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Angelbert Metoyer Ten Million Songs from the series God’s Train, undated
Mixed media on paper, 3 ¥2x 4 %5 in. (8,9 x 11,4 cm)
Courtesy of the artist and American Collections Enhancement (ACE) Collection
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Never-ending: Vistas of the American West

There is something about living in a vast and unforgiving landscape

that fosters the development of common human values. Perhaps it is
the small scale of Man relative to his surroundings that encourages
self-reliance and a sense of moral responsibility for the welfare of
others. Certainly the deserts and plains of Qatar and the United
States, as represented in this exhibition of American art entitled
Never-ending: Vistas of the American West, display traits shared

by Americans and Qataris — generous hospitality and a spiritual
connection to the land and to horses.

We welcome you to the U.S. Embassy Residence in Doha and are
pleased to share this art exhibition with you, especially since it has a
very personal meaning for us. Chase is a Texan from Houston, a city
built with oil wealth and legendary for its gracious hospitality. Diana’s
great grandfather, John Kendrick, was also a Texan, a cowboy who
worked herding cattle across thousands of kilometers from Texas into

Wyoming and Montana to graze on the open range in what was then
unsettled territory. He later became Governor of Wyoming and then a U.S. Senator. Four generations later,
Diana’s family still lives in Wyoming, where the Great Plains rise to meet the soaring peaks of the Rocky
Mountains.

This art exhibition celebrates the American West and the spirit of adventure, honesty, and the hard work of
our ancestors. There are works by renowned cowboy artist William Gollings, who painted on the Kendrick
family ranches; and by contemporary artists like Angelbert Metoyer, William Matthews, and Joel Ostlind,
who use a variety of media such as bronze, watercolor, and oil. Antique Navajo rugs and early American
memorabilia bring alive the heritage of the West. All this conveys a love for the land, a respect for nature,
and a high regard for the people who have lived in harmony with both.

We look forward to sharing Never-ending: Vistas of the American West and hearing about your impressions.
Thank you for coming.

Chase and Diana Untermeyer
Doha
November 2005
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The ART in Embassies Program

The ART in Embassies Program is a unique blend
of art, diplomacy, politics, and culture. Regardless of
the medium, style, or subject matter, art transcends
barriers of language and provides the means for ART
to achieve its mission: to promote dialogue through
the international language of art that leads to mutual
respect and understanding between diverse cultures.

Modestly conceived in 1964, this visual diplomacy
initiative has evolved into a sophisticated program
that curates exhibitions, managing and exhibiting
more than 3,500 original works of art lent by
United States citizens. The work is displayed

in the public rooms of some 180 U.S. embassy
residences and diplomatic missions worldwide. These
exhibitions, with their diverse themes and content,
silently yet persuasively represent one of the most
important principles of our democracy: freedom of
expression. The art is a great source of pride to U.S.
ambassadors, assisting them in multi-functional
outreach to the host country’s educational, cultural,
business, and diplomatic communities.

Works of art exhibited through the program
encompass a variety of media and styles, ranging
from eighteenth century colonial portraiture to
contemporary glass sculpture. They are obtained
through the generosity of lending sources that
include U.S. museums, galleries, artists, institutions,
corporations, and private collectors. In viewing the
exhibitions, the thousands of guests who visit U.S.
embassy residences each year have the opportunity
to learn about our nation — its history, customs,
values, and aspirations — by experiencing firsthand
the international lines of communication known to
us all as art.

The ART in Embassies Program is proud to lead this
global effort to present the artistic accomplishments
of the people of the United States. We invite you to
visit the ART website, http://aiep.state.gov, which

features on-line versions of all exhibitions worldwide.



