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PREFACE 

This volume is comprised of papers presented on 29 October 1971 in a sym­
posium on "The Prehistoric Arts of Arid America," sponsored by the Internation­
al Center for Arid and Semi-Arid Land Studies as a part of its biennial Festival of 
the Arts, and conducted in The Museum, Texas Tech University. 

When we first conceived this symposium, we envisioned it as dealing with the 
relatively unexplored relationships between climate and art in the arid regions of 
the Americas. The participants were drawn from the disciplines of anthropology 
and art history, but both of the art historians have often worked within an anthro­
pological framework, and at least two of the anthropologists have a strong in­
terest rn art history. When we began to receive the papers, it became apparent that 
the authors had not perceived the topic in quite the same way as we, and we 
found that our original title was thus no longer entirely suitable. 

Nonetheless, the papers all have certain distinctive unifying elements. One 
aspect of unity, elaborated upon by Di Peso in his commentary (p. 9), involves 
iconography. Each of the papers is to some extent an exercise in the interpretation 
of non-Western iconography. Another unifying element is that of aridity. The 
papers treat the art forms of regions that are arid or semiarid—the southwestern 
United States, the Mexican Plateau, and northern Mexico, or regions where the 
cultural patterns were affected by proximity to arid regions. Finally, the most im­
portant unifying thread is that of the environment, in the broadest sense of the 
term. All of the papers involve relationships between native American art and 
environment—the natural environment, the social environment, or the spatial 
environment. A direct relationship obviously exists between art and environment: 
the artist can only interpret and dramatize what he can see or imagine; he can 
only utilize available materials. In a treeless environment, for example, artists 
are unlikely to depict trees or to carve wood. But this is only a beginning. The 
indirect effects of environment on art are equally important. It is with these less 
obvious effects that we are concerned in this volume. 

So-called "primitive" or non-Western "art" has been approached from a 
number of directions, including the relationship between art and social structure 
(Wolfe, 1969; Fischer, 1961). Within a society, art may fulfill many functions— 
it may serve as a means of communication, as a device for social reinforcement, 
and as an aesthetic outlet, among other things. Maquet (1971:16) noted that 
much of the art in non-Western societies, and in Western societies before the 
Renaissance, has very definite functions that are not primarily aesthetic, but 
rather are "political or ritual, magical or familial, didactic or religious." He 
pointed out that primitive art is in fact a creation of Western society, and he dis­
tinguished between "art by destination" {i.e. products intended to have an aesthet­
ic function) and "art by metamorphosis" (products with specific nonaesthetic 
functions treated as art by members of another society). 

Thus, in the first paper, Brody basically is treating material that is "art by 
metamorphosis." He presents analyses of form in prehistoric Southwestern kiva 
murals and Navajo sandpaintings and a discussion of what occurs when these 
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aboriginal creations are utilized by an alien culture. Brody's concerns are almost 
exclusively with the spatial relationships and social milieu of these paintings— 
both valid subjects for investigation by art historians and by anthropologists, and 
no less properly environmental in orientation than studies of natural environ­
ment. 

Kelley deals directly with both natural environment and art. The importance of 
the Chichimecs and of the concept of the Gran Chichimeca, which he refers to 
metaphorically as the "Chichimec sea," has often been underestimated. These no­
madic hunting and gathering peoples in the arid and semiarid areas of the south­
western United States and northern Mexico were in contact with the urban, 
agriculture-based society of the Mexican highlands. Kelley believes that Meso-
american influences from the south extended even into the Pecos River area of 
Texas and thence into the Plains. The environment of the Gran Chichimeca, often 
too dry or too difficult to farm, and with few physical barriers to movement, en­
couraged mobility of peoples and made cultural transmission of traits more likely. 
This almost classic culture contact situation seems to have been of the type Bate-
son (1972:68-69) described as "reciprocal," in that it existed over many decades 
with no genuine signs of hostility. The Chichimecs of the north had materials 
both wanted and needed by the Mesoamericans, and the Mesoamericans had 
much to offer in return. The interchange is reflected in the arts and crafts of both 
groups. 

