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Abstract

The present paper is the structural re-examination of Plains Indian pictographic art, carried out through the investigation of a particular Cheyenne ledger book. Actually, this is an experiment; at the end of the paper it will turn out to what extent these images reflect the theory of Candace Greene, an American anthropologist, who analysed the relationship between structure and meaning in Cheyenne pictographic art. The analysed set of drawings consists of depictions of the daily life of the Cheyennes; however, the hunting, courting and fighting scenes are much more than mere reflections of everyday events. As Candace Greene brilliantly highlighted, the underlying structures of Cheyenne drawings carry a rather subtle meaning, which is not so obvious at first sight. However, the thorough analysis of the pictures shows us that figure placement within the frames of the bilaterally structured drawings reflect the general worldview, the religious beliefs of the Cheyennes and the places of beings in the hierarchy of the Cheyenne universe in most cases. According to Greene, more often than not, the superior being is placed on the right hand side. But this is not the case with the scenes I observed. Here more than half of the pictures have a reverse structure; however, it does not mean that the concept is not valid; something just made the artist draw against the basic pattern. There is some evidence among the pictures that the creator of the drawings was a Contrary warrior, who had to behave against what was normal or expected in a particular phase of his life. Therefore, we can conclude that his reversely structured depictions reflect this crazy behaviour, which cannot in fact modify the validity of the Greene-theory. 

Összefoglalás

A jelen dolgozat a síksági indiánok ábrázoló művészetének szerkezeti újraelemzése, egy bizonyos sájen (ang. Cheyenne) jegyzőkönyv-rajz gyűjtemény vizsgálatán keresztül. Valójában ez egy kísérlet, a dolgozat végére ki fog derülni, hogy ezek a rajzok mennyire tükrözik Candace Greene, egy amerikai antropológus elméletét, aki a szerkezet és jelentés közötti kapcsolatot vizsgálta a sájen ábrázoló művészetben. Az elemzett képcsoport a sájenek mindennapjait ábrázoló rajzokból áll, bár a vadászati, udvarlási és harci jelenetek a mindennapi élet puszta bemutatásánál jóval többről szólnak. Ahogy Candace Greene nagyszerűen rávilágított, a sájen rajzok mögöttes szerkezete rejtett jelentést hordoz, ami első látásra nem egészen egyértelmű. Viszont a rajzok alapos vizsgálata megmutatja, hogy legtöbb esetben az alakok elhelyezése a kétoldali szerkezetű rajzok keretén belül tükrözi a sájenek általános világnézetét, vallási hiedelmeit, valamint az élőlények helyét a sájen világmindenség rangsorában. Greene szerint jóval gyakrabban, mint nem, a felsőbbrendű lény foglalja el a jobb oldali helyet. De az általam vizsgált rajzok esetében ez nem áll fenn. Itt a képeknek több mint a fele fordított felépítésű, ami azonban nem azt jelenti, hogy az elmélet nem helytálló, csak az alkotót valami arra késztette, hogy az általános sémával ellentétesen rajzoljon. A rajzok között bizonyítékok találhatók arra, hogy a képek alkotója Fordított volt, olyan ellentétes viselkedésű harcos, aki életének egy bizonyos szakaszában, teljesen az ellenkezőjét kellett hogy cselekedje annak, amit elvártak tőle. Leszögezhetjük tehát, hogy a fordított felépítésű képei ezt a furcsa viselkedést tükrözik, ami valójában nem módosítja Greene elméletének érvényességét.
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Introduction

In recent years a growing interest can be detected towards Indian artworks, especially towards Indian pictographic art. A couple of decades ago, White people were almost totally indifferent to Indian drawings that mostly remained from the late 19th, early 20th century. The reason for that could be that the culture of Native Americans is so much different from the culture of the Whites.  Maybe White people could not fit these artworks into their standard view of what can be considered “art” (Berlo 1996, 10). But fortunately this old fashioned approach of Indian works of art has altered, and today more and more researchers, scholars, as well as ordinary people are eager to appreciate the artistic merit of Plains Indian drawings. 
Because of the fact that Indian pictographic art has been neglected for such a long time, its interpretation has just begun. At the beginning of the researches, scholars mostly focused on the narrative; the drawings were considered simple historical and ethnographic indicators (ibid.). Today we know that they are much more than that. Beyond representing everyday events of Indian tribes, these drawings tell us a lot of details about the religious beliefs and the general world view of the Native Americans, and this subtle meaning is hidden in their underlying structures (Greene 1985, MS 1). This phenomenon was best excavated and described by an American anthropologist, Candace Greene, who works at the Smithsonian Institution, Washington, D.C.

