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C O N T E N T S  

BENJAMIN GILBERT ATENCIO  
(Wah-peen, Mountain of the Wind) 

S A N  ILDEFONSO 

3 7 . "SAN   ILDEFONSO WOMEN DANCERS" 
(Collection O.B.J.) 

Wah-peen is one of the youngest of the Pueblo artists to receive 
recognition in the native American art world. In heritage, he also 
belongs to modern times ; his mother was a full-blooded Tewa and his 
father Navajo and Spanish. He is a nephew of Julian Martinez and 
Maria, the famous potter. Wah-peen grew to manhood in the Rio 
Grande Valley of New Mexico. He is one of the most prolific young 
artists in the Southwest. His pictures are to be seen in most shops in 
and about Santa Fe, but he has not yet had the opportunity to exhibit 
formally, except in Santa Fe. 

In subjects, he adheres closely to the Pueblo tradition, Indian 
dances and home life. "The San lldefonso Women Dancers" is repre-
sentative of his style. His work possesses vigor and a certain crisp-
ness, reminiscent of Tonita Pefia, but is much bolder in color, a bold-
ness that sometimes reaches the point of crudity. With more expe-
rience and practice, it will doubtless become more mellow in tone. 

D E M P S E Y      C H A P I T A  
ZUNI 

38. "MASKED DANCERS OF ZUNI" 
(Collection O.B.J.) 

"The Masked Dancers of Zuni" is included in this volume 
because of its beauty and charm, not because Chapita is very famous 
as an artist. His work has not been widely exhibited and he has no 
murals to his credit. In school, he only painted for the pleasure it 
gave him, with no intention of making art his career. He has not 
painted at all since he left school in 1939. He was born in Zuni, 
1922, and was in military, serviec until 1945. Since then he has been 
occupied as a laborer in and about his ancestral home. 

The watercolor "Masked Dancers of Zuni" shows a native good 
taste and refinement in color as well as design. The primitive angu-
larity of the figures only adds a piquant charm, that is often lost in 
the work of artists who have had art school training. It follows very 
closely in the tradition of the Zuni religious ceremonial art. 

L O U I S  G O N Z A L E S  
(Wo-Peen, Medicine  Mountain) 

GOVERNOR OF SAN ILDEFONSO 

39.0 "BUFFALO   DANCER" 
(Collection University of Oklahoma) 

Born in 1907, Wo Peen could look forward to a splendid 
career, "But when I was just about at the top, I lost my right arm, and 
was set back. I have trained myself to paint with rny left hand and 
have won several prizes at the Gallup Ceremonials." With quiet 
courage, Wo Peen has overcome his heartbreaking handicap. But the 
last de-cade has heaped responsibility and burdens that leave the 
painter little time or energy for his art work. There were the war 
years when those, like Wo Peen, who could not enter the service, 
carried on with their work and that of the young men gone to fight. 
For the second time Wo Peen is governor of his pueblo, an honor he 
finds very demanding. 

Wo Peen's work has been exhibited all over the United States, 
from New York to Los Angeles, the Chicago World's Fair, the Santa Fe 
Museum, and other galleries. He made a mural painting for the 
YWCA building at Springfield, Mass. 

When in his early twenties and remarkably handsome, Wo 
Peen served as model for the statue "The Dreamer" by Philip S. Sears. 
He posed wearing the magnificent headgear of the Plains tribes, the 
war bonnet, showing that even the peaceful Pueblos look well in this 
martial garment. 

For some years Wo Peen toured the country in a repertoire of 
Indian songs and dances. His "Buffalo Dancer" represents his earlier 
manner. 

J O E  H  H E R R E R A  
(See-Ru, Bluebird) 

COCHITI 

4 0 .    "OLD TIME  BUTTERFLY  DANCE" 
(Collection O.B.J.) 

Joe Herrera is a promising artist who was born in Cachiti in 
1921. He is the son of the famous painter, Tonita Pena, who was his 
first teacher and who is his most admiring fan.    Ask Tonita about her 

work or about anything, and in less than three sentences, she will 
gravitate to Joe's painting, and, beaming with pride, will tell a l l  a b o u t  
his work.  The eternal  mother ! 

As a little boy, See-Ru delighted in watching his mother paint 
and he learned her technique trying out his own hand. One of his 
early efforts at painting won him a prize from the American Youth 
Forum Contest.  At the Santa Fe Indian School, he completed a mural 
"Wedding".  Another mural is a "Butterfly Dance" on the outer wall 
of an Indian trading post in Albuquerque. 

Joe Herrera is much interested in agriculture, depending on it 
for his livelihood. He is also a trained auto mechanic. During the 
war he saw service in the Caribbean and in the Mediterranean. He 
painted a landscape of the Bay of Naples of which his mother is im-
mensely proud. 

His style is very reminiscent of his mother's, but more sensitive 
and with a finer feeling for color and grace of line. His "Butterfly 
Dance" is a fine example of his ability to render graceful movement 
with simple means. His colors of black, red, white, and green create 
a s p l e n d i d  harmony. It is equally satisfying and as charmingly deco-
rative as a print by Utamaro. 

VELINO   SHIJE   HERRERA 
(Ma-Pe-W i , Oriole) 

ZIA 

41. "PUEBLO   POTTERY  MAKERS" 

(Collection University of Oklahoma) 

Velino Herrera, at first called Velino Shije, is one of the major 
Pueblo artists of the older modern group. He comes from an artistic 
family of potters, weavers, and silversmiths. 

When the state of New Mexico adopted as its emblem the sun 
symbol of the Pueblo Indians, although this symbol had long been 
known to the Whites for what it is, Ma-Pe-Wi was accused by his own 
people of Zia of betraying them by giving it to the Whites. He was 
ostracized and forced to abandon the name of Shije as unworthy of 
it. Zia is exceedingly conservative. He taught art for a time at the 
Indian School in Albuquerque, and now makes his home in Picuris 
where he owns a ranch. He decorated with murals the recreation 
room in the Department of the Interior Building in Washington, D.C. 

Ma-Pe-Wi's work shows great versatility. He can 
accomplish a happy blend of realism with symbolism. While he has 
not received as much publicity as Awa Tsireh, some connoisseurs consider 
him more vigorous and virile, and freer from outside influence.  His 
preferred subjects are the dances of the secret societies and the daily 
life of the Pueblos.  The older Indian artists concentrated mostly on 
religious ceremonials ; the younger set seems to prefer buffalo and 
deer hunting as subjects for their paintings.  So it is a welcome relief 
to find some pictures showing men at their prosaic work as farmers, 
women at their craft of pottery making. 

"The Pueblo Pottery Makers" is interesting in form and in color. 
It gives valuable information about the process of pottery making 
today and the characteristic designs of Zia pottery.  As a composition 
it is somewhat faulty, and the figures are scattered and placed too low. 

J A M E S  R.  H U M E T E W A  
(Saw-whu, Morning Star) 

HOPI 

42. "TUNWUP  HOPI   KATCHINA" 
(Collection O.B.J.) 

James Humetewa is a member of the younger set of Hopi pain-
ters whose work is receiving considerable notice among people intere-
sted in Indian art. He was born in that wonder country, east of the 
Grand Canyon and spent his childhood in Tuba City and Moenkopi, 
Arizona.  James is a shy and modest young fellow who has dreams 
in his eyes. 

He secured a position at the Museum of Art in Santa Fe, 
New Mexico. In his spare time, he paints horses, deer, and the 
masked members of the religious societies of his people. 

In a general way his technique resembles that of the older Hopi 
artists like Kabotie and Polelonema. He devotes considerable atten-
tion to the modelling of the figures. Though still a youngster, he has 
already exhibited his work in many states. He will undoubtedly be 
heard f rom in years to come. 

The Katchinas are divinities in the Hopi pantheon. The priest 
here personifies the Spirit of Tunwup, who appears in the Powamu 
ceremonial, and is assigned to flog children who have been naughty 
in the previous months. The kilt is a fringe of red horse hair. The 
whips are the hard leaves of the yucca.  The body is painted black 
a n d  the head adorned with horns on each side 
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M A R I N A      L U J A N  

(Pop-Chalee, Blue Flower) 
TAOS 

43. "SKUNK AND SQUIRREL" 
(Collection O.B.J.) 

The first time we saw Pop-Chalee's pictures, we had the strong 
impression that there was something in her art that was not merely 
North American Indian, something more than the usual Asiatic quality 
that is part of the Indian's heritage. There was, it seemed to us, some 
subtle flavor of the ancient Orient, something reminiscent of Hindu 
and Persian miniatures. Imagination ! we thought. Then we learned 
that Pop-Chalee's mother was, indeed, a native of India. Her father 
was a member of the distinguished Lujan family of Taos. Pop-Chalee 
was brought up in Taos, and has never seen the land of her mother, 
who came to the United States at the age of seven. 

