powerful protectors. Although his erstwhile employer, John Coble, financed Horn’s
defense, the result was a guilty verdict. Ever the braggart, Horn had confessed
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to the murder during a conversation with Deputy U.S. Marshal Joe Le Fors, who
Horn took for an ally.
Ball’s book is a marvel of research and balance. Nevertheless, a reviewer must
quibble. In the single place where Ball ventures timidly into theory, he suggests
that Horn became one of Richard Maxwell Brown’s “resister” gunfighters when
he joined Ed Tewksbury in Pleasant Valley (only later did Horn qualify as an
“incorporation” gunman, fighting on behalf of capital). In truth Tewksbury was
in some ways himself an incorporation gunman. He fought in part for prosperous men who had hired him and his brother. The vigilante group that he and
Horn joined, moreover, was led by two prosperous ranchers, Jesse Ellison and
Jim Ramer (if they were not cattle barons, they were close). Horn, one suspects,
got his start as an incorporation gunman in Pleasant Valley.
My other quibble is with the epilogue, which details Horn as a subject in history, fiction, and film. This chapter reads like a catalog. One would prefer an
analytical treatment tying the various “Tom Horns” to historical themes, such
as the New Deal or the Cold War. Criticisms notwithstanding, Ball’s biography
of Horn is a truly impressive achievement and a must-read for those interested
in Western violence.
Dan Herman
Central Washington University

Bush League Boys: The Postwar Legends of Baseball in the American Southwest.
By Toby Smith. (Albuquerque: University of New Mexico Press, 2014. xv + 199
pp. 30 halftones, map, acknowledgements, further reading, index. $24.95 paper.
isbn 978-0-8263-5521-8.)
The baseball forebears of the modern Pupfish, Train Robbers, and Vaqueros
of the independent Pecos League are the subjects of Toby Smith’s latest book.
Today’s “bush league” players share in the joy and misery of the men who came
before them, but they may never achieve the fame of Roswell Rocket Joe Bauman or Amarillo Gold Star Bob Crues, who holds the professional baseball
record for RBIs and very nearly broke the home run record. Bush League Boys
chronicles the on-and-off-field lives of players in four baseball leagues active in
the midcentury Southwest. Teams in cities stretching from Albuquerque in central New Mexico to Wichita Falls in central Texas comprised the West Texas–
New Mexico, Southwestern, Longhorn, and Sophomore leagues. Written with
the easy familiarity of a long-time sportswriter, Bush League Boys digs into legends and records that any fan of the game will enjoy, but it also frames the communities who hosted these teams.
274