There are different types of pictographic representations applied by the Indians, from rock carvings through tipi and shield paintings to ledger drawings. In my paper I will only examine ledger drawings. These pictures are special, because to prepare them the Indians used new materials that were unknown to them until about the mid 1800’s: paper, pencil and watercolour which they got from the White traders who arrived at their land. The so-called “ledger art” includes drawings that are either drawn in business ledgers or in simple drawing booklets. Drawings on paper are also important, since they supported intercultural communication (Berlo 1996, 10).

The major tribes that produced pictographic drawings were the Arapaho, the Cheyenne, the Kiowa and the Lakota nations (ibid.). I am mostly interested in the Cheyenne people, so I have chosen pictures produced by this tribe for my examination. The subject matter of the observation is only one ledger, the so-called “Spotted Wolf-Yellow Nose Ledger”, the images of which are also available on the Internet (“The Spotted Wolf-Yellow Nose Ledger” 2005). 

Yellow Nose was a Ute Indian, who was born about 1854. When he was a small kid, he and his mother was captured by a Cheyenne war party whose leader adopted him, so he was grown up as a Cheyenne (Hardorff 1998, 53). In the ledger among whose artists the most important was he himself, we can find courting, hunting and war scenes as well, and these drawings will be subjected to an experiment within the frames of the present paper. Hopefully, through the structural investigation of the representations it will be possible to prove that there is an undoubtedly existing connection between structure and meaning in Plains Indian ledger art, as Candace Greene brilliantly demonstrated.

The Cheyennes


Since the major topic of this paper is the study of Cheyenne pictographic art, more precisely drawings that can be found in ledger books from the late 19th, early 20th century, it is necessary to say a few words about the Cheyennes: who they are, where they live and what their concept of the world is. Similarly, one of the most wonderful, but unfairly neglected art forms, ledger art also deserves a short description. In a logical order, the former will be discussed here, and the latter afterwards. 

The Cheyenne is a Plains Indian tribe of North-America, belonging to the Algonquin language family that has only about five thousand members left today, including the half-breeds. They have been deprived of their lands during the 19th century, and were forced to settle down on reservations. At the end of the 20th century about two thousand northern Cheyennes were counted on the territory of Montana, on the Tongue River Indian Reservation, while in Oklahoma there is a combined Cheyenne-Arapaho Reservation with approximately three thousand people (“Cheyenne Indians” 2005).


The first time Cheyenne people had been mentioned was in 1680, in a letter of La Salle, captain of a fort on the Illinois. The letter mentions that some Cheyenne people asked La Salle to send traders to their territory, so that they could get weapons and traps in return for fur. This time they were living on the territory of the upper Mississippi, but by 1806 they had moved to the Black Hills that became their new home (Curtis 1907-1930, 6: 87). Later they moved on to Platte River’s headwaters (“Cheyenne Indians” 2005).


When they were living near the Mississippi river, the Cheyennes were dependant on agriculture; they grew plants such as squashes, corn and beans (Curtis 1907-1930, 6: 88). But after leaving the woodlands of Minnesota, they could not continue this lifestyle. In the Black Hills they started a nomadic way of life; they built tipis instead of their former permanent villages, and lived mainly on buffalo hunting. Between 1857 and 1879 the Cheyennes were in a constant struggle with the Whites; hundreds of the members of their tribe were killed, and finally they ended up on reservations (“Cheyenne Indians” 2005).


The ethnical constitution of the Cheyenne tribe is not homogeneous; the Cheyenne nation was born with the integration of the Tsitsistas and the Sutaio. Before 1850 they were independent tribes, but then they realized that if they wanted to stay alive, they had to make a union. What is interesting is that previously they fought against each other, but in a battle they realized that they understand each other’s language; this was the beginning of their alliance (Grinnell 1972, 1: 32-33).


