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Abstract

In this essay I investigate the representation of pueblo pottery on the Internet and discuss how pueblo pottery web sites can act as vehicles for particular constructions of Native American culture.  Drawing on a visit to New Mexico in August 2001, I consider the relationship between the ‘real’ pottery, its social and cultural context and its ‘virtual’ identity. 
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Netrunner.  Laney, who liked to think of himself as a researcher, suppressed a sigh.

Introduction

In August 2000 I visited Acoma Pueblo in Arizona.  Sky City, as it is also called, is ‘the oldest continuously inhabited city in the United States’.
  Turning off Route 66, I exchanged sweeping interstate highway for several miles of winding, single track road that led to a car park, beside an ultra modern pavilion, at the foot of a dramatic mesa.  Excursions to Sky City are carefully controlled.  After purchasing a ticket for the tour and a sticker for my camera (you have to pay extra if you want to take photographs, and you must not photograph the graveyard), I boarded the minibus that carries visitors up to the mesa plateau.  As I strolled about the pueblo, a Native American guide described its history.  Generations of his family have lived there for centuries, in adobe buildings without running water or electricity.  Listening to him, the modern world began to fade away.  I rounded a corner, and there, against a spectacular landscape, was a man selling ceramics: beautiful specimens of traditional pueblo pottery, hand made and intricately patterned.  They seemed utterly right - the perfect embodiment of my Sky City ‘experience’.  Then I noticed a sign displaying a web site address and the legend: ‘we ship anywhere.’  The sudden contrast between ‘lo-tech’ and ‘hi-tech’ was shocking.  How had two such antagonistic states come to co-exist in this way?  Back in Britain, the question continued to tease me; I decided to investigate the representation of pueblo pottery on the Internet, and the present essay is a stage in my investigation. At the same time, this is an exercise in using the Internet as a research environment and all the web site addresses given in the text will be live links.

Background

Before this, my ‘take’ on pueblo pottery revolved largely around issues of gender and ethnicity.  Though also practised by men, ceramics is traditionally a female affair in Native American society.
  The famous names historically associated with pueblo pottery are those of women.  An authentic pueblo pot is made using techniques learnt from mothers, aunts, and grandmothers.  It is coiled from local clay, decorated with naturally occurring slips, burnished, and pit or bonfired.  Makers speak of a spiritual practice wherein the clay itself is a hallowed substance and its proper handling is linked to ancient ritual. 

Whenever you go and get the clay, you take your corn meal.  You can’t go to Mother Clay without the corn meal, and ask her permission to come and touch her.  Talk to Mother Clay.
 

Expressions of ethnicity pervade the process, and are re-enforced in the look of the finished article, with symbolic design motifs such as the serpent and the feather.  It is no co-incidence that pueblo pottery was ‘discovered’ at the height of the modernist movement in design.  It suited modernist notions of a natural, ‘primitive’, unspoiled creativity, while its abstract, geometric qualities suited the clean lines of modernist interiors.  

All in all, a pueblo pot is an object poised at the intersection of numerous discourses, and capable of sustaining a complex narrative web.   It is also an inhabitant of the haptic realm.  The difference between a ‘real’ pueblo pot and its slip-cast second cousin is most apparent to the sense of touch, and vendors encourage potential buyers (especially those who balk at the high prices associated with authentic pueblo pottery) to feel the goods.  But how (if at all) is the sense of touch conveyed via electronic media?  And given that the cultural context of pueblo pottery bestows value and is an important aspect of its interpretation, how is it re-presented for consumption on the world wide web?  

Pueblo pottery web sites

Clearly the first step in arriving at any answers had to involve ‘surfing’.  There are thousands of web sites that respond to the search phrase ‘pueblo pottery’ (21,400 using www.google.com on 31/8/01) and although many hours were spent online I should emphasize that this was by no means an exhaustive search.  I was ‘googling’ - following my inclinations and roaming the web in the intuitive manner of most surfers.   While it is simply not possible to analyse everything I found, I want next to identify the general characteristics of pueblo pottery web sites.  Broadly speaking, they fall into three main categories: 

*  Those belonging to private galleries (where gallery translates rather loosely, as we 

    shall see). 

*  Those belonging to institutions (museums, colleges etc.).

*  Those belonging to makers or makers’ co-operatives.  

Sites maintained by makers tend to be more basic - sparer - than the other two categories, and it seems likely that by far the greatest number of Internet pages devoted to individual pueblo potters are incorporated into gallery web sites.  There are some - like www.hanksville.org/storytellers/nora, a curriculum vitae and bibliography of potter/poet Nora Naranjo-Morse - that stress their independence from the galleries, but in my experience they are the exception.

This is an "official" site in that this page was constructed with the assistance and active collaboration of the poet, Nora Naranjo Morse.
 

On the evidence of my searches, private galleries (mostly, but not all, located in New Mexico) account for far more pueblo pottery web sites than either of the other two categories.  They supply the majority of my examples, although I draw on all three types.  A typical gallery site opens with a home page that generally (but not always) gives a clear indication of its terrestrial origins.  Thus on its home page the Morning Star Gallery of Santa Fe, New Mexico, www.morningstargallery.com, declares itself ‘THE WORLD’S PREMIER GALLERY FOR ANTIQUE AMERICAN INDIAN ART,’ and gives a street address at the bottom of the page.  A number of options are offered next.  Clicking on ‘browse our current collection’ opens onto a list of artefactual categories: pottery, baskets, bags, textiles, parfleche, moccasins, clothing, jewellery, weapons, musical instruments, dolls and ‘other items’.  Choose ‘pottery’, and you are presented with a line of pots; click on one of these and you can view your selection in more detail. The high resolution on-screen image appears in full colour, illuminated in sharp focus.  This is characteristic of all pueblo pottery web sites.  Sizes are given, and they are crucial in order to accurately conceive of the object on display.  The glossy virtual piece that fills your screen may actually be less than three inches tall.  At www.morningstargallery.com there are prices (discretely signalled without the $ sign) but there is no ‘shopping basket’ facility.
  Nor does the site give biographical information on potters.  However, many sites - especially those displaying contemporary work - do give such information.  And while many galleries do not sell direct from their web site, there are many others that do.  

www.sedonawolf.com opens with a lengthy scroll-down home page.  Although this web site invites the viewer to ‘come and visit our other stores’, there is no terrestrial address, only a telephone number.  Subsequent enquiries have led me to conclude that sites like this belong to individual dealers.  There is no ‘brick and mortar’ off-line gallery in the conventional sense. Prices are given (with $ signs), but as at www.morningstar.com there is no ‘shopping basket’ and would-be buyers are requested to e-mail or telephone.  Again, pueblo pottery is one of a number of different types of artefact on show, but this time there is some eulogising biographical information mixed in with description, and the pots are sometimes placed in a wider context.  Their authenticity is stressed:

Sometimes today Indian potters use commercial, ceramic molds (also called cast or slip-cast or greenware) …. Sedonawolf does NOT sell it. The pottery you see here is from established Pueblo potters and is entirely made in the traditional (hand-coiled) way.