It has been suggested (Bateson, 1972:147) that "a r t . . . has a p>ositive function 
in maintaining 'wisdom', i.e., in correcting a too purposive view of life and 
making the view more systemic." This "world view" function of art, of course, 
points up a more subtle, but highly important, relationship between art and en­
vironment. World view is also expressed in myth, and myth is often directly re­
lated to the more concrete arts. Art is further an expression both of the conscious 
and the unconscious mind. Access to the unconscious mind can be achieved 
through dreams, religious experience, and through such stimulants as alcohol and 
drugs. Furst's paper provides us with an important key to the use of psychotomi­
metic drugs by prehistoric, historic, and contemporary man in Latin America. He 
begins with a summary of the investigations of hallucinogens and their uses 
among Latin American Indians, and then proceeds to discuss the prehistoric and 
ethnological uses of plant and animal derived drugs. The intricate interrelations 
of flora, fauna, the physical world, the mystique of psychotomimetic drug use, and 
their expression, art, make this paper an important contribution to our under­
standing of man's utilization of his environment. Recent studies of cross-cultural 
studies (Furst, 1972, for example) of hallucinogens are also providing us with 
insight into the mythology, iconography, and the world view of man through time. 

Quite a different approach to the relationship of art and environment is taken 
by Kubler, who has presented an elucidation of the ways in which iconographic 
details can provide us with insight into many aspects of man's culture. His analy­
sis of the Palenque tablets, dealing particularly with the personages depicted 
thereon, is an object lesson in the amount of information that can be obtained 
from a restricted amount of material. If all Maya sculpture were to be subjected 
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to such scrutiny and analysis, our knowledge of the culture would be vastly in­
creased. The natural environment of Mexico provides Kubler with clues to the 
identity of the personages. One he sees as a native of Palenque, the other as com­
ing from the colder climate of the Mexican highlands. The presence of a Mexican 
highlander in a classic Maya context has additional implications for the rela­
tionships between these two areas of high culture, and specifically between 
Palenque and Teotihuacan. 

Cultural interactions within different climatic zones are also the subject of 
Lathrap's paper, although he is dealing with the South American west coast, the 
Andean highlands, and the adjacent tropical forest. His area of inquiry is one 
which previously has been largely neglected, and to which he brings new and 
provocative insights. He has done much more than discuss the great art styles, 
their origins, and their interrelationships; he has provided us with an important 
argument for the primacy of root-crop agriculture in lowland South America. 
Lathrap's most revolutionary suggestion is that a group of Tropical Forest root-
crop farmers was the parent society for both Olmec and Chavin. The expansion 
of his argument offers solutions for the problem of why Mesoamerican and 
Andean civilizations emerged when and where they did. One may disagree with 
Lathrap's hypothesis, but it cannot be ignored. It will undoubtedly prove to be 
one of the most important recent contributions to the body of theory concerning 
cultural evolution in the New World. 

Grieder's work at the highland Peruvian site of Pashash reflects a more tradi­
tional, basically descriptive approach to archaeology. Pashash is one of a small 
group of known, early sites that lie in the temperate highlands between the coastal 
desert and the tropical forest zone. The people who built these sites occupied a 
unique ecological and cultural area, one in which all of the great Andean art 
styles originated. The occupation of Pashash spans a crucial developmental 
period from Chavin to Recuay and is characterized by striking artistic develop­
ments in pottery and sculpture. 

Each of the contributions to this volume make clear the fundamental truth that 
components of culture, such as art, religion, technology, economy, and social 
structure, are inextricably interwoven, and, further, that these must be examined 
in terms of their environment to be understood fully. 

