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Foreword 

In 1984, an outstanding collection of eighty-three As usual, the Museum staff diligently carried 
American Indian baskets was donated to the Elve- out the various tasks that are so essential to the suc- 
hjem Museum of Art by Mr. and Mrs. Theodore Van cess of any exhibition. Special recognition must be 
Zelst. That gift, part of which was made in their made of the efforts of Kathy Parks, Assistant to the 
own name and part in the name of their daughter Director, who coordinated countless administrative 
and son-in-law Anne and Brad Orvieto, was enthusi- details; of Earl Madden from the University of Wis- 
astically received partly because the Elvehjem consin Publications Office who designed the exhibi- 
owned no American Indian art, but principally tion catalogue; of Loni Hayman for her editorial 
because the collection was exceptionally coherent skills and meticulous attention to detail; of Lisa 
and of a uniformly high quality. The Van Zelsts are, Calden, the Museum Registrar, for handling the 
after all, acknowledged experts in the field of Amer- essential paperwork and bringing the works of art 
ican Indian art and their years of study and dedica- safely to Madison; of Sandra Pierick whose account- 
tion have resulted in a collection of baskets that the ing skills assured the project of sound fiscal man- 
Elvehjem could not hope to acquire through pur- agement; of Sherill Tremelling who so patiently 
chase and which is, in addition, ideally suited to the typed the various lists; of Liz Loring who photo- 
Museum's teaching mission. graphed the seven collections; and finally of Thom 

The acceptance of works of art into the perma- Brown, thanks to whose creativity and skill we owe 
nent collection carries with it obligations of study the exhibition's design and installation. 
and display. An ad hoc committee was first assem- Other individuals whose insights and advice 
bled in the autumn of 1985 to develop an appropri- helped shape the exhibition and thus deserve men- 
ate curatorial context for the exhibiting of the Van tion include Virginia Boyd, Ada Deer, Joy Dohr, 
Zelst Collection. It was during one of the commit- Fred Fenster, Joan Freeman, Truman Lowe, Nancy 
tee's initial meetings that Beverly Gordon, Assistant Lurie, and Catharine McClellan. We also wish to 
Professor in the Department of Environment, Tex- thank the following students who have been more 
tiles and Design (School of Family Resources and than willing to assist with the innumerable details 
Consumer Sciences) proposed ''Collectors and Col- that an exhibition like this entails: Diana Dicus, 
lections of American Indian Art'’ as a theme for an Rebecca Haber, Merrill Horswill, Maxine Johns, 
exhibition. Julie Loehrl, Anne Martella, Julie Statz, and Julie 

Since the Van Zelst Collection was not put Trestman. 
together by museum professionals or scholars with Our greatest debt of gratitude is owed the col- 
an archival purpose but by people with a passion lectors who so graciously welcomed Beverly 
for American Indian art, people who in the pursuit Gordon and others working on this project into 
of this passion have developed a profound knowl- their homes and then agreed to lend their prized 
edge and understanding of the art, it was felt that an works of American Indian art to the Elvehjem. Loan 
exhibition highlighting the collecting experience exhibitions such as American Indian Art: The Collect- 
would be most appropriate. Who are these collec- ing Experience leave blank walls and empty shelves, 
tors of American Indian art? What motivates their a painful sight for collectors with a strong personal 
passion for collecting? Are there others with similar involvement in the works collected over so many 
interests? What is actually worthy of collecting? years. All those associated with the exhibition are 
These are questions that intrigue the curator and therefore especially grateful to Mr. and Mrs. Curtis 
the scholar as well as the general museum visitor. Busse, Mrs. Martha Lanman Cusick, Dr. and Mrs. 
The Elvehjem therefore decided to pursue the pro- Larry Hootkin, The Little Eagle (Tallmadge) Family, 
posed project. Subsequently, Beverly Gordon agreed Mr. and Mrs. George Marsik, Mr. Bob Smith and 
to serve as chief curator to the exhibition. Mr. and Mrs. Theodore Van Zelst. And, of course, 

The Elvehjem is especially grateful to Professor we thank once again the Van Zelsts, whose gift of 
Gordon and Frances Potter; for without their schol- American Indian baskets to the Elvehjem not only 
arly and organizational skills the successful comple- enriched the Museum's permanent collection but 
tion of this project would not have been possible. also gave the impetus to an exciting and valuable 
The Elvehjem also wishes to acknowledge the project. 
invaluable work of Melanie Herzog who assisted in 
all phases of this project. Dawn Danz-Hale assisted Russell Panczenko 
in the preparation of the catalogue. Director
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American Indian Art: The Collecting Experience These seven examples are not representative of 
presents selections from seven collections of Ameri- the whole range of collecting, of course, nor do they 
can Indian art from Wisconsin and surrounding encompass all areas of Indian art. The work of the 
areas. Each collection has come into being under a Northwest Coast peoples, for example, is represented 
different circumstance, and is guided by a unique by only a few baskets, despite the fact that it is of sig- 
attitude or philosophy. The owners are all strongly nificant historic and aesthetic importance and is 
involved with their objects, which become satu- avidly collected by many individuals. No paintings 
rated with meaning and evoke a wide range of emo- by contemporary Indian artists are included either, 
tional, intellectual, and spiritual responses. even though there are exciting developments in this 

All collections take on or are imbued with some area. The exhibition represents, rather, representa- 
of the psychic energy of their owners,! but collec- tive examples of the collecting patterns and interests 
tions of Indian art seem to evoke particularly strong of these particular collectors. 
feelings. The artworks are seen as concrete, tangible The exhibition and the collections themselves 
expressions or manifestations of Indian people and also exist at a particular point in time. Many of the 
the Indian way of life. This is not a ‘‘neutral’' topic; ways these objects are perceived and experienced 
all Americans (and to a certain extent, all Western- are determined or influenced by the broader context 
ers) grow up with myths and assumptions about of contemporary culture—by the range of attitudes, 
Indians, and with both positive and negative associ- events, and ideas that the collectors are exposed to, 
ations. These associations are brought, however especially in relation to the ways Indians and art are 
subtly and unconsciously, to the artworks. viewed and understood in the present time. In order 

This exhibition attempts to bring some of these to understand this contextual level of meaning and 
associations to the foreground. It treats each collec- to place these seven collections in a historical con- 
tion as a discrete entity, and attempts to clarify the text, the discussion of the collections is preceded by 
underlying meaning in each case. The exhibition is an overview of the evolution of Indian/white rela- 
concerned with the artistic interests of the collec- tionships and the general American perception of 
tors, and with the relationships with or attitudes Indians and Indian art. We may hope that the rich- 
about Indians that the collections embody. Some- ness and depth of both Indian art and the collecting 
times, as in the two collections that have been put experience is woven into this presentation. It is our 

together by individuals who are themselves Indian, wish that the visitor/reader will be able to enter into 
the relationship is direct. At other times it is less so, that experience to some extent, and to share in its 
but it is still implicit. excitement and satisfactions.
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7 RY Collecting Indian Art: The Historical Context 
aa 

Defining Indian Art those things if they are well done. Objects, like peo- 
SS ple, project beauty or harmony outward, but they 

What, first of all, is Indian art? Can any object made are dynamic rather than static, and they are primar- 
by a North American Indian? be considered art? Can ily important not in themselves but as manifesta- 
the definitions and assumptions that have evolved tions of harmonious, good living. 
in Western culture—that there is a distinction 
between "major" and '‘minor" arts, and that true : Loe 
artworks must be non-functional, individual state- Collecting Curiosities 
ments—be applied? These issues have been incon- fis 
clusively debated for decades. Most of the visual The first Europeans who came to the New World 
expression of American Indians has traditionally were, ironically, interested in collecting pieces of 
been invested in functional objects such as tools, the Indian lifestyle. They thought of themselves not 
containers, and clothing, and the pieces generally as collecting Indian art, but of amassing souvenirs 
reflected a collective or group aesthetic rather than or "'curiosities’’ There was a genuine interest in 
a unique personal vision. There have always been these unknown peoples; a fascination with their 
individual Indian artists, however: basketmakers, “otherness.” Even the earliest explorers were collec- 

potters, and garment-makers have gone through tors. As we might expect, Columbus brought Indian 
training processes, just as painters or sculptors do, objects back to Europe.’ Seventeenth-century 

and they have always approached each of their explorers avidly collected objects decorated with 
pieces as a unique aesthetic challenge. Like western porcupine quills. One observer claimed that every 
painters, they speak of creative inspiration and sailor who docked in what is now the Canadian 

guidance, and many dream about their work.’ Good Maritime region was anxious to procure a quill- 
artists have always been recognized by their com- worked purse, and the Indian women "knew well 
munities; their work was in constant demand. In how to inculcate a desire for them. On the North- 
addition, Indian art was never limited to traditional west Coast, early visitors like Captain Cook were 
or functional objects; there have long been individ- greeted by natives who immediately offered them 
ual experiments and items made for the sheer joy of things for sale.® 
the visual image,‘ and in recent decades there has By the late eighteenth century, numerous indi- 
been an outpouring of Indian artworks in ‘‘non- viduals had amassed sizeable collections of curiosi- 
Indian’ media such as oil painting and printmaking. ties. Typically, natural botanical or animal speci- 

If western definitions are inadequate, Indian mens were intermingled with ‘‘artificial"’ 
definitions are no more accurate. Many tribal lan- objects—all were seen as integral pieces of the 
guages have no word that can be translated as ‘art.’ exotic, non-European world. They were even dis- 

American Indian culture is not monolithic—there played together in treasured cases or ‘cabinets. 

are hundreds of Indian cultures and languages—and Isabella Grant, who had lived with her husband in 

just as there is no such thing as ‘the Indian, it is the Great Lakes region of Canada at the turn of the 

not really possible to discuss an Indian aesthetic. nineteenth century, listed her Cabinet of Curiosities 
Most native groups share a general spiritual per- as one of her most important possessions in her 
spective, however, one that shapes a particular type will, and bequeathed it to her daughters.? Cabinets 
of aesthetic sensitivity. Indian art has been defined were also sometimes opened to the public,!° and by 
as a ‘visual metaphor for a spiritual attitude/’ a way the 1830s were so common that one observer com- 
to relate to the supernatural world.’ Many Indians plained that good examples of Indian items were 
tend to speak of art as a way of approaching the already difficult to find in Minnesota."! 
world rather than as a particular kind of artifact. Such collections were valued as evidence of 
(Even in this small sample of seven, the most Indian life, but they were unstructured, arbitrary 
broadly defined collections are those of the Indian groupings of objects, that no more attempted to 
collectors.) The approach is perhaps best approx- present a comprehensive picture of the Indian real- 
imated by the Navajo term hozho, which has often ity than they did to present the objects as artworks. 
been translated as ‘beauty,’ but involves a more Clearly, this was a reflection of the distance Euro- 

comprehensive idea. Hozho can be understood as a peans perceived between themselves and the native 

state of harmony, a perfect balance. Art is not a rug peoples. Sometimes that distance was perceived as 
or a painting or a thing at all. Rather, it is evident in positive. There were still those who saw the Indian
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as a noble savage,’ a part of the natural world, as moment involuntarily convinced that the savages 
pure and as uncorrupted as nature itself. This is the are humane.” His interest in the Indian lifestyle 
vision that had led Revolutionary cartoonists to did, however, begin to find emulators by mid-cen- 
adopt the Indian as a symbol of the new nation, and tury. Some of this interest came from fellow artists. 
it is the image that appeared in romantic fiction, John James Audubon, for example, not only col- 
poetry, and art.' By the nineteenth century, how- lected Indian articles when he travelled to the Yel- 
ever, the image had become largely negative. Efforts lowstone River to sketch and study birds and ani- 
at conversion had been only marginally successful, mals; he took care to document the pieces. Arthur 
and the Indians’ rejection of Christianity and Euro- Lee, John Mix Stanley, Vincent Colyer and others 
pean civilization was seen as a sign of their innate also illustrated Indian life and collected fine exam- 
depravity or inferiority. As hostilities increased over ples of Indian work. Albert Bierstadt, one of the 
territorial disputes, the prevailing perception shifted most popular painters of the period, did not go on 
from noble to bloodthirsty,’ filthy and lecherous, collecting expeditions, but he was so taken with 
untrustworthy, and indolent.! In either case, Indi- Indian items that he hung them all over his studio.'8 
ans were “‘other''—not real, multifaceted and indi- Other interest came from an early generation of 
vidual people, but something alien to and in fact the ethnologists. Lewis Henry Morgan, often considered 
very antithesis of traditional white civilization. the ‘‘father’’ of American anthropology, amassed an 
Indian artifacts could be collected and displayed Indian cabinet that was anything but a haphazard 
with no sense of context because the people that assemblage. Convinced that western civilization 
made them were perceived with little or no context was displacing and destroying native traditions, 
of their own. Morgan carefully labelled and described each object 

and combined collecting with extensive observa- 
. tions of ceremonies and other cultural activities.!° 

Nineteenth-Century Contexts: Morgan's view, like that of subsequent ethnogra- 
Documentation by Artists and Ethnologists phers, was sympathetic, but it was based on a prem- 
oT ener er cee hee wat on ise of inevitable ‘‘progress/’ or social evolution. Just 
One of the first to insist on some contextual infor- as there were primitive and advanced forms of ani- 

mation was George Catlin, an artist who, according mal life, the theory went, so too there were stages 
to his contemporaries, had an “‘over-enthusiasm for of social progress. Human groups passed from states 
savage life’''* Catlin appreciated the spirit and arti- of savagery to the most evolved form, ‘civilization.’ 

sanry of the Indian people, and worried that the Indians and other ‘‘primitive'’ groups were rem- 
encroaching western expansion was threatening nants of early, less evolved humankind, whose cul- 
Indian culture. Starting in 1832, he travelled among tures would inevitably cede to that of the whites. 
the tribes of the upper Missouri and the southern Indian lifeways were interesting to study, therefore, 
Plains, and attempted to document their way of life. as examples of these early stages; their habits and 
He collected a range of objects—garments, weap- beliefs provided insight into what anthropologist 
ons, pipes, and the like—and wherever he went, he Otis Mason called [the ‘civilized’ people's] own 
sketched and painted the people he saw in their ancestors.’ Consequently, Indian artifacts were now 
native habitat. He offered his pictures and objects ordered in progressive groupings or series, starting 
to the American government in 1837, but the collec- with the ‘most primitive’ object and moving to the 
tion was turned down. Undaunted, he took the “most advanced. Items made by different tribes 

"Indian Gallery" on tour, and published the por- might be mixed indiscriminately (indeed, they were 
traits with ‘notes on Indian manners, customs, and often mixed with objects from different continents— 

conditions." Catlin's concern was for Indian life as a the important point was the evolutionary stage they 
whole, and although one reviewer claimed he represented),2° and the overall effect was a contin- 

tended to illustrate ornamental rather than useful ued stereotyping and distancing, based on a failure 
Indian products,'° he considered himself an histo- to perceive Indians as distinct and real individuals. 
rian, and took pains to present the objects in their 
proper settings. He displayed a tipi as a living space, The “Vanishing Indian’ and the 
‘or example, with its accoutrements, and when he - 
displayed garments, he set up mannequins and pre- Turn-of-the-Century Collecting Craze 
pared life masks that represented the individuals a ee 
who made and wore them.'!* The white assumption that native peoples were in 

Catlin’s presentation of Indians was not whole- an inherently inferior state justified governmental 
heartedly accepted by the American public; one of policy that was essentially based on a desire to elim- 
the reviews of his works compared his attitude to a inate resistance to land acquisition. Although Indian 
lion tamer’'s empathy for his beasts, and another people were conquered, massacred, and forced to 

stated, ''in spite of ourselves, he almost gives us his leave their lands in the pre-Civil War period, their 
own liking for the Indians . . . we are almost for a tribal structures were at that time still acknowl-



6 

edged, and tribes were seen as independent entities. that inspired the Allotment Act in 1887 also stimu- 
Official policy and public perception shifted in the lated an interest in and appreciation of Indian prod- 
1870s and 80s by which time even the ‘‘fierce'’ war- ucts. Several scholars cite Ramona as one of the piv- 
riors of the western Plains had been "removed" to otal forces in creating a new interest in Indian 
contained reservations, and people believed the baskets, in particular.?” (Ramona did not actually dis- 
Indian could be civilized through assimilation into cuss basketry, but its Indian heroine was presented 
mainstream culture. In 1887 the Dawes General in such a positive and sympathetic light that its 
Allotment Act was passed by an overwhelming mar- readers began to identify with her.) The book was 
gin. This legislation bypassed the tribe and divided continually reprinted for forty years, and was read 
Indian lands into separate, family-sized plots. The by millions.” 
idea was that once Indians had private property, There were also other factors in the new wave 
they would begin to think like homesteaders and of popular collecting. In addition to the growing 
would become more like whites. Other policies body of written material about Indian products, 
were instituted to reinforce the assimilation process: there was a new wealth of visual images. Photo- 
native rituals and even native languages were sup- graphs were published in books (the first volume of 
pressed or forbidden, and Indian children were sent Edward Curtis’ The North American Indian came out 
away to '‘American"’ government schools. ‘The in 1903), and in popular magazines. Scribner's, Har- 
Indian" would soon ‘'vanish"; Indian individuals per’s Weekly, Cosmopolitan and Country Life in 
might survive, but their indianness, their tribal America, among others, included illustrations of 
identity and their way of life would become some- Indians on a regular basis. Even more important in 
thing of the past.?! bringing Indian imagery to popular attention was 

Ironically, the assumption of assimilation led to the picture postcard. Postal regulations were altered 
a sentimental, nostalgic new interest in Indian in 1898 to allow privately printed cards to be sent 
things. Once the public felt that ‘night was about to through the mail, and postcard exchange quickly 
swallow” the Indian way of life, it wanted to hold became an American passion.” Images of Indians 
on to it in some way, and a craze for collecting were often staged and romanticized* (see 64),* but 
Indian objects began. they caught the popular imagination and whetted 

There were two aspects to the turn-of-the-cen- the appetite for the picturesque objects they 
tury collecting boom, although they interpenetrated portrayed. 
one another at many points and both stemmed from The postcards often coupled images of Indians 
the same belief in the vanishing Indian. On one with those of natural attractions or tourist sites. 
hand there was interest and activity on a profes- Cards sold at the Grand Canyon featured Havasupai 
sional or institutional level. New museums, includ- Indians weaving baskets, for example, and cards 
ing the Museum of Natural History in New York sold at Niagara Falls or Wisconsin Dells featured 
and the Field Museum of Natural History in Iroquois or Winnebago Indians, respectively, in 
Chicago,” began to send people out on collecting beaded costumes. Railroad companies included 
missions to get as much material as they could from images of Indians in promotional materials and 
the dying" cultures. Attempts were made to fill in even in timetables.3! Long-held stereotypes of the 
“gaps” in the collections. Comprehensive ethno- wild,’ ‘natural’ Indian fed romantic fantasies 
graphic documentation being the goal, aesthetic about travel and exploration. It was in this turn-of- 
concerns were not one of the collecting criteria.” the-century period that tourism came into full 

The second major thrust of turn of the century bloom with extensive railroad development,?? and 
collecting took place on a more popular level. The the new desire for travel, coupled with the popular 
general perception that Indian ways were a phe- belief that the native way of life was disappearing, 
nomenon of the past was so pervasive that a 1899 created a new hunger and an unparalleled demand 
illustration in Harper's Weekly satirically portrayed for Indian souvenirs. 
two Indians on wooden merry-go-round horses”* Native people across the continent responded 
and the 1902 Sears and Roebuck catalogue offered a with alacrity. Items that had formerly been made 
stereopticon set entitled ''The Passing of the primarily for internal, tribal use became commodi- 
Indian/'?5 ‘Everyone’ wanted to capture some small ties that could generate income, and were produced 
piece of this vanishing part of America and eagerly in unprecedented numbers. Products were also 
sought examples of Indian beadwork, baskets, and adapted and modified, or even invented for the new 
other objects. Interest in ‘the Indian question’ had market, and people who had not previously spent 
grown in the 1880s, when reform groups were much of their time producing artwork began to do 
stirred by Helen Hunt Jackson's indictment of the so. According to the 1890 census report on Indians 
government's Indian policy in a muckraking work, in New York State, for example, at least one mem- 
A Century of Dishonor (1881) and a novel about the ber of every family—approximately one-sixth of the 
plight of the Mission Indians of California, Ramona population—of the St. Regis Iroquois Reservation 
(1884).2° The same outcries against Indian removals was involved in making baskets (see 11 for a similar 

*Numbers in parentheses refer to the catalogue entries.