New Mexico Historical Review / Volume 90, Number 2, Spring 2015

As Smith demonstrates, local ball clubs once had a much greater significance to their communities than they do in this era of instant information. For
the farmers and other laborers in the most rural communities, an evening at
the ballpark provided social opportunities. The wedding of a player at the stadium might attract people who had no interest in the game. When Albuquerque
Dukes shortstop Frank Okrie contracted polio, public fundraising began immediately. The players and their families were enmeshed in their communities.
Despite the book’s title, we never get the sense that these were boys. Several made mature decisions about the game and their relationship to it. One
player realized he could make more money kicking around in the southwestern leagues than playing in the high minors of the major league farm system.
Many others retired after a few seasons when they realized they lacked the stuff
to make it to the majors. Smith does a great service in presenting us the stories
of the ordinary men who were the fabric of the game before television changed
our relationship to it.
At the end of each chapter comes an unexpected treat that takes this book
beyond the realm of a simple narrative. In sections called “Voices,” contemporaries of the chapters’ subjects give short interviews. The chapter “Invisible Men,” which rather briskly discusses the experiences of colored players,
includes the recollections of Hawaii-born Carlton Hanta, who has Japanese
ancestry. His perspective is of course an unusual one in Southwest history. The
content of these oral histories often veers from the topic at hand and touches
on a young outsider’s reaction to the Southwest. Blowing sand and dirt made a
big impression. The strongest chapter concerns sportswriters, and in “Voices,”
Clovis Pioneer radio personality Tom Mee recounts methods for broadcasting
a game while not actually attending it. The anecdote at once reveals the financial challenges in the bush leagues and the importance of the teams to people in
small places like Clovis, New Mexico.
This book will delight readers who lived in and around eastern New Mexico and West Texas in the 1950s and 1960s. Fans well-versed in baseball history will not need the author’s brief explanations of terms and people, but they
will serve the casual reader. The stories of impossible home runs, the powerful could-have-beens, and the colorful never-weres are so much of what makes
baseball culture so entrancing.
Meg Frisbee
Metropolitan State University of Denver
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A Jesuit Missionary in Eighteenth-Century Sonora: The Family Correspondence
of Philipp Segesser. Edited by Raymond H. Thompson, translated by Werner
S. Zimmt and Robert E. Dahlquist. (Albuquerque: University of New Mexico
Press, 2014. xxxix + 336 pp. Halftones, line drawings, maps. $75.00 cloth, isbn
978-0-8263-5424-2.)
There were no Jesuits in colonial New Mexico. Strangely, however, thanks to
brisk trade with Jesuit Sonora in the eighteenth century and acquisition in the
twentieth of two rare hide paintings, a Jesuit’s name resides today at the Palace
of the Governors in Santa Fe. Philipp Segesser, S.J., had sent these extraordinary
battle scenes—known today as Segesser I and Segesser II—rolled up in a trunk
to his family in Switzerland. Finally, with the publication of the present volume,
we have a great deal more than Segesser’s surname.
Almost a half century ago, as park historian at Tumacácori National Monument (now Tumacácori National Historical Park) in southern Arizona, I heard
of an intriguing collection of Segesser’s letters. Since Segesser served in the
1730s as missionary at Guevavi-Tumacácori, about which I was writing, I hoped
to gain access. From one previously published letter (presented here as Letter
58), I quoted Segesser’s hilarious description of his O’ohdam (Pima) neophytes
inviting him to get drunk with them (Mission of Sorrows, University of Arizona Press, 1970, p. 54). But because of the complexities of old German, illegible microfilm, and international complications, the rest of the collection always
remained just out of reach. Now at last we have it all.
Segesser (1689–1762), a straight-laced yet humorous and chatty German,
never really understood the Natives to whom he ministered. Neither did he have
much use for Spaniards, not even for his Spanish Jesuit brothers. He was at the
same time an innately curious and keen observer wherever he found himself.
Forty-one of these letters are from Europe and thirty-six from the New World.
Lengthy Letter 58, written from Tecoripa and dated 1 July 1737, ranks among the
best descriptions ever of a missionary’s precarious existence in northwestern
New Spain and present-day southern Arizona (pp. 186–254). His portrayal of a
hummingbird is worthy of a naturalist.
This fine edition was worth the wait. Editor and translators deserve highest
praise (along with University of New Mexico Press, which offers the invaluable
annotation in true footnote form). As the editor suggests, “These translations
present Philipp Segesser to the modern reader just as he presented himself to
his family” (p. xxxix). Along with his letters, Segesser loved sending curiosities,
often items with curative powers: Saint Ignatius beans, Manila silk scarves, or
bezoar stones.
The missionary shipped these graphic, mural-sized hide paintings—today
among the Museum of New Mexico’s most treasured artifacts—to his brother
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from Sonora in 1758. To Father Segesser’s eye, accustomed to the ubiquitous art of Europe, they looked “as though done by some childish hand” and
hence “hardly worth a farthing” (p. 305). We simply never know, do we?
John L. Kessell
University of New Mexico

Making Cinelandia: American Films and Mexican Film Culture before the
Golden Age. By Laura Isabel Serna. (Durham, N.C.: Duke University Press,
2014. xvi + 317 pp. 46 halftones, maps, notes, bibliography, filmography, index.
$27.95 paper, isbn 978-0-8223-5653-0.)
Laura Isabel Serna’s exhaustively researched and engagingly written Making
Cinelandia reconsiders the terms of scholarly debate on Latin American cinema
and global film culture more broadly. Departing from the critical approaches
that have largely informed Latin American film studies since the 1960s, most
notably critiques of cultural colonization by Hollywood and attempts to reconstruct national filmmaking traditions, Serna makes the provocative claim that
Mexican film production played a potentially less significant role in asserting
local modernity than social practices of movie-going, film fandom, and associated forms of cultural consumption. Further signaling the limits of a conventional national cinema framework, Making Cinelandia’s scope extends beyond
national borders to address “Greater Mexico,” examining the film culture of
migrant communities in El Paso and Los Angeles.
Serna draws on rich archival sources of a type often underutilized by film
historians. Documents such as governmental surveys of the film exhibition sector, diplomatic correspondence regarding offensive representations of Mexicans
in Hollywood cinema, and ethnographic research on migrant Mexican film
audiences in the United States provide wide-ranging and fine-grained detail,
rivaled perhaps only by Aurelio de los Reyes’s three-volume Cine y sociedad en
México, which situates itself firmly within national borders. Beginning with a
chapter on the legal and economic factors that conditioned Hollywood studios’
expansion into Mexican markets in the late 1910s and early 1920s, the author
turns her attention to the material conditions and social dimensions of film
exhibition in the period. She contends that the movie theater constituted both a
space of quintessentially modern entertainment and a site where social and sexual behaviors were subject to reform in service of national progress.
Chapters 3 and 4 examine cinema’s broader reverberations in print and consumer culture, particularly its intersection with shifting gender roles. Analyzing how moviegoers were addressed by and portrayed in fan magazines and
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press discourses about cinema, Serna argues that women’s participation in
public life as consumers and fans was simultaneously viewed as a hallmark of
modernity and a potential threat to a patriarchal social order. The book’s two
concluding chapters address the flow of moving images and migrants across
the U.S.‑Mexico border, examining how both the rejection of denigrating representations of Mexicans in Hollywood films and the collective experience of
movie-going in the United States offered Mexican audiences opportunities to
align themselves more closely with their country of origin.
Making Cinelandia recuperates neglected cultural histories by rethinking
familiar narratives of cultural globalization. By design, the book largely sidesteps critical debates in Latin American and postcolonial studies that theorize
the dynamics of cultural exchange and national modernity in the Americas.
Serna presents film culture in Greater Mexico as an “alternative modernity”
defined by “a self-consciousness about what was and was not modern,” without extended reflection on the exclusions and limits of Mexico’s modernizing
project (p. 8). Delving further into questions that are signaled only somewhat
briefly—the tensions of post-revolutionary nationalism and the geopolitical ironies involved in linking it to Hollywood cinema—would have added further
nuance to this highly valuable work.
Rielle Navitski
University of Georgia