Before concluding our comments we wish to acknowledge the encouragement 
and invaluable assistance we received in the preparation of the symposium or in 
the publication of its proceedings from Dr. Grover E. Murray, President of Texas 
Tech University; Dr. Orlo E. Childs, Vice President for Research and Special 
Programs; Dr. Frank B. Conselman, Director of the International Center for Arid 
and Semi-Arid Land Studies; Dr. J. Knox Jones, Jr., Dean of the Graduate School; 
and Dr. Craig C. Black, Director of The Museum. We are particularly indebted 
to Dr. Dilford C. Carter, Associate Dean of the Graduate School and Managing 
Editor of Academic Publications, for his counsel and professional expertise. 

Finally, we believe that this volume should be dedicated to Xochiquetzal, the 
Aztec deity who, in one manifestation, was the patroness of artisans and crafts­
men. At the close of the festival that began on her Feast of Flowers the artisans 
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and craftsmen, costumed as animals, danced carrying the tools of their trade. This 
celebration of the mingling of art and nature is singularly appropriate to our 
topic. 
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COMMENTARY 

The papers in this volume offer discussions by six authorities on various facets 
appertaining to the Indian arts of the Americas. At first glance, the individual 
papers present a potpourri of seemingly unrelated subjects, which, though dealing 
with a common theme, are an unmeaningfiil whole. However, this is not true, as 
I discovered after seriously reading the various papers and asking myself 
several questions. What is art? and secondly, what is iconography? Art has been 
variously defined as the sum of all those truths and skills acquired by a people 
in their search for culture and, in essence, is a reflection of the total social mind. 
As Seneca so aptly put it, "All art is but imitation of nature" (Seneca, 1917) and, 
I might add, an imitation of nature as seen through the eyes of a particular socie­
ty. Unfortunately, many of us are much too apt to think of art in the gross terms 
of its physical products, which are wrought as obtainable and skillfully-executed 
pictures or sculpture. The transference of these objects from one society to an­
other and their ensuing shifts in evaluation are discussed by Brody in his paper 
concerning dry painting and its relationship to pre-Iberian kiva murals. 

Further, these physical facets are used, in part, by Grieder and Kelley to re­
construct the historical continuum of a people as, for example, the pre-Iberian art 
of the Peruvian highland culture of Pashash and the Chichimecan Preconquest 
Chalchihuites art tradition of northern Mexico. 

Lathrap and Kubler manipulate their physical data in such a way as to move a 
step closer to the intangible essence of a people's inner feelings and, interestingly 
enough, both use the term "iconography," which involved the second question 
concerning the definition of art. Lathrap refers to the similarity of particular 
physical representations of natural things, which are not what they seem to be in 
Chavin and Olmec art, whereas Kubler is concerned with a particular set of 
Maya depictions uncovered at Palenque. One uses these elements to hypothesize 
the migration of peoples and ideas, whereas the other reflects upon a particular 
historical event. Herein lies the crux of the meaning of "iconography." To wit. 
Christian iconography involves the use of a large and miscellaneous series— 
vegetable, animal, and mineral objects—which the Church through the time of its 
existence has applied allegorically to specific historical events. These are under­
standable only if one possesses a properly oriented dictionary of Christian signs 
and symbols. Sign refers, of course, to representative art as an indicator of an 
individual historical event in the life of a saint; but a symbol differs in that it is a 
visible allegory of that intangible essence, or theme, of an idea (Ferguson, 
1954). As such, it has a much deeper meaning to the initiated, but necessarily 
remains a senseless hodgepodge to the uninitiated. Consequently, it is only a 
well-indoctrinated Christian who can discuss intelligently the differences between, 
say, Roman Catholic and Greek Orthodox iconography of the 18th century. 