The token of the Cheyenne unity is nothing else than the Sacred Arrow Bundle. This bundle contains four arrows, two of which possesses power over animals and two over people. The arrows should be renewed time after time, which happens during a four-day ceremony. The renewal is carried out by men; women can never have a look at the sacred bundle. The ceremony was held when there was an ill person in the family, or when a murder happened in the tribe. The Cheyenne warriors used to bring the bundle with them into battle to protect them, but if the arrows were not renewed after a murder and before the fight, the battle was believed to be unsuccessful for the Cheyennes.


As much as the world view of the Cheyennes is considered, they find themselves superior to any other people of the world, because, as they believe, they are capable of spiritual enlightenment, while other people lack this ability. Their tribal identity is very strong, and it is also strengthened by the ownership of the Sacred Arrows (Greene 1985, MS 13).


After having a short insight into the main facts about the tribe called Cheyennes, we can move on to discuss the major characteristic features of ledger art. The next chapter of the paper is dedicated to this topic.

The Ledger Art

Nowadays the majority of the people are unfamiliar with one of the most exciting and attractive art forms, called ledger art, so before starting to discuss its main properties, let me introduce the term itself. The following short overview will define this form of art, how it was born, what it was used for, and what its most important characteristic features are.

Ledger art today is an art historical expression used for drawings that were either made in business ledgers or in simple drawing booklets during the time period between 1865 and 1935 by Native Americans (Berlo 1996, 10). This form of art is the direct descendant of representational art that was produced mostly on huge buffalo robes, tipi liners, lodge covers and sometimes on clothes, and served to convey certain messages among Plains Indian people (Szabo 1994, 7, 11).

The shortage of buffalo and the new materials that reached the Indians resulted in the phenomenon that these artists started to use paper as a new medium on which they could draw the most important events of their lives. It did not mean that they substituted buffalo hide with paper; the two art forms, hide decoration and ledger art coexisted for a long time. Moreover, we do not even have a date when ledger art started to exist. Ledger books full of drawings were not collected before 1869; however, paper was available much earlier, due to the contact with the trading post and the army (op. cit., 15).

Ledger art developed from late biographic art (Keyser 1987, 43-71), so these two forms of art obviously share some similarities; however, differences also exist between them. Since both of them aimed at recording the accomplishments of great warriors, their stylistic approach is similar. But the different characteristic features of the two media obviously generated a visible difference between them in composition and spatial representation. It was also important that they could draw on paper immediately when they wanted; there was no need to prepare them before use, as it was necessary in the case of hides. Another important thing that differentiates the two media is that ledgers were not open to public; they were the personal possessions of their owners, while painted robes were designed to be visible for everyone. Ledgers showed something new in subject matter as well; beyond fighting scenes and horse capturing other topics also appeared, such as courting or vision seeking (op. cit., 15-17).

As much as materials are concerned, ledger artists used a great variety of drawing instruments and paper types. It did not depend on the artists what they used in preparing their drawings; the availability of the materials was an important factor. It was difficult to get paper and drawing instruments on the Plains, so Indians could not be particular about what they used. They drew on whatever they could get, with whatever they could obtain. They used newsprint, lined paper, foolscap and drawing booklets, as well as ink, pencil and watercolour. These things were very expensive, and were kept as precious commodities. Indian artists were not bothered by lined or handwritten pages, or even by already drawn sheets; they often put their images on the top of previous pictures. This kind of recycling was due to the desire to keep a record of what they considered very important (op. cit., 17-18).

The appearance of new materials influenced the drawing technique of the Indians as well. The figures of ledger images are carefully outlined; this technique serves to separate different colours and to define shapes (op. cit., 19). Later the outline is filled with colour or left bare, according to the choice of the artist. In the time of reservation life Indians had more time to develop their drawing skills and create amazingly colourful drawings than before they were settled down in reservations. They also could get materials more easily than before, so they could use colours as vividly and widely as it was possible (op. cit., 21). 

In most cases the pictures are horizontally oriented, because this placement is the most similar to that of the robes. The artists could expand the boundaries of the sheets; they could depict whatever they want, even actions and events of the past (op. cit., 18, 23).