She was educated at Santa Fe at the Indian School and studied 
art under Miss Dorothy Dunn. Intelligent and interested in many 
things, she has also studied ar ts  and craf ts,  and the culture of 
many Indian tr ibes and peoples. Of late, she has done some radio 
work that she finds interesting. 

Her painting was successful from the beginning ; its suave 
delicacy made a strong appeal to the Santa Fe colony. The beauty of 
the artist and her sex brought her a good deal of publicity, and she has 
been acclaimed—with a little too much enthusiasm—as one of the 
finest Indian artists of the day. 

Her paintings are very interesting and very decorative, and 
highly personalized ; a courtly elegance chaarcterizes them. She 
delights in painting animals and trees, tall, slender trees that belong 
in Paradise, with delicately curved branches like those one sees in 
Persian paintings and embroideries. Her deer, with their totally 
unreal, elongated, slim legs, and horns, leap in a rhythm that is at 
once lively and langorous. Her rabbits' tails are as dainty as a plume 
from the Rue de la Paix.  Even the quills on her porcupines stand 
out like a rich nimbus. Her color is her own and purely decorative. 
She wisely paints her deer, horses, etc., pink or green or whatever 
tint suits her designs. She is fond of black backgrounds that heighten 
her Oriental effects. 

F R E D  K A B O T I E  

HOPI 

44. "PRAYER FOR   RAIN" 
(Collection University of Oklahoma) 

Fred Kabotie is the dean of living Pueblo Indian painters. 
Although not the earliest in this era, he was the first to receive national 
recognition.  He was born in Shungopavy, north of the Painted Desert, 
in Arizona, in 1900. His education progressed through the Home 
Day School, the United States boarding school at Santa Fe, and the 
Santa Fe high school, where he graduated. 

Kabotie's style is realistic and literal.  In this he follows the 
tradition of early Hopi artists, who painted the human figure with 
considerable indication of modeling. Yet the modeling, as in all In-
dian art, is conventional and does not indicate directional light or 
cast shadows. His subjects are the religious ceremonies and festivals 
of his people. Each is portrayed with utmost fidelity to ritual and 
costumes.  The paintings show his understanding and love of his 
people as well as a deeply religious temperament. Yet he does not 
omit the fun and humor which are also present in the ceremonies. 
Koshari (clowns) perform antics to delight the spectators at the same 
time that priests advance to the steady cadence of drums. 

The "Ceremonial Dance" is an excellent example of Kabotie's  
early work and amply illustrates his power of observation. 

In other paintings "Racing Katchinas" come down to earth and  
challenge men to a footrace. "Goblin Katchinas" suddenly appear 
from the Kiva (underworld) to chastise unruly children. "The Kat-
china Dance" often reproduced in art magazines is really a prayer for 
rain, in which the gods purify the people and bless the crops. 

When the Indian Tower, adapted from prehistoric structures at 
Mesa Verde and Havenweep, was built at Desert view, on the south 
rim of the Grand Canyon, Kabotie was commissioned to design and 
paint the symbolical decorations. One of them depicts Hay-a-pa-o 
(the man eagle) who personifies the Powers and Forces of the Hopi 
cosmogony ; another, Muying-wa, represents the principles of germi-
nation and growth. There is also a large circular design of the oldest 
Hopi myth, the story of the first man to navigate the Colorado River, 
who became the first Snake Priest and originated the famous dance 
held every year on one of the mesas. 

From 1937 to 1945 Kabotie was a teacher in the Hopi high 
school at Oraibi. During 1945-46, with the advantage of a Guggen-
heim Fellowship, he devoted himself to creative work and experimen-
tation in new methods. The immediate effect has been some changes 
in style and the introduction of backgrounds, clouds, and sky in the 
compositions. Whatever effect these departures may have on his 
future productions, his fame rests secure upon what he has already 
accomplished. 

During tha early 1930s, Kabotie received much favorable com-
ment in art publications, among them the School Art Magazine the 
American Magazine of Art, and the International Studio .London 
Fred Kabotie illustrated "Tey-Tey Tales" by Elizabeth DeHuff and 
"Field Mouse Goes to War" by Edward Kennerd. He served as mem-
ber of the jury for the second Annual Exhibition of Indian paintings 
at Philbrook Art Museum in Tulsa, in 1947, having won first prize 
in Pueblo group there the year before. 

J U L I A N      M A R T I N E Z  

SAN    ILDEFONSO 
(1897-1948) 

45. "BUFFALO   DANCER" 
(Collection O.B.J.) 

Maria Martinez is the most famous pottery maker in America. 
Julian was her husband, associate, and first assistant. He designed 
and decorated the pottery made by Maria. In partnership with his 
wife, they usually won first prize for pottery in all Indian Fairs whether 
in Santa Fe, Gallup, or the Century of Progress Exposition in Chicago. 
He was also a well-known painter in his own right, belonging to the 
older generation. In mural painting, he did interesting work and was 
fairly well-known in the Southwest. He has one mural representing 
ceremonies and symbols of the San lldefonso people at the Indian 
School in Santa Fe. 

Until recently he usually presided at the art exhibition at the 
b ig  tr ibal  affa irs  in  Gal lup.  Natural ly ,  being associated with such 
a  famous name, his watercolors have found homes in many of the 
museums of the country. He but recently departed for the Happy 
hunting grounds. 

"Buffalo Dancer" is a good, but not very important example of 
his work.   I t  i s  the only one that  could  be obtained at  th is  t ime.  In  
a  general way, his style and subjects are very much like those of the 
other older artists of the Rio Grande Valley whe were also self-taught. 

EVA M I R A B A L  

(Eah-ha-wa) 
TAOS 

46. "YUCCA  SHAMPOO" 
(Collection O.B.J.) 

Eva Mirabal comes from Taos. She was born in that pueblo in 
1921 and attended the Indian School in Santa Fe. Her mural "Baking 
Bread" is in the social science classroom. She has painted others for 
private homes. She has been particularly interested in girl scout work 
and was camp counselor in a girls' summer camp in Kentucky. She is 
a dancer and active in tribal ceremonies.  During the War, Eva Mira-
bal  was  a  W.A.C.  She painted several  murals  for  the  army.  In  
1946-47 she held the distinguished position as artist in residence at 
Southern Illinois University, Carbondale. 

"Yucca Shampoo" is a small picture that Eva painted as a 
Christmas card.  It is so exquisite in line and color that it is included 
in this work rather than a larger and stately composition of several 
figures.  Eva uses only a few colors : the light brown of arm and neck, 
the earth brown of the pottery tub, the black of the long hair, the 
greens of the shirtwaist and of the yucca (used as soap by the Indians), 
the battleship grey of the Pueblo dress, the red of the sash, and the 
white buckskin of the wide puttee moccassins. The little personal 
affair of washing hair, as painted by Eva Mirabal, is as exquisite as a 
precious Moghul painting of the 15th century. 

V I N C E N T E   M I R A B A L  

(Chiu-Tah, Dancing Boy) 
TAOS 

47. "TAOS  BUFFALO  DANCERS" 
(Collection University of Oklahoma) 

Vincente Mirabal was a promising young artist whose career 
was blasted by the war. He was born in Taos in 1918. After stu-dying 
at the Indian School in Santa Fe, he became a teacher there and 
remained until he went into service. He had won a poster contest in 
San Francisco, and a painting of his was reproduced in the Christian 
Science Monitor, Boston, but he had not had time to produce very 
much. 

A member of the Third Army, he went overseas in 1944.  He 
took part in the Battle of the Bulge ans was killed in action in April, 
1945, in Germany.  Mourning him are his young Navajo wife, three 
sons, and a host of friends. 

In dress and action the "Taos Buffalo Dancers" simulate a herd 
of  buffaloes ,  wear ing as  headdress  a  buffalo mask and horns,  
With hoofs on their feet.     It is a pantomine.      The  Buffalo Dance 
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belonged properly to the Ploins Indians. The Pueblos of Taos, near 
the Plains, who sometimes hunted buffalo, were the first to adopt this 
dance.  The other Pueblos have adopted it since ; they all dance it 
and paint it  The color of this painting is a primitive and earthy as 
the soil itself. 

GERONIMA  CRUZ-MONTOYA 

(Po-Tsu-n u , Whiteshell) 
SAN JUAN 

48     "A  MATACHINA DANCE, CHRISTMAS" 
(Collection O.B.J.) 

Geronima Cruz-Montoya was born in San Juan, not far from 
Santa Fe, in 1915. At the Indian school in Santa Fe, she received her 
instruction in art under the great teacher, Dorothy Dunn, whom she 
succeeded in 1935. While carrying on a full load of teaching in the 
day time, she attended night school at the Laboratory of Anthropology. 
In summer she continued advanced work in this field. 