Syl ) pali

SRR [CHPUCEP PO PPN SN [RVR P
el s LSy s W1 U ¢ ekl

e gl s IO e 2,5 ) i) Sl Y1 0
L) Sl 51,5 ¥y 8L ) i
e rolandl el STy Jie alth 030 S5
Jozy T s os 5 laa] a3 35 )
S Y Gl Aezadl joland) anyeliew
S i)y Sl gl iy il o al sl
s 3ualins IS e Bl Jles V) o 8158 2nsy
U] s 03550 e ) s OV 215 ¢ el
el Je O il i al) cian |S7 o S Yl e) )
oo 3y lalla 1487 Lead g cLgbole s clgn U
o i i Ly 3 o2l 20501 B gla

RN CJL{Y}S\ g,.x.,&) 3».3....4.5\ Q\)LN;Y\ V.gJ.ﬁ.:.S L;)JJ\
BRSPS

oA o e e pa DLl i) el

Al e ol iz . B3Ry Runlndly cipenle syl
Fpe Gp oty 801 06 gyl 5 ol
ol i) - yodall geals, g Sl 5 2L
st il s gl i1 5k 1 ny YT el
iyl ) (5355 0F Lt o iyl 04230
Lol Cales o cpdalite

1964 ple xl s [ty ol 1 e s 05 39
e &) shas 83 Ble slidd 3 j0le e 5 )Le OB
AT 28 o Jom B 2 lre oo ] plane el
bl g e a5, lates] e Dot Lt Sas 3500 0
Sl il JeeViods 20 0y Sl
Slinyy el ield 2oL 180 J15 pn ) o) alof i 52
sda frody . (Il Ol Gl e 250 ol eyl
(U pozn s I (B g o sl gl £ g ¢ 2 jlaed)
M.M\i@}@jYTIW%J&J@vATJ}T
(oS Y el S il lelae | das 4l
o SLb Y st ol sl sl gl p iy Sy



William Gollings (1878-1932)

Born in a mining camp at Pierce City, in the
Territory of Idaho, William Gollings had a child-
hood full of visions of buffalo, Indians, and trains
traveling across the open plains. Having been sent

to Chicago for his schooling, Gollings longed

to return to the West, and in 1896 he had saved
enough money for a train ticket to Rapid City,
South Dakota. Signing on as a cowhand for an outfit
heading for the Slim Buttes country, he spent the
winter herding cattle, eventually arriving at his bro-
ther’s ranch in Montana on Rosebud Creek near the
Yellowstone River. “I realized the cowboy days were
about over,” he recalled in his autobiography. “The
older men in the game told me as much, and I lon-
ged to be a part of at least the last of it.” For the next
five years he worked at odd jobs for bed and board,
riding the open range, herding cattle and sheep,
branding cattle, driving a stage coach, trapping for
furs, and hunting for gold, immersed in the classical
lifestyle of the West — and sketching it constantly.

Having studied renowned western artist Frederic
Remington’s work in Harper’s Weekly, Gollings

aspired to painting and ordered a set of oils from
the Montgomery Ward and Company catalogue.

Fellow cowboys called him “Paint Bill,” and his
work was admired by friends and family, encou-
raging him to enroll at the Academy of Fine Arts
back in Chicago, where he was awarded a scho-
larship. His paintings were reviewed in the Chicago
press as being “filled with the breeziness of the
plains, with spirited delineations of horses and

»

men.

In 1909 Gollings built a small studio in Sheridan,
Wyoming, drawing and painting scenes from his
earlier life in the West. He also learned etching from
Hans Kleiber of Dayton, Wyoming, which allowed
his work to reach a very broad audience. Gollings
knew many eminent artists including Edward Borein,
Will James, W.H.D. Koerner, Charles M. Russell
whom he held in especially high esteem, and Joseph
Henry Sharp, who helped him with color and techni-
que. In his art, Gollings was able to preserve his belo-
ved West, and occasionally still punched cows and
broke horses, although he wrote to a friend in 1926:
“Every time I go out into the hills I get more con-
vinced that there is no more West.” Gollings died in
Sheridan, Wyoming, in 1932 at the age of fifty-four.
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William Gollings

Heading Home, undated
Pencil on paper, 18 x 18 ¥2 in. (45,7 x 47 cm)
Courtesy of a Private Collection, Houston, Texas
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Susan Guy (born 1948)

“I enjoy painting many subjects, including figures
and animals. My goal with each new painting is

to evoke some emotion in the viewer. By creating

a strong, visually exciting composition using light,
shadow, and color, I hope to give the sense of sharing
a stolen moment of time. However, the light is the
real subject of my paintings, with the strong shadow
shapes serving as both contrast to the light and part
of the composition as a whole.”