An Army Doctor on the Western Frontier: Journals and Letters of John
Vance Lauderdale, 1864–1890. Edited and Annotated by Robert M. Utley.
(Albuquerque: University of New Mexico Press, 2014. x + 195 pp. 34 halftones,
maps, bibliography, index. $29.95 cloth, isbn 978-0-8263-5453-2.)
The career of John Vance Lauderdale may be the most thoroughly documented
of any army doctor in the nineteenth century. This is the third collection of his
personal papers to be published since 1993, all compiled by different editors.
The first volume consisted of letters written by Lauderdale during the Civil War,
which he entered in 1862 as a twenty-nine-year-old surgeon. A published compilation of Lauderdale’s letters from the Pine Ridge Indian Reservation from
1890–1891, following the Wounded Knee massacre, appeared next.
Now Robert M. Utley, distinguished historian of the American West, traces
Lauderdale’s career from the end of the Civil War to 1890 in a book that differs
substantially from its predecessors. Most notably Utley features excerpts from
both Lauderdale’s journals and correspondence, with the emphasis on the journals. He also covers the longest and most substantial portion of the doctor’s
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life, when he served as an army surgeon at forts in Utah, California, Texas,
and the territories of Arizona, Dakota, and New Mexico. These were Lauderdale’s mature years, during which he married, became a father, and rose to the
army grade of major before retiring in 1896. He died in 1931. He also became an
enthusiastic photographer in the West, often presenting “magic lantern” shows
to his comrades. Utley uses an intriguing array of those photographs to show
the places, officers, and the local inhabitants (most notably Native Americans)
that Lauderdale encountered.
The doctor’s journals say surprisingly little about his medical duties or the
operation of his hospitals. More often they discuss social life on “officers’ row,”
the virtues and failings of his fellow officers, and his contacts with civilians living
near the forts. Lauderdale’s prejudices and passions are clear. He disapproved of
strong drink and gambling, especially in the officer corps. He was appalled by
the fraud and corruption he encountered in the army procurement system, and
did his best to lay it bare. Although he despised such troublesome Indians as the
Apaches, he had a good deal of sympathy for others, including Yumas, Navajos, and Zunis. He paid regular visits to their settlements and worked with missionaries to establish schools and chapels for them. Perhaps Lauderdale’s most
interesting personal relationship was with David C. Moore, an African American cook and handyman he hired in 1872, during a stint of duty in the East.
Though a servant, Moore lived nearly as a member of Lauderdale’s family for
twenty-four years.
Utley’s method of annotation is unorthodox. Rather than providing footnotes to identify people, places, and events, he inserts his commentary between
entries from Lauderdale’s journals. The results can be frustrating, for the
remarks are brief and generally limited to the content of a particular episode
in the doctor’s life. Nonetheless, Lauderdale’s post–Civil War journals and letters offer us a detailed window onto everyday army life on the Western frontier.
Daniel E. Sutherland
University of Arkansas

Charles M. Russell: Photographing the Legend. By Larry Len Peterson, foreword
by Brian W. Dippie. Vol. 15 in the Charles M. Russell Center Series on Art and
Photography of the American West. (Norman: University of Oklahoma Press,
2014. xvii + 294 pp. 19 color plates, 322 halftones, notes, bibliography, index.
$60.00 cloth, isbn 978-0-8061-4473-3.)
Photographs instantly throw viewers into a vortex of expectations about the
moments before and after the shot and may prompt a search for additional
Book Reviews