7 

example), and each family earned an average of role the Indian items played in contemporary con- 
$250 from basket sales that year. Beadwork (see cepts of interior decoration. Articles and advertise- 
110-116) and other art forms were also being pro- ments promulgating decorating with Indian baskets 
duced on the same reservation in that period.* appeared in magazines such as The Chatauguan 

Similar situations prevailed elsewhere. Once (1901) and Country Life in America (1903). Navajo 
railroad lines were extended to the Navajo reserva- rugs were similarly presented as ‘harmonious'’ and 
tion about 1880 (see 46), increasing numbers of “proper” in House Beautiful (1898, 1902, 1909) and 
Navajo women began to weave textiles to sell to related periodicals.3”7 Much of the impetus for this 
white people rather than for their own use or for kind of decoration came from the design philosophy 
trade with other Indians. Production was also of the Arts and Crafts movement, whose proponents 
stimulated by the white entrepreneurs who were believed a well-designed environment would pro- 
granted government licenses to set up trading posts mote harmony and well-being. They favored 
on the reservation to exchange foodstuffs and man- handcrafted products that were made '’honestly'’ 
ufactured goods for native weavings.** Such trading with natural materials rather than machine-made 
posts were most influential in the Southwest, but items, and preferred simple, unadorned surfaces 
the presence of entrepreneurs and middlemen had and geometric forms. The Arts and Crafts attitude 
a significant impact on Indian art all over the took root in the United States, where it was 
continent. embraced by a growing middle class that had little 

Not only did traditional Indian art forms con- identification with older European styles. Its chief 

tinue to thrive, but in some cases dormant traditions American spokesperson, Gustav Stickley, favored 
were actually revived (see discussion on Nampeyo, Indian objects, especially geometrically-patterned 
p. 45; 58-59). However, much of what the public rugs and baskets, and assured readers of his 
purchased as manifestations of a dying way of life monthly magazine, The Craftsman, that they were 
were actually new, innovative products that blended worthy of interest. He also included them in dis- 

Indian traditions and practices with mainstream plays at the Craftsman Bazaar, his New York City 

American concepts and taste. This phenomenon is showroom.*8 
illustrated by many of the objects in this exhibition: The Arts and Crafts aesthetic permeated the 

Navajo wearing blankets or garments (43-45) gave culture in other, more subtle ways as well. J. B. 

way to rugs (48); Tlingit fruit-gathering baskets were Moore, the proprietor of the Crystal Trading Post on 

miniaturized to become fancy baskets (26); waste- the Navajo Reservation, for example, identified 

baskets were introduced for the first time into the strongly with Arts and Crafts principles. The 

Indian repertoire (3). Iroquois beadwork was designs he encouraged weavers in his area to 

applied to objects like stuffed birds and hanging develop were based on those principles, and since 

boxes (116), which had an almost tour-de-force he catered to a large upper-middle class clientele,3° 

humor. Cochiti potters even fashioned figures that his design ideas found their way into many Ameri- 

humorously depicted the non-Indian buyer (61). can homes. Moreover, the decorative schemes of 
Traders were directly responsible for some of social leaders were often presented to the public as 

the new Indian products from the Southwest. Many models to be emulated. A 1900 issue of the Seattle 

of the regional Navajo weaving styles (see 80, 81, Post-Intelligencer, for example, illustrated the living 

87, 89), for example, can be directly traced to indi- room of prominent Seattle citizens Judge and Mrs. 

viduals at specific trading posts who encouraged a Thomas Burke. The ''chief charm"' of the room, 
degree of standardization and particular types of according to the Intelligencer, was its '‘entirely 
color combinations and design formats. Traditional Indian" interior decoration. The walls were “‘liter- 
Navajo textiles were borderless, but traders con- ally papered" with Indian baskets, plaques, matting, 
vinced weavers in many areas to work within a and blankets. ‘The varied colors found only in 

framed design field and even to add elaborate bor- Indian work,’ were said to harmonize perfectly.“ 

der detail. When traders brought oriental carpets to Indian ‘‘corners'' were also popular in turn-of- 
the weavers as desirable prototypes,°5 intricate the-century homes. One corner of a room would be 

forms such as the Teec Nos Pos style emerged. Trad- filled with Indian objects, including rugs, blankets, 

ers in Navajo jewelry, similarly, encouraged the pro- and pottery. ''No home is complete nowadays with- 
duction of lightweight, stamped designs that could out an .. . artistically arranged corner of this type," 

be produced relatively quickly and sold at moderate intoned Indian dealers and promotional literature 

prices. They sometimes even specified what designs from railroad companies and steamship lines.“ 
should be used. In order to meet the tourists’ Theme corners of this sort were also set up in other 

demand for ‘‘authenticity,’ the Harvey Company's exotic styles (Turkish, Japanese, generic ''cozy"' cor- 

Hermann Schweitzer even went so far as to compile ners), but the indigenous Indian corner was particu- 
a list of Indian symbols and to assign arbitrary larly popular in America, and it was perceived to be 

meanings to them.%* “masculine” enough to be used by men as well as 

Another factor in the collecting boom was the women. Indian items were also considered appro-
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priate for dens and boys’ rooms. Coster, a china painter, was one of the first to use 
Turn-of-the-century collectors rushing to find the phrase ‘American Indian art,’ at least in print. 

Indian goods before they disappeared rarely In 1916 Coster wrote an article addressed to art stu- 
acknowledged the discrepancy between their dents touting the artisanry and inspirational value 
assumption and the burgeoning number of Indian of American Indian objects. Both she and Walter 
goods being handled by traders and curio dealers. Perry, the director of the School of Fine and Applied 
When they did, they tended to value only the older, Arts at Pratt Institute who wrote an introduction to 
“authentic’’ forms.‘ There was little exploration of her article, appreciated the directness and refine- 
the idea that there were new, experimental and ment of the Indian work which they saw as expres- 
often innovative forms in nearly all media, or that sions of ''primitive art/'4° The concept of primitive 
Indian art traditions were continuing to evolve. The art had been much discussed in Europe before this 
general assumption, of course, was that there would date, and the ethnographic monographs written by 
soon be no more Indians. Indian products were not Mason and others had previously used this kind of 
in any event perceived as art, but as ethnographic terminology, but the emphasis on ‘‘art'’ rather than 
evidence of a primitive’ people, as travel memen- on primitive” was relatively new in America at 
tos, or as utilitarian or decorative craft objects that this time. The concern was with design analysis 
could add to the quality of the environment. They rather than vanishing people, and no cultural 
were seen and valued as anonymous products made superiority was implied. 
by “Indians’' (or sometimes by '’Navajo/' ‘Washoe,’ Herself a product of the Arts and Crafts move- 
or other tribes), rather than as creative works by ment, Coster was involved in the '’decorative" arts, 

individual artists. Most collectors had positive, even and her article focused on ways that needleworkers, 
romantic feelings about the people who made the printers, weavers, metalworkers, potters and other 
items, but they still did not see them as real, dis- craftspeople might draw on Indian design ideas. 
tinct, or individual people. This focus was repeated in a 1919 exhibition 

mounted at the Museum of Natural History.‘” This 
oe same interest in the ways modern design could 

The Post-War Period: draw on Indian art confined into the 1920s and 
Toward an Aesthetic Context beyond. The art was discussed apart from its cul- 

Deane ee) il ne ena ee tural context, and was approached as decorative art 
Most observers concur that the Indian collecting- or craft that was anonymous and technically 
craze was over by 1915.44 During World War I, interesting. 
Americans were drawn more deeply into European The mainstream culture even marketed expro- 
and global concerns and the vanishing Indian was priated Indian artforms. Instructions to craftswo- 
no longer felt to be a very pressing issue. Moreover, men interested in ‘imitating’ Indian baskets (they 
the devastation and cynicism generated by the war could use different materials that would produce 
brought an end to old assumptions and beliefs and faster results) had first appeared at the end of the 
the nineteenth century's faith in cultural evolution turn-of-the-century collecting craze, and continued 
began to fade. Anthropological inquiry moved from to be popular after World War I. '‘Apache'' bead 
concern with cultural progress to interest in cultural looms, similarly, were marketed with Indian- 
centers and in the ways cultural traits might diffuse derived patterns by bead companies and retail 
from one area to another. Ethnographers remained stores.‘8 
interested in Indian objects, less as remnants of dis- Beadwork techniques were also taught as part 
appearing cultures than as documentation of cul- of ‘campcraft'’ to burgeoning numbers of Boy and 
tural process. They continued to collect and house Girl Scouts, Campfire Girls and other youth organi- 
objects in museums which, true to their Victorian zations. Indian lore and campcraft were considered 

origins, were institutions with a ‘natural history’’ enriching because they added “romance and color” 

focus.‘* Individuals interested in Indians and Indian (the romantic view was fostered by vanishing 

objects might visit these museums, but they were Indian sentimentality) to such groups.*? The 
relatively few in number, and they were not gener- campcraft movement reinforced the stereotype of 
ally collectors. Articles about Indians largely disap- the ‘’generic’’ Indian who produced anonymous 
peared from the popular press, and travel compa- craft, and trivialized Indian work by linking it to 
nies no longer highlighted Indians as part of their childhood and childish occupations. The association 

attractions. Indian corners and Arts and Crafts inte- was carried over into the schoolroom. School Arts 
riors were no longer fashionable. magazine had special Indian issues in both 1927 and 

Because the collecting craze had brought forth 1931. Articles featured suggestions for classroom 

such an avalanche of Indian baskets, pots and other projects using images of Indians® and discussions 
art forms, the objects did not really disappear. A of art curricula appropriate to Indian schools.®! 

new, quieter discussion of Indian art began to Such discussions were important in another 
emerge in some parts of the art community. Esther context; i.e., they reflected a movement that began
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in the 1920s to save and revitalize Indian art within baskets, and painting, much of it contemporary) 
the Indian community. In 1922, a group of inter- were carefully selected for their aesthetic value, and 
ested individuals founded an organization set up to the exhibition was expected to '’give thousands of 
preserve the ‘’varied record of Indian arts of the white Americans their first chance to see really fine 
Southwest.’ The group, incorporated as the Indian Indian work exhibited as art.’ Indians were pre- 
Arts Fund in 1925, not only collected older pieces, sented as an innately artistic people who did not 
but encouraged and collected contemporary work limit their artistry to things that would be put on 
as well.52 Nineteen hundred and twenty-two also shelves and whose conception of beauty led to art 
marked the beginning of the annual Santa Fe Indian “in its broadest sense.'** In their introduction to the 
Market, where artists could sell their work person- Exposition publication, John Sloan, a painter, and 
ally and where the work was presented as a living Oliver La Farge, a Navajo artist/anthropologist, 
art form rather than as a curiosity or souvenir,*3 and expressed hope for the future of Indian art. This 
the same year saw the first annual exhibition of attitude was reinforced that year by the Indian 
Indian art at the Museum of New Mexico. The Bureau's ‘sympathetic understanding,’ and its 
Denver Art Museum showed Indian art in 1925.4 In sponsorship of a show of contemporary Indian work 
the East, Indian art was shown at the Chatauguan at the International Antiques Exposition. The 
Convention of the Federation of Women’s Clubs. Bureau also distributed a guide to Indian arts.? Fur- 
New York City citizens formed an Association on ther support came in 1932, when a program of for- 
Indian Affairs, which had a counterpart in the West. mal training designed to integrate Western art tech- 
These citizen groups were alarmed by the poor liv- niques with traditions of the Indian past was started 
ing conditions of the Indians, who, as a result of the at the Santa Fe Indian School.®° 

Dawes Act, were rapidly losing their lands and who One of the responses that emerged in the 
seemed to be losing their culture to successful Depression period was that Indian art was distinctly 
assimilationist policies. More and more, the pro- American, and should be proudly embraced as part 
gressive attitude was shifting to a belief that Indians of the American heritage. Walter Pach, the art critic 
should be able to return to their tribal ways. Thus of the New York Times, expressed this sentiment in 
interest in Indian art was once again linked to a con- his review of the 1931 Exposition.®! It was repeated 

cern for the Indian way of life. in a 1932 article that claimed Indian art ''springs 
Indians were encouraged to visit the new exhi- from the very American soil itself and should be 

bitions in order to learn from products of their own absorbed into the artistic expression of the coun- 
past. ‘'We cannot restore the lands we have taken try.’ In 1933 and 1934, Southwestern Indians were 

from [the Indian]/’ intoned McKittrick in School hired by the Public Works Administration to paint 
Arts, but we can restore to him his art tradition and otherwise decorate schools, hospitals, and other 

[and] awaken his pride in his own achievement.'% buildings in the area.® It is significant that Indian 
This attitude also characterized the conclusions of a work was deemed appropriate for funding at that 
1927 survey conducted by the Institute for Govern- time. 
ment Research: the Indian Office was advised to By 1934, the attitudes about Indian self-determi- 

develop handcrafts in all Indian communities as a nation that had begun to take hold in the 1920s had 
potential source of economic well-being and captured public opinion, and the Indian Reorganiza- 
improved social conditions.*” The late 1920s tion Act (officially, the Wheeler-Howard Act) was 
marked, then, the beginning of another "‘revival’' of passed by Congress. This Act repealed the laws of 
Indian art, especially in the Southwest. the Dawes Act which had broken up tribal govern- 

ments by allotting land to individuals and allowed 
se . . reservation lands to shrink through individual sales. 

New Deal Policies and Attitudes: f Under the Reorganization Act, aa of reserva- 
Retribalization and ‘‘American’’ Indian Art tions could opt to incorporate and again be dealt 
==) =) oan = a Sees with as tribal units. As such they could acquire 
The social climate of the Depression—the same that additional land and help provide new jobs and edu- 
extolled the virtues of artwork focusing on the cational opportunities for their members. Freedom 
common" person, the “‘folk'’ that were the ''salt of of religion was also officially restored, and a revival 
the earth''—fostered official encouragement of of traditional cultural activities was encouraged. 
Indian art. Simultaneously, an appreciation of its Assimilation was still assumed ultimately to be 
aesthetic qualities began to develop, albeit in lim- inevitable, but government policies that worked 
ited circles. An ‘Exposition of Indian Tribal Arts/' toward that end were essentially eliminated. 
sponsored by the privately-funded College Art Asso- Arts programs began to be seen as an integral 
ciation, opened at the Grand Central Art Galleries part of Indian cultural revival. According to one 
in New York City in 1931, and travelled for two Indian historian, the renewed right to cultural 

years thereafter. Though this Exposition was rela- expression brought forth an ‘amazing outpouring” 
tively small, the pieces (including weaving, pottery, of Indian painting and sculpture,® and for its part,
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the government established the Indian Arts and for both white and Indian artists, and to "help the 

Crafts Board as an official arm of the Bureau of white man regain contact with [the Indian's] natural 
Indian Affairs in 1935. The Board worked to balance and poise/’® In 1940, the Philbrook Art 
ensure high standards in contemporary Indian work Center in Tulsa, Oklahoma began displaying Indian 
and to help find an appreciative audience. Its direc- art objects in an aesthetic context.” In 1941, 
tor, Rene d’Harnoncourt, recognized several mar- d'Harnoncourt and Frederic Douglas organized a 
kets. He noted that Indians were themselves inter- major exhibition that filled the entire gallery space 
ested in Indian art, as such art was increasingly of the Museum of Modern Art with Indian works. 
appreciated as an expression of tribal identity, and Indian Art of the United States constituted the first 
he tried to encourage them to explore their tradi- full-scale exhibition of Indian art in a major Ameri- 
tions as part of their cultural revitalization. The can art museum. 
focus of the agency, however, was not on historic The MOMA show, which attempted to give 
authenticity or revivalism, but on adapting to the Indian art its due and erase its association with 
contemporary context. A small but serious collec- mere technical achievement or cheap curios, was 

tor's market, interested in high-priced showpieces, divided into three parts. One gallery featured pre- 
was acknowledged and encouraged, for although it historic art. A second showed art of ‘living Indian 
would directly benefit only a handful of Indian art- cultures’ and a third focused on the contribution of 
ists, it was believed to have a trickle-down effect. Indian art to the contemporary American scene. 
However, the primary focus was the casual buyer. The latter section was based on the same patriotic 
Good quality but inexpensive household or decora- sentiment that had been prevalent a decade earlier 
tive accessories could have a broad appeal. (see p. 9), but was reinforced at this time by the 
D'Harnoncourt reasoned that the public would best national introspection brought on by the European 
come to appreciate the aesthetic quality and intrin- war. The public was interested in all things that 
sic value of Indian work if they could integrate it were "truly American” and d'Harnoncourt wove 
into their own lifestyle and familiar setting. A major that theme into his presentation. He spoke of the 
exhibition staged by the agency in 1939 at the work as "folk" rather than ‘primitive” art.”! 
Golden Gate International Exhibition (San Francisco Indian Art in the United States marked the pinna- 
World's Fair) explored this ‘decorative’ theme.® In cle of the achievement and activity of d'Harnon- 
sum, the Indian Arts and Crafts Board was true to court and, by association, the Indian Arts and Crafts 
its name in that it primarily presented Indian work Board.” The Board's budget was drastically cut in 
in a ‘‘craft'' context. 1942 under a war-time economy, and as support for 

the New Deal waned in the new war-time cultural 
. climate, the newly-gained popular appeal of Indian 

Entering the Art Museum art was largely ie At shat fas hate Indians left 
, - their reservations to join the armed forces or work 

Some serious efforts to go beyond the decorative in the war industries, and there was a new mixing 
arts categorization were made. George Vaillant, who of Indian and non-Indian populations. The number 

published Indian Arts in Ne orth America in 1939, of productive Indian artists decreased dramati- 

explained that, inspired by d Harnoncourt 0 docu: cally.”3 Sadly, the cyclical wheel of American atti- 
ment the artistic achievements of Native ements tudes toward Indians had turned again, and the con- 
cans, he had received Rockefeller Foundation fund- cept of assimilation was revived. In the generally 

ms to SHIVEY, the field. He hoped to present Indian conservative, suspicious climate of the 1950s, offi- 

eae aesthetd eas atts gad fo help me cial Indian policy again focused on terminating 
public to See itina new Way: Noting that the arti- tribal governments and revitalizing the Reorganiza- 

cles on Indian aesthetics published at the ime of tion Act.”* Some decorative arts and crafts themes 

the 1931 Exposition had not reached a wide audi- continued in a muted fashion,’5 and there were 

en and EES alneady almost impossible to find, some other signs of interest (a few studies of spe- 
Vaillant claimed that Americans had no fully illus- cific aspects of Indian art were published in the 
trated ‘reference book" on North American Indian post-war decade; the Philbrook Art Center institu- 

art HM C acknowl edged that there was at Indian aes- ted an annual competitive exhibit; and the Institute 
thetic that he himself was only partially able to of American Indian Arts, an Indian school, was 

comprehend [the impenetrable clouds of white opened in Santa Fe),”° but the public at large felt a 
dominalon Prevented non-Indian people from see- general disdain for difference and for anything 
ang it clearly), but he intuited its depth and Indian (this was the era of the cowboy-and-Indian 
importance. ‘ ; television show), and Indian art seemed again to be 