Kubler and Lathrap both realize that these symbols and signs came into exist­
ence because of an historical event that involved a real thing or person and, 
through time, have become a symbolic part of a people's mystique. This is the 
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very substance of iconography. Thus, a pair of severed mammary glands served 
on a platter become the identifying sign of the Sicilian martyrdom of St. Agatha; 
and a pair of eyeballs lying on a salver are the mark of the day St. Lucy of Syra­
cuse plucked out her eyes and sent them to her lover because he so admired them. 
What would these signs, or, for that matter, the Christian symbol of the fish, mean 
to an unindoctrinated alien? And by the same token, what would an alien's icono­
graphic pattern mean to a devout Christian? The participants are well aware of 
these cross-cultural difficulties and yet are honestly endeavoring to produce sym­
bolic religious dictionaries of other peoples' art, which define the aliens' alle­
gories and ponder upon the natives' metaphorical implication. How complicated 
can this be? Take the cayman as a sign. This tropical American crocodilian dif­
fers from other species in its dental pattern and overlapping ventral scutes. It is 
related to that horrible seagoing crocodile that often grows to lengths of 20 feet, 
and has relatives that, in historic times, lived as far north along the Pacific coast 
as western Mexico, in the province of Sinaloa (Hammond and Rey, 1928:88). 
Other relatives of these creatures are also used as allegorical signs throughout the 
world; for example, by the early Venetian Christians who placed a statue of an 
ugly crocodile under the feet of St. Theodore; the Egyptians, who revered the 
animal; and the Mesoamericans, who used this sign as their First Day symbol, 
Cipactli. In each case, the sign means something (see Seler, 1963:11-12; Beyer, 
1965:431-435) quite different from the Chavin concepts. Now, if one adds the 
unreasoning potential of Furst's research concerning hallucinogens to this already 
complicated facet of folk culture, we cannot help but admire the scholarly quests 
of iconographic meanings that have been recorded by such notables as Herman 
Beyer (1965), Edward Seler (1963), Alfonso Caso (1958), and the gentlemen who 
have contributed to this volume. 

To them our salute and tidings of good hunting, for theirs is the trying game 
of extracting the realities of historical truths from unreasonable symbolic data. 
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IN ADVANCE OF THE READYMADE: KIVA MURALS 
AND NAVAJO DRY PAINTING 

JACOB J. BRODY' 

Formal analysis is a useful tool for determining the mechanisms by which ex­
pressive or decorative effects have been attained as well as for discovering the 
internal logic of any given art work. It is an objective means for dealing with 
ethnic or other exotic arts and has the capability for aiding historical and cross-
cultural studies. Further, if an intimate relationship between form and content 
can be assumed, it follows that the formal character of an art work will have 
meaning for the society that uses it, and that analysis of form will always have the 
potential for specifying aspects of the symbolic value that an art may have to its 
users. Formal analysis is also an essential tool for defining and resolving problems 
that deal with the rediscovery of ethnic arts and their relocation into the matrix 
of modern society. Obviously, in their new setting, original content value is gener­
ally irrelevant so that efforts to discover the meanings given to these arts by their 
new users are in order and must depend in great part on an understanding of their 
formal values. 

This paper will explore aspects of the propositions stated above. Two compar­
able classes of ethnic art will be examined: the art of archaeological horizons, 
the original content value of which must be inferred though its formal character­
istics have the appearance of being self-evident; and the art of contemporary 
ethnic groups, the content value of which is well documented, whereas formal 
characteristics are, again, apparently self-evident. For the former, kiva wall paint­
ings of the American Southwest, and, for the latter, Navajo dry paintings from 
the same region, will be discussed. In both cases the emphasis will be on descrip­
tion and generalizations concerning the forms of these arts in an effort to ascer­
tain whether fresh insights concerning their subjective values to both their origi­
nal and their new audiences might be inferred. 

The adoption of the art of all times and places by the industrial societies of 
the modern world since about 1900 has been an eclectic phenomenon without 
parallel in the history of world art. This event has been documented (Goldwater, 
1967; Otten, 1971:20-36) and will only be summarized here. Popular acceptance 
of ethnic art as art occurred first as a by-product of the revolutionary art move­
ments of the late nineteenth and early twentieth centuries. Except for the art of 
Japan (and by extension, China), and perhaps of Precolumbian Middle Ameri­
ca, the forms of exotic arts had no fundamental effect on the developing forms 
of modern world art. Until recently, these were almost the only exotic arts ana­
lyzed and criticized by Western critics and historians in the same terms and with 
the same care as was given to analysis and criticism of European art. As ex­
ample, the exotic space of Japanese painting was shown to be a convention that 

1. Director of the Maxwell Museuin of Anthropology and Associate Professor of Anthropology at The 
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placed far things high on a picture surface so that the picture plane was preserved 
even while the illusion of deep space was created. An essential element of the 
revolution in European painting of the last century was rejection of the use of 
illusionistic spatial conventions that appear to penetrate the canvas and destroy 
the physical character of the two-dimensional surface. Preservation of the picture 
plane became a fundamental principle of many modem artists, and Japanese 
painting was one of several models used in the search for solutions to this problem. 