The subject matter of ledger drawings is different before and during reservation life. Pre-reservation pictures are closer to hide painting in that they used the same topics: horse raids and fighting images. After settling down in reservations, the subject matter and approach of the images became more varied; beyond the previously mentioned topics domestic and courting scenes also started to appear, as well as representations of mythological events and legends of the tribes. The expansion of the topics suggests that ledger art gained a new position within the frames of society, this form of art remained the only activity with the help of which men could express their creativity and talent (op. cit., 23-25).

Ledger art had always been a typical male activity, and it did not change during the times of reservation life, even though the world of the males they liked so much to depict was drastically changed by the new lifestyle. The activities they used to do were no longer possible, so the desire to leave records of them to the after-ages was more passionate; they wanted to keep the memory of the glorious past alive. Most probably they sought they could keep their self-esteem, honour, and even their tribal leadership alive within the frames of reservation life (op. cit., 24-26).

The audience of representational art also changed during the reservation period. Previously the drawings meant public visual representations of the brave deeds of the Indian warriors; everybody could see them, but this was no longer possible to maintain within the frames of ledger art. These booklets were rather personal properties, but they were often sold to non-Indians who became more and more interested in this form of art. Why was it so? The answer is very simple: in the first years of reservation life Native Americans had to face a serious economic hardship, so they had to sell their personal things to gain some income. Later it also occurred that pictures were created directly for selling purposes (op. cit., 27).

As a summary we can say that although ledger art started to exist on the grounds of pictographic hide decoration, the way of life that conserved it was much different from that in which hide painting existed. After being forced to settle down in reservation, the whole life of the Plains Indian people altered drastically. They no longer could do what previously the essence of their lives was; their values and self-images seemed no longer valid. This new type of cultural climate was reflected by the new art form that started to flourish (op. cit., 16).

Hopefully this short discussion of ledger art was enough to bring my audience closer to the topic of this paper, and I managed to raise their attention to this amazing form of art which is not as widely known among people as it would deserve. Candace Greene, an American anthropologist also admires ledger art; moreover, she carried out a special investigation of ledger drawings from the point of view of structure and meaning. Her findings that will play an important role in my own analysis later can be read in the next section. 
Candace Greene’s Theory on Structure and Meaning
If we look at Plains Indian drawings, we can easily detect that they depict typical scenes of the everyday life of the Indians. The most common subjects in these pictures are war scenes, courting and hunting depictions, but in some cases ceremonial activities or visionary scenes also appear among the topics. These drawings give us an almost complete picture of what the life of the Native Americans was made up; however, it would be a failure to think that these wonderful remains of the past have no other function than that. Plains Indian pictographic artworks hold a hidden meaning within themselves; even though it is rarely obvious for the naive observer at first sight.

Candace Greene, an expert on Native American studies, working at the Department of Anthropology, National Museum of Natural History, Smithsonian Institution, Washington, D. C., also supposed that these drawings have some hidden meaning, and this inspired her to make researches in this topic. Her observation resulted in some really exciting findings which she presented at the symposium Plains Pictographic Art: An Evolving Tradition, Oklahoma Historical Society, May 1985. Becoming interested in her results, I decided to find out through the examination of the representations of a particular ledger book to what extent are her findings valid. Before starting the analysis, this chapter will summarize the main points of Greene’s theory.

Greene is convinced that beyond representing some everyday events, Cheyenne drawings from the 19th century show us cultural patterns as well as perceptions of the natural and social order of Plains Indian societies, and this subtle meaning of the images is hidden in their underlying structures. So, according to her, Cheyenne drawings can be interpreted on two different levels. The explicit story of these images can easily be perceived by anybody, since it lies in the narrative content; the scenes primarily mean what they depict. At the same time, the implicit meaning of the artworks is not so obvious. If we want to get a picture of what the thinking of the Cheyenne and other Plains Indians was like, we should carefully look at the structure of the drawings (Greene 1985, MS 1). In investigating the structure of Cheyenne pictographic images, Candace Greene concentrated on figure placement and composition, because she was convinced that it would help her to understand the interaction between units which she believed generated the structure (op. cit., MS 1-2).