Elsewhere on the site there are hints of the debate between tradition and change that haunts (albeit quietly) the Native American art/craft/design worlds.  A quote from Southwestern Pottery Anasazi to Zuni, for example, suggests that if the ‘great potters’ of the past were presented with work by contemporary makers they ‘would have trouble believing what you brought.  The fame of these great potters may last through the ages and we hope it does, but none of them could have made most of these pots.’
  Like many of the gallery sites I visited, www.sedonawolf.com seeks to educate potential customers, and energetically promotes the joys of collecting.  One becomes attuned to the ‘voice’ of web sites like this, and inured to their somewhat florid language.  http://www.rbravens.com belongs to the R.B. Ravens Gallery in Ranchos de Taos.  Its tone is typical of many. 

R.B. Ravens Gallery holds the Sacred Trust as caretakers of the art of our ancestors.
We specialize in what we know and love: Navajo Rugs and Blankets; Pueblo Pottery; American Indian Paintings; Paintings by the Taos founders; Early Art forms and Books in and out of print. All of the finest quality, each with a place in history.  The staff at R.B. Ravens consider it time well spent to help understand the significance, the beauty and value of our historic treasures. While these works are rare, we search out and find the finest quality for our clients.  We invite you to tour our online Gallery and to contact us with any questions.  The new Feature Page offers a unique item from our galleries' collection. Take a look! 

Pottery:

Pottery of the Southwest. 
There are no finer examples of utility and beauty than the clay Indian vessels of the Southwest.

While the finest examples of the potter's art are increasingly difficult to obtain, our long and trusted relationships with both the Pueblos and world-class collectors allow us to exhibit pottery representing many styles and periods.  From the Pottery of the Mimbres (made before the arrival of the Conquistadors) to the Acoma, the Hopi, the Santo Domingo's, the Zia, the Zuni and other Pueblo pottery from before the 1930s.  If there is something of special interest to you contact us, let us help you.

PRIVATE "TYPE=PICT;ALT=empty"
Like the other sites, http://www.rbravens.com displays a rich array of pottery alongside a variety of Native American artefacts.  Here though, all the objects shown can be bought via the web site; indeed, when I visited it (2/9/01) most of the pots on the first pottery page were already sold.
 

Galleries and dealers are careful to promote their sensitivity to the historical and spiritual significance of Native American artefacts.   (As James Clifford has remarked, tribal artefacts ‘cannot move directly into …. the art market, without trailing clouds of authentic (traditional) culture.’
)   Several dealers emphasise their close contact with makers, around whom they construct a cult of personality.  In so doing, they elevate their own status as ‘collectors’.
  This is particularly clear at www.nativepots.com a web site produced by dealer Jill Giller of Denver, Colorado.  The ‘voice’ is lively, individual, and extremely enthusiastic; the information given alongside many pots suggests intimate friendship with individual makers.  Thus of Dolly Naranjo, from Santa Clara pueblo, we are told: 

Over the years, I have found Dolly to be one of the most gracious and open artists. She is constantly willing to "teach me" about her techniques, and her design elements. It is such a pleasure to be involved [with] her family – as they continue to change and evolve as people, and as artists.  

www.hozhonigallery.com goes even further.  On the home page there is a photograph of the gallery owner, Janet Smith.  Click on ‘about us’ and discover the story of her arrival in ‘the southwestern region of the United States’, her work as ‘a partner of a Native American art gallery’, and her eventual setting up of the Hozhoni Gallery in ‘downtown Naperville’ Illinois.  Her close affinity with Native American culture is underlined throughout. 

The word stems from Hozho, which means, “harmony.” Hózhóni speaks of all the things which makes the gallery successful because of it’s [sic] ability to recreate the same feeling which the southwest inspires in it’s [sic] artists, in it’s [sic] culture, and in it’s [sic] people. The beauty of the artwork in the gallery stems from the value of harmony which is foundational in southwestern Native American culture.

Janet's unwavering commitment to the Native American community has given her the opportunity to develop relationships that in many cases span her 16 year career. These relationships allow Janet to personally select each work of art…

‘Janet’s unwavering commitment’ seems real enough.  There are links from her web site (the button is marked ‘Friends’) to sites with an overtly socio-political agenda. One of them - www.redfeather.org - opens onto ‘Red Feather Development Group … a national nonprofit housing and community development organization.  We work with American Indian nations to find lasting solutions for the acute lack of proper housing and desperate poverty that continue to plague many of these communities.’  Another -  www.tribalwisdom.org - opens onto the Tribal Wisdom Foundation,  ‘An all volunteer, non-profit organization committed to the understanding and support of Native American Culture.’ 

What issues have Native Americans faced? What issues are they facing now? To fully understand the current state of Native Americans, one must understand the past 500 years of Dominant Society's treatment and its effect. The following summarizes what occurred since Columbus "discovered" America, a continent already inhabited by 10 to 15 million people.  

There follows a packed three page homily detailing outrages against the Native American peoples, under headings such as ‘Religious Persecution’ and ‘Violation of Treaty Rights.’   

One click takes you from potter Dusty Naranjo (for that was the initial search term I used in this instance) to www.hozhonigallery.com, another click to www.tribalwisdom.org.  Pueblo pottery web sites float in an extraordinarily busy universe where the relation between social and self-interest is constantly shifting.  Discourses of race, ethnicity, gender, art, craft, design, and many, many more, jostle for attention.  Be up to date on all the issues with the on-line newspaper www.Indianz.Com, ‘a product of Noble Savage Media, LLC and Ho-Chunk, Inc.’, or with www.nativeopinion.com, a web-based radio service.  Listen for pleasure to ‘Tribal Fires’, a CD available from www.zangomusic.com.  Read ‘The Soul of an Indian’ at www.newworldlibrary.com. Download Native American graphics from www.rtcomputer.com. Camp out in  ‘Authentic Handmade Tipis’ from www.westerncanvas.com. Learn a Native American language at www.audioforum.com.  The more one surfs, the more hectic the traffic becomes.  ‘Native Art Speaks Get The Message’ shouts www.blueraingallery.com, but who is it addressing, and what exactly is the message?  How much of this apparently complex system is nothing but a monstrous, multi-facetted projection - a gigantic chimera?  How is it generated?  Where is its substance?  From what base does it emanate?  

Interaction

I had been surfing anonymously; now I decided to enter into the system.  I would e- mail some of the pueblo pottery sites I had visited, establish contact, declare my interest, strike up a conversation and elicit responses about their use of the Internet.  If possible I would follow up on these contacts during a ‘real time’ visit to New Mexico in August 2001.  My thinking was informed by feminist approaches to science and the new technologies, in particular Donna Haraway’s writing.  She offers a compelling argument for the notion of ‘situated knowledges’. 

Situated knowledges require that the object of knowledge be pictured as an actor or agent, not a screen or a ground or a resource, never finally as slave to the master that closes off the dialectic in his unique agency and authorship of ‘objective’ knowledge. .… coming to terms with the agency of the ‘objects’ studied is the only way to avoid gross error and false knowledge… Accounts of a ‘real’ world do not, then, depend on a logic of ‘discovery’, but on a power-charged social relation of ‘conversation’.
  