In contrast, most other exotic arts were discussed in romantic, scientific, im­
pressionistic, or formally nonanalytical terms. As Goldwater (1967) has demon­
strated, the formal influence that ethnic art had on modem art movements was 
essentially superficial. As an example, while German Expressionist painters made 
occasional references to the art of Africa or Oceania, they were influenced not 
at all by the visual character of these arts. The ferocity and brutalism of technique 
developed by these painters was antithetical to the basic formal qualities of their 
models and is evidence that they used ethnic art not for what it was but for what 
they thought it should be (Goldwater, 1967:104-142). 

Even the briefest examination of the relationships between exotic world art 
and Western art shows that only those exotic arts that have been of consequence 
to the development of the forms of Western art have been treated by Western 
analysts in Western terms. For the others, while they have been removed from 
ethnographic museums and placed in art galleries, their status as art remains 
separate but not quite equal. They continue to be examined and analyzed serious­
ly as ethnographic rather than as art objects, with the result that the art producers 
and audiences of the West continue to treat them in romantic and nostalgic ways. 

Goldwater (1967) made an excellent case for acquisition of ethnic art being 
one of a set of nostalgic, return-to-the-primitive responses by the people of in­
dustrialized, urbanized, monolithic states. It is the exotic character of these arts, 
their subject matter, and assumptions about the people who produced them that 
permit their adoption into a novel world as a sort of interrupted sequence. 

From another perspective, ethnic art can be seen as an element in the main­
stream of modern art, its modem meaning implied by Andre Duchamp's inven­
tion in 1913 of the readymade—a manufactured object, unaltered, placed in an 
artistic environment, with its discoverer recognized as its creator. 

All in all the creative act is not performed by the artists alone; the spectator brings the 
work in contact with the external world by deciphering and interpreting its inner quali­
fications and thus adds his contribution to the creative acL (Duchamp, 1957, in Lebel, 
1959:78) 

Duchamp's readymades—a bicycle wheel, a urinal, a snow shovel (In Advance 
of the Broken Arm)—are at once iconoclastic, amusing, cynical, profound, and 
disturbing, especially in their implications concerning the role of art in the 
modem world. 

Unlike Duchamp, spectators of the ethnic arts, creators of ethnic readymades, 
seem generally unaware of any psychic or formal values that their discoveries 
might have for their own world. Analysis of ethnic art has value for ethno­
graphic and historical studies and is of Importance to these disciplines, but it often 
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bears the same relationship to ethnic art in its new matrix as a discourse on the 
technology of snow shovels bears to In Advance of the Broken Arm. Ethno­
graphic and historically oriented analyses are of little assistance in interpreting 
the "inner qualifications" of ethnic art to the "extemal," the contemporary, world. 

The one characteristic that ethnic arts carry with them as they are shifted from 
one matrix to another is their form. By studying the forms and generalizing about 
them, it may be possible to decipher these arts in terms that will be useful to the 
ethnographer and the historian, as well as to their new nonprofessional audiences. 
An attempt to make such generalizations follows. 

KIVA MURALS 

Watson Smith (1952) has documented the history of prehistoric Southwestem 
mural paintings. The most elaborate of these are known from four Pueblo IV 
sites dating from about AD 1250 to about 1550, and lesser murals have been found 
at other sites. There is evidence that the art continues to the present. Earlier wall 
paintings are also known, but formal and iconographic differences between these 
and paintings of Pueblo IV and V are so great as to imply different traditions 
rather than a developmental sequence (Brody, 1970). 