The little lady has had an interesting career and has been a 
fine influence in the renaissance of Indian art in the Southwest. As 
art teacher in the Indian school at Santa Fe, she has been instrumental 
in training many a young Indian artist. Ben Quintano, Eva Mirabal, 
Narcisco Abeyta, Joe Herrera, Theodore Suina, Harrison Begay, Ignacio 
Moquino, Percy Tsesite, and Quincy Tahoma were all her pupils at one 
time or another.  The high point in her teaching career came when 
her pupil, Ben Quitano, won the $1,000 prize and a trip to New York, 
in the national contest sponsored by the American Magazine. She  
entered ten of her students and all placed in something. There were 
over fifty-two thousand entries. 

Teaching is an exacting and exhausting profession. It leaves  
little time for creative work. Most of Geronima's time has been devo-
ted to her talented pupils. Her production is therefore rather small 
and her works are rare. We had to search a long time to secure a 
suitable example for our University art collection, and Geronima, b e i n g  
an Indian, gave us no help whatsoever, in locating or showing any of 
her work. 

'A Matachina Dance, Christmas", illustrates a half Christian, half 
pagan dance given at Christmas by many of the southwestern Pueblos 
who have been exposed to the religion of the Catholic padres  for 
c e n t u r i e s . The composition of the painting is simple, but the color 
combinations are exquisite, and the action of the mitred figures mo s t  
subtly rendered. 

WALTER M O O T Z K A  

HOPI 

49. "TWO   DEER  DANCERS" 
(Collection University of Oklahoma) 

Walter Mootzska was born near Oraibi, Arizona, in 1903.  His 
first contact with art and artists was with Fred Kabotie.  When Fred 
was in Shungopavy Day School, in 1929, Mootzka used frequently to 
ride over from Oraibi to watch him paint .  He secured watercolors and 
paper and began to paint Katchinas at home, learning from Kabotie 
all the secrets of watercolor technique. He tried to imitate his work. 
One of his pictures in the "School Art Magazine" was such a close copy 
of the older painter's work that Kabotie was quite astonished when he saw 
the signature on the reproduction. 

Later he made his way to the Indian School in Santa Fe. He 
did not remain long as a student, however, but found employment in 
town.  During that period he seems to have produced a number of 
watercolors. But he abandoned painting for Indian silver work and 
was engaged in this latter profession when he met his death in an 
accident in Phoenix, Arizona.  Mootzka was a quiet type of person and 
well liked by his associates. While he was in Santa Fe his parents 
were converted to the Christian faith.  Whether young Mootzka 
disapproved of his parents' action is not known, but he never returned 
home again. 

"Two Deer Dancers" is from his middle period and evidently 
done after his contact with the Santa Fe group. It represents two men 
getting ready for the Deer Dance in the annual festival of the Hopis. 
The two sticks that the men carry represent the slender front limbs of 
the animals. The costumes are symbolical and the dance is, of course, 
a prayer for an abundant supply of meat. 

I G N A C I O      M O Q U I N O  

(Waka-yen-i-dewa, Stratus Cloud) 
ZIA 

50. "DEER HUNTERS" 
(Collection University of Oklahoma) 

Ignacio Moquino is a native of Zia.  He was born in 1919. 
He attended the Indian School in Santa Fe, where he studied art with 

 
Miss Dorothy Dunn, later with Mrs. Montoya. Because of his father 's 
death, he left school to look after his family, working at shoemaking 
part of the time. It was then that he began his art career, designing 
and painting costumes for different tribal ceremonies. 

He was much interested in ancient Pueblo legends and listened 
attentively to the stories of long ago that his grandmother told him. 
He used many incidents of these stories and legends in his paintings ; 
he also sought inspiration in the old Zia pottery designs. 

He painted a mural, "Harvest" for the Santa Fe Indian School, 
and a beautiful "Crow Dance" for the Federal Building on Treasure 
Island for the San Francisco World's Fair in 1938. His paintings are 
in the Department of Interior, Washington, D.C. : Hilton Hotel, Albu-
querque, and many collections in the United States and abroad. 

Ignacio Moquino took a teacher's training course and taught 
for one year.  Then he went into the army from which he was dischar-
ged in 1946. He now lives in San Juan, where he manages to find 
time for a certain amount of creative work. 

"Hunting Deer" was painted before the war.  In many ways,  
i t  is an amazing picture. It represents two young Indians riding at 
great speed and in the act of shooting two deer. It is a piece of 
anecdotal pictorial art and yet the pottery design of his tribe is very 
much in evidence. It is so thoroughly Zia that it  would identify the 
tribe of the painter at first glance. It is sharply incised in outline, 
and, in color,  the accent is  on the horsemen rather than the deer.  
The action of horses, men and deer is rendered with utmost confidence. 
What a wonderful visual memory these Indian artists have ! 

A D O L P H      N A R A N J O  

(O-go Wee, Road Runner) 
SANTA CLARA 

5 1 . "HUNTING THE BUFFALO" 
(Collection O.B.J.) 

Adolph Naranjo is a Tewa of Santa Clara, born in 1916. In 
Santa Fe he studied under Miss Dunn and Mrs. Montoya. He had 
been recommended to represent the Santa Fe scholl at the San Fran-
cisco World's Fair but was prevented from doing so by the stern 
necessity of working to earn a living. He has exhibited in many places 
and while he has sold goodly numbers of his paintings, he has been too 
modest to keep a record of his patrons. 

"Hunting the Buffalo" is an excellent example of his work done 
while he was in school. The buffalo hunter on horseback can hardly 
be classified as a Pueblo Indian.  The Pueblos were farmers,  not buf-
falo hunters.  This subject has become a favorite among many of t h e  
younger Indians of many tribes due to its popularity with would-b e  
buyers. Naranjo shows understanding of the essentials of composition 
and of the use of forceful color. If the color of the Indian hunters h a d  
not been so closely related to that of the bison the effect would 
have been richer. The young Pueblo artist would, however, be severely 
criticized by the older men, of the Plains tribes for picturing the h u n -
ters trying to shoot a buffalo by aiming an arrow on the right side o f  
the horses neck instead of the left. 

T O N I T A   P E N A  

(Quah ah) 
COCHITI 

5 2 . "COCHITI   EAGLE   DANCE" 
(Collection University of Oklahoma) 

Tonita Pena (Quah ah) is the grand lady of Pueblo art. She 
was born in San lldefonso in 1895. She is now the wife of the gover-
nor of Cochiti, Epitacio Arquero, and has been associated with this 
village since her marriage. 

She just naturally leaped over age-old tradition that restricted 
Indian women to painting stylized designs instead of living figures. 
She began painting at eight, though it was not until 1920 that she sold 
some watercolors in Santa Fe. She was self-taught. She says, "I have 
never been outside the Pueblo country, but I learned from the Corn, 
the Rain, and the Eagle, and the Buffalo." We may add that they 
taught her well, and that she was an apt pupil. She began her art 
career with pottery making under the direction of her aunt, Martina 
Vigil. 

Tonita found herself a young widow after two years of marriage, 
just when San lldefonso was beginning to stir with awakened interest 
in Pueblo art, under the influence of Crescencio Martinez and the 
archeological discoveries made on the Pajarito plateau. This was an 
artistic and economic opportunity for Tonita. She was one of the 
artists who made copies for the restoration of some of the unearthed 
frescoes. Later her painting helped her support her children, one of 
whom is Joe H. Herrera (See-Ru) whose artistic talent she has fostered 
and trained. 

Tonita says that her favorite subjects are children and animals, 
but she has painted many other things in her desire, which amounts 
to a weakness, to suit popular demand and to make sales. Her work 
is sometimes uneven and shows too much hurry;  the legs and arms 
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of her figures are apt to be too long and not always well paired. But, 
for all that, her work is generally good ; there is always freshness a n d  
spontaneity i n  her figures ; her colors are convincing and charming. 

Her paintings have been exhibited in nearly all the United 
States museums and galleries interested in Indian art, and at the 
Chicago World's Fair and the Venice International Art Exhibit. 

"The Cochiti Eagle Dance" is one of her best works.  This 
dance is given by many tribes in many variations. Tonita's version is 
an accurate, fresh presentation of this ceremony as it is performed 
by her tribesmen. The eagle still plays an important role in Indian 
mythology. 

O T I S  P O L E L O N E M A  
(L o m a d a -moc-via, Springtime) 

HOPI 

53 "PRIEST OF THE SNAKE  DANCE" 
(Collection O.B.J.) 