It follows that conceptualising web-based research entails ‘situating’ oneself vis à vis web-based structures.  I am not one of those who frequent chat rooms; however, I do make considerable use of electronic media.  I send and receive e-mail on a daily basis, and regularly search the web.  I also helped found, and am on the editorial committee of, Interpreting Ceramics.  By far my greatest use of the Internet relates to my work as an academic.  I encourage students to use the web, and often give e-mail tutorials.  In discussion with post-graduate students the topic of ‘Cyberfeminism’ regularly arises.  In cyberspace there is no guarantee of a solid, definitively gendered body that lies behind (or beyond) its electronic trace, and the question of identity is thrown into confusion.  

We are all chimeras, theorized and fabricated hybrids of machine and organism; in short, we are cyborgs…The cyborg is a condensed image of both imagination and material reality.

Capable of manifesting in more than one location, the cyborg is not constrained by fixed notions of identity, but is free to adopt a succession of ‘positions’.  This concept of - let us call it ‘positionality’ - is well suited to thinking about the fluid interfaces negotiated by individuals as they traverse the hyper-terrain of the Internet, where  

‘E-mail is one of the passage points …. through which identities ebb and flow….’
  

It was with considerations such as these in mind that I launched (perhaps lurched is a better word) into cyberspace.  I composed a ‘form’ e-mail that I sent to the ‘contact us’ facility of some thirty or so pueblo pottery web sites.  

I am an academic teaching in Bath, England. I have a speciality in ceramics, and I'm very interested in the representation of pueblo pottery on the Internet. In August of this year I'll be visiting New Mexico, and I wonder if I might contact you to talk. I could e-mail some topics beforehand. Would this be possible?
Best wishes, Jo Dahn

Dr Jo Dahn, Senior Lecturer History and Theory of Art and Design, 

Bath Spa University College.  

jjd@aber.ac.uk and j.dahn@bathspa.ac.uk.’

Projecting oneself to unknown others via e-mail makes one super-aware of the signals one is transmitting.  As Haraway notes, ‘Hypertext actively produces consciousness of the objects it constitutes…. hypertext “realizes” its subjects and objects.’
  Initiating this e-mail communication involved envisaging co-communicators whom I had never met in ‘real time’.  How would I be manifest to them in the swirling, relational universe of pueblo pottery web sites?  An e-mail address that ends - as mine does - with ac.uk (.edu is the American equivalent) marks me as a member of an academic institution, and bestows a particular cyber-persona, as does my use of the prefix ‘Dr.’  Such apparently mundane details are not without significance. 

An ordinary e-mail address specifies where the addressee is in a highly capitalized, transnationally sustained, machine language-mediated communications network..

As I clicked ‘send’ on that first e-mail, I had a sense of venturing from my academic safe-haven.  Replies began to arrive on my desktop more swiftly than I had anticipated.  Without exception, all those who responded welcomed my contact (‘I will be more than happy to help you out.  Anyone interested in pueblo pottery is someone I will talk to.’
) and agreed in principal to meet with me.  One respondent made a shrewd assessment of my identity and reacted accordingly:

Dear Dr. Dahn,
> Please feel free to contact me when you are here in August. Be sure and let
> me know a couple of days in advance to make sure I will be in the shop. I
> would also be happy to guest lecture at your institution if you would be
> willing to provide for all expenses.
>
> I look forward to talking with you.
>
> Sincerely,
>
> Richard Myers
> Agape Southwest Pueblo Pottery


Although it shares some of the characteristics of letter writing, e-mail is typically more spontaneous, less guarded and more fragmented.  More conversational in fact.  A certain e-mail etiquette has evolved; capitals are like shouting: they should be used sparingly; spelling and punctuation are allowed to be slapdash - up to a point.
  The styles of the e-mails I received varied.  Some (like the one cited above) were formal, others more relaxed. 

Hi Jo, 

We are on the Arizona side of the 
reservation. 

Sure, let's meet if 
possible. 

Best wishes, Wolf 

The reservation?  This voice evoked familiar stereotypes of Native American ethnicity; such assumptions were extremely unsafe however.  At times I felt like Haraway’s ‘modest witness’: ‘suspicious, implicated, knowing, ignorant, worried and hopeful.’
   And slightly guilty.  As the friendly e-mails began to pile up I felt like a voyeur. These strangers would contribute to my ongoing project; I would analyse their apparently unguarded conversation; what could they hope to gain from contact with me? 

I found myself warming to some voices more than others.  But who was I communicating with?  Were they gallery owners, dealers, makers…?  What was their connection with the web site via which I had originally contacted them?  I devised a questionnaire to collect some basic information.  It was divided into three sections: ‘Your identity; Your web site; Your work displayed on a web site organised by someone else’, and I envisaged it being answered by gallery/museum owners/managers/workers and/or makers.  Ultimately I hoped to establish who was responsible for the style and content of selected pueblo pottery web sites, and investigate the circumstances of their production.  At the end of what were - with hindsight - far too many questions, I reiterated that I would be visiting New Mexico from 14th - 24th August 2001, and asked again if I might make contact.  I had timed my visit to coincide with the annual Indian Market at Santa Fe, as this would give me a once-only opportunity to view a huge range of pueblo pots, including some that I had seen on web sites.  Almost all my earliest respondents were connected to private galleries, and they were quick to point out that it would be their busiest time of the year.  This provided some useful insight into their terrestrial business operations, and for most of them, their web site was an extension of these commercial activities.  I asked: ‘What were your aspirations for the web site when you started it?’ and got back variations on a theme: ‘To provide an additional venue for the sale of items from our gallery.’ (www.cristofs.com); ‘customers who don’t have a chance to visit the area are still able to view and purchase our pottery.’ (www.agapesw.com).  This is not an essay on marketing, but it is worth noting that all my respondents reported increased sales via their web sites, especially of contemporary, rather than historic pueblo pottery.  In one case, 90% of contemporary pottery sales were generated by the web site.  (See www.pueblopottery.com).  

With one or two notable exceptions, there was little in the way of imaginative flight in the answers I received.  Respondents did not ‘run’ with questions like ‘What type of image is important to you?’ as I had fondly imagined they might.  They were far more prosaic, with comments like: ‘detailed and accurate’ (www.nativepots.com); ‘good detail’ (www.agapesw.com); ‘clarity and speed of loading’ (www.cristofs.com). When asked: ‘What type of textual content is important to you?’, the most frequent answers were along similar lines: ‘good general descriptions of the works and their makers’ (www.pueblopottery.com); ‘concise and factual information that provides the “surfer” with what is needed without boring and thus losing them.’ (www.cristofs.com).  There were some ‘glitches’.  When I first sent the questionnaire out I used the word ‘ceramics’ to refer to pueblo pottery.  Misguidedly as it turned out, for one respondent did not get further than the opening section.  

Nothing we have is ceramic it is all traditional Native American Pottery (CLAY)  made by Native American Artists.