279

images that the single image portends but cannot verify. Thus Brian Dippie’s foreword to this tantalizing new book renews a search among scholars of
Charles M. Remington and Frederic Russell for the elusive, imagined photograph of the two artists shaking hands at their meeting in New York in 1905.
Larry Len Peterson has produced a thoughtful array of photographs of Russell,
selected from the many he has gathered and studied for years.
Charles M. Russell: Photographing the Legend follows a chronological biography, showing how the introduction of the Kodak No. 2 camera coincided with
the artist’s early development, the practical endorsement of photographs of
Charlie by his wife Nancy, and the array of friends and professional photographers who captured Russell’s image throughout his life. Thematically, the book
devotes a great deal of space to the “invention” of the legend, largely abetted in
Peterson’s view by Nancy’s manipulations of both her husband and the opportunities for photographs. The views showing Russell and his friends dressing up in
“cowboy and Indian” costume would make a great introduction in themselves
to a play-acting practice that never seems to fade, even today. It also records
the encounters between the Russells and the many significant (and occasionally
anonymous) photographers who captured the images over the years, including
Almeron J. Baker, L. A. Huffman, Roland Reed, Dorothea Lange, Edward Curtis, Hildore Eklund, and Nancy Russell herself.
Among the hundreds of posed situations and portraits, Peterson includes
many well-known views of Russell and a number of previously unpublished
photographs. Studio portraits abound, but it is hard not to like M. O. Hammond’s picture of Russell in 1909, lying down inside a tent, propped up on one
elbow, and painting a watercolor at the Pablo Buffalo Roundup. Likewise, in
keeping with the limitations of photography in the early twentieth century,
the candid action shots of quick moments stand out. Russell rowing in Florida in 1912, and rowing again on Lake MacDonald in 1920, leaven the mix with
Winslow Homer–like images of the man known almost entirely as a cowboy.
The eye of Almeron J. Baker during a camp trip with the Eaton party in Glacier Park provides action views of Russell composing a small clay figure while
seated with a group of intensely interested friends, and then clowning with
fellow‑travelers around the campfire. Pictures from Russell’s later life surround
him with celebrities: William S. Hart, Douglas Fairbanks, Will Rogers, Irvin
S. Cobb, Will James, Jack Dempsey, and Pres. Warren G. Harding, as well as
numerous fellow artists.
What Peterson’s volume does best is to throw into high relief the contrasts to
which many other biographers and art historians have attested: between Russell the authentic cowboy and the cowboy-turned-artist promoting a view of
the “Old West”; between Russell the passionate artist and Nancy the headstrong
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businesswoman; between the stories of a word painter and the power of wordless images. The images will be there for a long time to come.
James C. McNutt
National Museum of Wildlife Art of the United States