At approximately the same time that Vaillant fading away. 
was working on this project, a group was incorpo- 

rated to form a ‘National Gallery of the American 
Indian.’ The proposed museum, which never 
became a reality, was to provide a study collection
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The Re-Discovery of Indian Art: shown in art museums and galleries. A concomitant 
The Second Collecting Boom "discovery" of the arts of Oceania and the Pacific 

poise penance creme SE oe ee ts | followed. A wealth of imagery and concepts was 
Thisppeatance waste be proven very wrone By opened to the public. Just as non-western elements 

the late 1960s there was a resurgence of interest in Ae clogs Saemeer shugo! . western 
Indian art, and a new burst of activity on the part of : ee Pee omen con 
Indian artists. The same pots, beadwork, and simi- measly incorporate a mato te vocabulary of moder 
lar items that had been seen in turn as curiosities, . ee . ae oad 

ethnological evidence, souvenirs, and decorative in ee aE . i Nepaad di ee Ne ale = 
handicraft, furthermore began to be more generally y i WOES WES BOSE OS Ord ce onet aaee 
appweniie acartworks erful.”? There was a new framework, then, within 

Ten OCbo eo an aac decade in many which American Indian art could be viewed. Once 

senses, one in which the cultural and political im- this Sees place, it had an accelerating effect, for 

perialism of Western society began to break down. = rene ee began'to be'seen ae and 
It was a time when old definitions and assumptions papeny ar End x of art museums and galleries, 

were questioned. Indians, like other minority they were increasingly felbte belong theres The : 
groups in America, began to vocally reclaim their ideas expressed by a few Pigneetine andiyidua’s = 

cultural heritage and demand their right to self- 19205 and ae ee. thein-way into 
determination. The first expression of this was per- . ae - Cree ma . a 1 i | . 

haps the American Indian Chicago Conference of Sorc a pee HOsialso Save rise tova 
1961,7’ but the movement grew with the rising tide Fenewed appreciation for crafts ofialldkinds. 

of other civil rights protests and was symbolized by Inspired ie ies by ee art ay i 
the American Indian Movement that flourished ten 7 ee a fi so OE eae gay ae en a an i 
years later. When the near-dormant Indian Arts and pemated medal ewe ay shane (oleae ener tne 
Crafts Board came to life again in 1967 with a dis- dichotomy between/art and craft. Handmade items 
play at the Montreal World's Fair,’8 it was a sign of of all kinds eS valued, but they were no longer 
pane , seen as strictly decorative.*! This craft explosion 

In this atmosphere of cultural pluralism, many we peintorcess by amenewed ae holarly and popular 
expressions of non-Western traditions began to attention to folk art, seen at this point less as Ameri- 

make their way into the dominant culture and to cana or a manifestation of the rural or working class 
have an impact upon it. On a popular level, fashions than as yet another legitimate but undervalued form 
incorporated such elements as the “Afro” hain do of artistic expression.* This perception was in turn 

the Nehru jacket, the dashiki, and the Indian hea a reinforced or informed by the feminist interest in 

band, and ethnic traditions like African tie-dye and seolaiming ihe art of unsung Seco of 2 on Y 
Indonesian batik became overnight fads. '’Counter- sir Pattee (this was especial Yiapparentin tae 
culture” advocates who were dissatisfied with the reclaiming) of fhe American quilt tradition) jand by 
supremacist Cold War mentality that had engen- their redefinition of what should be understood as 

dered the Vietnam War looked to minority ethnic eae al anes panes WECE aISO Vi: 
cultures for more acceptable models, embracing not gee ae anprono ogee commun: eSsumD 
only their external trappings but their underlying tions about acculturation and diffusion began to be 

philosophies. Once again the Indian lifestyle was of ae hd as-anew. academic. accep: 
interest to large groups of outsiders, but this time as ee f pela ae ther Ameri Indi 

a model of holistic, harmonious existence rather tb Snes = eS a a ri rik eeu : ae 

than as a curiosity or a reinforcement of already- . ci aye rs staee a P o ria ae 
held beliefs. It was the spiritual dimension of Indian cee eae Fae ys tual eae eg Dac 
life that was beginning to be appreciated, and with Indian objects began.to ee ease rapidly. The first 
it came a new appreciation and understanding of big jump was p ofediat the aucun of the Birdie 
indian lar Brown estate in Phoenix, Arizona in 1970. The 

Other factors came together at the same time to estate included a collection of over 1400 Cheme- 

facilitate this new apprehension. In the art world, het peeks 5 sorwenicn Wye were willing to 
non-western works found a large audience. '’Primi- spend nigrificant exis. ihe indian Trader, aS 
tive’ art had first had an impact on western artists letter devoted to the trading and collecting of Amer- 

at the turn of the century, but the general public ian/Indian art, iso appeared in.that year. In 1971, 
Pare ere eran ones and taditions, and the New York auction house Parke-Bernet auctioned 

did not yet think of it as real art. In the 1960s, with ee Green Collection {see 6, 12), realizing 
the emergence of new, independent African coun- bes eard-o prices:for ameri¢ an Indian items, 
tries and the Black ethnic pride movement in including hae Seunn fore angi basket another 
America, there was a new interest and reevaluation Fae nealicedl 6450, 00); Giriek its eppraia vel Ue; 1 i i i 85 
of African art, more and more of which began to be onits Indian art in'1974.
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American Indian Art, a quarterly whose stated some white entrepreneurs were encouraging Indian 
purpose was “'to portray the art forms of the Ameri- artists to sign their work as early as 1925, it was 
can Indian in a manner and format which will do not until this new conception of Indian art was 
justice to the art and its creators/'8° began publica- prevalent that signatures or artist's marks became 
tion in 1975. The magazine, which published schol- common on pots, jewelry, and other ostensibly func- 
arly essays on many aspects of historic and contem- tional forms.® Distinctive personal styles, even 

porary art, was well designed, colorful, and within traditional forms, have also been supported 

eye-catching. From its inception it was—and it and reinforced by this new context and market. 
remains—a focal point for individuals with both Whereas in the past it was the ‘old, authentic’’ 
scholarly and collecting interests. With its introduc- items seen as remnants of a dying culture that were 
tion, the subject of American Indian art was fully in demand, there is now strong interest in the kind 

legitimized and had come of age. of innovative work that fits the still-dominant west- 
ern concept of art.9! 

Some of the emphasis on personal innovation 
The Contemporary Scene has come from the artists themselves. The members 
Se ee. 4 ann of the emerging younger generation of Indian artists 

The trends that started in the early 1970s have con- had to a large extent attended mainstream Ameri- 
tinued unabated. The public has had more and can schools and were brought up as bi-cultural indi- 
more opportunity to become aware of Indian art, as viduals; western attitudes and ideas were not for- 
there have been a plethora of thoughtful, well-illus- eign, but were as much or more a part of them as 
trated books and museum exhibitions in both North Indian attitudes and traditions. Many of these indi- 
America and other parts of the world. Like the viduals rejected ‘Indian’ media and techniques, 
groundbreaking 1941 MOMA show, many of the and went outside or beyond Indian or ethnic themes 

exhibitions have been held in art museums, and in their work. They are Indian artists, in other 
have included the phrase ‘Native American Art" or words, who produce ‘mainstream art.’°? Others 
“American Indian Art’’ in their titles. Even exhibi- blend Indian and non-Indian elements. They may 

tions in natural history museums now reflect a new work in a European painting or sculpture tradition, 
aesthetic awareness.*’ In 1977, the Art Institute of for example, while making reference to Indian con- 
Chicago mounted a large scale, comprehensive exhi- ditions or drawing upon an Indian world view (93). 
bition that expressly took an ‘‘art historical Still others stay within Indian traditions but find 
approach" to Indian art,8* and the Native American new freedom to experiment and expand upon them, 
Art Studies Association, an organization made up of and take them in new, unexpected directions (33- 
art historians, anthropologists and collectors, was 36, 99, 105). 

formed in 1977. These varied directions of contemporary Indian 
The focus on functional arts and crafts and inte- art have created a dilemma for many Indian artists, 

rior design that prevailed at the turn of the century who find themselves confronting the question of 
and even in d'Harnoncourt's exhibitions of the whether their work should reflect their tribal heri- 
1930s is no longer a major concern. This is evident tage and a communal aesthetic or the expressive 
again in terminology and titles—Frederick Docksta- individualism of the non-Indian world. Even main- 
der went from Indian Art in North America: Arts and stream-oriented artists who wish to retain their 
Crafts in 1960 to simply Indian Arts of the Americas Native American identity are perceived as ''differ- 
in 1973—and in the types of objects that are being ent, for their ethnicity is the best promotion for 
produced. Navajo sale weavings are now often their work. 
made as tapestries rather than rugs; that is, they are The same varied artistic directions have meant 
made in smaller sizes and with finer yarns (see for a wide field of possibilities for the collector. Today a 
example 87, 89) and are not conducive to floor use. broad range of forms falls under the rubric of 
They are typically now hung on walls rather than ‘Indian art. This inclusiveness was reflected by the 
used as rugs. statement of intent of the first issue of American 

Hand in hand with the new perception of Indian Art, which begged the question of definition 
Indian works as art has come the recognition that by saying it was concerned with the ‘wide variety 
these are not anonymous products made by faceless of attractive material forms, prehistoric to contem- 
people, but recognizable individual works, created porary, that Indians produce[d].’ Art collectors now 
by nameable artists. This new apprehension has had sometimes focus on the objects that were once seen 
an enormous impact on the contemporary Indian as ethnological specimens and collected by natural 
art scene and on contemporary Indian artists. ''Mas- history museums, and such items command enor- 
ters’ have been acknowledged, not just within the mous prices on the international art market. Even 
Indian community, but by the world at large; the when there was a major recession in the market in 
non-Indian public has created ''stars'’ whose work 1982, American Indian Art reported that the type of 
is widely publicized and in great demand. Although work they were concerned with was not seriously



13 

affected.%* Exceptional old pieces, such as Navajo that this work is not just interesting or visually 
Chief's blankets, have recently even sold for as pleasing, but is the embodiment of a way of relating 
much as $35,000, and one beaded Plains shirt went to the earth and the invisible world; it is art, but an 

for nearly twice that figure.°° Continually updated art that cannot be separated from either life or the 
editions of collector's price guides first appeared in spirit. Sometimes it is even seen as superior to west- 

1978. The very fact that there is such a market has ern art. John Gogol voiced this sentiment in 1984 
meant that more and more old pieces have been when he stated, ‘‘art in contemporary [western] 
brought out of family attics and other storage places society is insipid, weak, frivolous, mere decor. In 
and have been made available to the public.% The tribal societies artists were . . . in harmony with 
availability has in turn stimulated new collections their environment . . . [and] art was powerful and 
and suggested new directions for existing ones. As a spiritual, a moral imperative!’ This feeling, which 
case in point, in the early 1980s there were several is almost a total reversal of earlier attitudes, was as 
museum exhibitions of private collections that had stated, briefly expressed in about 1940 and mani- 
begun to be assembled only ten years before.°” fested more strongly in the 1960s, but it has now 

There is also an audience for contemporary grown beyond its minority or counterculture origins 
Indian work, and other collectors focus almost and has colored the apprehension of Indian objects 
exclusively on the work of living artists (in this exhi- of all kinds. 
bition, see the Busse and Hootkin collections). Indi- What of the future? How will Indian art be per- 
vidual collectors have the opportunity to support a ceived, and what will happen to Indian art collect- 
particular kind of ongoing art form (see the Busse ing? Since there have been periods when Indian art 
collection) or a particular individual artist (see Van was fashionable and periods when it was not, and 
Zelst 33-36; Hootkin 94-96, 102-104; Cusick 52, 53, there have been cycles in government policy and in 
58, 59) and even to establish an artist/patron rela- the way Indians are treated, could the current 
tionship. Both traditional and more individualistic acceptance and popularity of Indian art fade once 
contemporary art is collected, although not always again? 
by the same individuals. Four Winds, a publication Popular taste and aesthetic values are hard to 
that existed briefly between 1980 and 1982, focused predict, of course, but it seems likely that Indian 
almost entirely on named Indian artists. work has become a permanent part of the western 

For the first time Indian art is being seriously art vocabulary, and that it will not be easily dis- 
appreciated and collected for what can only be missed in the future. Definitions of art have broad- 
referred to as its spiritual quality and meaning. This ened considerably in the last two decades, and as 
is true, although in different ways, for both Indians we have seen, western and non-western art tradi- 

and non-Indians. Many native people have them- tions have in general come closer and closer 
selves turned to Indian art as an expression of a together. We are now at a point where Indian artists 
direct, tangible manifestation of the Indian world work in European styles and vice versa. The senti- 
view and Indian spirit. When resources are avail- ment of the 1960s that western art is sterile and 
able, some Indians have begun collections of their empty does not ring as true today, for the tradition 
own, sometimes concentrating on examples of their has incorporated, at least in the case of certain art- 
own tribal background (see Smith collection), and ists, many of the strengths of the art of ethnic peo- 
sometimes more broadly embracing the whole ples. The fact that Indian artists, even those work- 
gamut of North American Indian life. Some of these ing in traditional techniques such as pottery-making 
individuals had earlier eschewed their ethnic back- and weaving, are now signing their work also makes 
ground or had not grown up in an Indian context, it easier for non-Indians to accept that theirs is more 

and found in the objects a way back to their own than an anonymous craft. 
native roots. Others had been strongly identified as The popular recognition of distinct Indian art- 
Indian’ all their lives, but chose to go deeper into ists has helped change the perception of Indians and 
that identity and to share it with others.°* Indian Indian art. We have seen that Indians were always 
organizations such as tribal councils have also felt to be “other” or ‘‘different.’ While this attitude 
shown an interest in the preservation and display of and its inherent racism are sadly not completely a 
such objects. There are currently forty-eight tribal thing of the past, the multicultural realities of 
museums in North America.°? present-day America and the shrinking world com- 

The spiritual dimension has permeated the munity make it more and more difficult to maintain 
mainstream culture as well, however, and has colonialist attitudes. There is an increasing recogni- 
affected the way Indian art is perceived. In recent tion that there are all kinds of American Indians, 

years American Indian art exhibitions have carried just as there are all kinds of people in general. This 
titles such as "Sacred Circles/' ‘Song From the recognition is reinforced and furthered by the pub- 
Earth,’ ‘One With the Earth’ (1976), ''Pleasing the licity afforded individual Indian artists, and by 
Spirits’ (1982), ‘As In a Vision"' (1983), and '’The every new book, catalogue or newspaper story that 
Raven's Journey"’ (1986). The underlying theme is deals with Indian art. As Indians—Indian individ-
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uals and Indians as a people—are seen more clearly, (Summer 1972}: 25-31; Maurer, p. 17; Mary Malloy, “Souve- 
their art is understood more completely. As the dis- nirs of the Fur Trade, 1799-1832, American Indian Art 11, 4 

tance between Indians and non-Indians decreases (Autamnt3e6):-30: . . ; 

(and we are referring to a coming-together, not the = Es Rou eee Indian Art (New York: Harry 
assimilation of one group into the other), it is era 1 Pp. i ee . 
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SE a 

Te The Collections 
Ta 

The Collecting Experience: General Observations Marsik) are most interested in older pieces that 
SSS Te speak to them of different times and places, but 

The story of the evolution of perceptions about even the latter collections have some contemporary 

Indian art, however fascinating, is an abstract and pieces (Smith is an artist himself, and when a partic- 

impersonal tale until it is tied to the lives, stories, ular type of older piece is unavailable he will some- 

and patterns of actual collectors. The ‘trends’ dis- times fashion one like it), and both collectors are 

cussed then become personified, immediate, and aware of contemporary artistic trends. 
more easily apprehended. Faceless "'collectors’’ The breadth, complex history and continual 
become individuals with distinct motivations and evolution of Indian art is also reflected in the fact 

attitudes, and "Indian art"’ is translated into works that every collection includes objects that were orig- 

of art that create powerful impressions and inally produced for sale to '‘outsiders;" these collec- 

responses. What emerges is a sense of the affective tions are not exclusively made up of what purists of 

experience of collecting—the emotional involve- earlier decades insisted was the only '’real’’ Indian 

ment, the intensity, the pleasure, and the vitality. art. Trinket baskets, beaded purses, floor rugs and 
All of the collections in this exhibition are pottery figurines are now as much a part of Indian 

shaped by the contemporary context discussed heritage and history as anything made in the pre- 
above. All have come into being or have grown sig- contact period. 

nificantly since the revival of interest in Indian art Though generalizations are valid, each collec- 

in the late 1960s, and all are strongly affected by the tion is quite unique. Each has its own focus or ''sig- 

fact that there is a positive climate for Indian art. nature; it is, in the words of a recent book 

All the collections reflect positive, realistic attitudes reviewer for American Indian Art, a whole that is 

toward Indians; none were put together for invest- more than the sum of its parts.! Every collector 

ment purposes or seen as groupings of ‘‘cutiosities,” experiences his or her objects differently, and it is 

or souvenirs of other’ types of people. None are the associations generated by the pieces and the 

based on an assumption that Indians are vanishing; meanings they acquire as they are juxtaposed that 

on the contrary, all acknowledge that Indians and create this Gestalt. Martha Cusick’s model tipi 

the Indian vision are very much alive. None were cover (49) is interesting in itself, but when it is seen 

put together as ethnological repositories, although next to her beaded Sioux vest (50), its figures stand 

the cultural/historic context the objects embody are out and make a different kind of sense. When these 

of particular importance in the Indian collections, figures in turn come together with figural sculptures 

and to varying degrees, matter to all the collectors. (52, 53, 60, 61) and figural imagery (51, 54, 56, 58), 

All are interested in and informed about Indian tra- it is possible to understand at least one small part of 

ditions, at least in so far as they are relevant to a what this collection is all about. Bob Smith's hang- 
particular collecting focus. ing box (116) can be comprehended in an entirely 

The collectors all accept the general premise different way when it is related to his moccasins 

that the objects are works of art, although the (106, 113), and hats (114, 115). Some part of the col- 

Indian collectors tend to define art more broadly lecting process itself is also implicit in the amassed 

than the non-Indians, considering even artifacts objects. The excitement and tension of the Marsiks’ 

such as tools to be of equal importance in an aes- “hunt” for rare and significant old Southwest arti- 

thetic, spiritual sense. Although some of the collec- facts comes through, as do the intense personal feel- 

tors might not articulate their involvement in these ings elicited by every addition to the Hootkin collec- 

terms, all acknowledge and respond to the underly- tion. The diligence and care with which the Van 

ing spiritual quality of Indian art, a quality or spirit Zelsts and the Busses look for a full range of repre- 

that gives them a special type of richness and sentative examples is clear and very touching. The 

beauty. multigenerational experiences and tribal associa- 

Together, the seven collections encompass the tions that collecting has brought the Little Eagle 

whole range of objects that are now considered family are also evident when one spends time with 

Indian art. Some (Busse, Hootkin) concentrate on their grouped-together pieces. 
contemporary work, produced by artists who are Five out of these seven collections are, in fact, 

still working and evolving. Some (Van Zelst, Cusick, family collections; the search for and adventure in 

Little Eagle) are interested in both contemporary finding the pieces, the decisions about what to 

artists and unnamed artists of the past. Two (Smith, spend money on, the recordkeeping, and certainly
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the ongoing day-to-day enjoyment of the pieces are Smith is not the only one who has been brought 
things that are shared by husband and wife, and in closer to the Indian people through his collection. 
many cases, with children as well. The collection The Little Eagles found their Indian identity rein- 
becomes more than a group of objects, then, not forced by their collecting activities. The non-Indians 
just because the objects have been selected accord- have either been brought into direct contact with 
ing to some underlying purpose or because they Indians through their passion for collecting, or have 
relate to each other visually or conceptually, but steeped themselves in information about Indian art 
because it is an integral part of the family experi- and Indian ways of life. When queried, all the non- 
ence and identity. Indians indicated a familiarity with current Indian 