To address what had clearly been a semantic misunderstanding, I attempted to discuss the differing cultural significance of the terms ‘ceramics’ and ‘pottery’ in Britain and America.  I also, rather clumsily, mentioned that at Acoma Pueblo (Sky City) ‘the makers I spoke with … used ‘ceramic’ to refer to mould made pots, and ‘pottery’ for one-off pieces.’  I touched a nerve.

Well here in Albuquerque we refer to our art as pottery. NOT ceramics. 
Ceramics are made with material such as Porcelin [sic]. I mean that is why our 
gallery is called Andrews Pueblo Pottery and Art Gallery. None of our pieces 
are utilitarian. They are all original works of art. We, as well as the 
artists who create these pieces, consider it an insult to refer to them as 
ceramic.

Two more e-mails followed in quick (there was one minute between them) succession.

And one more thing NONE of our pottery is moulded. It is HAND COILED. That is why it is so precious.
 

I don't know WHO you spoke with in Sky City but it is quite apparent they 
they do not know much about Native American Art. Native Americans don't 
mould ceramics. They hand make everything.
 

This conversation revealed more of the thinking behind pueblo pottery web sites than many of the questionnaire results proper. Only an hour later I received an e-mail from Judith Bennet, the assistant director of Wright’s Indian Art in Albuquerque.  

In Native American and trade nomenclature, "ceramic" denotes commercially molded clay pieces which are then merely painted by the individual. "Greenware" is a synonym. Handmade pottery - hand mixed natural clay, hand coiled, pit fired, etc - is called "traditional". There might well be some confusion, and therefore inaccurate results, if you use the term ceramics.

I deleted the word ‘ceramics’ and thenceforth used the amended version.  In fact there are web sites that offer less-than-authentic mould-made work under the aegis of ‘Decorative Southwestern Style Pottery’ (my italics), of which pueblo pottery is presented as a sub-division.  At the somewhat bizarrely titled www.rebelrick.com for example, I found a mix of objects, several of them slip-cast or moulded, all accessed via a button labelled ‘Authentic Native American Pueblo Pottery.’
  In America there are regulations about the use of phrases like ‘authentic Native American’.  The Indian Arts and Crafts Act of 1990 states that, 

It is unlawful to offer or display for sale or sell any good, with or without a Government trademark, in a manner that falsely suggests it is Indian produced, an Indian product, or the product of a particular Indian or Indian tribe or Indian arts and crafts organization, resident within the United States.

While the Act does deal with issues of quality, its central concern is to establish the ‘Indian-ness’ of objects: ‘the term ‘Indian’ means any individual who is a member of an Indian tribe; or …. is certified as an Indian artisan by an Indian tribe…’  At  www.rebelrick.com the use of language is careful. Despite the button labelled ‘Authentic Native American Pueblo Pottery’, the words ‘Indian’ and ‘Native American’ are applied sparingly in descriptions of particular pots.  And while some are described as ‘hand-decorated, signed original’, far fewer are called ‘hand-coiled.’  The word ‘moulded’ (in America ‘molded’) is conspicuous by its absence, and in several cases the method of construction is simply omitted.  Sizes are rarely given. ‘Rebel Rick’ also sells his ‘pueblo pottery’ on the Internet auction site, ‘e bay’. 
This Indian wedding vase is from the Acoma Pueblo in New Mexico and features a carved Kokopelli decoration of each side. The Kokopelli is accented with feather carvings and the base is signed by the artist.
 
Though described as from Acoma Pueblo the pot is signed by a potter in Laguna.  Laguna is within the Acoma reservation boundary, but it is not part of Acoma pueblo itself.  To disregard the difference could be misleading, but it is desirable from the vendor’s point of view.  In the language of pueblo pottery web sites, ‘from Acoma Pueblo’ as opposed to ‘from Acoma reservation’ elevates an object and suggests something far more prestigious. 

Sometimes the questionnaire results and concomitant e-conversation confirmed my previous reading of a web site.  One of the more imaginative responses came from Denver based dealer Jill Giller of www.nativepots.com.  As previously discussed, I had thought the ‘voice’ of her web site lively, and suggestive of close contact with potters.  At first she balked at the number of questions: 
Oh MY !! that is ALOT of questions to answer.... If I have sometime in the 
next few weeks I'll certainly try to get to it... I have been away in the 
Pueblos and doing other travels and have LOTS to catch up on.. but I will try 
to help - 

ANY COLLECTORS out there ? that would be very nice !
 
  

Less than forty minutes later she asked again:

DO you have folks there in England who may actually be interested in the 
site? or interested in Pueblo pottery ?

I assured her that there was plenty of interest and gave a short account of my research aims.  
this all sounds so fascinating to me-i am personally committed -i was one of 
the first people on the net trying to honestly represent the art of the 
native american people-please let me know if i can help you in any way and i 
will get to your questionnaire this evening-jill
 

She was true to her word, and her responses make interesting reading.  It is clear that for Giller commercial and personal motivations are bound up together.  Her web site operates like a gallery display and enables her to work from home while still maintaining a public profile.  In answer to the question, ‘What were your aspirations for the web site when you started it?’ she stated that as well as expanding her business activities, she wanted to ‘expose Native American Art to a broad segment of the population.’  In terms of design, she wanted her web site to be ‘VERY REALISTIC in terms of WHAT people saw -  and then add personal touches - stories -artists backgrounds - I wanted people to Know that I was PERSONALLY involved with these artists.’  Her research for the site involved ‘LOTS of discussions with the artists.’  Under ‘any other comments’, she wrote: ‘I work on this ALL DAY every day!’
  Giller’s close involvement with pueblo potters, to the extent that she discusses the look of her web site with them, was in sharp contrast to another of the answers I received.  When Mathew Chase of www.pueblopottery.com told me that his web site had ‘been a way for me to connect with folks trying to sell material,’ I jumped to the conclusion that ‘folks’ meant potters.  I was wrong.   

Actually, by that statement I did not mean art being brought to my attention by the artists themselves, but rather by its current owners. Very few Pueblo potters I have known have web sites of their own or are familiar with the Internet at all. It is collectors who see the site and inquire if I might wish to purchase their pieces.
 
His comments are not borne out by other evidence.  Many individual makers may not have their own web sites, but so far as I can tell, pueblo communities are comparatively well represented on the Internet.
 