This artist is a pure blood Hopi who lives on the second Mesa 
at Shungopavy, Arizona, where he was born in 1904. His early 
attempts at painting are historically interesting, although of little 
artistic value. At that time, he was awkwardly trying to copy the 
white manner, using perspective, and getting humorous effects as a 
result. He soon found his stride, however, and he has produced some 
fine watercolors showing a delicacy that is probably due, in part, to 
his facility in weaving and embroidery, which he enjoys doing. A 
singer and dancer, he takes an active part in the ceremonies of the 
Indian fraternity of which he is a member. He has a good sense of 
rhythm. 

Polelonema has painted a number of Snake Dances, probably 
because he is intimately familiar with this ceremony ; also, perhaps, 
because there is always a ready market for these pictures among white 
people. 

Polelonema represents a priest of the Snake Cult participating in 
the famous dance of the Hopis, held annually in one of the villages in 
the northern Arizona desert. The performance is now well-known as 
fair roads have made Walpi and Oraibi accessible. To make the pic-
ture complete, the Snake dancer should have at his side an assistant 
with a feather fan to dissuade the rattler from striking. This picture 
was painted this year at my request. Polelonema is most careful to 
secure accuracy in costume and face paint. As in his paintings of 
twenty years ago, he still models the figures. 

In recent years he has not produced a great deal. He appears 
somewhat discouraged because the growing number of Indian artists 
has a tendency to lower the value of Indian paintings.  Polelonema's 
works are comparatively rare, and they are increasing in value, but, as 
usual, not always to the painter's benefit. 

In addition to their artistic quality, all his paintings will have 
historical value because of their documentary realism. 

BEN     Q U I N T A N O  
(Ha-a-te) 
COCHITI 

54.    "BUFFALO DANCE" 
(Collection O.B.J.) 

Ben was "on ammunition carrier in a light machine gun squa-
dron charged with protection of the right flank of his troop which was 
counterattacked by superior numbers. The gunner was killed and the 
assistant gunner critically wounded. Private Quintano", the citation 
continues, "refused to retire from his hazardous position and gallantly 
rushed forward to fire into the enemy, inflicting heavy casualties. 
While so engaged, he was mortally wounded. By this extraordinary 
courage he repulsed the counterattack and prevented the envelopment 
of the right flank of his troop. Private Quintano's unflinching devo-
tion to duty and heroism under fire inspired his troop to attack and 
seize the enemy's strong point." (Citation, 1945.) He was awarded 
a Silver Star, posthumously, for gallantry in action on Luzon, 1944. 

So ended the brilliant artistic career of an American hero, the 
shy, smiling little Pueblo Indian boy with the heart of a lion. Ben 
Quintano was born in Cochiti in 1921. He attended the village school, 
where he painted his first mural while still in the fifth grade. Another 
mural of his is in his second alma mater, the Indian School in Santa 
Fe. At the age of sixteen he won first prize over eighty contestants, 
of whom seven were Indians, for a poster to be used in the Coronado 
Quarto Centennial celebration. Two years later he won First Prize 
and a thousand dollars in the American Magazine Youth Forum 
Contest in which there were 52.578 entries by young artists from the 
whole nation. 

He had chosen as his subject for this competition "My Com-
munityt — Its Place in the Nation." It is a fairly large painting of 
his own pueblo of Cochiti.  Over it dwells quiet, peace, and content-
ment.  A few months after winning this contest Ben had an article 
published in American Magazine entitled, "I Discover America". It 
is a beautiful statement of American ideals spoken with simplicity and 
dignity.  His paintings were exhibited far and wide in all the great 
museums from Virginia to California, and some have found their way 
into private and public collections 

The "Buffalo Dance" is a typical example of Ben Quintano's 
work while he was a pupil at the Indian school in Santa Fe. It already 
shows his extraordinary talent. Simple in composition, the repetition 
of the two figures emphasizes the rhythm. The harmony of forceful 
lines and restrained colors produces an effect of stately dignity. 

A L P H O N S O      R O Y B A L  
(Awa Tsireh, Cattail Bird) 

SAN ILDEFONSO 

55. "HARVEST  FESTIVAL" 
(Collection University of Oklahoma) 

Awa Tsireh of San lldefonso is a nephew of Crescencio Marti-
nez, who was the first of the modern artists of San lldefonso. He 
almost gave up art when his copies of Kiva frescoes angered the San 
lldefonso people and he was severely punished. Helped and encou-
raged by white artists of Santa Fe, he acquired great success and 
became more famous than many other equally good Indian artists. 
His paintings have been exhibited all over the United States and abroad 
and ar e included in  all discriminating Indian collections. 

Awa Tsireh's work has gone through three distinct periods 
showing three distinct styles. He began with a realistic manner. His 
subjects were then the ceremonial dances of his people. His figures 
were in pairs or groups, often arranged in serried rows or in circles. 
They were fairly small and very accurate. In some of them an effect 
of stateliness is achieved through the repetition of the same figure 
in the same movement. 

In the second period the artist is increasingly interested in 
decoration and symbolism. His figures are more stylized. He 
attempts a sort of conventionalized ladscape and a combination of 
figures with purely decorative motives. To this period belongs, for 
instance, a magnificent and jolly work in which three Koshari are seen 
romping all over the arch of a stylized rainbow. 

Later Awa Tsireh shows his deepening concern with the spiri-
tual wolrd ; his creative imagination enters the metaphysical field. 
He  paints strange, haunting figures bordering on the supernatural 
and, somehow, reminiscent of the pottery designs of prehistoric 
Mimbres. 

Awa Tsireh is a very introspective person who speaks little and 
who can sit motionless as if asleep through a whole Indian dance per-
formance. After the performance, without a moment's hesitation, he 
can paint this dance — or rather the essence of this dance — as dis-
t i l led through his comtemplative mind. 

"Harvest Festival" composes very nicely in a circle. It is 
somewhat sombre in color.    A w a  Tsireh has  almost  ceased producing. 

A B E L      S A N C H E Z  

(Ogwa-pi, Cloudstick) 
SAN ILDEFONSO 

56. "DEER  DANCE" 
(Collection O.B.J.) 

The little pueblo of San lldefonso, that has produced a long 
catalogue of artists, claims this very interesting, arresting painter 
whose studies of dance ceremonies are amazing feats of visual memory. 
Some are masterpieces. He is particularly interested in horses and 
horse races, and paints them with fine craftsmanship and with good 
action.  He is himself more than ordinarily proficient in riding ; they 
call him the cowboy of Pueblo artists. 

He shows much originality in his designs and is not influenced, 
so far at least, by American white painting. Ogwa-Pi belongs to the 
older generation of painters who received much notice in the press a 
couple of decades ago. He was born in 1899; oil his life he has 
remained closely associated with his people. 

In 1931 he had an exhibit in the Museum of Modern Art. The 
same year, he won the first prize in Gallup at the Inter-tribal Fair 
with a painting of a magnificent and splendidly barbaric Navajo 
woman with a girl and three sheep. He has a mural in the dining 
room of the Santa Fe School. Yale University, Stanford University, 
t h e  Chicago Art Museum, Omaha Art Museum, and others have all 
acquired examples of his work for their permanent collections. 

P E R C Y     T.       S A N D Y  

(Kai-sa, Red Moon) 
ZUNI 

57. "THE SCRATCHING  DEER" 
(Collection O.B.J.) 

It is difficult to imagine an Indian boy with the name of Percy. 
Most of the present generation of Indians have English or Spanish 
names as well as their own Indian names that are sometimes changed, 
certainly when  they ap p r o ach  manhood.  Among h i s  cronies  he is 
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known as Tsesite ;  his grandfather, a painter of ceremonials at Zuni 
called him Ka.sa, and predicted that the would become an artist of 
note.    He was given the name of Percy Sandy at the Santa Fe school 
It is all very confusing.     Percy signs himself Kaisa on his paintings 

He was born in 19818 and enjoyedhiscildhood with his 
parents and two brothers. He attended a school at Black Rock, four  
mi les  f rom the  Zuni  v i l lage.  I t  was there  tha t  he  t r ied  pain t ing  for  
the  f i rs t  t ime as tonishing h is  teachers  by the  qual i ty  of  the  resul ts  
He was  immediate ly  se t  to  do some murals  for  the  school  bu i ld ing  
and  for  the  Black  Rock  Hospi ta l .  Thus  was launched h is  ar t  career  
Later  he  went  to  the  Albuquerque Indian  School  where  he  received 
formal art instruction. He was commissioned to illustrate a  book by 
Ann Clark  Sun Journey" .  He has  won severa l  pr izes  a t  the  Gal lup 
All-Indian Fair and at Albuquerque and held a one man exhibit in Los 
Angeles  in  1947.  