Norma Bassett Hall: Catalogue Raisonné of the Block Prints and Serigraphs. By
Joby Patterson. (Portland, Ore.: Pomegranate, 2014. 175 pp. 108 color plates,
42 halftones, notes to the reader, appendixes, selected bibliography, index of
artwork by Norma Bassett Hall, chronological index of exhibitions, index.
$50.00 cloth, isbn 978-0-7649-6849-5.)
The American printmaker Norma Bassett Hall (1880–1957) was no publicity hound and her personal papers disappeared long ago. Despite the resultant
scarcity of documentation, Joby Patterson has constructed a solid monograph
and catalogue of Hall’s block prints and serigraphs (silkscreens). Hall emerges
from this study as a lifelong adherent to the Arts and Crafts esthetic that merits
renewed attention. The quality of this book and its abundant illustrations attest
to Hall’s accomplishments.
Hall began her professional training in 1909 in her home state of Oregon. At
the School of the Portland Art Association, she was introduced to the teachings
of influential artist and educator Arthur Wesley Dow, a practitioner of color
block printing and proponent of Japanese compositional principles, among
other non-western design paradigms. After moving on (and up) to the School
of the Art Institute of Chicago in 1915, Hall encountered a second decisive influence, the work of virtuoso Santa Fe printmaker Gustave Baumann, who pushed
the color woodblock to new heights of formal and chromatic sophistication.
Hall and her unusually supportive husband, etcher Arthur William Hall,
sojourned in Europe from 1925 through early 1927. Norma studied with master woodblock artists in Edinburgh and London and toured Highland Scotland
and southern France, where she depicted picturesque architecture and quaintly
attired natives going about their traditional activities. After returning to the
United States, the Halls established homes and studios in Kansas, Virginia’s Blue
Ridge Mountains, and finally New Mexico, which presented a nonindustrial,
mildly exotic folk culture congenial to their taste.
Hall’s prints became more complex over time, but once she found her signature medium and style, she stuck with them. From the 1920s on, she employed
simplified form, decorative contour, and broad yet sensitively modulated
expanses of a limited range of color to represent scenic regional subject matter. The Japanese woodblock method called for water-based pigments, and Hall
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skillfully exploited watercolor’s capacity for nuanced tone and hue, although
she was just as adept in deploying flat planes of high-keyed, opaque oil color
when she took up serigraphy in the 1940s. Hall remained true throughout to her
expressive objective, which, she stated, was “to make my prints speak of peace
and tranquility in the troubled world, of joy in simple things, of harmony and
beauty” (p. 61).
Hall was an impeccable but essentially conservative craftsman who prized
technical and compositional perfection over innovation. She enjoyed her widest exposure and best sales in the 1930s; her preferred medium and rural southwestern themes fell out of critical favor well before her death in 1957. Taste has
evolved since then, and in light of Baumann’s tremendous popularity, Hall’s
prints should find a more appreciative audience today.
Joan Carpenter Troccoli
Independent Curator and Art Historian
Denver, Colorado
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In Geronimo’s Footsteps: A Journey Beyond Legend. By Corine Sombrun and
Harlyn Geronimo. Translated from French by E. C. Belli. (New York: Arcade
Publishing, 2014. xiii + 280 pp. 12 color plates, 13 halftones, line drawings,
afterword, $24.95 cloth, isbn 978-1-61145-896-1.)
Chronicles of War: Apache and Yavapai Resistance in the Southwestern United
States and Northern Mexico, 1821–1937. By Berndt Kühn. (Tucson: Arizona
Historical Society, 2014. xxxviii + 436 pp. maps, tables, appendix, bibliography, index, $60.00 cloth, isbn 978-0-910037-60-0.)
Works in Stone: Contemporary Perspectives on Lithic Analysis. Edited by Michael
J. Shott. (Salt Lake City: University of Utah Press, 2015. xi + 223 pp. 36 halftones, 16 line drawings, 31 maps, 37 charts, 26 tables, contributors, index,
$65.00 cloth, isbn 978-1-60781-382-8.)
The Pluralist Imagination from East to West in American Literature. By Julianne Newmark. (Lincoln: University of Nebraska Press, 2014. xxxix + 151 pp.
maps, notes, works cited, index, $60.00 cloth, isbn 978-0-8032-5479-4.)