New Mexico, August 2001

Visitors to New Mexico are bombarded with Native Americana (Native Americanism?) from the moment they land at Albuquerque and walk past the airport shops, where the array of merchandise includes a version of pueblo pottery.  It is factory produced, mould-made and miniaturised for easy carriage - not authentic pueblo work.  The authenticity of such objects lies elsewhere, in their function as tourist souvenirs and, as signs of the real thing, in their ability to convey stimulating notions of cultural difference.
   Between Albuquerque and Santa Fe lies an immense desert landscape - the backdrop of countless Hollywood westerns.  The highway passes smooth adobe buildings dwarfed by massive advertising imagery, and the words ‘Indian’ and ‘Native American’ are everywhere.  Three anomalous hoardings that display anti-nuclear messages are a reminder that about thirty miles from Santa Fe as the crow flies, the scientific research centre of Los Alamos sits squarely between Jemez, Cochiti, San Idelfonso and Santa Clara pueblos.
  The birthplace of the atomic bomb, nowadays Los Alamos is a focus for informatics research associated with the Human Genome Project.  Defence-related activities continue at Los Alamos National Laboratory however.
  Meanwhile in Santa Fe itself, research into artificial intelligence is carried out at the Santa Fe Institute.  The proximity of what Haraway calls ‘technoscience’
 adds another layer to an already complex social and cultural mix, and suggests a local population with higher than average ‘e awareness’. There is no dearth of web-related business, especially site designers, in the area, and the Internet is routinely used by ‘alternative’ organisations.

New Mexico: Santa Fe Indian Market

Santa Fe is the cultural heart of New Mexico.
  When I arrived the town was gearing up for the Indian Market (17th - 18th August).  It is an eagerly anticipated annual event, and an extraordinary spectacle, when thousands of makers, dealers, gallery owners, tourists and other interested parties descend on the town.  According to my contacts, this one weekend can make or break a local business.  The centre of town is closed to motor traffic and streets are lined with over a thousand stalls selling Native American merchandise.

	1  Santa Fe Indian Market seen from above.

	2  Santa Fe Indian Market.


There were 361 pottery stalls.  By and large stall-holders were Native American and visitors were ‘Anglos’.
  An intensification of ethnic identity was evident on both sides.  Two socially and culturally disparate groups encountering the Other, mediated by the myriad artefacts that drew them together.  (Illustrations)

	3  Stall holders and visitors at Santa Fe Indian Market.

	4  Visitor at pottery stall, Santa Fe Indian Market.

	5  Stall selling pueblo pottery ‘story teller’ figures, Santa Fe Indian Market.


With the ratio of female to male stall-holders at about 260:101, the correlation between women and pueblo pottery was very evident.  More often than not, the active selling was done by women, usually in pairs or small groups.  When I did come across a group of men apparently in charge of a stall their demeanour was distinctly ‘laid-back’ (see illustration). Stereotypical imagery abounded; there were chiefs and warriors, and everywhere the Indian maiden, her ‘olla’ gracefully balanced on her head, beautiful and passive.  I also noticed a particularly kitsch version of Warhol’s Marilyn. (See illustrations.)

	6  Woman showing pottery, Santa Fe Indian Market.

	7  Two women at a pottery stall, Santa Fe Indian Market.

	8  Woman at a pottery stall, Santa Fe Indian Market.

	9  Men at a pottery stall, Santa Fe Indian Market.

	10  Figure of a Native American woman (stone), Santa Fe Indian Market.

	11  Anglo women visitors and stereotype images of Native American women 

	12  Warhol’s Marilyn as an Indian (painting), Santa Fe Indian Market.


Each pottery stall had a small plaque with the maker’s name and their pueblo origin.  Many of the better-known potters also displayed larger signs overhead. 

	13  Stall belonging to potter Dora Tse Pe, of San Ildefonso Pueblo.

	14  Stall belonging to potter Dora Tse Pe, of San Ildefonso Pueblo (detail).


Visitors were encouraged to touch the goods, and the quality of the pots under my fingers varied.  Some were exquisitely finished, with detailed designs and thin (but not too thin) walls.  Others were not so well made, with patchy paint work, walls of varying thickness and, in a few cases, powdery inner surfaces.  Many pots were displayed with a photograph album alongside.  This always showed the potter in the act of pit or bon-firing, and was intended as proof of authenticity.  Overt technicality characterised the prize-winning pots, which had been awarded satin rosettes, displayed on the tables beside them.  If a potter had featured in a publication, then that too went on the table.  The design content overall was broadly traditional, the prices comparatively expensive, especially if the maker was (as many were) from one of the better-known pueblo potting families.
 There was a category for innovation, but on the whole what I would call innovatory versions of pueblo pottery were few and far between.  There was little opportunity to question individual potters at any length - they were so busy selling their wares.  I eavesdropped as much as possible and took photographs.  (See illustrations). 

	15  Pot by Hopi potter, Santa Fe Indian Market.

	16  Pottery by Florence and Emma Aragon, of Acoma Pueblo.

	17  Prize-winning pot by Susan Folwell, of Santa Clara Pueblo.

	18  Pot by Jody Folwell, of Santa Clara Pueblo. Notice the open book on the table.

	19  Prize-winning pot by Judy M Lewis, of Acoma Pueblo.

	20  Prize-winning pot by Dolly Naranjo, of Santa Clara Pueblo.


There are parallels between the web sites I visited and the Indian Market.  In each case pueblo pottery is juxtaposed with an array of different artefacts; one either clicks on a button, or moves to another stall.   It was exciting to recognise pots from past encounters on the Internet.  At www.nativepots.com for example, there are images of pots by Jody and Susan Folwell.  They measure up well to the real thing.  Both women work comparatively large, as pueblo pottery goes, and in this context size is significant.  Since images are inevitably tailored to screen size - whatever that is - the visual environment of the web has a normalising effect.  Indeed, in some cases the on-screen version exceeds the real object, or rather, one’s perception of it is both standardised and enhanced.  Annie Baca’s pots fill the screen, but they are actually small, and the difference between their real and virtual presence is significant.  The same is true of Dolores Curran’s work.  Compare the web site images (http://www.nativepots.com/scpottery.html) with my photographs taken at the Indian Market. (See illustrations).  

	21  Pots by Anni Baca, Santa Clara Pueblo, Indian Market, Santa Fe.

	22  Pots by Dolores Curran, Santa Clara Pueblo, Indian Market, Santa Fe.


Galleries in Santa Fe

The general architectural backdrop of Santa Fe - a rich terracotta adobe - sets pueblo pottery off perfectly.  The town is one long series of visual juxtapositions, and the range of objects on display - from ‘western rancho’ to contemporary art - is at once stimulating and exhausting.  There are galleries everywhere.  ‘Rancho de Chimayo Arts’ is run by Sandra Martinez.  She is keen to situate the pottery she sells within the continuum of a great historic pueblo tradition and like several other gallery directors I met, she used Rick Dillingham’s ‘Fourteen Families in Pueblo Pottery’ to demonstrate the pedigree of her wares.
  The book sat on the counter, open at the genealogical pages, where she had pencil-marked the diagrams to show how her potters are related to the old mistresses of the past.  I listened while she expounded on the work of Cynthia Starflower.
  It is brown and black, very rich, beautifully made, and costly.
  Martinez emphasised the investment value of her wares - quite matter of factly pointing out that when Starflower dies  (which could be soon) her work will shoot up in value. http://www.ranchodechimayo.com/SenaPlazawest faithfully extends both the look and the narrative of the gallery.  However, the exchange system she offers, which seemed to be a strong inducement to customers, would be difficult to operate via the web site.