Indians often marry very young and, nowaday, often outside 
their own tribe. Kaisa married one of the Mirabal girls and moved 
to Taos Pueblo, where he divides his time between painting and far-
ming. 

Kaisa's "Scratching Deer" is well composed. In it he demon-
strates his complete victory over his medium without fuss or worry. It 
is just a deer in its native habitat—two or three yuccas in bloom and 
a couple of gray sage brushes most expertly handled—simple, humo-
rous and satisfying. 

T H E O D O R E      S U I N A  

(Ku-Pe-Ru) 
COCHITI 

58.    "GIRL HARVEST DANCER" 
(Collection O.B.J.) 

He had delicate and refined features. His faces was a little 
pale and showed signs of suffering but of calm resignation.  He had 
been sitting propped up against the wall of his pueblo home for two 
years with a broken back, after having been thrown from a horse. 
This infirmity probably made an artist of Ku-Pe-Ru. It is probably 
also responsible for the delicacy and tenderness as well as the suavity 
and grace in his work. Without the least resemblance, Suina's work 
somehow recalls to mind the painting of the pious old Siennese masters 
of 1 3 0 0 . 

Ku-Pe-Ru was born in 1917 in Cochiti.  To pass the long days 
during his terrible infirmity, he began painting in 1936, having been 
encouraged by white friends, who furnished him with paints. This 
gave him courage, and he was sufficiently recovered so that, in 1938, 
he enrolled at the Indian School in Santa Fe and studied art under 
Geronima Montoya. He graduated from the school in 1942. He 
enlisted in February 1942 and served for thirty-eight months in the 
South Pacific theatre of war, taking part in many of the major cam-
paigns and winning decorations. He returned in 1945 and has  
resumed his creative work in art. 

The dear little girl in the "Girl Harvest Dancer" has the same 
delicacy and charm, the same simple piety and devotion as the angels 
and madonnas in Simone Martini or Duccio but is much more alive 
and youthful than they. The technique of Ku-Pe-Ru is precise and 
sure but without bravura. The colors are harmonious, but much more 
varied and interesting than those of the old masters of central Italy. 
His paintings have been shown in many of the larger museums and art 
galleries of the country. I believe even greater work from him may 
be expected. 

JOSE     R E Y      TOLEDO 

(Sho-bah-woon-hoon, Morning Star)  
JEMEZ 

59.  "PINE  TREE   CEREMONIAL   DANCE" 
(Collection University of Oklahoma) 

On a sparkling Colorado day in the late summer, I received a 
letter from my friend, Jose, informing me that he was sending — by 
registered airmail — some sacred pollen and eagle feathers and would 
I please drive up to the cliffs towering above Iceberg Lake on such 
and such a day, and there perform a sacred rite just as the sun came 
up over the horizon in the far East. "You see, it is my wedding mor-
ning, and I know that my adopted father cannot be present in my 
pueblo of Jemez on that day, so will he please perform this ceremony 
to the gods for me ?" Minute instructions about the ritual followed 
as all must be done just right, and, as an after-thought — Perhaps 
you could get Garcia, my Indian friend, to go along to see that every-
thing is done right." 

We complied, and some early travellers crossing the Trail Ridge 
in the lofty Rocky Mountains National Park, stopped to listen to the 
strange phenomenon of sacred Indian chants from the highest ridge 
above the frozen lake, as the sun rose. 

It was an expression of an Indian artist's friendship. A year 
before I had been able to give Jose some instruction and encourage- 

ment in art .   I t  was evident that here was a rare talent although as 
yet undeveloped.  At that time, he was working as a salesman and 
handyman at an Indian Trading Post and had litt le time for creative 
work, but he utilized all precious moments.  The next season he did 
not return.  The elders did not approve of his drifting away from 
the environment of the Pueblo, and from the traditions and ideals of 
the tribe. He settled down near his ancestral village to eke out a 
living for a wife and family as they arrived on schedule. 

Jose Toledo was born in Jemez in 1915. He went to the 
Indian Vocational School at Albuquerque ; later he was to have a year 
at the University of New Mexico. There he received no encourage-
ment to develop his own Pueblo art. 

He developed very rapidly, and early exhibited his work at 
many important art museums in the United States. He is now consi-
dered one of the more important Indian artists of the Southwest. Jose 
won first prize in the Pueblo group at Philbrock Art Center, Tulsa, in 
1947, for his "Dancing Spirits". 

"The Pine Tree Ceremonial" is a very important painting by 
Toledo, showing one of the numerous religious ceremonies which are 
performed throughout the year. In this painting, the predominant 
colors are cool in harmony. 

P A B L I T A      V E L A R D E  

(Tsan, Dawn) 
SANTA CLARA 

60. "SUN BASKET  DANCE" 
(Collection University of Oklahoma) 

"In the last five years, I have not painted steady. I have a 
family now, a girl age four and a boy two and a half years old, I have 
a wonderful husband (non-Indian). He is now going to school here at 
the University of California." 

So writes Pablita.  It sounds exactly like many other talented 
girls who find it difficult to pursue a career and have a fcmily. P a -
blita is a happy young wife and a devoted mother.  Perhaps that is 
more important.      But...  she is also a talented artist .  

The painting "Sun Basket Dance", owned by the University of 
Oklahoma, is as fine as any Indian painting in its large collection. 
Here six persons are performing the sacred rite. The composition is 
symmetrical and pivoted in the center like a painting of the old Qua-
trocento Madonna and saints. The male dancers are in white and the 
women in red and black, with the drummer and chorus to support the 
color harmony.    The artist has made good use of her grey paper. 

Pablita belongs to the people who make the beautiful black 
pottery, the Santa Clara tribe. She was born in 1918. She has contri-
buted mural art to her native state, at Bandelier National Monument 
Museum, and in stores in Albuquerque. She has also had her water-
colors exhibited far and wide, in the Governor's Palace, the University 
of New Mexico, University of Oklahoma, University of California, Phil-
brook, and elsewhere. 

Practically all her work is concerned with the home life of the 
Pueblos and their religious festivals. She has made a real contribution 
to American culture and it is hoped that her present worthy interest 
will not absorb all her time. 

R O M A N D O   VIGIL 

(Tse-Ye-Mu, Spruce Falling  in Winter) 
SAN  ILDEFONSO 

61.     "HARVEST   DANCE" 
(Collection University of Oklahoma) 

Everybody in the village seems to be an artist. Tse-Ye-Mu is 
another son of San lldefonso who has brought renown to the ancient 
pueblo.  He is a nephew of the famous potter, Maria Martinez. His 
son, Albert Vigil, shows talent and may carry on with art in the family 
tradition. 

Tse-Ye-Mu's production has not been as prolific as that of 
some other Indian artists ; his paintings are not always showy but they 
make a strong appeal to the discriminating connoisseur. They are 
mostly conventionalized patterns, light, delicate, aloof, and very sta-
tely. 

His "Harvest Dance" is an excellent example of his style. The 
four dance figures with the accompanying two musicians constitute the 
pictorial part of the composition.  The picture is framed at top and 
bottom by abstract decorations symbolic of the natural phenomena. 
However, the human figures are sufficiently stylized to harmonize with 
the purely decorative symbols. Unless kept under strict control there 
is a certain danger in such a combination of the pictorial and the 
decorative.  Tse-Ye-Mu skirts this danger very well.  What our In-
dian friends try to convey when they use this combination of dual sub-
jects is the relationship between the physical and the spiritual world, 
as their sacred dances convey that relationship. 

Tse-Ye-Mu was born in 1902 and, like most of the young men 
of the neighbourhood, went to the Santa Fe School.  Of late years, 
Tse-Ye-Mu has done few watercolors.     He has worked with Disney in 
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Hollywood for some years, making many sketches for Bambi and other 
animals of the Disney fairyland.  He has returned to his people and 
is now available as a muralist. 

The Indian School in Santa Fe has some of his murals, others 
are in La Fonda Hotel in S an t a  Fe, and in private collections. 

THOMAS V I G I L  
(Pu-yo P i n , Summer Mountain) 

TESUQUE 

62. "TESUQUE  BUFFALO  DANCE" 
(Collection University of Oklahoma) 

Thomas Vigil, the elder, is a native of the little pueblo of 
Tesuque, near Santa Fe, where he was born in 1889. He was educated 
at the St. Catherine Sisters' Scholl. Like many of the older generation 
of Indian artists, he had no instruction in art, being entirely self-
taught.  The Museum in Santa Fe early acquired some of his work 
for its permanent collection. At the present time, he does not practise 
the profession of art, being occupied with farming and other chores 
necessary for a living. His son, Tim, is now following his father's 
footsteps and producing watercolors in large dimensions. 