Author / Title
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Archives, Exhibits, and Historic (Web) Sites
The Albuquerque Museum of Art and History presents “Only in Albuquerque.” The exhibit features a greatly expanded story of Albuquerque from prehistory to the present. Hundreds of the city’s most beloved artifacts are featured,
with additional objects recently acquired yet to be unveiled. The Albuquerque
Museum is located at 2000 Mountain Road NW. For more information, call
505-243-7255 or visit the website: www.cabq.gov/museum.
The Georgia O’Keeffe Museum has a new photography acquisition. Rarely
seen photographs of Georgia O’Keeffe by photographers Alfred Stieglitz, Ansel
Adams, Laura Gilpin, Todd Webb, and Phillipe Halsman. They will be on
exhibit through 26 September 2015. The Georgia O’Keeffe Museum is located at
217 Johnson Street in Santa Fe. For more information, call 505-946-1000 or visit
the website: www.okeeffemuseum.org.
The Indian Pueblo Cultural Center presents “Generations of Prayer, Song &
Dance: The Works of Larry Phillips Sr. (Ohkay Owingeh).” This exhibit showcases the career of Ohkay Owingeh photographer and traditional artist Larry
Phillips Sr. One of the first Native artists to practice photography, Phillips offers
a compelling portrait of the Ohkay Owingeh way of life, giving vivid representations to scenes of prayer, song, and dance passed down through generations.
The exhibit will open 25 July 2015. The Indian Pueblo Cultural Center is located
at 2401 12th Street NW in Albuquerque. For more information, call 866-8557902 or visit the website: www.indianpueblo.org.
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The Museum of Indian Arts and Culture presents “Indian Country: The Art of
David Bradley.” The exhibit highlights thirty-two works of art spanning Bradley’s career, including paintings, mixed‑media works, and bronze sculptures.
The exhibit will run through 16 January 2016. The Museum of Indian Arts and
Culture is located at 710 Camino Lejo in Santa Fe. For more information, visit
the website: www.indianartsandculture.org.
The National Hispanic Cultural Center presents “AfroBrasil: Art and Identities.” The exhibit shows multiple important ways in which Afro Brazilian artists
and their colleagues from other countries address the complexities of Brazil’s
African heritage and its impact across frontiers and oceans. The exhibit will run
through August 2015. The National Hispanic Cultural Center is located at 1701
4th Street SW in Albuquerque. For more information, call 505-246-2261 or visit
the website: www.nationalhispaniccenter.org/index.php.
The New Mexico Museum of Art presents “Colors of the Southwest.” The
exhibit showcases the special qualities of color and light found in the southwestern United States that have attracted artists for generations. It will encompass an array of art created from the early twentieth century to the present and
will include paintings, photographs, prints, watercolors, and ceramics. “Color of
the Southwest” will run through 13 September 2015. “Selections from the Joann
and Gifford Phillips Gift” features artwork from California- and New Mexico–
based artists, which represent two distinct locations with works created during
eras of significant growth and change within their respective contemporary art
scenes—California from 1950 to the 1980s and New Mexico from the 1980s. The
exhibit will run through 16 August 2015. The New Mexico Museum of Art is
located at 107 West Palace Avenue in Santa Fe. For more information, visit the
website: www.nmartmuseum.org.
Calendar of Events
2–3 May El Rancho de las Golondrinas presents “Battlefield New Mexico:
The Civil War and More.” Come experience military drills, camp life, lectures,
demonstrations, and reenactments. For more information, call 505-471-2261 or
visit the website: www.golondrinas.org.
7–9 May The Historical Society of New Mexico will have its New Mexico History Conference at Embassy Suites in Albuquerque, New Mexico. More information about the conference is available on the website: www.hsnm.org.
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14–16 May The Western Association of Women Historians conference will be
held at the Hilton Sacramento Arden West, Sacramento, California. For more
information, visit the website: www.wawh.org/conferences/current/.
20–23 May The Society of Southwest Archivists’ Annual Meeting will be held
in Arlington, Texas. For more information, visit the website: southwestarchivists.
org.
3–6 June The Agricultural History Society’s 2014 Annual Meeting will be held
in Lexington, Kentucky. For more information, visit the website: www.aghistorysociety.org.
4–6 June The Native American and Indigenous Studies Association (NAISA)
2015 Annual Meeting will be held at the Hyatt Regency Washington on Capitol
Hill in Washington, D.C. For more information, visit the website: www.naisa.org.
6 June The Pikes Peak Regional History Symposium, “Military Matters,” in Colorado Springs, Colorado, will examine ways in which military-related actions,
organizations, installations, technological advances, individuals, and decisions
have positively or negatively impacted the Pikes Peak region. For more information, email symposium coordinator Chris Nicholl at cnicholl@ppld.org.
11–14 June The Mining History Association Conference will be held in Virginia
City, Nevada. For more information, visit the website: www.mininghistoryassociation.org.
18–21 June The Omohundro Institute of Early American History and Culture
and the Society of Early Americanists Ninth Biennial Conference will be held
at Loyola University Chicago’s School of Law in Chicago, Illinois. For more
information, visit the website: www.oieahc.wm.edu/conferences/2015annual/
general.html.
23–27 June The Western Writers of America annual convention will be held
at the Overton Hotel in Lubbock, Texas. For more information visit the website:
westernwriters.org/convention-2015/.
11–19 July The 16th Annual Taos Summer Writers’ Conference will be held at
the historic Sagebrush Inn Conference Center in Taos, New Mexico. For more
information, visit the website: www.unm.edu/~taosconf/.
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Gilberto Espinosa Prize
The New Mexico Historical Review proudly announces the winner of the Gilberto Espinosa Prize for the best article published in the NMHR in 2014:
Sam White for his article, “Cold, Drought, and Disaster: The Little Ice Age and
the Spanish Conquest of New Mexico,” which appeared in the NMHR, volume
89, number 4. Sam White is assistant professor of environmental history at the
Ohio State University, author of The Climate of Rebellion in the Early Modern
Ottoman Empire (Cambridge University Press, 2011), and website editor of climatehistorynetwork.com. His current book manuscript explores the role of climate and extreme weather in the early European exploration and colonization
of North America.
Awarded annually, the prize honors Gilberto Espinosa, a researcher, writer,
well-known New Mexico lawyer, and strong supporter of New Mexico state history. He served as consultant to the NMHR for many years. Following his death
in 1983, Mr. Espinosa’s family and friends established the award in his honor.
This is the thirty-second year for the award, which includes a $100 prize.
Friends of Gilberto Espinosa and the NMHR who wish to make tax-deductible
memorial gifts to the prize fund are urged to send them to the Espinosa Prize,
The University of New Mexico Foundation Inc. and UNM Development Office,
MSC07-4260, 1 University of New Mexico, Two Woodward Center, 700 Lomas
Boulevard NE, Suite 108, Albuquerque, NM 87131.