Canyon Road is where most of the better known, ‘up-market’ galleries are located, and many of them have web sites that I have visited.  They are, without exception, spacious, cool and quiet, usually laid out in what is called ‘South Western Style’, and very often made of adobe. (See illustrations.)  Pueblo Pottery is a feature of almost all, and there are some significant collections of historic pots by famous names.
  Amongst the gallery directors that I spoke with there was general agreement that web sites function as an extension of the gallery display - a sort of virtual shop window.  But few believed that ‘serious’ collectors would buy via the Internet alone.  They are more likely to know the gallery personally, and to use the web site as a means of checking what is new on the market.  As with Rancho de Chimayo, web site content is very close to that of the galleries themselves.  At the Morning Star Gallery, for instance, I was able to find and photograph the very same Tesuque grain jar that I had admired on the Internet. (It was still there the last time I looked.  See http://www.morningstargallery.com/cgi-bin/showInv.pl?i_Id=1319)  The gallery director told me that photographs of pots were digitally enhanced for the web site, and suggested that this was common practice.  Although there is very little perceptible difference between my photograph and the web site image, it was food for thought.  No other gallery directors would admit to doing it however.

	23  Canyon Road galleries, August 2001

	24  Contemporary Southwest Galleries, Canyon Road, August 2001

	25  Larger than life statue of an Indian warrior, Canyon Road, August 2001

	26  Morning Star Gallery, Canyon Road, August 2001

	27  Morning Star Gallery, pueblo pottery display

	28  Morning Star Gallery, lidded grain jar, Tesuque  pueblo c1870

	29  Wall painting, not so select end of Canyon Road


In terms of socio-political context and/or cultural issues, I found little in this immediate environment that reflected the busy discourse-rich virtual universe of the Internet (see above, p.7).  In Canyon Road, Native American culture is strenuously romanticised, as the (illustrated) larger than life statue of an Indian warrior, one of several such rampant characterisations, amply demonstrates.  In the aesthetic oases of its galleries, history is a disinfected narrative populated by courageous frontiersmen, noble savages, beautiful maidens and wise old women potters.  Like all roads however, this one has its select and - the further one walks - its not so select end.  Here things are not so tidy, and a large painting on a not especially tasteful wall offers an alternative view.  (See illustration.)    

Wright’s Indian Arts, Albuquerque

One sees very, very few Native Americans shopping in Canyon Road, and I had to leave Santa Fe before I found a gallery that acknowledged the historical complexity of contact and trade between Anglos and Indians.  In sharp contrast to the exquisite adobe of Santa Fe galleries, Wright’s Indian Arts in Albuquerque is situated in a modern shopping precinct.  (See illustration.)   I had been e-mailing with the assistant director, Judith Bennett, (hers was one of the ‘voices’ I had warmed to) and it was rather unsettling to meet her in the flesh.  She too felt slightly strange at first.   We discussed their web site (www.Wrightsindianart.com and http://www.wrightsgallery.com) at length.  Since they were in the process of updating it, I was able to observe exactly how they produced images and text.  Their declared aim is to ‘inform, educate, share.’  All material is prepared in-house; Judith Bennet writes the text herself and photographs many of the pots in the back room of the gallery.  Bennet agreed that touch - handling - is an essential part of appreciating artefacts, especially pueblo pottery, but like the gallery owners in Santa Fe, she felt that the web site was most likely to be used by individuals who had previously visited in person, and who brought a memory of ‘real’ touch to their virtual experience. 

Surfing at home, I had placed the Wright’s web site somewhere between démodé and ‘retro’ in style.  Look at the decorative elements and the still life arrangements on the home page, where the images are shadowed, like pictures on a wall.  The gallery itself has a distinctly art deco feel.  This is due in part to the fact that Wright’s Indian Art’ began life as ‘Wright’s Trading Post’ in 1907, and some of the original display cases are still in use (see illustrations).  It is also because Wright’s has only changed hands once since 1907, and thus has an unusually unbroken connection with its own history.  After the first owner, Charles Wright, died in 1938, his wife Kathryn carried on the business until 1956, when she sold it to Marguerite and Sam Chernoff.  It has remained in the Chernoff family since then, and the present director, Wayne Bobrick, is married to their daughter, Tania.  Naturally Wright’s exploits its position as the ‘oldest Indian arts business in Albuquerque’, both on the Internet and in the ‘real’ world. 

Over 100 years ago, young Charles Wright of Kansas hitched up his team and rode off toward the Western sunset to seek his fortune. He set up the Indian Shop at Fred Harvey's hotels in Albuquerque and at the Grand Canyon, opened his own trading post on the Navajo reservation, and finally moved his family back to "civilization," starting Wright's Indian Trading Post & Curios, in downtown Albuquerque, in 1907.

As an article in ‘ABQ arts’ points out, concrete ‘evidence of its colorful past remains.’
  Hung in a prominent position (see illustration) the original Wright’s signboard performs its semiotic duty for all to see.  Its geometric motif is picked up on the web site, in the border of the home page.   

	 30  Wright’s Indian Arts, Albuquerque, exterior view

	31  Wright’s Indian Arts, interior with display cases

	32  Wright’s Indian Arts, interior view

	33  Wright’s Indian Arts, interior view showing Wright’s Trading Post sign board

	34  Wright’s Indian Arts, merchandise on display


Two of Charles Wright’s diaries have survived and it is clear from his detailed commentaries that the ‘family museum’, a collection of pottery and other artefacts that is now displayed in the gallery, was built up systematically through contact with makers.  Wright did not detach the objects he collected from their cultural context; he recognised that it endowed them with authenticity.  Indeed, the more specific the context, the more valued the object.  In 1914, of an ‘Indian village….on the east bank of the Rio Grande’, where he saw beadwork, wampum and turquoise, he wrote: 

…they have retained many objects of Great interest to tourists and Students of Ethnology, objects of this nature are not Easily Purchased.
   

A focus on the process of acquisition endures at Wright’s, and sets it apart from the elegant galleries in Santa Fe.  While other gallery directors tended to gloss over the particularities of trade, and whereas many web sites emphasise their intimacy with Native American makers, at Wright’s there is considerable awareness and acknowledgement of cultural difference tinged with respect (even awe) for the Native American Other.
  Citing a well-known aphorism: ‘scratch the suit and find the blanket’, Judith Bennet did not feel that the relationship between Anglos and Indians had changed overmuch since Charles Wright first set up his trading post.  Indeed, some of the practices that he initiated persevere.  While I was there a man arrived to deliver two pieces of ‘fetish’ jewellery.  He was one of their regular makers; we sat with him and discussed the significance of his work, its materials and symbolism.  Wright’s routinely advances money in return for artefacts, and the gallery’s involvement with some pueblo families stretches back over many generations. 

Conclusion

‘Nothing comes without its world….’