Now a resident of Buffalo, Wyoming, Susan Guy
was born and raised in Michigan. It was not until

a visit to Yellowstone National Park in 1991 that

she discovered her love of the light and color of the
West, which has become the subject of her paintings.
Guy is a signature member of the American
Academy of Women Artists.

www.aawafineart.com; wwuw.askart.com
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Susan Guy

Paint Pony, 2002
Watercolor on paper, 6 ¥2 x 14 in. (16 x 35 cm)
Courtesy of a Private Collection, Houston, Texas
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Angelbert Metoyer (born 1977)

“My desire is to be able to paint with any medium,
whether words, prayers, paint or souls ... because to
complete a destiny is to win your life. Essentially, I
research the human condition through the mediating
of color, sensations, and black space. In my research,
I address critical questions and discourses. Is living
gathering? Mixing extracting? Refining dominating?
Then there are the questions asked of the artist.
Does an axis of the universe exist? Is there such a
space where darkness is created by the masses of
unimaginative minds who close in subtly on the
stages of life? I could tell you that these expressions
are not necessary; they are only vital to examinations
by visionless assortments of people possessed by these
questions.

But what are the real answers? Well, my job is to
create a world where the answers live. I believe these

10

inquiries will allow me to reach a destination where
mastery, lead, and gold will prove to be a powerful
mixture of the inspiration provided by a place known
only by those who create them. I have given my life
to the nature of the axis where I am the seer of black
heaven through black space in black time — where

I am a rider of the stars.”

Angelbert Metoyer was born in 1977 to parents of
African and French descent, who encouraged his
artistic talent from an early age. Metoyer was exhi-
biting work by the age of seventeen, and enrolled in
the Atlanta College of Art and Design in Georgia in
1995. His work has been included in group and one-
man shows in Atlanta, Georgia; Houston, Texas; New
York City; Leipzig, Germany; and Havana, Cuba.

www.angelbertmetoyer.com
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Angelbert Metoyer

Ten Million Songs from the series God’s Train, undated
Mixed media on paper, 4 V2 x 3 V2 in. (11,4 x 8,9 cm). Courtesy of the artist and ACE Collection
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Angelbert Metoyer

Horse from the series Zodiac Study, undated
Mixed media on paper. 14 x 11 in. (35,6 x 27,9 cm). Courtesy of the artist and ACE Collection
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Angelbert Metoyer

Bull Horn Remedy from the series Angel’s Medicine Book, undated
Mixed media on paper.2 x 1 ¥ in. (5,1 x 3,8 cm). Courtesy of the artist, Houston, Texas
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Angelbert Metoyer
Falcon Vapor from the series Angel’s Medicine Book, undated

Mixed media on paper. 2 x 1 ¥2 in. (5,1 x 3,8 cm). Courtesy of the artist, Houston, Texas
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Angelbert Metoyer
Owl’s Medicine from the series Angel’s Medicine Book, undated

Mixed media on paper. 2 x 1 %2 in. (5,1 x 3,8 cm). Courtesy of the artist, Houston, Texas
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Joel Ostlind (born 1954)

Self-taught artist Joel Ostlind was born and raised
around Casper, Wyoming. He holds degrees in

soil science (University of Wyoming) and ranch
management (Texas Christian University), and for
many years he worked as a cowboy. During that
time, Ostlind filled countless sketchbooks with
drawings of his daily life. A printmaker and painter,
he chronicles the aspects of life in the West that

he knows so well, stating: “I have chosen, after
moving around, to live in this region and work at
interpreting the things that I value here: the light,
the land, and the people who move through it.”
Ostlind lives and works in Big Horn, Wyoming.

www.askart.com
www.bradfordbrintonmemorial.com

(19543&@9.\.‘)) .\.-:L:..oﬁdgy

il el 58 i Ldymg ) e dl A iy s phe (s U ¢l Jo e 0Lt
Q_QMTQM@?MOTMM;,&—\M:SUG ijﬁj."ﬁwjj—ﬂ\f"&bqé@&;}

L ST A sbdVaen 5 o Joslydihaiadlodn gl 8)b)y (rieagy ol ) LAl pole B Dol
058 ety ) uldly o, ¥ s guall s lia s |S Joos 485 (Emma) LSS Bl ) il 4y 5
Oopr el B Jomes il oms W ka6 (8l Sl S Ry oS i 5