Associations with individuals are important to issues and concerns, and each expressed support for 
the collectors in other ways as well. For the the continued Indian struggle for self-determination 
Hootkins and for Cusick, in particular, there are and self-definition. Some collectors are more anx- 

extremely strong relationships with the artists, and ious than others to share their holdings with oth- 
the artworks are charged with the additional mean- ers—some see the educational function as one of the 
ing of the bond of friendship. There are associations prime reasons for collecting—but all are delighted 
with dealers and with other collectors (Anthony to talk about their pieces and those who made them 
Berlant, a collector of Navajo rugs, captured the when they find a sincerely interested audience. 
inextricableness of these categories when he Indian art, as stated in the introduction, is inex- 

remarked that every dealer he knows is just a col- tricably bound up with cultural associations and 
lector who can't stop buying),? for deep and long- assumptions. It has always evoked strong feelings, 
lasting friendships emerge in many cases among and it continues to do so today. The way it is per- 

people who share a collecting interest. The Indian ceived may continue to change and evolve, but it 
collectors in this sample found collector/dealer rela- will undoubtedly continue to have this impact. It is 
tionships to be of only minor importance, but as the power of the Indian vision and Indian spirit that 
both of their collections have been put before the comes through in the pieces that engenders the 
public, they too have helped facilitate new relation- interest and creates the emotional response. Collec- 
ships and friendships. tions of Indian art are repositories of this vision, 

The collections have strongly affected the direc- concentrated storehouses of its energy. They in turn 
tion of some of the collectors’ lives, sometimes to become repositories of the vision, feelings and asso- 
the point of changed careers. Cusick, true to ciations of the collectors who put them together. 
Berlant's characterization, found herself becoming a They embody something of the interface between 
dealer in Indian art in order to ‘‘afford'’ her own the Indian and non-Indian world, and the Indian 
collecting and to go deeper into the Indian art world of the present and of the past. It is no wonder 
world. The Little Eagle family, finding that their col- that collecting Indian art is a consuming, multidi- 
lection interested non-Indians who came to the Wis- mensional experience that becomes a meaningful 
consin Dells area, used it to draw people to their part of the collectors’ lives. 
Indian art shop. Smith, who returned to his Indian 
community with an extensive collection of Indian 
objects, soon emerged as director of a tribal Notes 
museum. His collection did not put him in this posi- 
tion, but his involvement in the collecting process— 1. Review of Pleasing the Spirits and ''American Indian Baske- 

his search for his Indian heritage, his familiarity try" in American Indian Art 4, 2 (January 1984): 23-25. 
with Iroquois objects and traditions—helped him 2. “Collecting Navajo Weaving: A Panel Discussion,’ Four 
find his way there. Winds 2, 2 (summer-Autumn 1981): 29.
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ae 

~ The Van Zelst Collection 

The Van Zelsts first became interested in Indian art tions to suitable institutions. As they are vitally 
when they attended a pow-wow about twenty-five interested in sharing the pieces with others, the Van 
years ago. As they travelled with their children, Zelsts always determine before making a donation 
they started looking for out-of-the-way shops and that the work will be properly appreciated, cared 
quality work. Because they began collecting before for, and shown to the public. Their significant bas- 
the boom" of the 1970s, they initially found few ket collection, a part of which is shown here, was 
young Indians engaged in art production. They felt donated to the Elvehjem in 1984. 
compelled both to collect older (generally early To the Van Zelsts, these pieces are at once art 
twentieth-century) pieces to ensure that they would works, objects to be delighted in, and manifesta- 
be preserved, and to collect contemporary pieces to tions of a ‘magnificent culture’ that they hope to 
encourage the next generation of artists. They bring to public attention. To this end, they involve 
bought early pieces from many of the artists who people of all ages in a variety of ways. Their chil- 
have since become famous. Always able to recog- dren, who have been involved with the collection 
nize good work, the Van Zelsts have been in the since they were small, have passed their love for the 
right place at the right time to make many impor- artworks on to their own families. In addition to 
tant purchases. They bought an entire basket collec- working with museums, the parents have shared 
tion (one hundred pieces), for example, from Fred their pieces with public school children and have 
Rosenstock, a Colorado bookseller who waited ten helped “educate the teachers.’ They have also lec- 
years to find a buyer who wanted the lot intact. tured on individual artists. They not only talk about 
They were also among the bidders at the pivotal the artworks with their friends and acquaintances 
Green Collection auction (see p. 11) in New York but often show them to foreign visitors. 
in 1971. The thirty-six pieces exhibited here do not rep- 

The Van Zelst collection has encompassed resent the full range of the Van Zelst collection; 
almost the whole gamut of Indian art, including bas- rather, they represent the range of one of its sub-col- 
kets, pots, silverwork, beadwork, sculpture, and lections (Indian baskets), and reflect their interest in 
weaving. At one time it even extended into the a young contemporary Indian artist. Every piece 
basketry and feather arts of South America. It is a stands alone as an aesthetic statement, but taken 
large and ever-changing collection, for the collectors together, the objects demonstrate the breadth, the 
continually discover new artists whose work they incisiveness, the quality, and the ongoing source of 
purchase (see 33-36), and continually refine their pleasure that the collection represents. As they put 
focus. Often, it is the objects that interest few others it, ‘You fall in love with whatever it is you're inter- 

that intrigue the Van Zelsts the most. ested in, and ‘you feel good when you know 
The collectors have loaned many pieces to tem- you've had some influence on the way other people 

porary museum exhibitions, and over the years they see them.” 
have donated individual pieces or entire sub-collec-
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The first five baskets presented here were among western-area baskets that would be likely to find 

those that the collectors acquired from Fred Rosen- their way to the collection of a dealer of books and 
stock. All represent the kind of high quality south- memorabilia of the American West. 
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1. Apache basket 3. Pima wastebasket 
c. 1900 Early 20th century 
Coiled; willow, devil's claw Coiled; willow and devil's claw, cottonwood, bear grass or cattail 
Undyed fibers (tan, black) Undyed fibers (tan, dark brown) 
8.5 h.x9.5 dia. in, (21.25x23.75 cm.) 6.5 h.x9 dia. in. (16.25x22.5 cm.) 
1984.103 1984.102 

Geometric patterns of the type seen here are the oldest design motifs American Indian baskets were popular accessories in turn-of-the-cen- 
used on Apache baskets. This piece is shaped like a traditional storage tury non-Indian interiors. Traditional materials and design motifs were 
basket, but is smaller, and was probably made for sale. The richness of adapted to non-traditional forms that accommodated the tastes of non- 
the Van Zelst collection, which includes many baskets from this turn- Indian buyers. 
of-the-century era, can be attributed in part to the avid collectors of that 
period. 
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2. Pima (?) basket Ne 
Date unknown 
Coiled; willow, devil's claw 

Undyed fibers (tan, black) 4. Papago storage basket 
12 h.x12 dia. in. (30.5x30.5 cm.) 1890-1940 
1984.143 Coiled; yucca, devil's claw, bear grass 

This basket has been attributed to the Pima, but it has Apache charac- Undyed fibers (tan, black, brown) 
teristics in its form, design motifs, and construction technique. The 19.74 h.x12.25 dia. in. (49.5x30.5 cm.) 
design has been described as depicting the legendary figure Suiku 1984.138 
standing at the entrance of a trail to his remote home, but that descrip- This basket, one of the largest in the Van Zelst collection, was probably 
tion usually applies to designs with one figure at the entrance of a also made to satisfy the increasing tourist demand after 1890 for baskets 
maze-like configuration. of the Southwest.
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5. Hopi (Oraibi, Third Mesa) plaque 7, Navajo ceremonial wedding basket 
Mid 20th century 20th century 
Woven; wild currant or sumac, rabbit brush, yucca Coiled; sumac 
Undyed and dyed (red, yellow, black, purple) fibers Undyed and dyed (red, black) fibers 
12.75 dia. in. (31.8 cm.) 3.75 h.x14.4 dia. in. (9.4%36 cm.} 

1984.115 1984.134 
The spiraling bands of black and tan on this plaque represent a whirl- This is a special type of basket that before 1930 was made for the 
wind" design. Navajo by neighboring Ute and Paiute women. Navajo artists started to 

make their own at that time. The design, which is almost always the 
same, has been explained in various ways. The plain center represents 
the beginning of life or earth, and the innermost black band represents 

Gn mountains, clouds, or the underworld. This is joined to a red band 
pe Nena, representing the earth or the color of the sun, which is in turn ringed 

j Se ta a by another band of mountains, clouds, or the upper world. The outer 
EOI rg nts SS area may allude to the increase of people on the earth. The coiling ter- 

es Ee eee atte », minates opposite the 'pathway'’—a path interpreted both as a route for 
te oy: the “emergence’’ of the people and a way to release a spirit at death. EM gee ie ee 
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6. ‘Mission’ gambling tray BFR s Ee eT 
Late 19th century (?) VE CHT RO ae 
Coiled; grasses, sumac (?) CEOS A A a 
Undyed and dyed (brown) fibers ORT etd 
14 dia. in. (35 cm) Se ae 1984.131 a 
The coiled loop at the edge of this piece indicates it was meant to be ‘ 
hung on a wall. It still has its original tag, which states it is a Mission 
Indian" piece from the area between San Bernardino and the Pacific 8. Hopi (Second Mesa) sacred meal tray 
Ocean, and its price is $11.50. ‘'Mission Indian'' is a name that desig- 1890-1930 
nates a group of tribes associated with the Spanish missions in southern Coiled; yucca, grass 
California. The collectors successfully bid for the basket at the now- Undyed and dyed (brown) fibers 
famous 1971 Green collection auction that marked the beginning of a 14 dia. in. (35 cm.) 
new interest in American Indian art in art-world circles, and a steady 1984.117 
increase in prices. It is a rare work that reflects the breadth of the Van Figurative designs were abstracted and arranged to fit basket forms, as 
Zelst collection. is evident in this eagle motif.
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9. Washoe basket 11. Mary Snyder (Chemehuevi), basket 
Late 19th-early 20th century 1880-1930 
Coiled; willow, bracken fern Coiled; willow, devil's claw 
Undyed fibers (tan, black) Undyed fibers (tan, black) 
3.25 h.x6 dia. in. (8.1x15 cm.) 2.5 h.x6 dia. in. (6.25x12.5 cm.) 

1984.151 1984.175 
Baskets made by certain groups from the Southwest and California were The Chemehuevi were among the finest Indian basketmakers, and this 
avidly sought after by turn-of-the-century collectors. One Washoe piece was made by one of the best of the Chemehuevi weavers. It was 
basketmaker, Louisa Keyser (Dat-so-la-lee, 1835-1925), was so renowned originally purchased by Birdie Brown, who ran a trading post with her 
that Washoe baskets were particularly valued. The identity of all but husband in Parker, Arizona, near the Chemehuevi reservation. Brown 
the star basketmakers, however, was not a general concern of period bought over 1400 baskets from her neighbors, and had the largest 
collectors, and remains unknown today. Chemehuevi collection in the world. The Van Zelsts acquired this piece 

from the Heye Museum (Museum of the American Indian) after the 
Brown collection was sold in 1970. 
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10. Chemehuevi basket 12. Chemehuevi (Panamint?) basket 
Late 19th-early 20th century c. 1900 
Coiled; willow, devil's claw Coiled; willow, devil's claw 
Undyed fibers (tan, brown) Undyed fibers (tan, black) 
6.75 h.x6.75 dia. in. (16.8x16.8 cm.) 4.5 h.x5.5 dia. in. (11.25x13.75 cm.) 

1984.104 1984.174 

Although it is as finely crafted as the Chemehuevi baskets, this piece 
has design details that are more typical of the Panamint. It also came to 
the collectors from the Green collection auction (see 6).
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Perhaps the best known and most highly valued of rated baskets of the type represented here were 
all American Indian baskets are those made by the made both for other Indians and for sale. Such bas- 
Pomo. Their technical virtuosity and skillful integra- kets were in effect collected by Indians as well as by 
tion of exquisite feathers, shells and other materials members of the mainstream culture. 
have almost universal appeal. 'Fancy;’ highly-deco- 

ari 

ge ‘ Ee 

; ae Wo’ Was ie Goom 
Mh uae ceo M : ‘ Gg tae h y LET PA ENT eae » Lc Y Pee ‘7 ice % 

Tbe Lo Ee SO Tek: ‘4 it Sees ee eee " cP CL CE Ree Le ah 4 fo pu Se vee i ‘ 

hep, CO aM Ran ie SS a) ar Pama Se ie , 
4 OR nae re gta; by —_ UE cael 

Mad p= , i ae Hi ee 

13. Pomo treasure basket 15. Pomo gift basket 
c. 1900 Late 19th-early 20th century 
Coiled; willow, sedge and bulrush roots, woodpecker feathers, Coiled; willow, sedge and bulrush roots, woodpecker feathers, 
glass beads glass beads 
Undyed fibers (tan, black) and feathers (red) Undyed fibers (tan, black) and feathers (red); beads (white) 
1.25 h.x4.5 max. dia. in. (3.1%11.25 cm.) 2.75 h.x12.75 max. dia. in. (6.8x31.8 cm.) 
1984.106 1984.145 
Small Pomo baskets like this were sold at the turn-of-the-century for Fine baskets like this were given as gifts among the Pomo people. They 
under ten dollars. were given at marriages or other special occasions, or as a sign of admi- 

ration and appreciation. Many were passed down from generation to 
generation of Pomo families. 
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14. Pomo basket 

c. 1900 3 c 

' Coiled; willow, sedge and bulrush roots, clam shell and glass beads, tie pee wampum headhandle 

pecker and quail feathers M ay om . . 
fi Pi ed Gbers (tan black|, feath Ay Black(. atid beads WK Coiled; willow, sedge and bulrush roots, clamshell disc beads, string 

oe (tan, : feathers (red, black), and beads (white) Undyed and dyed (black) fibers; beads (white) 
oe (S:8x<14cm) 1.75 h.x5.5 max. dia. in. (4.4x14 cm.) 

Red woodpecker feathers and black quail topknots are inlaid in th ee Reena Fa i i Sat e es d 3 nots rea 7 f th Wampum or clamshell beads were at one time a medium of exchange, 
- : po ~ 7 e ee shaped designs at the edges of the and when they were used for ornamentation, as they were here, they 
See oo oro a guar Mout, implied wealth and prestige. This piece was purchased at the Heard 

Museum.
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19. Mohawk (Iroquois) thimble basket 

17. Yokuts basket 20th century 
c. 1900 Woven; ash splint, sweet grass 

Coiled; willow, redbud, sedge, quail feathers Undyed fibers 

Undyed fibers (tan, black, brown) and feathers (black) 1.5 h.x1 dia. in. (3.8x2.5 cm.) 
6 h.x12.5 dia. in. (15x 31.25 cm.) 1984.13 

1984.11 i ienmeh . 
Because they are so well made and their designs are so similar, Yokuts 20. Cherokee miniature basket with handles 
baskets are often mistakenly identified as Pomo. Actually, many Califor- oe ik séline 
nia tribes had highly developed basketmaking traditions. The sharply TTadved - AS 4 i a no 
curved shoulder of this piece indicates a Yokuts origin, a designation se qe ai yed (black) fibers 
reinforced by the 'diamondback rattlesnake" bands and the quail 1 re Hasan [atl5ca:8 out) 
topknots. s 

21. Pearl White Eagle (Winnebago), miniature basket 
c. 1970 

Miniature baskets are an integral part of Indian bas- Woven; black ash splint 
ketmaking traditions throughout the North Ameri- Undyed and dyed (red, purple) fibers 
can continent. They are not intended to be used, but 1.5 h.x1.75 dia. in. (3.8x4.4 cm.) 
to display the artist's command of her medium and 1984.152 
to provide aesthetic pleasure. The Van Zelst collec- 
tion includes miniatures from many parts of the 
country—an inclusion that reflects an understand- Pings. 
ing of Indian baskets and a commitment to illustrat- ae Se 

ing the breadth and variety of American Indian art. aS . aes 

Wis = A ASS = Sage 
: ae 
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fe Me: —— se , wens 22. Chitimacha basket 
ES os “4 Date unknown 

7 ie . Woven; river cane 
7 * Undyed and dyed (black, red-orange) fibers 

2h.x3.75 dia. in. (5.19.5 cm.) 

18. Pomo miniature feather-covered basket 1984.173 

Late 19th-early 20th century 
Coiled; sedge root, willow, mallard and meadowlark feathers 

Undyed fibers and feathers (yellow, blue-black) These baskets were created with the same materials and tech- 
38 h.x1 dia. in. (1x2.5 cm.) niques that are used to make full-size baskets, but the wood and vine 
1984.156 fibers were split to the tiny size required by the small scale of the fin- 
Pomo miniature baskets, like those made by other Indian artists, show- ished pieces. The basket made by Pearl White Eagle (21) was purchased 
case technical virtuosity. The alternating yellow and blue-black feathers in the Wisconsin Dells area, where Winnebago baskets have been sold 
were inlaid into the sides of this tiny basket as it was being coiled. to collectors for more than one hundred years.
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i a OO we wD 20th century 
=. ecco Coiled; willow ; 

7 Sasa undyed and dyed (green, purple, orange) fibers 
es, Se a a = a 13.25 dia. in. (33.1 cm.) 
= a 1984.162 

T This unusual tray from the Alaskan interior indicates the stylistic as 
- well as the geographic range of the Van Zelst collection. 

23. Winnebago basket with handles 
1970-1980 

Woven; black ash splint 

Undyed and dyed (polychromel/rainbow progression) fibers 
12 h.x16.25 w.x9.5 d. in. (30x40.6x23.75 cm.) ca 
1984,153 Sa a 
The Van Zelsts want their collection to include contemporary as well as \ = eee ; pee lei. 
historic Indian art forms, and look for high-quality representative exam- 4m (es ag ples wherever they go. This rainbow" basket was also purchased in at r Cif eepe spe tyyiee 
the Dells area (see also 21), and represents one of the most recent addi- \ aS ai Toe Pee 
tions to the collectors’ group of baskets. pas ; t . 
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SS ns ute 26. Tlingit commercial-type berry basket 
GT sc \ 1890-1920 
po Pisa ala Nile , Twined and woven; spruce root, maidenhair fern, bear grass 
So rae al tll Undyed (tan, black) and dyed (orange) fibers 
NM te 3 h.x4 dia. in. (7.5x10 cm.) 

Re ace. i 1984.149 
eS errr : f This piece is shaped like a traditional Tlingit “berry basket/” but its 

5 pa small size indicates it was made for sale rather than for gathering fruit. 
i ie fe The base of commerical baskets of this type was made with a combina- 

ph sae ee ities 4 tion of weaving and twining; the base of a true berry basket was com- 

: ee pletely twined. Small-scale versions of utilitarian baskets (see also 1) 
= oe m were often made for sale at the turn-of-the-century, and despite their 

— reduced size and changed stylistic details were collected as “'tradi- 
: tional’ Indian forms. 

24, M. Chagluak (Eskimo), lidded basket 

c. 1970 27. Makah trinket basket 
Coiled; rye grass, sealskin Late 19th-early 20th century 
Undyed and dyed (purple, red) fibers Twined and plaited; bear grass, sedge, cedar bark 
6.25 h.x6.5 dia. in. (15.9 16.5 cm.) Undyed and dyed (purple, red, gold) fibers 

1984.160 2.75 h.x3.87 dia. in. (7x8.9 cm.) 