This painting of the traditional Buffalo Dance of the Rio Grande 
Pueblo people is included in this work because it marks an epoch in 
the development of Indian painting. Technically it is about on a par 
with the work of the early artists like Crescendo Martinez. These 
paintings' chief interest lies in their absolute sincerity. They are 
without pretense and as uninhibited as the work of school children. 
They are also sincere efforts to accurately portray religious observan-
ces.  It is not an art for art's sake, but painting for a purpose. And 
this purpose is not so unlike that of the Christian monks of the eleventh 
century when " illuminating" their manuscripts. 

N A R C I S C O  ABEYTA  
(Ha-So-De, Ascending) 

NAVAJO 

63. "LET THEM LIVE" 
(Collection University of Oklahoma) 

I do not remember just when I first saw his paintings, but I 
recall that they made a profound impression on me. Not only were 
they the work of an individual creative artist who was not looking 
over his shoulder to see what the others were doing, they were expertly 
done.  They did not follow the tradition of the earlier Southwest 
artists. His subjects were Indian, of course, but done with a tech-
nical authority, suavity, grace, and eclat that we rather associate with 
the sophisticated fashion artists of Paris, instead of being the work of 
a young Navajo from the isolated regions of northern Arizona. 

Of course, the young chap had been out of the reservation ; 
but his contacts in the Indian School at Santa Fe could hardly have 
been those of a world capital of fashion. Certainly, the Navajo's is an 
old culture and civilization, but where did Ha-So-De get his amazing 
technical ability and wordly wisdom ? Is it possible that by some 
strange atavism Ha-So-De might be an incarnation of some artist 
henchman of Kubblai Khan ? 

His paintings, "Directing Guests", "Let Them Live", and "Chil-
dren to the Day Scholl", although simpler in composition, are strangely 
reminiscent of Moghul paintings of the seventeenth century. The 
combinations of colors and the powerful rhythm of flowing lines are, 
however, neither Moghul nor Chinese. In color, he prefers the strong 
blacks,  greens,  and endless varieties of reds, and burnt ochres,  but 
seldom yellows and oranges. Naturally, his paintings have been 
widely exhibited from San Francisco to Paris. 

Narcisco Abeyta, a full blood Navajo, was born at Carreo, New 
Mexico in 1920. In 1939 he was awarded second prize for a poster 
for the San Francisco World's Fair and a couple of years later, he illu-
strated "Aye Chee,  Son of  the Desert" .  He has also a  mural or  two 
to his credit. He enlisted in the army and was with the 105th infantry 
in the invasion of Okinawa and in the attack on Iwo Jima with the 
77th Division. 

"Let Them Live" could easily have foundered on the rock of 
sentimentality, but Ha-So-De shows that he is capable of expressing 
the most tender feeling without being maudlin. The horses can hardly 
be considered Navajo mustangs, but no matter.  Notice with what 
assurance the young Navajo woman sits her steed, and the manner in 
which the infant fawns balance the riderless horse. 

H A R R I S O N      BEGAY  
(Quo-ho, Dawn) 

NAVAJO 

64.    "TAKING  SHEEP OUT" 
(Collection O.B.J.) 

65.    "NAVAJOS  GOING TO  A  DANCE" 
(Collection University of  Oklahoma) 

Harrison Begay hails from Greasewood Springs, Arizona, He 
writes, "My parents  were uneducated and  I knew no word of English 

until I was eight". He was born into a heritage of beauty and he 
absorbed into his soul the essence of the Navajo spirit and of the 
Navajo land. Alway interested in art, he began his real apprenti-
ceship of it in Santa Fe at the Indian School. He began early to win 
prizes at the Gallup Ceremonials and at Navajo tribal meets. Harri-
son took a college preparatory course, but the war uprooted him and 
stopped his career. He served in Europe and Iceland for three and a 
half years. On his return, he studied radio technique. But he has not 
given up art, although he feels it wise to have a more dependable 
source of income. 

Harirson Begay pursues a definite goal and a lofty objective in 
painting. He believes that Indian art should be characterized by the 
general styles and effects developed by the forefathers. In his work 
he makes it a point to follow these directions, so that he retains the 
fundamental character of his own tribal art even though he makes 
use of the modern idiom and the modern scene. He accepts the Na-
vajo tradition whole-heartedly, reverently, but also most intelligently ; 
he accepts "today" with understanding. As a result ,  he seems to 
have been spared the pangs of conflict between the present and the 
past that rend the soul of so many modern artists and that are reflected 
in their work. It is perhaps for this reason that the paintings of 
Harrison Begay reflect such harmonious balance and serenity and 
great inward joy. It takes more than this, however, to create a work 
of art. Harrison is endowed with the necessary innate spark of talent, 
a craftsmanship developed to a high degree, plus unerring feeling for 
line and color and rhythm. 

So far his subjects have been mainly the scenes of everyday 
tribal life. He has, however, done some legendary and ceremonial 
paintings. The beautiful sand paintings of his people fascinate him 
and he wants to collect sand painting designs for use in his own work. 
He loves to picture groups of horsemen riding at a swift pace, singing 
or cheering as they gallop along. Also the social dances, as well as 
the sacred ones, where he suggests with simple means and consummate 
skill, graceful movement and lilting cadence. 

"Taking the Sheep Out" is a charming painting from the daily 
life of his people. Sheep raising is the major industry of the Navajos. 
Their safety is left mainly to little boys and girls. Begay with his 
usual delicacy, pictures a determined little Navajo sister directing her 
small flock to pasture. The quality of both sheep and girl is as sen-
sitive as a Marie Laurencin, and much more charming. 

"Navajos  Going to a Dance", six happy young Navajos gal-
loping at full speed, is an excellent example of his recent hand best 
painting. In it he gives full expression to his love for subtly harmo-
nious color, a far cry from the raw, screaming, or drab tones too many 
modern whites insist on inflicting on the public. 

In drawing, design, and color, Harrison Begay has reached the 
deserved position of first place among the Mavajo artists of today. 
And he is winning recognition to which he is entitled. 

HOKE     D E N E T S O S I E  
(Kiya aa nii, House Standing Upright) 

NAVAJO 

66.     "NAVAJO WOMAN CARDING WOOL" 
(Collection O.B.J.) 

The vast wonderland of northern Arizona is the home of the 
independent Navajo. To have been born there is enough to make 
anybody an artist, a musician, a poet, or a mystic. Most Navajos 
seem to have a little of the one or the other. Hoke Denetsosie, a full 
blood Navajo, was born in a hogan in 1919, somewhere east of the 
Grand Canyon, where he spent his childhood. 

Hoke, like many other Navajos, is a born artist and is essen-
tially self-taught, having had practically no training. From his child-
hood he drew and painted pictures but he had never done any work in 
black and white until 1939 when he was asked to illustrate Ann 
Clark's book "Little Herder", written in the Navajo language for the 
Education Department of the U. S. Bureau of Indian Affairs. With 
great enthusiasm and intelligence he undertook the task, developing 
his own technique as he went along and solving some problems that  
many artists would simply avoid. As a result Denetsosie has created 
a style of his very own which is neither flat like that of the Pueblos, 
nor shaded like that of the Hopis but a successful something between 
both.    Later he did illustrations for another book, "Dogs". 

Having failed to pass the physicals for military service, he ac-
cepted an appointment as a visual education artist for the Navajo 
Indian Service at Window Rock. There he remained for four years. 
Later he executed ten panels of mural decorations for the Arizona 
Craftsman Building at Scottsdale. Still later he worked as a "logger" 
in a lumber camp in Utah and as a commercial artist in Flagstaff. 
Since 1946 he has been working at the Grand Canyon. 

In his own words, he does his best to express "characteristics 
which distinguish Navajos from other tribes" and local scenes and 
native setting "just as one sees them on the reservation". Denetsosie 
loves his native country and its landscape, and paints life on the 
Navajo reservation with the utmost sincerity, sympathy, and under-
standing. His work is full of vigour and of the graceful beauty that 
seems to be the inborn prerogative of Navajo artists. He is fond of 
reading and of music and responds to rhythm like a flower to the sun. 
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W I L S O N   D E W E Y  
SAN CARLOS APACHE 

67.  "H O R S E  AND  RATTLESNAKE" 
(Collection O.B. J. ) 

Wilson Dewey is a san carlos Apache and nephew of Maria 
the San lldefonso potter 

His first efforts at Painting were fumbling attempts in imita-
tion of Whites.  Little by little he developed his own style.  He recei-
ved a prize for his work in Puerto Rico and some works of his were 
reproduced there in the magazine "lllustrador".  He also made some 
murals in Albuquerque. 