Research in hyperspace is unsettling for its utter open-endedness.  It is easy to fall into an infinite rhythm of surfing, e-mailing, evidence and analysis.  In my case, the rhythm was interrupted by a ‘real time’ visit to New Mexico, and one way or another this essay has something of the travelogue about it.  The terrain has been both real and virtual and I have discovered and discussed some of the links between the two, but much is left hanging unresolved.  I set out to investigate the representation of pueblo pottery on the Internet, to interrogate the relationship between real and virtual objects, and to use the Internet as a research environment. It is a continuous, open-ended, interactive exploration.  Interaction really does mean interaction: one gets caught up in the system.  I am still electronically linked to, and exchanging views with, the individuals whose ‘evidence’ informs this study.  Early on I attempted to ‘situate’ or ‘locate’ myself as an observer, but must now recognise that location is never static, always part of a process.

Location is not the concrete to the abstract of decontextualization.  Location is the always partial, always finite, always fraught play of foreground and background, text and context, that constitutes critical enquiry.

What conclusions, if any, can be reached at this stage?  For all its supposed hyper-democratic freedoms (universal access, no copyright laws etc.) the Internet belongs to those who have the means to manipulate it and when it comes to pueblo pottery, gallery owners construct and project the representations that best serve their interests.   Although the sources of pueblo pottery web sites, like the web sites themselves, exist cheek-by-jowl with more contentious, politicised expressions of Native American culture, for the most part I found little traffic between the two in ‘real time’.  More familiarity with the arena - in both real and virtual form - more knowing where to look and what to look for, might well alter my perception.  Meanwhile I notice that the web site of ‘Wright’s Indian Arts’ has changed to include a ‘shopping basket’ facility: http://www.wrightsgallery.com/contact.php this only initiates a contact however, which may or may not lead to a purchase.  It is a reminder though, of the shifting nature of hyperspace, where the ‘evidence’ is always (re)forming.  Finally, what of the haptic - the sense of touch?  Perhaps, like William Gibson’s ‘netrunner’,  tomorrow’s surfers will somehow fuse with electronic media, so that the ‘real’ world fades away and they enjoy unmediated, multi-dimensional real consumption of virtual objects.  Although that is still - just about - the province of science fiction, computer programmes already in development will offer touch as an integral aspect of the surfing experience.  It will be fascinating to see how pueblo pottery web sites respond.

Bibliography

Braidotti, Rosi Patterns of Dissonance Polity, Oxford 1991

Braidotti, Rosi, Charkiewicz, Ewa, Häusler, Sabine and Wieringa, Saskia Women, the Environment and Sustainable Development; Towards a Theoretical Synthesis Zed Books, London 1995 (1994)

Clifford, James The Predicament of Culture Harvard University 1988

Dillingham, Rick and Brody, J.  Fourteen Families in Pueblo Pottery U.S.A 1994

Falk, Pasi and Campbell, Colin (editors) The Shopping Experience Sage, London 1997

Haraway, Donna J Simians, Cyborgs and Women, The Reinvention of Nature Routledge New York 1991

Haraway, Donna J Modest_Witness@Second_Millenium. FemaleMan©_Meets_OncoMouse™ Routledge, New York 1997

Hayes, Allan and Blom, John (photographer) Southwestern Pottery Anasazi to Zuni U.S.A 1996

Jones, Stephen G (editor) CyberSociety; Computer-Mediated Communication and Community Sage, California 1995

Lykke, Nina and Braidotti, Rosi (editors) Between Monsters, Goddesses and Cyborgs; Feminist Confrontations with Science, Medicine and Cyberspace Zed Books, London 1996.

Petersen, Susan Pottery by American Indian Women: The Legacy of Generations Museum of Women in the Arts, Washington DC, 1997

Phillips, Ruth B and Steiner, Christopher (editors) Unpacking culture: art and commodity in colonial and post-colonial worlds University of California 1999 

Stewart, Susan On Longing; Narratives of the Miniature, the Gigantic, the Souvenir, the Collection Duke University 1993

Vincentelli, Moira Women and Ceramics, Gendered Vessels Manchester University Press 2000.

Articles

Fauntleroy, Gussie ‘great women potters of the past’ in Native Peoples, Art and Lifeways Sept/Oct 2001, p.26.

Gibbons, Steffanie Wright’s continues tradition of excellence in ‘ABQ arts, Albuquerque’s Monthly News Magazine of the Arts’ Vol.5, No.7, August 2001 p.6.

Shamash, Jack ‘Working the web: Minorities on the net’ in the Guardian newspaper, ‘online’ section (13/9/01).

Archive material

Diaries of Charles Wright, Zimmerman Library of the University of New Mexico.

� William Gibson, Idoru p.1. date


� Sky City pamphlet, 2000


� This is a theme that has been thoroughly pursued by other writers; see for example Petersen, Susan Pottery by American Indian Women: The Legacy of Generations Museum of Women in the Arts, Washington DC, 1997. Also, Vincentelli, Moira Women and Ceramics, Gendered Vessels Manchester University Press 2000.


� Margaret Tafoya (1905-2001) potter of Santa Clara Pueblo, quoted in Fauntleroy, Gussie ‘great women potters of the past’ in Native Peoples, Art and Lifeways Sept/Oct 2001, p.26.


� � HYPERLINK http://www.hanksville.org/storytellers/nora ��www.hanksville.org/storytellers/nora� 30/1/02


� The ‘shopping basket’ is the web page with order form etc. that enables customers to buy goods direct from the site.  The only object that can be ordered direct from this site is a ‘hard copy’ catalogue.


� � HYPERLINK http://www.sedonawolf.com ��www.sedonawolf.com� 17/4/02


�Hays, Allan and Blom, John  Southwestern Pottery Anasazi to Zuni U.S.A 1994


� � HYPERLINK http://www.rbravens.com ��http://www.rbravens.com� 2/9/01


� This was still the case on 17/4/02.  See http://www.rbravens.com/RBRavensPuebloPottery.html


� Clifford, James The Predicament of Culture Harvard University 1988, p.224-225.


� The word ‘collector’ is much used on pueblo pottery web sites.  It often has a euphemistic sense, in that all the objects in the ‘collection’ are actually for sale.


� Haraway, Donna J Simians, Cyborgs and Women, The Reinvention of Nature Routledge New York 1991, p.198.


� Haraway, Donna J Simians, Cyborgs and Women, The Reinvention of Nature Routledge New York 1991, p.150. For an example of a cyberfeminist web site, see � HYPERLINK http://www.obn.org ��www.obn.org�.  I am grateful to Jackie Puzey for this web site reference. 


� Haraway, Donna J � HYPERLINK mailto:Modest_Witness@Second_Millenium ��Modest_Witness@Second_Millenium�. FemaleMan©_Meets_OncoMouse™ Routledge, New York 1997, p.4.


� Haraway, Donna J Simians, Cyborgs and Women, The Reinvention of Nature Routledge New York 1991, p.125.


� Haraway, Donna J � HYPERLINK mailto:Modest_Witness@Second_Millenium ��Modest_Witness@Second_Millenium�. FemaleMan©_Meets_OncoMouse™ Routledge, New York 1997, p.4.


� � HYPERLINK mailto:info@adobegalery.com ��info@adobegalery.com� 23/5/01.  These sentiments were echoed in the majority of the e-mails I received. 