The vertical rows of red and purple butterflies are stitched with 1984.124 
brightly dyed rye grass. Baskets of this type were only introduced into “'Trinket’’ baskets were also made expressly for sale, but were based on 
this area of Alaska after the turn of the twentieth century, but Eskimo older construction methods. The analine dyes that colored the bear 

artists quickly developed the technique and evolved a strong and grass on these pieces have faded with age. The parts of the baskets that 
unique basket repertoire. have not been exposed to light show the dyes in their original intensity.
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28. Makah trinket basket Y Miss rs ie 
Late 19th-early 20th century Sra hirer 

‘Twined and plaited; bear grass, sedge, cedar bark aR emma 
Undyed and dyed (purple, orange, red, yellow) fibers ne 
2.75 h.x3.87 dia. in. (7x9.8 cm.} 
1984.123 

31. Karok-type woman's hat 
Date unknown 

ysis ‘Twined with full twist overlay; hazelnut shoots, maidenhair fern, squaw 
RePEc I. or bear grass, pine root 

; ce Saini Reta i a Undyed fibers (tan, brown, near-black) 
SSS se Le al 3.75 h.x6.5 dia. in. (9.3x16.25 cm.) 
Se” 1984.163 
Reh tansy en yatta ted The dominant pattern on this hat represents a ‘flint’ design, a refer- 
iss et, it ‘:: aes rd ence to the obsidian traditionally used for making ceremonial knives 
NP peg a and tools. 
Ye te ’ Le } 

Sy as Ft! a 

29, Yakima basket Key =a 
Late 19th-early 20th century Ae SS Sails I 3) 
Coiled with ribbon bark imbrication; cedar root and bark, horse- As aes Bo ii eee aa me ™ 

tail root Fe reese 
Undyed (tan, brown, black) and dyed (yellow) fibers | ee ts 
4h.x9 dia. in. (1022.5 cm.} gsi a 4 
1984.178 ere sa EEE a N 
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p =~ gr Ni ag Cg 
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we ae , 32. Karok-type hat 
vas ee Date unknown 

Twined with full twist overlay; hazelnut shoots, maidenhair fern, 

bear grass ‘ 
30. Yakima basket Undyed (tan, brown, black) and dyed (brown) fibers 
Late 19th-early 20th century 3.88 h.x7.37 dia. in. (9.8x18.4 cm.) 
Coiled with ribbon bark imbrication; cedar root and bark, bear grass, 1984.164 

horsetail root The counterchange design used here is called ''Waxpoo," and is charac- 
Undyed fibers (tan, black) teristic of hats of this type. It refers to ‘the middle,” but its meaning is 
5 h.x7 dia.x 1. in. (12.5x17.5x22.9 cm.) uncertain. 

1984.179 

Included among the human figures that adorn this basket are two that 
are thinner than the others, and have only one foot. The deliberate 
placement of these unusual figures indicates their distinct appearance is 
intentional, but the meaning of the variation is unknown.
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Norbert Peshlakai is a young, innovative artist who 
for about ten years has been adapting silverwork 
techniques usually associated with jewelry to small, 
precise sculptural forms. His pots, in particular, 

evoke Indian basket and pottery forms, but are thor- 
oughly unique. \\ : F 

The Van Zelsts came upon Peshlakai’s work ir. 
very early in its development and responded to it / , 
immediately. They have continually encouraged the i : | 

s artist, and have examples of most of the different j | 
kinds of pieces (the latest is a set of cutlery) he has 
produced. Sans 

: a 

33. Norbert Peshlakai (Navajo), ‘Woman with Butterfly Basket’’ 
1985 Me eS eee 

Raised and fabricated; silver | CARRRSRSSNES 2. coche na 
3.5 h.x3.25 dia. in. (15.2X10.2 cm.) em i Say avireer sence be 
In a letter to the collectors, Peshlakai explained that as a child herding a _ SRR 
sheep he used to watch butterflies fly from one blossom to another. He SSF asses 
related a Navajo cautionary tale about a man who caught a butterfly a SSS 
that came to life as a young girl but quickly aged into an old woman. eS 
The elders told the story so herders would not be distracted by the 
beautiful butterflies but would keep their eyes on the animals. 
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34, Norbert Peshlakai (Navajo), silver pot 36. Norbert Peshlakai (Navajo), silver pot 
1985 1979 

Raised and fabricated; silver Raised and fabricated; silver 
1.6 h.x2.25 dia. in. (2.8x5.5 cm.} 1.75 h.x4 dia. in. (4.7x10.2 cm.) 

. oe) os This was one of Peshlakai’s earliest pieces, and was worked with hand- 
35. Norbert Peshlakai (Navajo), silver pot made tools fashioned from old nails and other scrap metal. The silver is 
1987 ; ; hammered both inside and out. The pot won first prize at the 1979 
Raised and fabricated; silver Indian Market in Santa Fe, and was later the only piece by a living 
1.5 h.x2.25 dia. in. (3.75x5.5 cm.) Indian artist included in a special exhibition at the Art Institute of 

Chicago.
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a e The Marsik Collection 
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George and Grace Marsik became interested in them, in part because it is very special (so few 
American Indian art in about 1965 when they saw a pieces exist), and in part because it is extremely rich 
Navajo rug in an antique shop. Once they bought in historic meaning. 
the piece, they started learning more about it. Soon 
they were ‘upgrading, and specializing in nine- Although some figural pottery was made in all 

teenth-century weavings; later, they added historic Southwestern pueblos in the past, such works were 
pottery to the collection. At one time they had about most common at Cochiti. Figures had been made 
300 pieces, but the Marsiks kept getting more selec- for both ritual purposes (see 60 in the Cusick collec- 
tive, and eventually they honed their collection tion) and for commercial sale. Humorous sale fig- 
down to one-tenth that size. Their approach is that ures were enormously popular around the turn of 
“less is more;"' a few outstanding pieces are worth a the century (see 61 in the Cusick collection). The 
great deal more than many mediocre ones. The tradition died out after the heyday of collecting 
entire collection, with the exception of a few works Indian objects at the turn of the century. 
by Helen Cordero, who is a friend, now consists of Helen Cordero began to experiment at Cochiti 
rare, older Navajo blankets and pueblo pottery. with what she calls her ‘‘little people’ in the 1950s, 

Mr. Marsik is keenly involved in the collecting and in 1964 fashioned her first Storyteller (see 103 
process. On any given day he spends time reading, in the Hootkin collection), a figure inspired by the 
making phone calls or otherwise following through figural traditions of her ancestors, but wholly her 
on the study of Indian art, and he makes it a point own invention. Specifically, it was based on her 
to get to every museum exhibition he can. “It's a memories of her own storyteller-grandfather, 
matter of being so interested and wanting to see all Santiago Quintana. Cordero’s figures immediately 
possible examples,’ he explains, ‘that you travel, struck a responsive chord. Her work was soon fea- 
you learn about them, read about them, talk to tured in such places as the Smithsonian Museum 
other people . . . .It takes all your spare time. and the cover of Sunset magazine, and she was inun- 

Because there are few extant examples of the dated with orders. In 1973, all the figures in her 
type of work the Marsiks like, collecting becomes a one-woman show were sold before the gallery doors 
kind of hunt or chase, and engenders a great deal of even opened. 
excitement. They are always tracking down the few By the late 1970s other potters had begun to 
pieces that might become available. In one case make Storytellers and similar figures of their own. 
they followed a set of pots for over ten years, and Storyteller shows have been held annually, in fact, 
finally found it in an unexpected context. In since 1979. In 1983, according to an estimate by 
another, they chased across the country after a par- scholar Barbara Babcock, there were at least forty- 
ticular rug (47). They know all the traders and deal- five people at Cochiti making figural sculpture, and 
ers—''we have to know them; each one might be the about 160 potters in other pueblos, following the 
one that comes up with something’’—and they Cordero/Cochiti ideas but interpreting them in their 
know all the other collectors who are looking for indigenous clays and techniques. This contempo- 
the same kinds of pieces. There is a good-natured rary activity has also created new interest in the 
competition among these people, as well as a cama- older Cochiti forms, and has raised their market 
raderie, and their interaction becomes integral to value considerably. 
the collecting experience. The race for the prize 
pieces requires vigilance, persistance, and devotion, The Navajo made blankets in the nineteenth cen- 
and it is part of what makes collecting stimulating tury for functional use as outer garments, and they 
and pleasurable for the Marsiks. were so admired by Indians of other tribes that they 

The collection is also pleasurable because it is became a popular trade item. They are not worn by 
aesthetically so satisfying. Art is an important part "chiefs;"’ the name Chief Blanket originated with 
of the Marsiks’ life. They love having the pieces white traders or merchants, who recognized them 
around them, and being able simply to sit down and as high-status commodities. 
look at them. They appreciate everything that went The blankets are now referred to with a ''First/' 
into making them what they are. The Marsiks also "Second," or '’Third Phase’ designation, based on 

collect Bohemian glass, Tiffany lamps, and paint- their age and design. Color and motifs became 
ings, but their Indian art is most meaningful to increasingly complex over the course of the nine- 

teenth century.



29 

37. Helen Cordero (Cochiti), Night Crier’ 
1978-1979 

Handbuilt and slip-painted; clay 
White, brown, black 

15 h.x6.5 w.x6 d. in. (38.1x16.5x15.3 cm.) 
me Cordero branched out to other types of figures in the 1970s. The Night 

a as Baer Crier is another community character, a kind of town crier that stands 
B See at the top of the pueblo and makes announcements. The Marsiks do not 

| pf focus on contemporary artworks, but make an exception for the Cor- 

Renee / p dero pieces because they feel they are so remarkable. They estimate that 
- ee 4 y there are only about five Night Criers altogether, and they bought this 

i f yy one from the artist at her home. 

if 38. Helen Cordero (Cochiti), creche 
1981 

Ps Handbuilt and slip-painted; assembled; clay, wood, straw, wire 

: Ja White, gray, red-brown, black 
3 poe = Xe 12 h.x28 w.x35 d. in. (30.5x71x89 cm.) 

jill / The collectors waited eleven years for this piece. When they first 
7” { requested a creche from the artist, they thought she made them often, 

: B but later discovered they were very rare. Eleven years after their initial 
a F request, Cordero called them to announce it was ready. The Marsiks 

a promptly flew to Cordero's house to pick up the piece. They repeatedly 
stress how fortunate they are to have it, and the creche is one of their 
favorite pieces. (See 102-104 in the Hootkin collection.) 
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" 41. Zuni water bowl 
c. 1885 
Handbuilt and slip-painted; clay 

39. Acoma pot Black, white, red-brown 

1885-1890 12.5 h.x15.5 dia. in. (31.7x39.4 cm.) 
Handbuilt and slip-painted; clay Part of the late nineteenth-century pueblo pottery revival was based on 
White, black, brown motifs and forms found on extant remains of prehistoric pots from the 
12.5 h.x13.5 dia. in. (31.7x34.3 cm.) area. The curving bird forms and fine line hatching were adapted from 
The geometric ‘‘fine line’ hatched designs that cover this pot are char- ancient Tularosa designs. 
acteristic of one style of Acoma pottery that was valued by collectors at 
the end of the nineteenth century. 
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42. Zia canteen 
c. 1890 i 

40. Acoma pot Handbuilt and slip-painted; clay, leather, cork 
1895-1900 < White, black, red-brown 
Handbuilt and slip-painted; clay 10.25 h.x11 w.x6.5 d. in. (26x28x16.5 cm.) 
White, black, red-orange Because the Zia pueblo is situated on a mesa capped with volcanic lava 
12 h.x13 dia. in. (30.5x33 cm.) . ‘ .. and has little fertile land, the Zia people have always had to rely on 
Although this pot was made at Acoma, it shows considerable Zuni influ- trade for agricultural products. Pottery was a main trade item, and was 
ence in its four decorative bands, its large rosettes, and its row of birds. of consistently high quality. This piece was probably not made for non- 

Indian collectors, but for functional use. The cork and leather straps 

are part of its original trappings.
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43, Navajo (First Phase) Chief Blanket 
1800-1840 | 

Woven; wool 
White, indigo, brown 
55.25 1.x71 w. in. (140.4 180.8 cm.) 

It is unusual for a blanket of this vintage to have survived intact, and 

the piece is the oldest in the Marsik collection. Designs of this type 
were favored by the Ute tribe, and this piece was probably used at one 
time by them. The collectors value it for its rarity and its connections 
with two Indian cultures. 

45. Navajo serape 
44. Navajo (Third Phase) Chief Blanket 1850-1860 
1865-1870 Woven; wool 
Woven; wool Red, indigo, white, green 

Red, white, indigo, brown, green 52 1.x75 w. in. (132x190 cm.) 
53.5 1.x73 w. in. (136x185 cm.) The serape is a Navajo garment form based on Spanish (Mexican) influ- 

Third Phase pieces of this type represent one of the last expressions of ence. This is an excellent example of its type, and is one of the collec- 
the wearing-blanket tradition, and begin to show signs of more complex tors’ favorite pieces. They are especially proud to have both a serape 
patterning. Interestingly, this blanket was purchased from an Oriental and a First Phase Chief's blanket—few collectors can claim such a 
rug dealer. (Color plate, p. 33) distinction. 

The term "Germantown" comes from the word 
used to describe the wool that the textiles are made = 
of. Germantown was a kind of generic name for a Se a a a S 

three- or four-ply factory-produced yarn, brightly S se a = € > =- 4] S< : 3 ‘. f= = = 
colored with analine dyes. Because the yarns were =P 5 = > €> Be a 
soft, fine and pliable and the color range was wider = re a Pa SSS S 
than it had been before, intricate and complex new = r wy = 2 ~ >| =e 
designs were possible. There were innovative exper- <a de 4 = — —- 

iments with pictorial images and “‘eyedazzling" =F a we » Ps 

effects. Yarns of this type were only used in the SSSOSOOSOSOSSOS 
turn-of-the-century period. sg hy,” = i i ey 

= = SF ABS 
a= a= a ox 

46. Navajo Germantown blanket = é3 = 4 Ke 
a ne > 

c. 1885 a = am a 
Woven; wool x == a ae "i Se 

Red(s), white, green(s), yellow, orange, black, blue(s) pe = Pas ~ a ~*~ > 

68 1.x69.25 w. in. (172%175.5 cm.) Pa ose 
Fine Germantown yarns made this kind of small-scale pattern 
possible. It is an unusual design format.
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47. Navajo pictorial blanket tion area. Marsik was told there had been a ‘‘rug with trains on it’ at a 
1880-1885 show that he had missed. Through a series of telephone calls, he 
Woven; wool tracked down the exhibitors and made an all-night, marathon drive to 

Red, white, black, green Pennsylvania to catch them before they left their hotel. When he found 
50.5 1.x31 w. in. (128.3x78.7 cm.) the blanket he was overwhelmed: he recognized it was made by the 
The collectors went to great lengths to get this piece, which is histori- same artist who created a renowned piece in the George Wharton 
cally important. It is one of the earliest pictorial Navajo textiles, and James collection. The Marsiks lovingly call it their ''choo-choo train’’ 
includes images of the trains which had recently come to the reserva- blanket. (Color plate, p. 34) 

3 4 48. Navajo (Red Mesa) Eye 

< uf 5 a ae ee Si Dazzler rug 
ee by = “ss - > 1915-1920 

ee faecal il Woven; wool 
Piste i = > N iy nn me Red, orange, yellow, white, 

ee : Le nal “al ae hn 4 Es black, gray, brown, green 
3 ie bm S Lo a i ll rs ’ 86 1.55 w. in. (218x139.7 cm.) 
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44, Navajo (Third Phase) Chief Blanket, 1865-1870. (Description, p. 31)
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47. Navajo pictorial blanket, 1880-1885 (Description, p. 32)
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53. Charles Willeto (Navajo), human figure 52. Charles Willeto (Navajo), owl figure 
: 1950-1970 (Description, p. 43) 1950-1970 (Description p. 43) 
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58. Dextra Quotskuyva Nampeyo (Hopi), sherd design seed jar, 1980 (Description p. 45) 
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71. Sioux pipe bag, Late 19th 
century (Description, p. 49)
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89, Rena Berchman (Navajo), Wide Ruins rug, 1986 (Description, p.57)
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: 99. Tony Da (San Ildefonso), bear figure, 1970-1980 (Description, p.61)
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114. Iroquois brimmed hat, 1875-1880 (Description, p. 67) {
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a8 The Cusick Collection 
any 

Martha Lanman Cusick was first attracted to Indian in objects of all kinds. Her criteria are definitely 
art in the 1950s when she saw a bowl that her aesthetic, but she feels that what makes the pieces 

; mother-in-law had purchased a decade before. She so successful is that they embody the lifestyle of the 
found it very beautiful, and although she didn’t start people that made them. She relates to them as part 
buying any pieces of her own for many years, she of the Indian people, and she loves them as living, 

y carried its image in her mind. In 1970, after she personal things—as friends. She becomes enor- 
spent some time travelling in the Southwest, she mously excited when she finds something she likes, 
bought her first piece—a pot by the already-famous sometimes even "blurting out’ how wonderful it is. 
Maria Martinez. She purchased a few other pots, The experience of finding the things is also part of 
but it wasn’t until 1974, when her children were the personalization and the emotionality. ‘I can't 
nearly grown, that her involvement really took off. imagine looking at those pieces that are really 
She found she had a discriminating eye and a talent important to me and not thinking about when I got 
for starting friendships with practicing artists, and them. Each piece is a story.’ 
realized that she could buy some pieces on a whole- Cusick approaches the subject of Indian art 
sale basis and resell them to others. She no longer with a passionate interest and curiosity, and goes to 

limited her selections to Southwestern pottery, but great lengths to garner information. She reads vora- 
branched out into Indian art of all kinds. In 1976, ciously and makes a point of seeing pieces wherever 
she rented space in a Chicago gallery and became a she can. She has become very close to many of the 
dealer" in a formal sense.* At the same time—and practicing artists in the Southwest and champions 
largely because her professional involvement gave the work of those she believes in. Cusick has even 
her the contacts and the knowledge to find the brought artists to the Midwest to introduce them to 
pieces that were most special to her—she built her potential buyers. Having curated several exhibitions 
own very meaningful personal collection. (see p. 45), she is bursting with plans for several 

Cusick is drawn to three-dimensional, textural others. She has also served as a pottery judge at con- 
pieces, anthropomorphic images, to humor, and to temporary Indian art shows and led travel groups 
what she calls American Indian folk art, that is, that introduce people to Southwestern art. Cusick’'s 

pieces that have a “childlike naivete'’ which she energy and enthusiasm are so infectious that she is 
finds touching. She likes ‘good’ things—the best able to pass on to others something of the integrity 
examples of prehistoric, historic, or contemporary and beauty—the soul—of the art that much of her 
art—and she responds to a directness or an honesty life revolves around. 

*The gallery has since closed.
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49. Lakota Sioux tipi model 
pS c. 1880-1890 

at = —— Sewn and painted; muslin, porcupine quills, rawhide 
aa ae Yellow and red water color, black ink on unbleached muslin 

‘ «|e OY f TS 27.75 h.x50 w. in. (69125 cm.) 
{ S ee This miniature version of a full-scale tipi cover might have been made 

i m es He: ‘ for a child, or it may have been commissioned by a soldier who was 

iF ic , = ee ff i stationed near the reservation. It found its way at one time into the 
} f. eee \ | Museum of the American Indian Shop. 

ei ee Ti Q 
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- 6S € i \ a ‘ 
4 | ¥ a 50. Sioux vest 

by zB ‘, 1885-1895 
a . a Lazy stitch applique beadwork; leather, glass beads, rawhide 

al ut _— White, blue, green, pink, brown, black, red, silver and yellow beads { 

pA 20 h.x19 w. in. (50.8%47.5 cm.) 
| The magnificent beaded design on this vest illustrates Sioux warriors 

counting coup on Crow adversaries. The warrior it was made for traded 
it for a European-style shirt in Cheyenne, Wyoming in 1900. Cusick 

\ acquired it from the third generation of the white family that made 
| the trade.
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rated pouch area hung down at one side (see also 65, and 66). They 
were made to be decorative rather than functional; many of the later 

- \ examples do not even have a usable pouch. They were treasured and 
é e delighted in, and because they were often given as gifts, they are some- 

e * é times known as ‘‘friendship bags.’ The lettering on this relatively early 
° * example does not have any apparent meaning; it was probably used 

j a : simply as a decorative element (see also 57). The buildings and other 
4 a’ EE fh images add a lively ‘“folk”’ quality to the piece that the collector enjoys. 