The original functions, uses, or reasons for making these paintings are prob­
lematical. Almost nothing is known of contemporary Pueblo use of wall paintings 
so that analogy is hardly available as a logical tool for resolving these problems. 
Assumptions have been made that the paintings served somehow as altars 
(Smith, 1952), and it has been suggested that they were used for curing and also 
in connection with initiation ceremonies. Equally problematical is identification 
of the artists. In recent years, wall paintings have been made by individuals 
selected for their recognized artistic ability (Zia informant), and there is visual 
evidence that professional artists at Zuiii made wall paintings earlier in this cen­
tury (Smith, 1952, fig. 36). However, prehistoric wall paintings showed remark­
able identity of skill and formal conservatism during the first 250 years of the art, 
suggesting that artistic individuality was sublimated, and that selection of painters 
was made for reasons other than, or in addition to, artistic ability. 

Virtually all of the known paintings were made on the interior walls of cere­
monial chambers, which were usually subterranean. Paints were limited to a nar­
row range of mineral and vegetable pigments applied with bmshes of hair or 
vegetable materials or with fingers and hands. Subject matter consisted mainly of 
ceremonial activities or motifs. After unknown periods of use, paintings were 
destroyed by being plastered over, and different pictures often would be super­
imposed on the same wall surface. 

Kiva paintings were first reproduced shortly after the initial discovery of the 
murals at Kuaua in 1935. Colored reproductions have appeared since in periodi­
cals and in the monographs by Smith (1952) and Dutton (1963). Most are small 
in scale, made from photographs or hand-drawn copies of fragmentary originals; 
of the published reproductions only the silkscreens by Louie Ewing in Smith 
(1952) approach the character of the originals. Several full-scale replicas have 
been made, and a few original paintings have been placed on view in museums. 
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FIG. 1.—Layout groupings of Awatovi kiva murals: A, layout group I, figures organized 
within framed space (Smith, 1952, fig. 81b); B, layout group II, figures organized in un-
framed space (Smith, 1952, fig. 52a). 

Motifs from paintings recovered from Awatovi were used by the Santa Fe railroad 
as dining car decorations; some from Pottery Mound were used by the Cochiti 
painter, Joe H. Herrera, as inspirations for his contemporary paintings. Beyond 
this, kiva murals have had little impact as a modern art. 

Analysts of kiva murals have tended to concentrate on their iconographic and 
historical aspects. Both Dutton (1963) and Smith (1952) have identified specific 
figures in prehistoric murals with known personages of modern Pueblo cere­
monial usage, and Dutton has attempted to correlate the narrative paintings of 
Kuaua with contemporary Pueblo mythology. In a general way, motifs have been 
identified with water, the kachina cult, fertility, and hunting, and some, such as 
feathered serpents, jaguars, and macaws, have been traced to foreign points of 
origin. These identifications are made by analogy or by reliance on informants 
several hundred years removed from the originals. Thus there is never any as­
surance that a contemporary symbolic value is identical with the original sym­
bolic value of a given motif. 

Visual analysis has been confined to descriptions of several compositional lay­
outs by Smith, essentially as an aid to establishing chronology and sequence, and 
to an analysis made in an earlier paper (Brody, 1970) that dealt briefly with com­
positional and spatial organization. My intent was to demonstrate that the visual 
organization of a narrative painting created the illusion of mythic space inside 
a room, thus using analysis of form to suggest expressive intentions. Further ex­
plications of this order require generalized descriptions of the visual character-
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FIG. 2.—Layout groupings of Awatovi kiva murals: A, layout group 111, surface treated 
as unified field within framed space (Smith, 1952, fig. 49a); B, layout group IV, surface 
treated as unified field in unframed space (Smith, 1952, fig. 40a). 