) T RCY VIURUICH X AESI JN DL JUPVRL ONRVE PO

Sl a1 2 26 ol g allaSTy L e gl s



Joel Ostlind

An Indian Study, 1998
Lithograph, 18 ¥2 x 20 ¥2 in. (47 x 52,1 cm). Courtesy of a Private Collection, Houston, Texas
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Joel Ostlind

The Bee is for Brinton, 2002
Etching, 13 % x 11 % in. (34,9 x 29,8 cm). Courtesy of a Private Collection, Houston, Texas
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Joel Ostlind

Spring Work on the Forks Ranch, 1994
Etching, 18 % x 20 % in. (47 x 52,1 cm). Courtesy of a Private Collection, Houston, Texas
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Joel Ostlind

Woven Wire Pens, 1997
Etching and aquatint, 18 %2 x 20 % in. (47 x 52,1 cm). Courtesy of a Private Collection, Houston, Texas
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Joel Ostlind
Parade Ground Patterns, 1997

Hand colored etching, 6 ¥2 x 14 in. (16 x 35 cm). Courtesy of a Private Collection, Houston, Texas
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]im Rey (born 1939)

Jim Rey lives on a small farm in the sand hills north
of Mitchell, Nebraska. There he is surrounded by
wide-open prairie to the south and east, the Rocky
Mountains to the west, and tall grass ranges to the
north. The landscape serves as the inspiration for his
paintings of the American West.

Raised in Palo Alto, California, Rey spent summers
on his grandfather’s ranch. After studying journalism
in junior college, he began work as a commercial

artist, eventually becoming graphics director for the
Public Broadcasting System’s Bilingual Children’s
Television program, creating some of the first
computer animation for television. Rey began
painting at the age of thirty and rapidly became
successful enough to quit television and move to

a ranch outside Durango, Colorado. He has been

a full-time artist since 1976.

www.askart.com; www.claggettrey.com
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Jim Rey

Nevada Range, undated
Qil on canvas, 20 x 30 in. (50,8 x 76,2 cm)
Courtesy of John B. Kendrick II, Greenwood Village, Colorado
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Gerald Anthony Shippen (born 1955)

“As I look at my work and attempt to evaluate the
impetus behind the work, I find I have always had a
fascination with art and things of beauty. I have since
an early age been driven to create; to explore shapes,
ideas and images; to experience all that one can in
life; to see the world. My art is simply an extension
of my life’s journey into new areas of discovery.
Consequently, I have a sincere desire to succeed

at what I do and in this case, to master the figure,
whether it be human or animal.”

Born in Lander, Wyoming, in 1955, Gerald Shippen
earned both a Bachelor and Master of fine arts
degree from the University of Wyoming (1981,

1984), after having served an apprenticeship in
sculpture in Pietrasanta, Italy (1976-1977). His work
has been exhibited in New York City, Washington,
D.C., and throughout Wyoming, and he has
received both private and public commissions,
including Yellowstone Trio for the Wyoming Chapter
of The Nature Conservancy; Lady Justice for the
Lincoln County Courthouse, Kemmerer, Wyoming;
and Rising Promise for Central Wyoming College in
Riverton, among others.

Courtesy of Bradford Brinton Memorial and
Museum, Big Horn, Wyoming
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Gerald Anthony Shippen
Brinton’s Pride, undated
Bronze, number 21 of 24
6%6x7x23%in. (16,7 x 17,8 x 6 cm)
Courtesy of Bradford Brinton Memorial and Museum, Big Horn, Wyoming
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Earl Staley (born 1938)

“My paintings are about myths and memories. I
want my pictures to be intellectually stimulating and
compositionally challenging, and to tell a good story.
I believe that everyone’s life has a universal mythic
meaning. Throughout my career as an artist I have
endeavored to explain my life in this way. I have
searched my past to make sense of the present and
look toward the future.

My life and work have taken many different turns.