As she highlighted, the placement of figures is determined by a few regular compositional patterns, out of which the most common is the bilateral composition by the Cheyenne. It means that we can see two figures in the pictures that are in interaction with each other. It is also common that larger pictures are made up of a couple of bilateral compositions, or of two groups of opposing characters. In most cases the figures contrast with each other in one or more characteristic features, e.g. gender, tribal membership, situational status, etc. Within the frames of the bilateral structure, figure placement is very defined, which suggests that the organization has some kind of a meaning, and mirrors relationships between the figures that are culturally perceived (op. cit., MS 10-11).

Candace Greene found out that in Cheyenne drawings placing the figures on the right or on the left carries an important meaning. Being placed on the right means some kind of superiority, sense of tribal identity, greater energy and spiritual force. It became obvious to her after investigating drawings mostly covering the three main topics of Indian pictographic images. In war scenes the Cheyenne warrior is on the right hand side and the enemy is on the left in most cases; in courting scenes the male figures take place on the right; in hunting and horse capturing pictures usually the animal is depicted on the left, while the hunter is on the right. In these cases the figure on the right hand side is the actor, while the one on the left is the receiver. This pattern is the reflection of the Cheyenne world view: the right place possesses the most spiritual energy and force that enable the figure on this place to dominate the other participant of the action. So structure mirrors some kind of a relationship between the characters, in which the Cheyenne figure is superior to the other participant (op. cit., MS 11-16). 

In some instances, pictures do not fit into the basic pattern. The reason for that can be that a change had occurred in the relationship between the participants; ascendancy had been gained over the Cheyenne figure. It can happen when a Cheyenne warrior is overpowered by his enemy in a fight, or when a wounded animal turns on the hunter who tried to kill it (op. cit., MS 17).

I think we should agree with Candace Greene that positioning in Cheyenne pictographic art has an important role. She also draws our attention to another characteristic feature of Plains pictographic art: visually different pictures can be collected under the same umbrella as much as structure is considered. It means that if we understand the structure of one image, we most probably will be able to understand other drawings as well. 

Common structure for different scenes also indicates a relationship between the activities. This is called analogic relationship; one activity can be used as a metaphor for another. The most common subjects of Cheyenne drawings are hunting, courting, and fighting. These are the main activities of a man’s life, so it is not surprising that they are present in their pictographic art that is produced only by men. These important spheres of men’s lives can easily be connected to each other. For example, courting and hunting scenes can be paralleled with each other in that the girls are often likened to the prey animals being chased. Similarly, hunting can be like wars; prey animals are the same as enemies that have to be killed. And last but not least, to make the circle complete, courting and warfare also can be likened to one another; the main animal that the Indians hunted was the buffalo which was considered to be female in Indian belief, and their hunting was definitely a male activity, so this can be the connecting link between the two (op. cit., MS 17-24).

As it turns out from the argumentation of Greene, structure provides us with information that can be interpreted on three different levels. On the first level, members of the pairs of the bilateral structure are in contrast with each other as much as appearance and location is concerned, and this opposition is accentuated by their consequent lateral situation. On the second level, a common structure applied in the case of similar scenes forms a consistent sample for them, in which the characters are in a similar relationship; however, details can be different. And last but not least, on the third level, using a common structure for depicting different kinds of activities makes us carry out a comparison between them.

The things mentioned in this chapter form the essence of Candace Greene’s conception of the relationship between structure and meaning in Cheyenne pictographic art. Now it is time to see how this theory comes through in the case of the selected Spotted Wolf-Yellow Nose Ledger.
Yellow Nose and the Spotted Wolf-Yellow Nose Ledger

Because the primary interest of my research is the culture of the Cheyennes, I selected some drawings for investigation. There are hundreds of wonderful pieces of Cheyenne pictographic art, from which I have chosen one particular ledger book. The analysis of the drawings of the booklet will be carried out from special viewpoints. Before starting to study the pictures themselves, it is necessary to introduce the selected ledger itself and its major artist, Yellow Nose.

The so-called Spotted Wolf-Yellow Nose Ledger was collected by H. R. Voth (1855-1931), a missionary of the Mennonite Church, who worked among the Cheyennes in Oklahoma between 1881 and 1893 (“H. R. Voth” 2005). He collected it from the famous Cheyenne chief, Spotted Wolf on the Cheyenne-Arapaho Reservation, Darlington, Oklahoma about 1889 (Maurer 1992, 202, 204). This ledger book contains 106 pictures that were produced by Yellow Nose, Spotted Wolf and others, and now it is preserved in the National Anthropological Archives, Smithsonian Institution (op. cit., 202). It is important to add that practically we can talk about only 105 images, because the 106th has been rubbed out; only the inscriptions have remained.