istics of the paintings. They are placed on a vertical surface, the picture area is 
defined by a lower and occasionally an upper border, and the presence of side 
borders varies from none, to two, to none needed when paintings occur as con­
tinuous panoramas occupying two, three, or four walls (Figs. IB, 2B). Color 
masses are placed on the surface as distinct, bordered units; several contiguous 
color masses sharing a contour line may be combined into a motif. Uncolored 
areas are usually left as blank, "background" space. Value and hue contrasts are 
kept within a limited range and color masses are applied with no attempt to create 
illusion of volume. Motifs are usually shown full face or in profile. The pattern­
ing of color masses and motifs varies in complexity from placement of single 
motifs that dominate an assigned space to placement of a multitude of forms 
either interacting or isolated from each other on an assigned surface. Massing of 
interlocked forms can become so complex that background space disappears (Fig. 
2A). The range in formality of patterning varies from having all motifs symmetri­
cally organized in their space to having them scattered haphazardly over the sur­
face. Some motif organizations seem to conform to narrative rather than visual 
requirements, and the rhythmic movement appears to be a function of icono­
graphic organization. 

Certain nonpictorial factors act as determinants of visual characteristics. 
Among these is the placement of paintings on relatively large-scale walls sur-
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rounding relatively small interior spaces in generally dim light. Although original 
viewing conditions are unknown, it may be assumed that paintings were seen with 
other people in the room and under mental and sensory stimulations that would 
tend to enhance ritual content. 

.Some generalizations can be made. By isolating iconographic motifs the paint­
ing system stresses their identification. Organization of picture space appears to 
be determined by iconographic needs. Hieratic figures occur in isolated, bordered 
spaces and tend to be rigidly symmetrical. Complex emblems occur in isolated 
situations and are symmetrical. Unbordered and panoramic paintings are almost 
always narratives. The unreal nature of the background space and nonvolumetric 
motifs create a mythic space. The formal unities suggest that the paintings express 
a harmonic ideal analagous to that of modern Pueblo religious systems. The ex­
pectation that compositional systems might provide clues to chronology appears 
to be unwarranted for these systems should last as long as they satisfy symbolic 
requirements. Formal features tend to emphasize compositional and spatial unity. 

Removed from their original context and isolated as individual art objects, the 
kiva murals lose their unitary characteristics. Published reproductions lose both 
scale and environment, and, except where full-scale paintings or reproductions 
are placed in kivas or kivalike environments, the mystic and mythical qualities of 
the pictures are lost. In their new context the kiva murals would appear to be 
valued for their decorative content. 

NAVAJO DRY PAINTING 

There has been remarkable agreement among investigators of Navajo dry 
painting on the essential historical and ethnographic facts. It is an ancient art 
intimately associated with Navajo curing practices and possibly learned from the 
Pueblo people at some unknown time in the past. A thousand or more dry paint­
ing designs were known to Navajo singers, but the art has become increasingly 
restricted under pressures of change through contact with the outside world. 
Wyman's descriptions of the function and technology of the art appear to be 
definitive. 

Briefly, the universe, viewed as an orderly system of interrelated elements, is an all-
inclusive un i ty . . . . Moreover, evil, disease, or other disaster may result from disturb­
ance of the normal order, i.e., the harmony or balance between elements in the uni­
verse . . . . Evil may be dispelled . . . by means of knowledge and application of orderly 
procedures, that is, by ritual. (Wyman, 1957:6) 

Dry paintings are made as integral and essential parts of these harmonizing 
rituals which also use the arts of poetry, prose, song, and dance in ceremonials, 
"sanctioned and explained in an extensive series of mythical tales" (Wyman, 
1957:10). The paintings "document a minimum of the action of the narrative 
and present little more than the personnel of the episode and sometimes the locale 
. . . . Their pictures attract the Holy People, for who does not like to see his por­
trait being made" (Wyman, 1957:159). 

A painting is made by apprentices or other male helpers of the singer who is 
in charge of the entire ceremonial, and it is the guiding intelligence of the singer 
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that determines its form and content. Paintings are used within minutes of com­
pletion and are totally destroyed within hours. Use requires that the picture be 
walked on and sat on and that elements of it be physically damaged. 