I have explored many different avenues of mythic
expression: Greco/Roman, Judeo/Christian, and
Native American. I have lived and painted in Italy,
Greece, Mexico, New York, New Mexico, and Texas
... all mythic places. My new/old themes are found
in everyday life, which is mythic in its commonality.
I am re-exploring my past and looking at the
present. I find everything I need in my backyard.”
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Earl Staley grew up in Chicago, Illinois. Having
earned both a Bachelor and Master’s degree in
fine arts, he has been a practicing artist and tea-
cher for forty years at Washington University, St.
Louis, Missouri; Rice University, the University
of St. Thomas, and Tomball Community College,
all in Houston, Texas. He has been the recipient
of three National Endowment for the Arts Grants
and the Rome Prize in Painting (1981), spending
four years at the American Academy in Rome, Italy.
His work has been exhibited nationally, including
at the Whitney Museum of American Art and the
New Museum, both in New York City; and at the
Hirshhorn Museum in Washington, D.C. It is
included in many private, corporate, and public
collections, including the Museum of Fine Arts,
Houston; the Dallas Museum of Art; the San
Antonio Museum of Art, all in Texas; and the San
Francisco Museum of Fine Art in California.

— Courtesy of Earl Staley
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Earl Staley

Storm: Second Mesa, Arizona, 1995
Acrylic on canvas, 24 x 36 in. (61 x 91,4 cm)
Courtesy of Earl V. Staley and Harris Gallery, Houston, Texas
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Navajo Weaving

Navajo people tell us they learned to weave from
Spider Woman, and that the first loom was of sky and
earth cords, with weaving tools of sunlight, lightening,
white shell, and crystal. Anthropologists speculate that
Navajos learned to weave from Pueblo people by 1650.
There is little doubt Pueblo weaving was already in-
fluenced by the Spanish by the time they shared their
weaving skills with Navajo people. Spanish influ-

ence includes the substitution of wool for cotton, the
introduction of indigo (blue) dye, and simple stripe
patterning. Besides the manta (a wider-than-long
wearing blanket), Navajo weavers also made a tunic-
like dress, belts, garters, hair ties, men’s shirts, breech-
cloths, and a “serape-style” wearing blanket. These
blankets were longer-than-wide and were patterned

in brown, blue, and white stripes and terraced lines.

For more than a century, the products of Navajo
looms were probably identical to those of their
Pueblo teachers, but by the end of the 1700s, Navajo
weaving began its divergence. While Pueblo weav-
ers remained conservative, Navajo weavers learned
that wefts did not need to be passed through all

the warps each time, but rather, by stopping at
whatever point they wished they could create pat-
terning other than horizontal bands. These “pauses”
in Navajo weaving are often seen as “lazy-lines”
(diagonal lines across the horizontal wefts) in fin-
ished pieces. By 1800 weavers were using this tech-
nique to create terraced lines and discreet design
elements. Navajo weavers also demonstrated more
willingness to use color than their Pueblo teachers.
Spanish documents describing the Southwest in the
early eighteenth century mention Navajo weaving
skills. By the 1700s Navajo weaving was an important
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trade item to the Pueblos and Plains Indian people. In
1844, Santa Fe traveler Josiah Gregg reported “a sin-
gular species of blanket, known as the Serape Navajo,
which is of so close and dense a texture that it will fre-
quently hold water almost equal to gum-elastic cloth.
It is therefore highly prized for protection against
rains. Some of the finer qualities are often sold among

the Mexicans as high as fifty or sixty dollars each.”

The Spanish or Mexicans had never been able to
reach a lasting peace with the Navajo. When Mexico
ceded the Southwest to the United States in 1848,
the “Navajo Problem” was also inherited. With a
pronounced resolve, Kit Carson led a “scorched
Earth” campaign in 1863-1864, destroying food
caches, herds, and orchards, ending in 8,000 Navajo
people surrendering. They were marched hundreds
of miles to an arid, barren reservation, Bosque
Redondo, at Fort Sumner in eastern New Mexico.

For five years the people endured incarceration with
shortages of supplies, food, and water. Their culture
changed dramatically during this period, not least in
weaving. To substitute for their lost flocks, annuities
were paid which included cotton string and com-
mercially-manufactured natural and aniline-dyed
yarns as well as manufactured cloth and blankets.
These lessened the Navajo people’s reliance on their
own loom products. In 1867 4,000 Spanish-made
blankets were distributed to the Navajos as part of
their annuity payment. The combination of wide-
spread availability of yarns and cloth and the influ-
ence of the Spanish Saltillo designs were probably

a direct inspiration in the dramatic shift in weaving
during the Bosque Redondo years, from the stripes



and terraced patterns of the Classic period to the ser-
rate, or diamond, style of the Transitional period.