F | @ 

21s ‘e & 52. Charles Willeto (Navajo), owl figure 
ve * 1950-1970 
ve + 6 %, | Carved and painted; wood 

i/ . th * 4 j Pale blue, black 
cas! Jae, 19.75 h.x 14.25 w.x3.25 d. in. (49.4%35.6%8.1 cm.) 

h la BE 5 (Color plate, p. 35) 

if 53. Charles Willeto (Navajo), human figure 
Selle | 1950-1970 

: We Ad & 4 } Carved and painted; wood 

we % A Ochre, white, black, blue 
WV + eh 21.25 h.x6.5 w. in. (53.1x16.5 cm.) 
; Ye * 4 Willeto's (pronounced Wileeto) figural carvings may have been inspired 

Pa ; = 3 SU by simple figures traditionally used in Navajo healing ceremonies. They 
i {sa \ t ig a J \ | are unique, however, and represent an individual interpretation and 

} = wh 0 | | vision. There are still many unknowns about this work: the artist was 
LL even referred to by a different name—Alfred Walleto—in a 1979 exhibi- 

eo reer tion at the Wheelwright Museum. Cusick is strongly attracted to these 
| Sees eS figures (she has several others in her collection), and she is actively 

at ny researching them at present, with the hope of having Willeto's work rec- 

a \\ ognized and appreciated by the art community. 
| 4 (Color plate, p. 35) 
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54. Zia storage jar 
51. Chippewa bandolier bag 1890-1910 
c. 1880 Handbuilt and slip-painted; clay 
Woven and spot-stitch applique beadwork; wool, glass beads Tan, red-brown, black 
Yellow, pink, orange, green, blue and white beads; black, red and blue 16 h.x18 dia. in. (40.645 cm.) 

wool Zia pottery of this sort was often made for sale, but its designs are very 
42 h.x10.5 w. in. (105x26.25 cm.) similar to those found on Santa Anna pots made for local use. The 
Great Lakes Indians adapted the bandolier bag from the ammunition semicircular motifs, in particular, had been typical of both pueblos for 
pouches that European soldiers carried in the eighteenth century. They more than one hundred years. The stepped motif represents rain, 
wore the bags over the shoulder and across the chest, so that the deco- clouds, and the idea of emergence. Feather motifs are also present.
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other pueblos. The motifs on the outside are symbolically related to 
water, a focus of ceremonial ritual because of its scarcity. The motifs on 
the inside surface relate to heaven and the underworld, and to the four 

4 —— directions. The central image represents the sun, but the face has 
US / a eroded through usage. The four large animals have ‘‘lifelines.’ 
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55. Acoma pot XN 
1910-1920 ~~ a 
Handbuilt and slip-painted; clay 
White, black, red-brown 

11.75 h.x12.25 dia. in. (29.3x30.6 cm.) 

Cusick acquired this pot from a family of collectors that had strong ties 
to the Indian culture of the Southwest. The father of the family was a 
chef on the Santa Fe Railroad, who married a ‘Harvey girl)’ a waitress 

at a Fred Harvey restaurant. The Harvey trading post and chain of 
hotels and restaurants played a central role in the marketing of Indian 
art at the turn of the century. 
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Sess —- P 57. Hopi “Polaca polychrome’ bow! 
1860-1890 
Handbuilt and slip-painted; clay 
White, brown 
3 h.x65 dia. in. (7.6x12.7 cm.) 

56. Zuni ceremonial bowl The inscription on this bowl reads, ‘DR. PRICE'S CREAM, MADE 

1825-1850 THE MOST PERFECT, BAKING POWDER, 1/2 THE FULL WEIGHT." 

Handbuilt and slip-painted; clay The inspiration was probably an object brought into the Hopi commu- 
White, brown, red-brown nity from the outside American culture. The bowl reflects the some- 
6 h.x9 dia. in. (1522.5 cm.) times curious interfaces and juxtapositions between the Indian and non- 
This is one of the oldest pots in Martha Cusick's collection, and one of Indian worlds, and appeals to the collector both for its humor and its 
her most treasured pieces. It was made for ceremonial purposes. The poignancy. It speaks to Cusick’s interest in what is sometimes consid- 
stepped-rim form was common for sacred bowls at Zuni, but not at ered American Indian folk art, and to her delight in figurative imagery.
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Dextra Quotskuyva Nampeyo is the great-grand- The animal and human figures made at Cochiti at 
daughter of Nampeyo, the woman credited with the end of the nineteenth century are the historical 
beginning the revival of Hopi pottery one hundred antecedents of Helen Cordero’s work (see Marsik 
years ago. The tradition was passed on directly 37, 38 and Hootkin 102-104). Cochiti artists also 
through the family and now extends to Dextra’s made pots, but figures were most popular with 

children. buyers. 
Martha Cusick has built a strong friendship 

with the artist, and cares deeply about her and her 
work. She has sponsored several showings of Dex- 

; tra's pots. In 1984 Cusick brought her love and 
respect to ‘Nampeyo: A Gift Remembered,’ an 
exhibition at the Mitchell Indian Museum in 
Evanston, Illinois. As curator, she searched muse- 
ums and private collections for examples of o i 
Nampeyo's historic pieces, and brought them - Td 
together with selected examples of her descendant's el 
work. Each of Dextra's pots was presented in the a? f 
exhibition with her personal comment about its me / 
meaning and history. poe = 

fn, a : fs (72S a 
58. Dextra Quotskuyva Nampeyo (Hopi), sherd design seed jar BN \\ SEE ie ey 
1980 AEE ee 
Handbuilt and slip-painted; clay eer Be 
Tan, red-brown, black es ee) ee 
3.5 h.x13 dia. in. (8.75x32.5 cm.) * Ci =. 
The incredibly intricate designs on this pot were inspired by ancient be . Ree 
pottery sherds found on the Hopi reservation. Old designs, sometimes a ss ( _ . ie 
outlined in the actual shape of the broken pieces, are combined with if st , a 

new and innovative motifs. The artist claims the pot Tepresents the jaar 
unity of people: ‘there's everything in there, the whole universe.’ She , : i 
has made just a few of these pots, and this is one of the finest. It is, 

furthermore, a pivotal piece in the Cusick collection. (Color a 
plate, p. 36) = 

ee = 60. Cochiti bull figure 
* Y a 1880-1890 

| VA N\\ Handbuilt and slip-painted; clay 
4,4 WY \ Beige, black 

VN IL } 14h.x12.5 1.x10 d. in. (35.6x31.8x25.4 cm.) 

GW i) This bull has been ceremonially ‘‘fed’' with grain or meal, and still con- 
2 ¢ — 2 As tains the food. 

, ~ Ss SEES — 

; soso eal ” 

59. Dextra Quotskuyva Nampeyo (Hopi), fine line jar 
1979 
Handbuilt and slip-painted; clay 
Tan, black, red-brown 
7.25 h.x10.12 dia. in. (18.1x25.3 cm.) 

The fine lines applied to the surface of the pot with a yucca fiber brush 
represent a 'migration’’ design. The artist quoted her mother as saying 
it reflects ‘the way people moved around the continent.” (See also 101 
in the Hootkin collection.)
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62. Navajo (?) hichi necklace with 
orm silver pendant 

Ps Sy oe c. 1900 

Ce Me are > ENR Hand-fashioned clamshell beads; 
OF en 4 “—!, cast silver with turquoise inlay 

= , yy 16 1. in. (40.45 cm.) 

S i ‘ 63. Navajo (?) silver necklace 
2 * /) x with pendant 

: am | | c. 1880 
: : & Hand-formed silver beads; hand cast ' 
- ; | | silver crosses; wool wrap 
: ee | Hy 151. in. (37.75 cm.) 
+ . Ve : These necklaces represent early 
7 Ry VV Yh, examples of Southwest Indian silver- 
x gr mes aN hj work. The double-barred cross was 
Ae my SS Aq a native modification of the caravaca 

ae a ~ me nn a cross, introduced to the area by 
| Pw aN > ; Franciscan priests. The Puebloans 
a a ON , associated the double cross motif 

7 des ig a Ae Ed with the dragonfly, which connoted 
| oy ff fertility and abundance. Cusick had 

3 had these pieces for many years 
when she found the photograph, 
“The Black Jar;’ in which an Indian 
woman is wearing the same hichi 
shell piece. 

61. Cochiti human figure 
c. 1880 

a iam Handbuilt and slip-painted; clay 
4d y Beige, black 

ie a 15.5 h.x6.25 1.x4 d. in. (38.75 15.610 cm.) 

ti j To attract tourists to his curio shop in Santa Fe, trader Jake Gold 
» a ~ encouraged Cochiti potters in the mid 1870s to expand their figurine 
a... tradition. He didn't tell them what to make. The often satirical carica- 
ey tures that the artists came up with embody their perceptions of outsid- 

CRS ers. This figure is meant to be a representative of Anglo or Hispanic 
culture, and may be a circus performer. He is depicted wearing a bead 

; Se necklace with a cross that is similar to the necklaces in the Cusick col- 
( Pa ‘ lection (62 and 63}. 
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an _ 64. Karl Moon, ’’The Black Jar’ 
7 1914 
a E Photograph 

ia . 16.75 1x13 w. in, (42.6%33.1 cm.) 
-_ 2 a “The Black Jar'' is typical of ‘‘artistic'' photographs taken of the ‘'van- 

ishing’ Indian people in the early part of the century in that the 
images are posed, Indian artifacts are used as dramatic props, and unre- 
lated traditions are blended indiscriminately.
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7 

Te The Little Eagle Family Collection 
ans 

Roger and Bernardine Little Eagle (Tallmadge) set dren remember sitting with them and peeling the 
up a basket/beadwork stand near their home in Wis- logs for the timbers, or helping to paint the walls. 

| consin Dells shortly after their first child was born There was '‘a lot of joking and laughing . . . that 
in 1953. Within three years they had built rooms was an enjoyable time.’ The collection was an inte- 
onto the house and opened a regular shop. From the gral part of their family life, then, and was part of 
beginning, they used it to display the Indian arti- the context in which the children grew up. They 
facts that Mr. Little Eagle had always loved to col- participated in decisionmaking about the pieces and 
lect. Since people enjoyed coming to this rather their display, and joined their parents in the store as 
informal museum, the Little Eagles were encour- soon as they were old enough. When Mr. Little 
aged to add more and more items for display. They Eagle died suddenly in 1979, they continued to 
sought out all kinds of Indian objects, but focused work there with their mother. 
principally on things made by their own people, the Family associations also blend in this case into 
Winnebago and the Sioux. Some pieces were passed Indian identification and tribal pride. The Little 
on from friends or relatives, and some came in from Eagles see themselves as Indian people trying to 
people who were willing to trade them for Mrs. Lit- preserve their culture. They have helped keep many 
tle Eagle's beadwork, but most items were pur- items in Indian hands and thus ensured that they 
chased directly from their Indian owners. get the ‘spiritual care’’ they deserve. They have also 

Extremely varied, the collection includes every- introduced the items to non-Indians who often have 
thing from garments and personal accessories to had little exposure to the wealth of artistry in Indian 
flutes, pipes, horse trappings, cradleboards and bas- life, and helped them understand something about 
kets from the Woodlands and the Plains, and pot- the Indian past. And, they communicate, by their 
tery, kachina figures, and other assorted items from very presence in the museum, the fact that Indians 
the Southwest (the family took many trips there as are a part of the present—are modern, sophisticated 
the children were growing up, and always brought individuals who participate in American society and 
items back with them). Since ‘‘digging’’ was another initiate and succeed in their own business ventures. 
family pastime, the collection also includes a vast Asked what the collection means to her, Mrs. 
array of arrowheads and other archeological arti- Little Eagle immediately replies, ‘hard work.’ This 
facts. ''We'd take a day off and go arrowhead hunt- rather humorous response does not mean, of 
ing,’ one son explains. ‘If we passed by what course, that the pieces are not the source of plea- 
looked to be a possible old village site, we'd pull off sure, emotion or spiritual sustenance. It means, 
on the side of the road, and everybody would jump rather, that just as there was no real separation 
out of the car and start walking the fields. With four between the functional and the aesthetic in Indian 
or five of us we could cover quite an area in a life, so too has there been no real separation 
short time.” between these pieces and daily life in the Little 

The collection has been a family venture in Eagle household. The objects are a fact of life for 
other ways as well. Everyone participated in the them, an ongoing presence. They have not only 
building process as the museum/store complex built up or had this collection; they have "just been 
grew, and other relatives also pitched in. The chil- living it.”
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By the turn of the century, the bandolier bags of preserved by many Indian families. These two 
the Great Lakes Indians (see also 51) had become examples came to the collectors from Winnebago 
large and fully beaded. Both men and women wore individuals, although they are worked in a style 
them, and for a particularly magnificent effect they more often associated with the Chippewa. The 
used two at once (one rode on each shoulder; the neighboring tribes exchanged both actual objects 
straps crossed in front). Because they were such and design ideas, and the bags would have been 5 
important display pieces, bandolier bags have been prized by either of them. 
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65. Winnebago (Chippewa?) bandolier bag 66. Winnebago (Chippewa?) bandolier bag 
c. 1900 c. 1900 

Spot-stitch applique beadwork; cotton, glass beads, wool, silk Spot-stitch applique beadwork; cotton, glass beads, wool, silk 
White, green, blue, pink, red, yellow, silver and gold beads White, translucent, green, blue, red, pink, black, yellow, and gold beads 
41.6 1.x17.2 w. in. (105.7x43.9 cm.) 44.5 1.x18 w. in. (113x45.7 cm.) 
“'Bags'' like this were showpieces rather than practical containers; this 
one does not even have a pouch of any kind. 

67. Yankton-Sioux neck ornament 
)— 7g c. 1950 

iN ¥ Sewn and appliqued; velveteen, mirrors, glass and wooden beads, alu- 
ae minum "play money’ 

& bs Navy ground; white, red, gold, black and yellow beads 
Cf i 44.25 1.12.5 w. in. (112.3x31.8 cm.) 

This piece is something of a mystery. It was undoubtedly made as a 
Cg type of personal adornment and is similar in concept to the bandolier 

i bag. It may, however, have been worn in a frontal rather than over-the- 
}@ 4 shoulder fashion. Other mirrored neckpieces were called ‘ponchos,’ 

and recent examples were made of beaver pelt. Although the materials 
@¢é € are unusual and almost humorous (they no doubt represent what was 

: readily available to the artist; the coins are marked ‘play money'’ and 
@¢¢ the mirrors, which are backed with U.S. Army insignia, may have been 

rt army-issue), the piece has the same rhythmic sensitivity and excitement 
\ . as the beaded dress (74), and must be imagined as it looked on a 

al dynamic, moving body. 

POE iy Wetec 

Kee fia
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68. Elvina Decorah (Winnebago), miniature lidded basket with 
handles 
1976 

Woven; black ash splint 
Undyed and dyed (brown, yellow) fibers 

me cape ga 1.75 h.x2.6 w.x2.25 d. in. (4.5x6.7x5.8 cm.) 

[Nog 2 ‘ 5.46 ¥ . Ais eee 69. Elvina Decorah (Winnebago), miniature “strawberry” basket 
<r ie ee 1976 

ad ee ’ vA eer Woven; black ash splint 
x totes ee Wo % Undyed and dyed (yellow, red, brown) fibers 
wR > ts 7 A = oe Lo eed 

2 Ane i ioe a, 2.75 h.x3.5 dia. in. (7x8.9 cm.) 
wa a Z253 , tig hee = ZF | Mrs. Little Eagle would like to have at least one example of the work of 

Pe BI ay nis every active Winnebago basketmaker in her collection. While these 
So ae is J miniatures (see also 18-21 in the Van Zelst collection) are valued pri- 

2 marily for their aesthetic integrity and technical virtuosity, the Little 
Eagles do use many of their baskets, and treasure them all the more for 
their serviceability. 

a a Bo ens BO i tL 

The heydey of beadwork among the Western Sioux Items of all kinds—clothing, horse furnishings, baby 
and other Plains tribes was from about 1865 to 1900. carriers, containers of all types—were soon solidly 

Small glass beads were readily available once white covered in beadwork, usually with a multicolored 
settlers came to the Sioux territory, and the Indian pattern set against a white background. 
women began to use them in exuberant new ways. 
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70. Sioux child's moccasins 
1875-1890 71. Sioux pipe bag 
Lazy stitch applique beadwork; deerskin, glass beads Late 19th century 
Undyed deerskin; white, navy, red and yellow-green beads Lazy stitch applique beadwork, deerskin, glass beads, horse hair, tin 
5.5 1x2 w.x2 h. in. (145.1 cm.) Undyed deerskin; dyed horsehair (red); white, red, blue and 
Moccasins of this type, with beading on the sole as well as the upper green beads 
area, are said to have been funereal items, made to be buried with the 27.8 1.8 w. in. (68.5x20.3 cm.) 
owner. This assertion has been shown to be erroneous; the beaded soles Pipe bags were traditionally used to store long-stemmed ceremonial 
were indeed impractical for everyday wear, but were for use on special pipes. They were strongly identified with their owners, and pipe bags 

occasions. that have come through the family are among the most highly valued 
items in the Little Eagle Family collection. (Color plate, p. 37)
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72. Sioux woman's bag 
> Early 20th century 

F Lazy stitch applique beadwork; deerskin, glass beads, tin 
Pd Undyed deerskin; white, navy, yellow-green, red, yellow and pale 

cea aN blue beads 
BN at 7.25 1.x6 w. in. (18.5x15.3 cm.) 
En gt Set, This bag seems to represent a hybrid form: it is related to traditional 
me % eet e cy G bags that Sioux women used to carry flint (and in the later period, gov- 
a ae 7 % ernment ration tickets), but it appears to be influenced by the type of 

5 i A), _ Wii purses that turn-of-the-century white women carried. Possibly, it was 
} ' ee i | even made for a white settler who requested it. Bags and other Plains 

A, DAD TE ipa a a TR area beaded objects of this sort never caught on in the sa ne way that 
i | a ‘i ' ( Peek | & baskets and rugs did in the collecting craze of the turn ¢. the century. 

sme fd i MO | 

NL ie oe AL ee ier ae 
laa Bu CRBC gh aN 

7 ‘ mee alt Vd 1 ny Tt 
eS \ Se ee Pu = \ 

Bed AY UST NN 
4 AA Lace SS 

i UAE OSS ‘ 
D ; Oboe Lh iw s 

iB] bf :| \ 

d ae f 4 SSS TEA CL Pr AM 
! COMTI NERS 

Aree saa 7 oN 
ie ao STN 

Bei g KNAAAL 

+, s kd 

PY } se | 

$ < 7 q if f yal 

win  $ ¢ me SW 
ee 

; : : he vy Wo x 
\ of ye oo ar ar ae ee ae 

eee oy cee ny (Ree 

ae | _ Ae es oe ae eee | = ey - x 

7 ‘A : y% a er eee S 
7 i Wii 5 
Seen AN) ie 
KYA Vs MAN Wc Ata 
WANA igh Dh \ 

: CANT We if wl) 
Y WW) ay 74. Sioux child’s dress 

- Late 19th century 
Sewn and appliqued; wool, cotton, dentalia shells, cowrie shells, elk’s 
teeth, glass beads 

73. Sioux horse (saddle) blanket Navy ground; white applied elements 
c. 1885 34.5 1.x28 w. in. (87.5x71.9 cm.) 

Lazy stitch applique beadwork; cotton, silk, glass beads, deerhide, bells This dress is similar to a full size garment Mr. Little Eagle gave his wife 
Brown cotton; red silk; white, blue, gold, red, yellow and green beads when they were first married. Both dresses represent the kind of blend- 

79.25 1.25 w. in. (201x63.5 cm.) ing of white and Indian materials and forms that were common among 
A large number of beads went into an item of this kind, and a great the Plains Indians in the reservation period (see also 49 and 51). The 
deal of time was involved in its execution. Understandably, it was a child who wore this piece must have been dearly loved, for the elk's 
much-treasured, high-status object. There is some speculation that teeth were very hard to come by and costly. The rows of teeth, shell, 
motifs like the ones seen here may have been influenced by the patterns and beads that make up the decorative elements create rhythmical sta- 
of Oriental rugs. catto patterns that accentuate the wearer's movements.
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5 : 75. Winnebago vest 
aa 1915-1935 

y —————er Spot-stitch applique bead- 
: a | A i ee work; cotton, glass beads, 

“Sify. g Ase metal spangles 
Ca fi oN ” Iridescent white, red, green, 

a x , orange and blue beads Sl o AX : 24 h.x22.12 w. in. 
ie x / q (61x56.3 cm.) 