� For further discussion, see Baym, Nancy K. The Emergence of Community in Computer Mediated Communication in Jones, Steven G. (editor) Cybersociety Sage, California 1995.  


� From � HYPERLINK mailto:SEDONAWOLF@aol.com ��SEDONAWOLF@aol.com�  23 May 2001 20:36


� Haraway, Donna J � HYPERLINK mailto:Modest_Witness@Second_Millenium ��Modest_Witness@Second_Millenium�. FemaleMan©_Meets_OncoMouse™ Routledge, New York 1997, p.3


� � HYPERLINK http://www.andrewspueblopottery.com ��www.andrewspueblopottery.com� 19 July 2001 17:58


� � HYPERLINK mailto:ANDREWSPP@aol.com ��ANDREWSPP@aol.com� 20 July 2001 16.22 


� � HYPERLINK mailto:ANDREWSPP@aol.com ��ANDREWSPP@aol.com� 20 July 2001 16:23


� � HYPERLINK mailto:ANDREWSPP@aol.com ��ANDREWSPP@aol.com� 20 July 2001 16:24. My information came from Native Americans who were selling pottery at Sky City. 


� � HYPERLINK mailto:Wrightsindianart@aol.com ��Wrightsindianart@aol.com� 20 July 2001 17:27


� See � HYPERLINK http://rebelrick.com/shopsite_sc/store/html/page21.html ��http://rebelrick.com/shopsite_sc/store/html/page21.html� 


�Indian Arts and Crafts Act, section 1159, Misrepresentation of Indian produced goods and products.  See � HYPERLINK http://www.doi.gov/iacb/act.html ��http://www.doi.gov/iacb/act.html� 


� � HYPERLINK http://cgi.ebay.com/aw-cgi/eBayISAPI.dll?ViewItem&item=1003109801 ��http://cgi.ebay.com/aw-cgi/eBayISAPI.dll?ViewItem&item=1003109801�  This does not appear to be a vastly effective way of selling pots.  Of 253 items listed in Rebel Rick’s e bay catalogue, only one had accrued a bid when I visited on 9/9/01.


� � HYPERLINK mailto:Jillspots@aol.com ��Jillspots@aol.com� 19 July 2001 16:03


� � HYPERLINK mailto:Jillspots@aol.com ��Jillspots@aol.com� 19 July 2001 16:41


� � HYPERLINK mailto:Jillspots@aol.com ��Jillspots@aol.com� 19 July 2001 16:57


� Questionnaire results from Jill Giller at � HYPERLINK http://www.nativepots.com ��www.nativepots.com� 24 July 2001 21:43


� �HYPERLINK "mailto:duveen@mindspring.com"��duveen@mindspring.com� 23 July 2001 18:15.  The relevant web site is � HYPERLINK http://www.pueblopottery.com ��www.pueblopottery.com� 


� ‘Religious and ethnic community sites have flourished on the Internet.’ Shamash, Jack ‘Working the web: Minorities on the net’ in the Guardian newspaper, ‘online’ section (13/9/01).


� For a discussion on the souvenir, see Stewart, Susan On Longing; Narratives of the Miniature, the Gigantic, the Souvenir, the Collection Duke University 1993, chapter 5, especially p.137-138 and p.147.  


� The hoardings read: ‘nuclear science: the mind is a terrible thing to waste’, ‘it started here, let’s end it here’, and ‘welcome to New Mexico, land of weapons of mass destruction’.


� See for example � HYPERLINK http://lib-www.lanl.gov/pubs/number17.htm ��http://lib-www.lanl.gov/pubs/number17.htm� where files on research into ceramic armour can be downloaded.


� See Haraway, Donna J � HYPERLINK mailto:Modest_Witness@Second_Millenium ��Modest_Witness@Second_Millenium�. FemaleMan©_Meets_OncoMouse™ Routledge, New York 1997.


� Perhaps some of the individuals who have exchanged e-mails with me are members of the National Environmental Coalition of Native Americans and ‘working to keep nuclear waste off Native American lands.’ (See �HYPERLINK "http://www.necona.html/"��http://www.necona.html/�.)  Or they might belong to the Los Alamos Study Group, a nuclear disarmament organisation based in Santa Fe.  (See � HYPERLINK http://www.lasg.org/ctamfrm_b.html ��http://www.lasg.org/ctamfrm_b.html�).


� Santa Fe is home to a number of cultural institutions, including the Museum of New Mexico, the School of American Research (SAR) and the Institute of American Indian Arts (IAIA).  SAR is a research establishment with a definitive collection of historic pueblo pottery in its vaults, while at IAIA the focus is more on the contemporary.


� ‘Anglos’ is a generic term for white Americans used by Native Americans; it can also refer to all other white, non-Native Americans. 


� The Naranjos from Santa Clara Pueblo, for example, were particularly well represented with eighteen separate stalls, and many other famous families were out in force.


� Dillingham, Rick Fourteen Families in Pueblo Pottery U.S.A. 1994.  Any connection - however tenuous - to either Nora Naranjo or Maria Martinez, considered to be the founders of modern pueblo pottery, was assiduously pointed out.


� Starflower, who was designated a ‘National Treasure’ by the Nixon administration, is the daughter of Carmelita Dunlap (d.2000) who from the age of eight was brought up by Maria Martinez and learnt potting skills directly from her.


� The brown is known as ‘sunrise brown’ in honour of Starflower’s brother, Carlos ‘sunrise’ Dunlap, who first created the effect.


� Martinez energetically assures buyers that if at any time in years to come they get fed up with their purchase, they can swap it for a different pot.  Many other galleries also offer this service.


� Maria Martinez - the most famous and revered of all pueblo potters - is called simply ‘Maria’ amongst this fraternity.  They all claim to be selling her work.  Galleries specialising in 2D works often have paintings of pueblo pots on display.  These tend not to be still life compositions, but large, naturalistic representations of one - or at the most two - special pieces in splendid isolation.  The effect is to emphasise the pots as cultural icons.


� � HYPERLINK http://www.Wrightsindianart.com ��www.Wrightsindianart.com� text from home page 7/2/02.


� Gibbons, Steffanie Wright’s continues tradition of excellence in ‘ABQ arts, Albuquerque’s Monthly News Magazine of the Arts’ Vol.5, No.7, August 2001 p.6.


� Diaries of Charles Wright, Zimmermann Library, University of New Mexico.


� It is likely too, that their Anglo customers are rather different from those that patronise the Santa Fe galleries.  A good proportion of their clientele are locals - not cultural tourists - and they operate a practice of ‘layaways’, whereby people pay for purchases on a week by week basis.


� Haraway, Donna J � HYPERLINK mailto:Modest_Witness@Second_Millenium ��Modest_Witness@Second_Millenium�. FemaleMan©_Meets_OncoMouse™ Routledge, New York 1997, p.37.


� Haraway, Donna J � HYPERLINK mailto:Modest_Witness@Second_Millenium ��Modest_Witness@Second_Millenium�. FemaleMan©_Meets_OncoMouse™ Routledge, New York 1997, p.37.