It is testimony to the resiliency of Navajo culture
that a period of internment could produce a robust
period of change and continuity in weaving.

In 1868 the Navajo were allowed to return to their
beloved mesas and canyons. In exchange for their
return, they promised to cease aggressions against
neighboring peoples, to settle and become farm-
ers. Reservation life brought further dramatic
changes to Navajo culture, including a growing
reliance on American civilization and its products.
The sale of weaving in the next thirty years would
provide an essential vehicle for economic change
from barter to cash. Annuity goods included yarn,
wool cards, indigo dye, aniline dyes, and various
kinds of factory woven cloth. Skirts and blouses
made of manufactured cloth replaced the woven
two-piece blanket dress. Manufactured Pendleton
blankets displaced hand woven mantas and shoulder
blankets so that by the 1890s, there was relatively
litcle need for loom products in Navajo society.

U.S. Government-licensed traders began to establish
themselves on the new Navajo Reservation. Whatever
their motivation — adventure or commerce — the
traders became the chief link between the Navajo
and the non-Indian world. Trading posts exchanged
goods for Navajo products such as pifion nuts, wool,
sheep, jewelry, baskets, and rugs. While wool and
sheep were important to Navajo people for weaving
and meat, they were also important to the economy
beyond the Reservation. Wool was in great demand
in the industrialized U.S. for coats, upholstery, and
other products. Traders bought wool by the pound
and sold it to wool brokers in Albuquerque and Las
Vegas, New Mexico. The sheep purchased by trad-

ers were herded to the nearest railhead and on to

31

the slaughterhouses. The herds grew substantially,
and it became more profitable for Navajo people
to sell wool rather than to utilize it in weaving.

The railroad reached Gallup, New Mexico, in
1882, establishing a tangible connection between
the Navajos and the wider market, with the trad-
ers acting as middlemen. The completion of the
railroad signaled the closing of the American
Frontier, which in turn stimulated a nationwide
interest in collecting American Indian art. The
railroad made travel to the vast reaches of the west
easier, and thus opened the area for tourists. The
traders recognized these new markets and began
to influence weaving by paying better prices for
weavings they thought would be attractive to non-
Indian buyers. This new market, coupled with the
Navajo’s decline in use of their hand woven prod-
ucts, infused new life into Navajo textile arts.

By the 1880s trading posts were well established

on the Navajo Reservation, and traders encouraged
weaving of floor rugs and patterns using more muted
colors, which they thought would appeal to the
non-Indian market. By 1920 many regional styles
of Navajo weaving developed around trading posts.
These rugs are often known by the area’s trading
post’s name. The history of Navajo weaving contin-
ues; over the past century, Navajo weaving has flour-
ished, maintaining its importance as a vital native
art to the present day. Virtually all the nineteenth
and twentieth-century styles of blankets and rugs
are still woven, and new styles continue to appear.
www.collectorsguide.com

Text by Bruce Bernstein, former director,
Museum of Indian Arts and Culture, Museum
of New Mexico, Santa Fe. Originally in: “The
Collector’s Guide to Santa Fe and Taos,” vol. 11.
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Anonymous Navajo

Weaving, c. 1910
Hand spun wool and aniline dyes, 48 x 85 in. (121,9 x 215,9 cm)
Courtesy of John B. Kendrick II, Greenwood Village, Colorado
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Anonymous Navajo

Weaving, c. 1920
Hand spun wool and aniline dyes, 45 x 77 in. (114,3 x 195,6 cm)
Courtesy of Cynthia Kendrick, Greenwood Village, Colorado
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Anonymous Navajo
Weaving, c. 1930
Hand spun wool and aniline dyes. 35 x 60 in. (88,9 x 152,4 cm)
Courtesy of Cynthia Kendrick, Greenwood Village, Colorado
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Anonymous Navajo

Weaving, c. 1930
Hand spun wool and aniline dyes. 56 x 80 in. (142,2 x 203,2 cm).
Courtesy of Cynthia Kendrick, Greenwood Village, Colorado
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The Cheyenne

In the days before white Europeans came to North
America, the Cheyenne, “people of strange speech,”
lived in the fertile prairie and wooded hills along
the banks of the Missouri and Red rivers. The

area was lush with wild berries and wild game,
including buffalo that came to feed on the great
grasses there. During the winter months, the
Cheyenne set up camp in sheltered areas near water
sources. The rest of the year, however, they were
nomadic, following the buffalo herds. When a herd
was located, camp would be set in the traditional
circle, and plans for the hunt got underway. Buffalo
were critical to the Cheyenne, not only as food

but as a source for clothes, tipi covers, and tools.