Se. WB Py fs eee The whirling, four-quadrant 
’ S Dy Saphire motif that is now inextricably 

if a eee Sa identified with Hitler and the 
Ye ee a Pa a Nazi cause is actually of 

\ ay 7 4 teeter! ancient origin, and was tradi- 
| irl ce 5 Bee tional in many diverse cul- 

Wait of] Bee tures. Native Americans 
Br wb 5 acta ee. spoke of it as a symbol of the 
a | a ee ES Pp. eee - dynamic quality of the four 
jo he ie @: Bt cardinal directions. The type 

: 4 ia ie ei of irridescent beads that this 
hip Geo ey Be ae piece is worked with were 
ie Wp a pee! also popular on mainstream 

SANG Fi ‘a eh 7 ass < American dress in the first 
é wd ye : Wy id Lae ee ____ three decades of this century. 
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76. Chippewa moccasins 
c. 1970-1980 
Spot stitch applique bead- 
work; undyed deerskin, glass 

beads, gros-grain ribbon 
Pink, black, brown and gold 

be beads; purple ribbon 
fs y a 12 1.x5.12 w.x3.75 h. in. 

: i % 2 - . (33.5x13x9.5 cm.) 
’ a % be § Chippewa and other Great 
Fi a ~~ a 2 gel Lakes Indians have continued 

. ae ee through the twentieth century 
Zk ay Al ee to make moccasins in their 

j ~~ Pe z if & traditional tribal styles. Aes- 

4 5) ~ \ , a a thetically pleasing Indian 
. ast os + > | MNT % footwear is especially mean- 

gia oe , XY ingful at pow-wows, which 
ge) f or » are important occasions and 

Tee | . markers of cultural identity 
ce 4 in contemporary Woodland 
x } Indian life. 

}
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77. Ottawa quilled box 
20th century 

i a Applied quillwork; birchbark, porcupine 
ya ae HR. a ~ quills, sweetgrass 
<a La Undyed (white) and dyed (purple, green, 
Re \ ae” = yellow) quills 

OF \; Val 3.25 h.x6 dia. in. (8.3x15.2 cm.) 
€ we rm \ Re. ; Quill-decorated birchbark boxes were pro- 

pA 7 < Bs Ne = iy duced in the Northeast Woodlands as trade 
i iE ay WN c Pp items as early as the eighteenth century. 

iy A | Be Few individuals are still making them today. ’ 
iL) — AA E i} To create the designs, porcupine quills are 

; SZ yf ie ay \ “Tay inserted one by one into softened bark, and 
Wi , NY \ = V7 i are bent back at both ends, rather like a sta- ; 

; <1) i TT we Ws i a ’ ple. Boxes like these can in some senses be 

AK. il CY, < \\ A Af §) considered equivalent to the treasure or gift 

4 SS A \/, I\yew } baskets of the West Coast Indians (see 15, 
\ Pe Ga be tp SN Ay 16, 27 and 28). 
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78. Winnebago basswood bag 79. Winnebago yarn bag 
20th century Late 19th-early 20th century 
Twined; basswood bark Twined; wool, cotton 
Undyed and dyed (green, purple) fibers White cotton; purple, turquoise, gold, black, red and pink wool 

11.5 h.x15.75 w. in. (29.240 cm.) 17.5 h.x19.75 w. in. (44.5x49.9 cm.) 

Strips of the inner bark of the basswood tree were softened, twisted, The yarn bag evolved as a later adaption of the basswood bag tradition 
and twined into this simple but elegant bag. Such bags were standard (see 78); easily available commercial yarn was substituted for the bass- 
storage containers in the Great Lakes area in the pre-contact period, and wood strips, but the technique remained the same and the bag retained 
illustrate the ingenuity with which the Indians used the materials its rectangular shape. The Winnebago love color and like to use it 
around them. This piece was probably made in the twentieth century, exuberantly (see also 23 and 75). 
following age-old techniques. It is prized by the Little Eagle family 
because it represents the richness of their heritage.
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The Busse Collection 
“GRY 

Curtis and Myrtle Busse began collecting Navajo 4 
rugs in 1950 when they returned to the West fifteen 
years after spending time there when they were 
first married. Their first purchased rug was seen as 
a part of the western experience. The majority of 
the Busses’ pieces were acquired later, when : oe mS 
weaving blossomed after 1970. They are interested "A 3 .N 

strictly in contemporary rugs, which they believe a E i. 
are as fine as any produced in earlier periods, and Lg bi 
they feel that every time they buy a rug they are EF. 7q 
“giving a boost’' to both the art of Navajo weaving 
and the individual artist who made it. They are he r | 
proud of spending their money this way. Sometimes x } 

the collectors buy rugs to give as presents—''a wed- » ['t we 
ding is an excuse to give a rug away so you can go - 4 
and buy more’’—and they estimate that over the NS al fe 
years they have given about one hundred such gifts. & S 
They also have a core of pieces that they ‘'selfishly rte ul: 
hang on to’ however, and it is those rugs that really a N 
constitute their collection. A E; Ae = 

The collection is designed to be representative, 
that is, the Busses attempt to include high-quality F; 4 

examples of all the current design types. They enjoy KE ry 
comparing variations within recognized styles, and 

even keep a few examples of mediocre and imita- F “4 
tion rugs for purposes of comparison. They love to - kK al q 
share the collection and delight in any opportunity wX p =| | 

: Nn 7 
to educate people about the artistry of contempo- kya 
rary Navajo weaving, but have been tentative about 

going much beyond their local area, and are scorn- 
ful of people who are interested in rugs solely for 3 
purposes of investment. They categorically state q 
that they collect rugs for ''the fun of it.’ 

The Busses make regular trips to the Southwest 80. Two Grey Hills Navajo rug 
and keep well abreast of developments in the 1935-1950 
weaving community. They get most of their rugs Woven; wool 
from a particular dealer, but they also like to attend Undyed (white, brown, black} 
auctions ‘for the spectacle’ and the opportunity to 88 1.50 w. in. (220X125 cm.) 
see what specific weavers are up to. The collectors This rug was the first the collectors purchased. It was chosen for them 
do not buy directly from any of the artists, largely bya Colorado dealer who wanted to ‘‘start them out right with what 

: : was then a ‘collector quality’ rug rather than a souvenir. Two Grey 
because they do TOE wish to appear pushy Ob Sen? Hills rugs, which were known for their natural (undyed) wools and 
sitive. They stay in the background, quietly building their tight weave, set the standard at the time for quality Navajo 
their collection, thereby encouraging the perpetua- weaving. Unlike many that were made later, this piece was intended to 
tion of the work they love and seeing that represen- be used as a floor covering. 

tative examples make their way out into the world 
for others to see and enjoy.
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83. Mae Begay (Navajo), Teec Nos Pos style rug 
1965-1970 

; Woven; wool 
f Undyed (white, gray) and dyed (gray, green, black, brown) 

\ 60.5 1.48 w. in. (151.25x122 cm.) 

a See : Although the artist comes from the Teec Nos Pos area, this rug incorpo- 
a rates patterns from the Two Grey Hills style. This kind of blending of 

; styles has become common in Navajo weaving since the pickup truck 
has become an integral part of Navajo life. With increased mobility, 
even remote areas are no longer isolated and weavers have continued to 
expand their repertoire and explore new patterns and forms of 
expression. 

DOSE DOCKED ORE 
81. Mary Deal (Navajo), Two Grey Hills rug yd — yA 
1970-1975 NA ae SRE WA, 
Woven; wool DS PAE e. x 
Undyed (white, gray, brown) and dyed (black) waN yo Wass S AN 
69.5 1.37.5 w. in. (173.5x93.75 cm.) io TAT CRAP ! 
By the time this Two Grey Hills rug was woven, finer yarn was used he 7 Say Ll re a) 4 
and the piece was meant to function more as a tapestry than a rug. a Z~ SI ¥ 

be 

1 a 
82. Clara Nelson (Navajo), Teec Nos Pos rug oy 3 a yy ge 

1982 x Y 
Woven; wool aw = &s24 = as 
Undyed (white) and dyed (red, blue, black, brown, gray, beige, green, \ a ape 

KA 5 Ne ee ZY 
orange) eee oe 

76 1.x53 w. in. (140 132.5 cm.) we K-eS ees 
On the Teec Nos Pos area of the Navajo reservation, traders encouraged ae Ne BSP =< 
an intricate patterning that was influenced or based on Oriental rugs. ope a aN] 
Multicolored designs were often favored. Clara Nelson, the daughter of a ESTE VN 
a noted Teec Nos Pos weaver, was twenty-four years old when she made EF kG) ROSS ad 
this piece. Not many rugs of this intricacy and quality are woven in this 2 cn aoe maine 
design in such large sizes.
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84. Bertha Bennally (Navajo), 
\ + double-faced rug 

j i 1974 

ue Re aes ae Mer | Double woven; wool 
ii, a he ah ty a | Undyed (white, gray, brown, 
as Po Rang Rt «oo black) and dyed (green, gold, 

Bee i a a } 2 a y . 1 vi | a ; A he Yo black, turquoise, red-orange) 

ek Be \ 1 page hy ieee | 37.5 1.x50 w. in. (95.3x127 cm.) 
| i 1] Gone j i! rat a By fo Double-faced rugs are quite rare 

Kae aN et y \ : ced he eh because the technique is difficult 
Se. dye aes | ie vf fg OMe AG and exacting. Two completely dif- 

ae nat ic eee: Rte te iho ni ferent designs are created with a 
By Aes | i HB eat Ar RS | single layer of fabric. Bennally's 

Be 1g idee.) GN | ie Ro gM ahh aN piece is especially unusual 
ORB RR Wie Macias Bi \ a | PPh ‘4 Sh because each side has an equally 

ee ea ail a a | | i ae cE rans a intricate design. The rug has 
ee meas PAB ER he been brushed to give it its soft 

Me OPN ars | et a eo A a @ quality. The Busses are proud 
: fea a Ret tay : , i SU 4 pee _p that their collection includes a 

i i Te as Be a — a piece of this type. 

PO ENA eee ae | 2 eer 
Pe, (a ee 1 fc Ae zz 

Le Re te eat Se eet tes ks ete 

{ies etme aE Ware ae pe eet Se ft A ee rate nia 4 

ee ae 
7; \ 

| Se vo, MOR gS rs Sma | 
le ae lta ES eee ieee ae 

ed ia ie : aoe same; PF 
of ri a J BRRESUYS So oh 7 & 

| er eee pan i et Peay = cs 
‘ rg wy M rami Pas 
it en ey s) it nme ee) me Pad NY : 

Pa) ee eca a Lo hea es = ee v 

en ) , 2 MY oe a 
Barta ry ' a ] 
a ae ‘ 4 H y ¥ he | A SS ee ae Fe 
== ieee fA M i ‘ieee = = ay ae Ss B ey VE ene ee itent 
ee | aes nt ! ‘ \ M | eee VW 

Lo iiiwu won now n | FF ; | a " ee ee |, a A ii A] 1 ee | sae HH 

a hs | ARERR ORE AER ES PARR SEE 
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pq? 0 > Be: Bee ee ee u 
se wh RLS o . Fe fe 

85. Shirley David (Navajo), Yeibichai rug 45 1.x66 w. in. (112.5x165 cm.) 
1975-1980 The figures on the field of this rug are inspired by ceremonial figures 
Woven; wool from the Navajo Fire Chant. The border design is made up of the 
Undyed (white, gray, brown) and dyed (gold, gray, brown, red, rose, repeating motif of the kilts and legs of the figures in the central field. 
green, blue) The gold color in the border is also unusual.
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86. Mary Long (Navajo), ‘Whirling Logs’” 
sandpainting design rug 

a = | 1981 
to ae 3 a Woven; wool 

i| ray, Ww Undyed (white, gray) and dyed (brown, black, 
} Sasi 4 ro rf) De i gold, green, blue, red) 

4 ] oa any 7 62 1.x64 w. in. (155x160 cm.) 
i] 3 WG hs i Sand "paintings" are created from grains of col- 

} “A | Py ored sand, pollen, and related materials as part of 
eg ey NG Navajo healing ceremonies. ‘Patients’ sit on the 
ain Po eT iu Aer | designs, which are considered sacred and are 

y 5, Rae, * | LEDS (Foo 1 always destroyed after the ceremony is over. Most 
Sout aavard oN } fon elt WV authorities feel that sandpainting designs were 

f = be . Ve es | U first translated into weavings about 1920, although 

eo oo > 0 = H there are sporadic references to even older pieces. 
y 0) Sages | p sd a ; The rugs are not sacred in any way. Only a few 
( ii = po XU es bs 4 y y highly skilled weavers work with the demanding 

i oe é >» eee SIN + 4 Loe design, and though the sandpainting rug is now 
A ae f—« ff as bee |) a) an established Navajo tradition, it is still not com- 

mi VP Es ney monly used. Long comes from a family of sand- 
ip ‘ J ¥ ainting weavers, and is known as a master of Jars this fon NMA a this form. The collectors looked for many years 

ep Z| ae da) : for a rug from her family, and consider this work 
_ if rs a i er ] if one of their outstanding pieces. 
Feat r 
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87. Ida Bennally (Navajo), rug Zs ees 
1975-1985 
Woven; wool 

Undyed (white, brown, beige, black) and dyed (gold, brown, beige) 88. Roselyn Begay (Navajo), Burnt Water rug 
45 1.x37 w. in. (112.5x92.5 cm.) 1983 
This piece combines an eye-dazzler type pattern (see 48 in the Marsik Woven; wool 
collection) with the soft, natural-dyed colors that were introduced in Undyed (white, gray) and dyed (brown, purple, rose, beige and gold) 
some areas in the twentieth century. 59 1.37 w. in. (149.9x94 cm.)



57 

89. Rena Berchman (Navajo), Wide Ruins rug 
1986 ‘ 

Woven; wool . 
Undyed (white) and dyed (gray, brown, yellow, coral) { 
38.5 1.x30.5 w. in. (96.25%76.25 cm.) . Sree 
(Color plate, p. 38) gj I fi 
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= Seaton ae mee : 92. Bessie Sellers (Navajo), storm pattern rug 
~—— 1974 

= ——— ss s Woven; wool 
3 a Undyed (white, gray) and dyed (black, red, brown) 
== : : E zi SS 64 1.x47 w. in. (160%117.5 cm.) 
= a = The collectors treasure this piece because it is one of the most ornate 
= ee = versions of the storm pattern they have seen. The storm pattern design 
= = a - includes many representational elements: four corner squares represent- 
SSS ing the four mountains bordering the original Navajo territory; ‘‘light- 

ning" bolts connecting the mountains to a central hogan or home; and 
/ ; pairs of stylized water bugs at opposite ends of the rug. 

90. Jennie Thomas (Navajo), Wide Ruins style rug 
1986 

Woven; wool 

Undyed (white) and dyed (green, brown, orange, red-brown) 
66 1.x40 w. in. (165x100 cm.) = 

Rugs from the Burnt Water and Wide Ruins areas are known for their i pees Suen 
fine weave and vegetable dyes. Wide Ruins styles originally maintained fo ar S| 
the borderless format of the Chief's Blanket (see 43 and 44), which a = 2 : ly 
evokes the endless quality of the landscape. Jennie Thomas, a young | Gs ea 
weaver, varied the tradition by adding multiple decorative borders. iF — Sie a. t | 

91. Betty Curley (Navajo), raised outline rug i a ee 
c. 1985 ise |S ee A oe ae 
Woven; wool =. 5 = P| 
Undyed (white, brown) and dyed (brown, black, red, gold, blue) aL Fe 2-e 
45 1.30 w. in. (112.5x75 cm.) Bs re il gee 
A raised-edge outline is created around the pattern on the front of this a alee ei a 
rug by means of an overshot weave. Betty Curley is one of the few art- z ron AE 
ists who works in this exacting technique, and the collectors have made 
a point of including a rug of this type in their collection.
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a 

T ‘, The Hootkin Collection 
aay 

Larry and Jane Hootkin made their first trip to the The Hootkins have developed close friendships 
Santa Fe area in 1970, when Dr. Hootkin was sta- with many of the artists whose work they collect. 
tioned at an army hospital in El Paso. They were Grace Medicine Flower “befriended” them on one 
immediately taken with the atmosphere of the of their first trips to the area, and they became so 
area—the light, the landscape, and most of all the close to Helen Cordero that they felt like part of her 
indigenous way of life. They bought a piece of black family. They have shown up for pottery firings at | 
Santa Clara pottery as a symbol of that visit. Soon 5:00 a.m. and have spent hours making tortillas in 
the drive from Texas to New Mexico became a rit- Indian pueblo kitchens. They have the kind of rela- 
ual; every time there was a three-day pass, they tionship with Paul Pletka that enables them to ask 
packed their children into the car and took off. him for an original drawing for an anniversary 

The trips were often structured around art. present. (About ten percent of the pieces in their 

They familiarized themselves with area artists, collection were made expressly for them.) These 
and quickly learned what constituted quality work. friendships have been maintained for nearly twenty 
They then set out with particular goals in mind—to years, for even though the collectors moved back to 
find a Maria (Martinez) pot, to meet Grace Medicine Wisconsin when the service commitment in Texas 

Flower. Each trip became more consuming and was completed (they personally transported their 
more exciting and yielded new friends and new pots back with them, for they could not be trusted 
artworks. to any movers), they return to the Southwest several 

The Hootkin collection focuses on contempo- times a year and remain actively involved with 
rary Southwestern Indian art, much of which still communities there. 
comes from the Santa Fe region. It includes pottery, The intensity and importance of the Hootkins’ 
sculpture, and paintings, all of which embody the collecting experience is immediately evident when 
feeling of the land and its people. When asked how one enters their home. The artworks dominate the 
they characterize their collection to others, they say house and bring a feeling of the Southwest to the 
it describes the people and the way of life that it shores of Lake Michigan. They feel strongly that all 
represents. The collectors had been exposed to a the pieces should be seen and enjoyed again and 
great deal of art when they lived on the East Coast, again, and indeed, they are so aware of them at all 
but they explain that nothing had ever affected times that Dr. Hootkin will notice if a pot has been 
them the way these pieces do. They respond moved a few inches. The artworks make the home 
strongly to the fact that the Indian potter thanks for the Hootkins; there were years when they had 
Mother Earth for her clay and promises her she will little furniture, they explain, but they had many 
make something beautiful; they feel that reverence wonderful things on the walls. The collection is a 
and that promise in the finished pot. Some of their shared experience, a bond, and it stands as a kind 
pieces are in fact not made by Indians, but all of testimony to the life they have built together and 
explore Indian or area themes, and all convey the the values and attitudes they hold. The Hootkins 
same feeling. They have, for example, a significant call their collection '’a major outlet/’ an identity that 
collection of paintings by Paul Pletka, an artist who is separate from their day-to-day life or their profes- 
is not an Indian himself but whose work cuts to the sional activities. It is something they like to return 
heart of the Indian experience. Their pieces must to, over and over again. It is, as they so clearly 
"speak" to them, they say, but they must also repre- understand, a source of joy. 
sent the very best of the artist's work.
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93. Doug Hyde (Nez Perce/Chippewa/Assiniboin), ‘The Travelling 
c Tipi Salesman” 

oe c. 1975 
fg a ph Carved; limestone 

rd) NS Light gray 
P BN et 15 h.x13.75 w.x8.75 d. in. (37.5x34.4x21.9 cm.) 

fe) \- | The Hootkins are enthusiastic about Doug Hyde's work, which com- 
ie ome Ned) pee { SS bines a western sculptural tradition with Indian themes and sensitivi- 

mg is a </ Pa as ties. Hyde is native to the Northwest, but moved to the Southwest in 
pe ee Rey, A Saas “ the 1960s, and remains in that area. His work is in museum collections 

pee sues." col throughout the country, and he has made an impact in the Southwest 
( perp Plains, and western art circles. He likes to work with the stories and 

Ws myths of his people because “'their visual interpretations have not been 
i . > concretized and they permit him much creative freedom. He allows 

\ 9 LN My the stone to determine much of the form, texture and feeling of the final 
oe Ne Fa’ design of each piece. 