In his "Horse and Rattlesnake", Wilson shows much sophisti-
cation..  It gives evidence that he has thoroughly mastered and sim-
plified his technique.  With a few lines and two yuccas, he amply 
suggests the dry and unfriendly country of the Apaches of southern 
Arizona.  The attitude of the Indian pony, in which curiosity, fear, 
and suspicion are equally balanced, is expertly suggested by a few 
simple lines, so well done that one could almost believe that it was 
painted by an old Chinese master. 

Wilson is very interested in the outdoors and sports.  H e  h a s  
played football and basketball, and won quite a reputation a s  a  c a l f  
roper in the rodeos.   After two years in the army, he received a  
medical  discharge and has now returned to  h is  people.  

A L L A N   H O U S E R  
(Ha-oz-ous, Pulling Roots) 
GERONIMO  APACHE 

68.   “RESTING  COWBOYS" 
69.   “MOVING CAMP" 

(Collection O.B.J.) 
I knew the old Apache warrior well in the early years of 1900.  

He was a fierce-looking old cuss.  Once he gave me a photograph, 
signed.   He could sign his name.  He was at that time prisoner-of-
war at Fort Sill, Oklahoma.  He had the most famous name in frontier 
history, having terrorized the Southwest for six years.  The Geronimo 
campaign of 1885-86 is part of American history.  In this military 
adventure, five thousand United States Army troops, five hundred 
Indian auxiliaries and scouts, and an unknown number of civilians 
finally forced Geronimo's band of less than three hundred fifty men 
and boys to surrender after six years of guerrilla warfare.  But I fear 
this tends to become a story of Geronimo, the Apache warrior, instead 
of his great-grandson,  Allan Houser, the artist. 

Allan, who was born in Oklahoma, began his art career in 
Santa Fe.  He received the arts and crafts award for the best work 
by an artist in the Indian School in 1936.  Allan had a splendid phy-
sique and at first considered athletics as a career.  To pass the time 
and keep from boredom during an illness while in high school he 
became interested in art.  He made such rapid progress that he was 
one of six Indian artists invited to decorate the new Department of 
the Interior Building in Washington.  This encouraged him to open 
a studio in Santa Fe with his friend, Gerald Nailor, as a partner. 

Allan Houser's work has received a great deal of attention in 
American art circles.  He has had several one-man shows at Chicago 
Art Institute, University of Oklahoma, and elsewhere.  As a result he 
is widely known even abroad.  His painting "Leaving For War" was 
in the New York World's Fair.  He had several at the San Francisco 
Exposition in 1938 and he has illustrated the book, "I Am a Pueblo 
Girl" by E-yeh-shure, the Pueblo Indian poet. 

Houser was recently invited by the governor of Arizona to do 
a portrait of old Geronimo for the state capital at Phoenix.  Geronimo 
in  the state capitol !   Times marches on. 

Allan knows many stories about his people that have never 
been told, stories learned by listening to his father, grandfather, and 
other old Apaches who came to Oklahoma as prisoners with their chief.  
These tribal tales and legends are usually the subjects for his paintings.  
No other Indian that we know of has painted so many anecdotes.  
Houser can draw like a master.  He knows how to combine colors.  
He understands the ugly Indian pinto, and he also knows his people and 
their tragic history.  Sometimes in his art he displays a certain sati-
rical arrogance in keeping with his Apache background.  His Indians 
are not handsome.  He is ranked as one of the most important Indian 
artists of his day. 

"The Resting Cowboys" are Apaches of today dressed in the 
conventional clothes of the modern cowboy but they wear their hair 
long and tied with the characteristic headbands of the Navajos and 
Apaches, their ten-gallon hats seemingly an encumbrance.  The mus-
tangs are standing faithfully but impatiently behind their lords and 
masters.  The diminutive Indian fire indicates that the wind is chilly.  
On the not so distant horizon restless cows appear.  The composition 
is constructed on the plan of a St Andrew's Cross or nearly so.  Colors 
are entirely restricted to black, or a variety of browns and grays.  The 
painting is one of Allan Houser's earlier works. 

"Moving Camp" (after trouble with Spanish soldiers) needs no 
explanation. 

S T A N L E Y    MITCHELL 

(Che-chille-tsosie, Thin Curly Hair) 
NAVAJO 

70. "NAVAJO  FAMILY" 
(Collection University of Oklahoma) 

Che-Chille-Tsosie is a Navajo of pure descent.  Born at Sail 
Lee, in 1920, he made the usual trek to the Santa Fe Indian School 
where he took up painting. He is also trained as a silversmith and he 
makes his living as a jewelry craftsman. 

He has painted many watercolors and made murals of mountain 
scenery and Indian villages for the Fort Wingate Vocational High 
School.  He also decorated the front wall of a store at West Yellow-
stone. His works have been exhibited all over the United States. 
Stanley is a singer and dancer and takes part in the tribal ceremonies 
with the Indian fraternity of which he is a member. He did his stint 
during the war. 

The members of the "Navajo Family" are, of course, mounted. 
The man sits very much at ease while his horse chafes at the bit. The 
mother is equally at home on the back of a pony. She holds her 
papoose strapped to the cradle board in her arms, her mount, mean-
while, showing its displeasure with its tail. 

The group is well arranged, one pony facing the other. The 
color is harmonious, the blue blouse calling attention to the mother 
no less than the red shirt to the father. The ten gallon hat and the 
cradle could, however, have been more firmly outlined against the 
sky. It is curious how the Indians can suggest solid ground with a line 
or two. 

GERALD  NAILOR  
(Toh-Yah, Walking b y  t h e  River) 

NAVAJO 

71. "THE  FEMALE  RAIN  AND  CORN" 

(Collection University of Oklahoma) 

Gerald Nailor was born in 1917 in Gallup. He painted a mural 
for the Post Office at the National Park in Mesa Verde, Colorado, 
others for the Department of the Interior Building, Washington, D. C. 

The flowering of American Indian art is nowhere more apparent 
than in the work of six young Indians whose murals, covering the walls 
of two large rooms in this new Department of Interior Building, were 
done in 1939.  The twenty-four separate panels cover two thousand 
two hundred feet of walls in the cafeteria and recreation room of the 
building.  In subject and execution, they vary as much as the tribes 
represented among the artists. Each painter has drawn from the 
experience of his own tribe, either in the symbolic designs of the past 
or in scenes of contemporary Indian life. As subjects for the decora-
tion of the cafeteria, Nailor chose Navajo women weaving, a scene 
from a Navajo healing ceremony, and the symbols of the earth, clouds 
and snakes seen in Navajo sand paintings. In the recreation room, 
he depicts Navajos hunting deer and bison. 

In 1942-43, he worked for nearly a year at the Window Rock 
Agency, Arizona, painting murals in the Indian council house.  These 
are, in fact , a pictorial history of the Navajo people. 

Gerald is a gifted painter, thought by many people to be one of 
the best in the Southwest today.  The Nailor style is very much his 
own ; he eliminates details to a great degree and thus obtains powerful 
and stately effects.  His work reflects his proud reticence and a true 
Navajo sense of humor. He paints the Navajos, their history, and 
social life, but he is also fond of animals, especially horses, deer and 
antelopes. 

Although a practical rancher, he has not abandoned Navajo 
religion, myths, and lore. The Navajo story of creation is as exciting 
and complicated as the Greek and Norse mythology.  Nailor uses os 
subject matter many Navajo nature myths and religious symbols. 

"The Female Rain and Corn" is a recent work. This painting, 
beautiful in tone and graceful in line, is obviously based on a nature 
myth as old as the fertility rites of the Druids of ancient Brittany. 
He uses a somewhat stylized but pictorial figure of a girl dressed in 
velvet blouse, full skirt, and red moccasins, performing a ritual before 
a growing stalk of corn, planted among sacred symbols of clouds and 
falling rain. Few Indian artists can better combine the decorative 
and the pictorial into one picture scheme than Nailor. 

In 1940, Nailor illustrated with thirty-five line drawings the 
Navajo language reader "Little Man's Family".  These drawings are 
simply magnificent. They have a refinement and beauty equal to 
that of the classic vase paintings of ancient Greece. 

Resuming an activity interrupted by war service, Gerald now 
divides his time between raising cattle on his ranch and painting.
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A N D Y  T S I H N A H J I N N I E  
NAVAJO 

72       "NAVAJO N' DA A" 
(Social dance) 
(Collection University of Oklahoma) 

Andy is another gifted Navajo who is building up prestige for 
his tribe.   He was born near Chinle, Arizona, in 1916.  After playing 
his allotted number of years with other Canyon Kiddies, he was sent 
to Fort Apache Grade school to learn the three R's.   Later he went 
to that educational mecca for Indians in the Southwest, the Santa Fe 
Indian School. 