Like most Plains Indian tribes, Cheyenne men wore
buckskin breechcloths, buckskin shirts, and moc-
casins. The women wore one-piece dresses adorned
with beadwork or decoration made from porcupine
quills. Fringe was often seen on Plains clothing, not
only for decorative purposes, but practical as well.
The movement of the fringe served as a continual
“fly swatter” against the many insects of the prairie.
Fringe also supplied a ready source of a lashing tool
should something need to be bound. In winter leg-
gings and buffalo robes were added for warmth.

Heammawehio, the creator of all things, was at

the center of the Cheyenne belief system. Another
deity was Sweet Medicine, who bestowed upon

the Cheyenne four arrows — two with power over
men and two with power over the buffalo. The
Cheyenne have a more varied history than many
North American tribes. Before migrating west to the
Plains, the Cheyenne were a Midwestern woodlands
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tribe. They lived not in tipis at that time but in bark
wigwams typical of the woodlands people, and they
ate a diet based in wild rice rather than buffalo. They
next moved south, became farmers, and adopted a
lifestyle centered on the earth lodges of agricultural
peoples. By the 1700s they had found a home on

the Great Plains, living in tipis and hunting buffalo.

When the Gold Rush brought a host of miners,
white settlers, and soldiers to the territory, the
Cheyenne resisted. The army was set upon them in
war over the land, and even after chief Black Kettle
surrendered under a flag of truce at Sand Creek,
soldiers deathly afraid of Indian hostility massacred
the more than 200 Cheyenne. This brutal act rallied
other Cheyenne and their allies, the Arapaho.
Retaliatory raids against white settlements erupted
immediately, beginning a decade of fighting between
Indians and whites known as the Sioux Wars.

The Northern Cheyenne were eventually settled
on a reservation in the west in what was known as
“Indian Territory” (present day Oklahoma). This
place was crowded and barren, with soil too poor
to farm and hunting land all played out. Having
waited patiently for government supplies that never
arrived, Cheyenne leader Dull Knife and his band
chose to leave the reservation to hunt. Army troops
tracked them down and killed all but a few who
escaped into the mountains. Eventually there were
approximately a mere eighty Cheyenne left. These
survivors were moved to a reservation in southeast-
ern Montana, where many still live today. Other
members of the Cheyenne still live in Oklahoma.
www.thewildwest.org



Native American Beadwork

Originally, Native American beads were carved from
shells, coral, turquoise and other stones, copper and
silver, wood, amber, ivory, animal bones, horns,

and teeth. Glass beads were not used until colonists
brought them from Europe. Beginning in the late
1500s, the Spanish introduced European glass beads
to the Southwestern Pueblo Indians, who in turn
traded the beads to the Ute of Colorado. At the
same time, French and English fur traders in Canada
began trading beads to Indians of the Northeast.
Gradually, tribes from Nova Scotia to New Mexico
began altering older porcupine quill embroidery
motifs into ever more elaborate beaded designs.
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Today glass beads, particularly fine seed beads,

are the primary material for traditional beaders of
many tribes. There are as many different Native
American beading traditions, designs, styles, and
stitches as there are tribes and nations. Plains Indian
beadwork is best known, with its intricate peyote
stitch beading and bone hairpipe chokers, but there
are beadwork traditions throughout North America.
These vary from the wampum belts of eastern
Indians to the dentalium strands of the West Coast
Indians, from the floral beadwork of the northern
Indians to the shell and turquoise heishi beads of
the southwest Indians, and everything in between.
wwuw.native-languages.org

hometown.aol.com
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Anonymous Cheyenne

Beaded Moccasins, mid-twentieth century
Leather and beads. 12 x 12 in. (30,5 x 30,5 cm)
Courtesy of Virginia Deane Abernethy, Ph.d., Nashville, Tennessee
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