Author / Title

1

2014 New Mexico-Arizona Book Awards
Winners
Anthology (individual or collection)

Evans, Max (Albuquerque, NM) Animal Stories University of Oklahoma Press

Anthropology/Archaeology

Guyette, Susan (Santa Fe, NM) Sustainable Cultural Tourism BearPath Press

Arts Book (includes art, music, or photography)

Burckhalter, David (Tucson, AZ) Baja California Missions University of Arizona Press
O’Connor, Paul and Bill Whaley (Taos, NM) Taos Portraits Hondo Mesa Press

Biography – Arizona subject (includes memoirs and autobiographies)
Johnson, James & Marilyn (Tucson, AZ) DeGrazia University of Arizona Press

Biography – New Mexico subject (includes memoirs and autobiographies)
Goodman, Tanya Ward (Los Angeles, CA) Leaving Tinkertown University of New Mexico Press
Spragg-Braude, Stacia (Corrales, NM) If There’s Squash Bugs in Heaven Museum of New Mexico Press

Biography – Other (includes memoirs and autobiographies)

Day, H. Alan with Lynn Wiese Sneyd (Oro Valley, AZ) The Horse Lover University of Nebraska Press
Ruddy, Richard (Albuquerque, NM) Edmund G. Ross University of New Mexico Press

Business Book (includes career)

Burr, Sherri (Albuquerque, NM) A Short & Happy Guide to Financial Well-Being West Academic

Children’s Picture Book

Harrigan, Matt & Melinda Beavers (Albuquerque, NM) The Zoo’s Annual Piggyback Race Hedgebury
Aston, Dianna Hutts (AZ) A Rock is Lively Chronicle Books

Children’s Picture and Activity Books Bilingual (English & Spanish)
Anaya, Rudolfo (Albuquerque, NM) How Chile Came to New Mexico Rio Grande Books

Cookbook

Jamison, Cheryl Alters & Bill (Santa Fe, NM) The Rancho de Chimayo Cookbook Lyons Press

Crafts/Hobby/How-to Book

Randles, Slim (Albuquerque, NM) Saddle Up Rio Grande Books

Fiction - historical fiction

Nesbit, Tara Shea (Boulder, CO) The Wives of Los Alamos Bloomsbury USA
Turner, Nancy (Tucson, AZ) My Name is Resolute St Martins Press

Fiction - mystery/suspense

Hillerman, Anne (Santa Fe, NM) Spider Woman’s Daughter HarperCollins

Fiction - other

Mapson, Jo-Ann (Santa Fe, NM) Owen’s Daughter Bloomsbury USA
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FOUNDED IN 1969, The Western Historical

Quarterly presents original articles dealing with the
North American West—expansion and colonization,
indigenous histories, regional studies (including
western Canada, northern Mexico, Alaska, and
Hawai‘i), and transnational, comparative, and
borderland histories. Each issue contains reviews
and notices of significant books, as well as recent
articles, in the field. Submission guidelines can be
found on our website.

Western Historical Quarterly
Utah State University
0740 Old Main Hill
Logan, UT 84322-0740
435.797.1301
whq@usu.edu
www.usu.edu/whq

Find WHQ online at:
JSTOR
www.jstor.org
EBSCOhost
www.ebscohost.com

The WHQ is a member benefit of the Western History Association.
www.westernhistoryassociation.wildapricot.org
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University of North Texas Press
Texas Ranger N. O. Reynolds, the Intrepid
CHUCK PARSONS and DONALY E. BRICE
The authors present a complete picture of N. O. Reynolds
(1846-1922), a Texas Ranger who brought a greater
respect for the law in Central Texas. Reynolds began
as a sergeant in famed Company D, Frontier Battalion
in 1874. He was given the responsibility to deliver John
Wesley Hardin to trial, return him safely to jail during
his appeal, and escort him to the Huntsville penitentiary.
$29.95 hardcover.

Bad Company and Burnt Powder

Justice and Injustice in the Old Southwest
BOB ALEXANDER
A collection of twelve stories, each dealing with a
different character or episode in the Wild West involving
various lawmen, Texas Rangers, outlaws, feudists,
vigilantes, lawyers, and judges. Covered herein are the
stories of Cal Aten, John Hittson, the Millican boys, and
more.$32.95 hardcover.

Three Decades of Engendering History

Selected Works of Antonia I. Castañeda

EDITED BY LINDA HEIDENREICH
Three Decades of Engendering History collects ten of
Antonia I. Castañeda’s best articles, including the widely
circulated article “Engendering the History of Alta
California, 1769-1848,” in which Castañeda took a direct
and honest look at sex and gender relations in colonial
California. $39.95 hardcover; $19.95 paperback.

NEW IN PAPERBACK!