Materials are prescribed, and the environment in which a painting is placed 
must conform to ceremonial needs. All are made on the ground, either indoors in 
a hogan purified for ritual use, indoors in a large hogan made specifically for the 
ritual, or outdoors. Thus, almost all factors that make for the production of a 
painting—form, subject matter, technique, guiding intelligence, materials, pic­
torial environment, and pictorial space—are determined by nonpictorial con­
siderations. 

"When the Holy People taught mortals how to make sand paintings, they strict­
ly prohibited their reproduction in permanent form lest they be soiled or 
damaged" (Wyman, 1957:156). 

Pictures of Navajo dry paintings were first published by Matthews (1887). 
Since that time, 500 or more different designs have been made in watercolor, 
crayon, or other permanent media on two-dimensional surfaces, sometimes by 
Navajos, but most often by whites from memory. Beginning about 1920, Hosteen 
Klah, a Navajo singer, reproduced dry painting designs in tapestry form, and in 
recent years, large numbers of such reproductions have been made by Navajo 
weavers. Hosteen Klah, as a singer, was familiar with the designs he duplicated; 
but most other weavers have had to depend on reproductions made for them 
(Reichard, 1934:26-28), or available in books. In recent years Navajo artisans 
have reproduced dry paintings in sand made to adhere to boards by the appli­
cation of mastics. As with woven reproductions, these also seem usually to be 
copied from published sources. Elements of dry paintings also appear in pictures 
made by Navajo artists since about 1932. 

The largest number of modern dry painting reproductions are made by Nava­
jos for commercial reasons. The only people who can surely identify "real" dry 
paintings, that is, those that are ritually correct, are the Navajo singers trained 
to perform the ceremonials to which a dry painting may belong. The factors that 
define correct designs are unknown: all that can be said is that in some instances 
visually minor variations may make a picture incorrect, whereas in others, visual­
ly major variations may have no bearing on correctness (Wyman, 1957:159-160). 
The correctness of most reproductions is questionable, and it is doubtful that 
many Navajos have committed the sacrilege of reproducing dry paintings in per­
manent form. 

Published analyses of Navajo dry painting have concentrated on symbolic and 
iconographic content rather than on form and have been aimed at understanding 
the narrative relationships between paintings and ritual literature. Visual descrip­
tions of the paintings have been for purposes of classification rather than ex­
plication, and only the patterning of masses (referred to in the literature as "com­
position") has been described. Interpretation of the possible significance of com­
positional classes has been limited to generally unsuccessful attempts to correlate 
their frequency with specific rituals (Wyman, 1957, 1970a, 19706). The relative­
ly simple model used earlier can serve to expand understanding of the ethnic func­
tionality of these paintings. 
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FIG. 3.—Navajo sandpainting, linear composition ("Snake People Who Make Medicine," 
Wyman, 1957, fig. 5). 

Dry painting has a number of visual characteristics. They are placed on hori­
zontal surfaces. The picture area is usually defined by a border open on one side 
while unbordered picture areas are defined by texture contrast. Color masses are 
placed on the surface as distinct, bordered units, and combinations of these be­
come motifs. Uncolored areas are treated as empty "background" space. Value 
and hue contrasts are kept within a limited range. No attempt is made to create 
volumetric illusions, but application of color creates tme three-dimensional sur­
faces, and conical mounds occur on paintings. Representational forms may be 
placed at various angles in respect to the picture plane. The patterning of motifs 
varies in complexity; a single motif may dominate its assigned space or a multi­
tude of forms may interact or be isolated from each other on an assigned surface. 
Compositional orientation varies widely; the range is from pictures with top to 
bottom orientation (Fig. 3) to those having no visually obvious single point of 
view (Fig. 4). Range in formality of patteming varies from having all motifs or­
ganized and symmetrically balanced to the apparently haphazard scattering of 
forms over a picture area (Fig. 5). Rhythmic movement is a function of formal 
arrangement modified by specific motif designs. 

Other, nonpictorial factors act as determinants of some visual characteristics. 
Pictures are placed within a confined, hemispherical space in dim light. The nor-