His talent was soon apparent and he was early set to work 
doing murals.  There is one in the Phoenix Indian school, another in 
the sanitorium at Winslow and a very interesting one at the Fort Sill 
School in Oklahoma.  Like the rest of the Navajo artists, he has fared 
well in exhibitions.  He won the American Magazine prize in the 
late thirties.  He has done the illustrations for a book entitled, "Who 
Wan ts  to be a Prairie Dog ?",  a fairy tale in the Navajo language. 

Andy's favorite subjects are the Navajos, their horses, sheep, 
and goats, their ceremonials, and their occupatios — herding, weaving, 
and silversmithing — subjects with which he has been familiar all his 
life. 

Much Japanese ar t  has been seen in this  country during the 
last  fifty years.  Several Japanese artists have been working in our 
land, but I am sure that little American art had been seen, and even 
less produced in Japan.  Andy Tsihnahjinnie has the distinction of 
having painted a mural for a barroom in Rahikawa some thirty miles 
from Tokio.  It was, of course, done while Andy was with the American 
occupation forces.  He was in the campaigns in New Guinea, Philli-
pines, Japan, and China with the VBC where he did valuable work in 
confusing the Japs by communicating in the Navajo language. 

He says that he liked Niponese painting and that he used to 
watch with delight the Japanese artists at work.   No doubt he was 
intrigued by their expert cleverness, but at no time was he bowled 
over.   With the pride and confidence of the true Navajo, he winds up 
with t h e  statement, " but..  I like my own best." 

His work is impressive ;  he speaks with authority.  In color 
he prefers the earth tones found in the land of his childhood and t h e  
deep hued velvets of his people — rich blacks, reds, russets, bu rn t  
oranges, spiced with turquoise and silver ornaments.  Up to t h e  
present time he has almost exclusively devoted himself to interpreta-
tion of his tribe and their activities, avoiding buffalo hunts and foreign 
importations. 

In olden times, most Indian dances were of a religious nature.  
Of late social dances in imitation of the Whites' square dances of the 
ranch country have been gaining ground among the younger set.  The 
painting selected to represent Tsihnahjinnie is a good example of his 
style. 

Q U I N C Y    T A H O M A  
(Tahoma,  Water  Shore) 

NAVAJO 

73.     "THE   LAST JUMP" 
(Collection University o f  Oklahoma) 

Quincy Tahoma is one of the better known Navajo artists of 
today, born in 1920, near Tuba City, Arizona.  Like all Navajo boys 
he herded the family's sheep and rode horseback, learning, from the 
"inside", one might say, all about the rhythm of the horse's many 
gaits that he so successfully expresses in his paintings. 

A mere child, he drew pictures in the sand with a stick ; some-
times he also carved them in rocky cliffs in imitation of men of long 
ago.  He entered the Santa Fe Indian School for which he later 
painted a mural, "Sheepherder".  He is also a silversmith.  For some 
time he worked in a Hollywood studio.  Like many Navajos he volun-
teered after Pearl  Harbor and saw action during the war. 

His paintings won early recognition.  They have been repro-
duced in several magazines and the Encyclopedia Britannica.  Tahoma 
made the poster designs for the exhibit " Man becomes an Artist " 
organized by the Laboratory of Anthropology in Santa Fe.  He had 
previously demonstrated the technique of Indian painting at the San 
Francisco World's Fair in 1938.  He has exhibited all over the United 
States and his works have found homes in many public and private 
collections. 

Tahoma's style is very vigorous and highly individualized.  It 
carries to the'nth degree the Navajos' feeling for rhythm and deco-
ration.  There is cyclonic violence in his buffaloes' charges, winged 
fleetness in his horses ; his low horizons magnify to immensity the 
conflicts of the hunt that he paints with such keen relish.  There is 
exquisite suavity in his slender winged birds — his trademark — in 
the precise folds of his women's dresses and in the filigree-like manes 
and tails of his horses.  This suave elegance makes Tahoma's work 
extremely popular.  He receives the highest price of all Indian artists 
for his work.  Let's hope he will not be betrayed by popularity into 
empty mannerism and repetition. 

"The Last Jump" is considered by many one of his major works.  
It pictures an Indian in the act of jumping on to the back of a wildly 
charging bison.  The terrified beast is caught high in the air by the 
observant artist.  As in all of Tahoma's drawings of charging animals, 
it is anatomically very skillfully rendered.  It is a little difficult to 
determine the tribe of the hunter,  presumably he is a Navajo.  The 

whole effect of violent action strangely recalls the Japanese paintings 
of the Fujiwara period. 

J I M M I E  T O D D Y  
(Beatin Yazz, Little No Shirt) 

NAVAJO 

74.      "FRIGHTENED  ANTELOPE" 
(Collection O.B.J.) 

Little No Shirt believes that he was born in 1928, but no one 
is sure.  He suddenly made his debut in the art world when he was 
about  nine years  old.   As a feature of  National  Art  Week a one-
man show of his work was shown in the Art Gallery of LaJolla, Cali-
fornia, where he was described as a "genius" by the curator. 

He started on the road to artistic fame at the tender age of 
seven when given crayons by a white trader.  He has painted ever 
since.  No one attempted to teach art to the sensitive boy.  He was 
furnished with painting material and a place where he could work 
during the day, running home to his paternal hogan at night.  His 
early exhibits were, from the beginning, financial successes, and it was 
not long before he could buy a pony of his own and some sheep. 

Though the child showed remarkable talent, one cannot say 
that he is entirely self-taught.  He attended for a short time the 
Indian School in Santa Fe where he came in contact with the art world 
that was to have some influence on his style.  For a youngster in his 
twenties he has exhibited widely and received a great acclaim.  He is 
represented in several public collections of art.  Perhaps the greatest 
prestige was achieved with his illustrations for the popular book "Spin 
a Silver Dollar", by Alberta Hannum, published in 1945. 

"Frightened Antelope" is rather unusual and not entirely char-
acteristic of his style.  A herd of antelopes suddenly disturbed are 
making haste to escape our presence.  The terrific excitement of the 
animals is suggested by the most simple means.  In drawing and color 
it  is as direct and as effective as a Cro-Magnon painting.  In fact it  
is strangely reminiscent of such an ancient work.  It does not have 
the usual studied decorative quality of Navajo painting, being rather 
a casual  and spontaneous record of on incident on the wide plains. 

C H A R L I E  L E E  
(Hush-kay-yel-ha-yahn, Come Out with Anger) 

NAVAJO 

75. "PICKING CORN MAIDEN"  
76.     "NAVAJO  BOYS" 

(Collection O.B.J.) 

The "Four Corners", where four states meet, is one of the most 
remote sections in all America.  Near there, at a place called Red 
Rock, in the northeast corner of Arizona, Charlie Lee arrived on a 
blustery day in 1926.  There he "used up" his infancy, so he tells us 
in his colorful speech.  His boyhood was occupied in typical Navajo 
manner, herding sheep and cattle, and other humble everyday chores, 
about his home.  But, during the long, uneventful days, he feasted 
his eyes on the stern beauty of the desert landscape, as elusive an d  
changeable as a dream, and he filled his mind with the bewitching 
poetic lore of his mystic race. 

Like all good little American boys, he began his schooling at 
six years of age when he was introduced for the first time to that 
strange language called English.  Later he moved to Shiprock for some 
years study at the Agriculture High School.  Then, in 1945, he went 
to the Santa Fe Indian School.  He is young and a comparative new-
comer among Indian artists.  But even while a student, his work has 
been fairly widely exhibited and admired.  The paintings shown here 
are among his very finest. 

His "Picking Corn Maiden" is very colorful.  Done on violet 
paper, it suggests a dusty sky over a corn field, (four hills of corn and 
two melons suffice to give the impression of a whole field of corn and 
a pumpkin patch).  The young Navajo miss is picking roasting ears 
most carefully.  She is dressed in a gay red velvet jacket and a flouncy 
yellow skirt, and, on her feet, she wears the peculiar Mongolian-like 
Navajo shoes.  The composition is unorthodox, but adequate. 

He likes best of all to paint boys and horses.  Most frequently 
they are accompanied by a dog, most lovingly portrayed. 

 
OTHER ARTISTS  OF SOME  DISTINCTION 

Walker  BOONE 
Patrick DESJARLET
Yeffe KIMBALL 
P. POSEYESVA 
Teofilo TAFOYA 
Calvin TYNDALL 
Roland WHITEHORSE
Wood row   CRUMBO
Tom DORSEY 
George MORRISON 
Ernest   SPYSUCK 
Wade TOUSHINE 
George VEST 
Bert PRESTON 

ONEIDA 
CHIPPEWA 
OSAGE 
HOPI 
OMAHA 
SANTA CLARA 
KIOWA 
POTOWATOMI 
ONONDAGA 
CHIPPEWA 
KICKAPOO 
NAVAJO 
OSAGE 
HOPI 
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