Women and the Texas Revolution
M A RY L . SCHEER , ED.
Winner of the Liz Carpenter Award from The Texas
State Historical Association. This collection of eight
essays explores women such as Emily Austin, Susanna
Dickinson, and Emily Morgan West, the Yellow Rose.
$19.95 paperback.

Orders:Call 1-800-826-8911
or visit http://untpress.unt.edu

Author / Title
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SURVIVING DESIRES

Making and Selling Native Jewellery in the American Southwest
By Henrietta Lidchi
$34.95 PAPERBACK · 272 PAGES · 300 COLOR ILLUS.

In its classic union of gleaming silver and blue turquoise, Native
American jewellery of the Southwest is an iconic art form. Lavishly
illustrated with 300 color photographs of jewellery in the British
Museum, the National Museums Scotland, and major collections in the
United States, Surviving Desires presents many previously unpublished
pieces and showcases works by twenty Native American jewellers,
including the best-known names in the field today. The volume is a
visually stunning exploration of the symbolic, economic, and communal
value of jewellery in the American Southwest.

A STRANGE MIXTURE

The Art and Politics of Painting Pueblo Indians
By Sascha T. Scott
$45.00 HARDCOVER · 280 PAGES · 58 COLOR AND 30 B&W ILLUS.

Attracted to the rich ceremonial life and unique architecture of the New
Mexico pueblos, many early-twentieth-century artists depicted Pueblo
peoples, places, and culture in paintings. In this book, Sascha T. Scott
examines the ways in which non-Pueblo and Pueblo artists advocated for
American Indian cultures by confronting some of the cultural, legal, and
political issues of the day.
UNIVERSIT Y OF
OKLAHOMA PRESS

2800 VENTURE DRIVE · NORMAN, OK 73069
TEL 800 627 7377 · OUPRESS.COM

THE UNIVERSITY OF OKLAHOMA IS AN EQUAL OPPORTUNITY INSTITUTION. WWW.OU.EDU/EOO
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New Mexico Historical Review
Publishing the history of the Southwest for 89 years

print
edition
only

print plus
online
access

Student
$35
$55
Individual
$45
$65
Institution
$65
$85
Foreign Individual
$92
$115
Foreign Institution
$92
$115
Sponsor		$100
Patron		$150
Benefctor		$500
Corporate		$1000

To subscribe for one year (four issues),
detach or copy and complete the form,
enclose payment, and mail to the
address below. Or visit our website at
https://ejournals.unm.edu/index.php/nmhr

to subscribe online.

Name
Address

City / State / Zip
Email address (required for all subscription types)

New Mexico Historical Review
Durwood Ball, Editor
MSC06 3790
1 University of New Mexico
Albuquerque NM 87131-0001
Email us for more information at nmhr@unm.edu
or visit our website at https://ejournals.unm.edu/index.php/nmhr
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NMHR provides a forum for high-quality research and writing on New
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all the states of the American Southwest and northern Mexico. A typical
issue contains three to five articles, a review essay, book reviews, notices of
conferences, calls for papers, announcements of scholarships and fellowships,
and other information of interest to scholars and general readers alike.
Recent contributors:

Sal Acosta
Thomas Bowen
Audra Bellmore
James Blackshear
Michael Bletzer
Nugent Brasher
Jamie L. Bronstein
Ellen Cain
Colin Coates
Gustavo D. Danemann
James E. Dory-Garduño
Carolina Shepard Espinoza
Richard W. Etulain
Kevin Jon Fernlund

Richard Flint
Charlotte J. Frisbie
Phillip B. Gonzales
Will Gorenfeld
Tim Hogdon
David V. Holtby
John L. Kessell
Benjamin Klein
David Delbert Kruger
Thomas Lera
Nancy Owen Lewis
Stephanie Lewthwaite
Sonya Lipsett-Rivera
Erik Loomis

Harvey Markowitz
Timothy Miller
Brandon Morgan
Jeffrey J. Safford
Samuel E. Sisneros
Mark J. Stegmaier
Christopher Steinke
David H. Stratton
Laura Shelton
Samuel Temkin
Jerry D. Thompson
Sam White

spring

2015

•

2

number

2
spring

2015

truggles over land and water have determined much of
New Mexico’s long history. The outcome of such disputes,
especially in colonial times, often depended on which party
had a strong advocate to argue a case before a local tribunal
or on appeal. This book is partly about the advocates who
represented the parties to these disputes, but it is most of all
about the Hispanos, Indians, and Genízaros (Hispanicized
nomadic Indians) themselves and the land they lived on and
fought for. Having written about Hispano land
grants and Pueblo Indian grants separately,
Malcolm Ebright now brings these
narratives together for the first time,
reconnecting them and resurrecting
lost histories.
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