Ge F \ 
; \\ \ | 5 

aa e \ 

5 ze = 

Nancy Youngblood Cutler (Sarafina Tafoya’s great- respond to the “‘elegance'' of this meticulous work, 
granddaughter and kin to Margaret Tafoya [97] and and display a grouping of her pieces in one of the 
Grace Medicine Flower [98]) has become a much most prominent places in their home. They also 
sought-after Santa Clara artist. She works almost have a strong relationship with the artist, have 
exclusively on a miniature scale, and has an impres- attended several of her firings, and are regularly in 
sive mastery of tiny detailing. The collectors touch with her. 

pieces that were for sale. The experience was something of a ‘rite of 
passage’’ in the collecting experience. The piece is regularly displayed 

- on its first-place ribbon. 

a 

ame _ i 

94. Nancy Youngblood Cutler (Santa Clara), miniature pot ‘ P 
1982 

Handbuilt, carved and burnished; clay 

Black 
2.36 h.x2.12 dia. in. (6x5.5 cm.) 95. Nancy Youngblood Cutler (Santa Clara), miniature bear 
This pot won first prize at the 1982 Indian Market in Santa Fe, where claw pot 
the collectors acquired it. The market opens early in the morning and 1979 
artists often have only a few pieces for sale, so interested collectors start Handbuilt, carved and burnished; clay 
queuing up for their work the evening before. Larry Hootkin and his Black 
son were the first to arrive at Youngblood Cutler's booth in 1982, and 1.5 h.x1.75 dia. in. (3.8x4.5 cm.) 

waited there all night long. They were able to get first choice of the See 97 for a discussion of the bear claw pot tradition.
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96. Nancy Youngblood Cutler (Santa Clara), miniature 98. Grace Medicine Flower (Santa Clara), wedding vase 
wedding vase 1980 

1979 Handbuilt, incised and burnished; clay 
Handbuilt, carved and burnished; clay Red 

Black 3.5 h.x2.25 dia. in. (8.75%5.6 cm.} 
2 h.x1.25 dia. in. (5.13.2 cm.) Grace Medicine Flower grew up in a distinguished family of potters 
The wedding vase or jar (see also 98) is a traditional Santa Clara form (she is Margaret Tafoya's [97] niece), and follows forms that have been 
which has been shown to have antecedents in pre-Columbian Peru. In used for generations in her community. Her fine incised (sgraffito) 

Santa Clara it has been used ceremonially as part of the exchange of designs are executed after the pot is burnished. 

wedding vows: the bride drinks from one side and the groom drinks The Hootkins also count Medicine Flower as one of their special 
from the other. This piece was also purchased directly from the artist. friends. They not only visit her regularly (she “always’’ wants to take 
The motif on the body represents a water serpent. them to dinner when they are in Santa Fe), but have had her to their 

house as well. On one of their visits they brought Helen Cordero and 

her husband to Santa Clara to meet Medicine Flower—the artists live 
only forty-five minutes apart, but had never met. 

Medicine Flower made this vase especially for the Hootkins when 

she learned that they had acidentally broken another of her pots (see 

also 96 for another wedding vase). 

97. Margaret Tafoya (Santa Clara), bear claw pot 
1983 

Handbuilt, carved and burnished; clay 
Red 
9.36 h.x10 dia. (23.8x25.4 cm.) 

Margaret Tafoya learned pottery-making from her mother Sarafina, and 
she in turn is the mother of eight children who are potters in their own 
right. She is, consequently, one of the leading figures in contemporary 
southwestern pottery. Tafoya explains that the bear claw (paw) motif is 

a good luck symbol, as the ‘’bear always knows where the water is.’ 
The motif, echoed in miniature in her granddaughter Nancy Young- 

=. blood Cutler's piece (95), is also evident in the 1914 Karl Moon photo- 
graph (64).
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Martinez, in 1968, he began working with clay. He works with tech- 
; niques learned from his family (his father was also an important potter), 

awe (San:Tidefonse}) bear: figure but he has added many touches of his own. The use of inlay materials 
Handbuilt and carved: stone inlay; clay; turquoise, coral, shell, sone and contrasts between smooth and rough-textured areas are characteris- 

Beige, red, white, tur wtoise Yi Olay, Marquolse, ? : tic of his work. The same kind of synthesis is evident in his icono- 
25hx431x3d a (6.4%10.8%7.6 cm.} graphic images. Here, for example, the bear, a traditional and ancient 

Tony Da received national recognition in the 1960s as a painter, but pase ? ius People is handled in a unique and contemporary way. 
after moving in with his grandmother, the well-known potter Maria {Color plate, p39) 

100. Sara Garcia (Acoma), 

fine line pot 
; _ 1972 

a bi Handbuilt and slip-painted; 

SS —— —_ clay 
Z Ti 7 iT yA =" \ ne am / 
Gy THWTIZ ean 5 h.x9, . in, L, jf, \W yy "7 1 LCA See ia. in 

S yi WY YYyyj$3} 5) IX SG (is: ecm) 
CS <il\ \V [GY]; HTHTTENSS8 The collectors speak of a 
WS SS \\ if WZ Lijit Hi | He : \ woman in the back room of 
S$ S=S_w [fm Mf We = f the galleries they f S SS SS I= one of the galleries they fre- 

S SS F, Tr S= —————— quent in the Southwest who WARS SSS EE ete 
WG SSS ——$=—=_——— yy pulls out superior pieces only 

\ iy } DKS | SHH for those she considers seri- MY i} IS Saal ibB>7@77] Wf 
. Vi Yj | IN \\S | || Yfjvf ZY ous buyers. This pot 

STEEN SS WVMquuffy7Ze they proved their sincerity. — SSA Ni YA LE ee 

A’. SI ire ee “x ln Ee 
SAW. ay TE me 
— SSA . 

~~ \WGANIIINN 5 77/\\\\\\ “iil 

101. Dextra Quotskuyva 
Nampeyo (Hopi), pot 
1975-1980 

GBs Handbuilt and slip-painted; 

gi =~ clay a | ea 
SF, : Tan, red-brown, brown 

A (eye SS . 4.25 h.x8 dia. in. (10.620 
tg SF cm.) 

1 This design is based on an 

a older Nampeyo design Dextra 
Ye SEXES, | % identified as ‘eagle tail:’ The 

\ pot was purchased from Mar- 
tha Cusick. 
(See 58 and 59 in the Cusick 

ss P es 0 collection.) 

( bese Bae |
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The Hootkins, like the Marsiks, feel very strongly means Helen Cordero to me. . . these pieces really 

about their Cordero pieces. They have become so are her/' states Mrs. Hootkin. She points out that 
close to the artist as to feel part of her family—their even the mouths on the figures are an intimate part 
children even called her ‘grandma’ when they of the artist: the characteristic open mouth is always 
were young. "I look at [one of these pieces] and it shaped with an impression of Cordero’s thumb. 

102. Helen Cordero (Cochiti), 
A turtle figure with five children 

/ 1982 

™~ Handbuilt and slip-painted; clay 
mz, ‘ee White, red-brown, black 

4 a > 7.5 h.x10.5 1.x7.12 d. in. 
a 

i ee eh ‘ae (18.75x26.25x17.8 cm.) 
° ee fe mae Ba i The turtle is a relatively recent 

" Re ~ . addition to the Cordero repertoire. 

ms Noe = Bach child is fashioned individu- 
a oe a ) fA ally and applied to the animal's 

a _. as back. The Hootkins also have a 
Riggs YY es Cordero “Children’s Hour/' where 

a aNd twenty-five free-standing children 
4 : S Bone gather around a single adult figure. 

; K- a ‘ It brings together the Storyteller 
4 | a ; theme (see 103) and the Creche 
y} 2 layout or construction (see 38). 

di) oie hb 
| Ls 

A 4 \ 

103. Helen Cordero (Cochiti), ‘Story Teller’’ with ten 
children 
1978 
Handbuilt and slip-painted; clay 
White, red-brown, black 

= “4 9.87 h.x8.5 1. x6w. in. (24%20.25x15 cm.) 

: 4 f The Storyteller has children, who are fascinated with his 
sa  & tales, literally “hanging on’' to the words. His eyes are 

) Se oe eee closed (he is thinking) and his mouth is open (he is sing- 
~~ ; < es AES Oe a OT ing). 

pi os uy a 
\ ae a‘ 

a ; , a an 4 2 

oe Mf ¢ Ca 

Y Lt . Se
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104. Helen Cordero (Cochiti), ‘Water Carrier” 105. David Phillips (Hopi), clown (koshare) figure 
1980-1985 1985 
Handbuilt and slip-painted; clay Carved and painted; cottonwood, leather, synthetic fiber, cotton, felt 
White, gray, red-brown, black Undyed leather; black, white, and red paint 
10.5 h.x5.5 w.x9.5 d. in. (26.6x14x24.1 cm.) 16 h.x10.5 w.x8.25 d. in. (40.7x26.7x21 cm.) 
The Water Carrier, unlike the Storyteller, is a female figure. Fittingly, Clown or koshare associations are an important part of Hopi social and 
she carries her water in a traditional pot. Cordero speaks of the clay as spiritual life. Clowns provide comic relief, as they do everywhere, by 
mother,’ an integral part of mother earth. acting out and exaggerating human foibles and exploits. They also have 

a serious function, helping to maintain community harmony, for anyone 
who steps too far outside acceptable behavioral norms risks their public 
ridicule. 

Phillips’ clown figure reflects traditional koshare costuming and 
mannerisms, but its up-to-date accessories add to its humorous impact. 
It is carved and painted much like a traditional kachina figure, but is 

larger and more articulated. (Front cover)
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ae 

ie The Smith Collection 
‘amy 

Bob Smith, an Oneida (Iroquois) Indian from Wis- individual, and he looks at it as a direct link to his 

consin, first began collecting Indian art in the late roots. The tangible, three-dimensional objects bring 
1960s, when he was working as an engineer in Cali- his ancestors closer to him, and give him greater 

fornia. He had done a good deal of reading about his insight and appreciation for them. ''This is not my 
culture and recognized old Iroquois pieces when he art/' he says, ‘but it comes from my people. [If you] 
found them in local trade shows and garage sales. pay it a compliment, [you are] really complimenting 
Californians were interested in Northwest Coast me too.’ He acknowledges that many, if not most, 
and southwestern Indian art at the time, Smith says, of his pieces were made for sale to non-Indians, but 
but not in Woodland items. He scoured the sales for finds them no less meaningful for that. 
Iroquois pieces, and often spent entire days at large The collector doesn't like to categorize his 
flea markets. Occasionally he even went out ''in the pieces; he feels they can be regarded as art, as eth- 
dead of night'’ when someone asked him to come nographic material, or ‘‘whatever you want.’ They 
look at something right away. Most of his pieces are are most important to him as part of the Iroquois 
beadwork—beaded garments and small accessories, past, so if they are seen primarily as art forms, they 
and an array of beaded ''whimsies'’—but he also must be appreciated as Iroquois art forms; he does 
picked up masks, baskets, and an assortment of not want them removed from their cultural context. 
other objects. Sometimes he bought non-Iroquois Smith's collecting activity ended for the most 
items with the express purpose of being able to part when he came back to Wisconsin ten years 
trade for Iroquois work at a future date. ago. Iroquois pieces were harder to find in the Mid- 

Smith's collection is very personal. When he west than in California, and he had less disposable 
began collecting he never thought the objects would income with which to buy those that he did find. 
be seen by other people, and he had no specific pur- The main reason he stopped collecting, however, 
pose in mind. On the contrary, he bought pieces was that the rather comprehensive collection felt 
because they ‘brought out something” in him and ‘complete,’ and there was little pleasure for him in 
he ‘‘almost fell in love’ with them. "I have an emo- searching out new items. The insights and under- 
tional and spiritual attachment to these things,’ he standing that the collecting process had given him 
explains. ‘I couldn't feel that way about a car or a were brought to a related job as director of his tribal 
house, but I do about these. I am a part of them and museum, and for a time some of his pieces were on 
they are a part of me.’ On acquiring a new piece, he display there. 
sometimes moved it with him from room to room Smith has made plans to sell much of his collec- 
so he could fully experience it constantly. tion, for at this point he has internalized the pieces 

The attachment is based on a sense of belong- so much that he no longer needs to own them. 
ing, a group identification. Smith is more interested Whether or not they remain with him in a physical 
in Iroquois work than in the work of any particular sense, the pieces will remain with him in spirit.
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106. Iroquois woman's moccasins 

Eighteenth century 
Embroidered quill and beadwork; moosehide, porcupine quills, moose- 

hair, glass beads, silk 108. Iroquois bag 
Undyed hide; dyed quills (orange, turquoise) and beads (white); black c. 1850 

silk ; Spot-stitch applique beadwork; velveteen, glass beads, silk 
10 1x4 w.x3 h. in. (25.4 10.2x7.6 cm.) , . Black velveteen, pink silk; white, clear, blue, pink, green, purple and 
These moccasins are one of the earliest examples of Iroquois work in red beads 
the Smith collection, and are valued for their rarity as well as their fine 6.36 h.x7.5 w. in. (16.2x19 cm.) 
design. Indians of the northeastern Woodlands embellished their every- 
day objects with brilliantly-dyed moosehair and porcupine quills long 
before the Europeans came to the continent, and items like this were 
avidly sought by explorers and traders, even in the seventeenth century 

(see p. 4). 
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109. Iroquois bag 
107. Iroquois (Huron?) match box or calling card case c. 1850 

1800-1850 ; . . . Spot-stitch applique beadwork; velveteen, glass beads, silk 
Moosehair embroidery; birchbark, moosehair, cotton string Black velveteen, red silk; pink, green, blue, gold, yellow, clear, white 
Undyed birchbark; white, green, blue, red-orange, pink, and yellow and red beads 

moosehair : 5.84 h.x6.36 w. in. (15x16.2 cm.) 
3.75 h.x2.25 w.x.75 d. in, (8.2x5.7x1.9 cm.) . ; Illustrations of small bags like this were included in Lewis Henry 

Moosehair was used in place of thread on birchbark ae Ung Morgan's 1850 description of the Iroquois (see p. 5). Older Iroquois 
embroidery technique probably developed jointly by native Indians and designs were adopted to forms that would appeal to non-Indian travel- 
Ursuline nuns in Quebec. Finely-worked items like this were made lers, and the work found a ready market. The color scheme and basic 
expressly for sale. design concept remains consistent on most of these finely-worked bags.
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110. Iroquois bag 112. Iroquois bag 
c. 1860 1860-1885 

Spot-stitch applique beadwork; velveteen, cotton, silk, glass beads, Spot-stitch applique beadwork; velveteen, wool, cotton, glass beads 
metal spangles Black velveteen, red cotton, brown wool; white, clear, blue, pink, red, 
Black velveteen and cotton; gold silk; white, clear, pink, red, blue, gold, gold and green beads 

yellow and green beads 5.75 h.x5.75 w. in. (14.6x14.6 cm.) 
8 h.x6 w. in. (20.4%15.2 cm.) 

Ly Peat @D) a any i Sine A y 

RO nal aN] ~ 

SOK 111. Iroquois bag 
peg . 1860-1885 ; rh : . : ed fi os Spot-stitch applique beadwork; velveteen, cotton, silk, glass beads 

Zn sf Black velveteen; red cotton and silk; white, blue, pink, red, orange, 
< f gold, yellow and green beads 
3 6.36 h.x5.75 w. in. (16.2x14.6 cm.) 

: The bag tradition continued among the Iroquois tribes in the latter half 
of the nineteenth century. The pieces were both sold to non-Indians and 
used by the Iroquois themselves. Individual stylistic variations abound, 
and no two bags are alike.
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114. Iroquois brimmed hat 
1875-1880 

: Embossed and spot-stitch applique beadwork; velveteen, wool, silk, 
> tickrack, glass beads 

x = Black velveteen and wool, red and green rickrack, pink silk; white, 
Ny ee >) clear, red, pink, green, blue, yellow, gold and orange beads 

hee a; \ e = 5.5 h.x8.25 1.x8.75 d. in. (14x21x22.2 cm.) 

q we My ™~ ae a During the fur trade era, Iroquois came in contact with Scotchmen who 
eS SRR oS aS &Q s wore a uniquely shaped bonnet’ associated with the Glengarry region. 

i 7 ree rok Kay The Indians appreciated the style, and adapted it to their own taste, 
NU ead applying characteristic applique beadwork in their own designs. This 

rss unusual piece adds an extra band and a brim to the basic Glengarry 
style to form a type of woodsman’s hat. (Color plate, p. 40) 

ee 
113. Iroquois moccasins ak 
c. 1875 f 
Embossed and spot-stitch applique beadwork; deerskin, velveteen, cot- i a 
ton, glass beads f a1 
Undyed deerskin, black velveteen, red cotton; white, clear, pink, red, j 
blue, green, yellow and gold beads 
10 1.x4 w.x2.5 h. in. (25.4x10.1x6.3 cm.) 

Moccasins were also both worn by the Iroquois and sold as souvenirs 
to tourists who came to such attractions as Niagara Falls and Saratoga i 
Springs. The same colors and design motifs were worked on other Iro- 
quois garments, and on the ever-popular bags. 
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ey Oi Se aa |, 1911 

3g arc al 5 Embossed and spot-stitch applique beadwork; cardboard, wool, glass 
. beads 

Pink wool; clear, white, blue, green, gold, yellow, red and pink beads; 

metal spangles 
115. Iroquois domed hat 8 h.x6.75 w.x4.25 d. in. (20.317.2x 10.8 cm.) 
c. 1875 This type of humorous object truly deserves the name it is generally 
Spot-stitch applique beadwork; velveteen, cotton, glass beads known by: ’‘whimsey.” It represents a kind of baroque expression of the 
Black velveteen; white, clear, red, pink, blue, green, yellow, gold and Iroquois beadwork tradition, and was playfully conceived and executed. 
orange beads Few pieces of this type show any indication of use; they were appre- 
5.75 h.x7.5 dia. in. (14.6x19 cm.) ciated as decorative tours de force and were displayed as ornaments.
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Indian Tribes Whose Work 
is Represented in the Exhibition* 

1. Acoma Pueblo 17. Nez Perce 
2. Apache 18. Nootka 
3. Assiniboin 19. Ottowa 
4. Athapascan 20. Panamint 
5. Chemehuevi 21. Papago 
6. Cherokee 22. Pima 
7. Chippewa (Ojibwa) 23. Pomo 
8. Chitimacha 24, Salish 

9. Cochiti Pueblo 25. Santa Clara Pueblo 
Y 10. Eskimo 26. Santo Domingo Pueblo 

11. Hopi 27. Sioux 
12. Iroquois (a tribal federation) 28. Tlingit 

A. Caughnawaga Reservation 29. Ute 
B. Tuscarora Reservation 30. Washoe 
C. Seneca 31. Winnebago 
D. Mohawk 32. Yakima 

13. Karok 33. Yankton-Sioux 
10. 14. Makah 34. Yokuts 
Oa 15. ‘Mission’ Indian 35. Zia Pueblo 

16. Navajo 36. Zuni Pueblo 
Les 

28 “Note: Where a tribe has more than one location, the desig- 
Rh <4 nated area represents the place the pieces actually came from. “ 
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Design: Earl J. Madden 
Layout: Barry R. Carlsen 
Photography: Liz Loring 
Printing: American Printing
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