The discussed ledger contains the drawings of several Cheyenne artists, among whom the most prominent was Yellow Nose himself. Beyond being a famous warrior leader, he must also be noted as one of the most fantastic designers of his time (ibid.). But who was this remarkable artist whose works contribute so much to the Plains Indian pictographic heritage, and what relationship was there between him and Spotted Wolf, the original owner of this ledger book? With the help of the following short biographical overview, I intend to familiarize my readers with the most important events of his life, and with his major relationships.

Yellow Nose was born in the Ute tribe, about 1854. In 1858 a combined Arapaho-Cheyenne war party attacked the Ute camp he was living in near the Rio Grande, and he was captured by them together with his mother. The Cheyenne leader of the war party, Lean Bear took his mother as his wife, and adopted him as his son (Hardorff 1998, 53). His mother stayed only one year with the Cheyenne, and then she escaped. Her first trial was unsuccessful, because an Arapaho war party recognized her, and brought her back to the Cheyenne camp. Later she tried to get away again, and finally she managed, since Lean Bear did not stop her. She did not bring her son with her; she asked one of the wives of Lean Bear to take care of her child, knowing that Yellow Nose would be raised under good conditions (Grinnell 1971, 71). A few years after his mother went back to the Ute tribe, a younger sister of Yellow Nose was also captured and brought to the Cheyenne camp, where she later married one of the most famous chiefs of the Cheyenne Indians, Spotted Wolf (Hardorff 1998, 53). This relationship made Yellow Nose the brother-in-law of Spotted Wolf, who, according to his widow, called Wind Woman also adopted the Ute boy as his son (Grinnell 1972, 1: 196-197).

Although Yellow Nose was not born among the Cheyenne people, they treated him as if he was a natural member of their tribe; he became one of their most famous and successful warriors who took part in several battles against the Whites, such as the Rosebud Fight, the Battle of Little Big Horn in 1876, where he managed to get a U.S. military flag, a guidon, with which he counted coup on the White enemies (Hardorff 1998, 53; Hyde 1968, 192).

After the defeat of his village in the battle at Summit Springs in 1869 he managed to avoid being killed, and went north to live with the Northern Cheyennes.  He married here, but after the Cheyennes were defeated by the Whites, he joined the Southern Cheyennes again with whom he settled down in Oklahoma. In his elderly years he became a shaman; he had excellent skills in healing people. We do not know exactly when he died, but in 1915 he was still alive; however, that time he was not a great warrior anymore; he was just a blind, old man who could experience the heat and glory of the battles only in his dreams and memories (Hardorff 1998, 53).

After discussing the life of Yellow Nose, I intend to say a few words about the possible relationships between Yellow Nose and the big chief, Spotted Wolf. The connection between them is still not clear, since the different sources do not agree in certain data. At the beginning of the description of Yellow Nose’s life I said that the Ute boy was reared by Lean Bear, and Spotted Wolf was his brother-in-law, because I think this is the most probable information I have read. However, other sources often call Spotted Wolf the adopted father of Yellow Nose. So which one is the valid piece of information? I think both of them can be true; however, not at the same time.

My supposition is that originally Lean Bear adopted Yellow Nose, but when he was killed in 1864 (Hoig 1980, 67), Yellow Nose was still a boy at the age of about 10, so he still needed a father. Most probably, Spotted Wolf accepted him into his family, treating him as if he was his son. Moreover, later they became brother-in-laws as well when Spotted Wolf married the sister of Yellow Nose. Nevertheless, this is only a supposition; we cannot say anything for sure because of the lack of proper information.

It would be interesting to excavate the real story of the three mentioned men, but I am afraid this is impossible within the frames of the present paper; this topic would deserve a separate investigation. For this paper it is enough to know that Spotted Wolf and Yellow Nose belonged to the same family – either they were brother-in-laws or adopted father and son -, so due to this close relationship they could have both chance and intention to produce pictures in the same ledger book. 

This short description should be enough to demonstrate the main characteristic features of the ledger book I intend to deal with and its main artist. And now the actual analysis of the drawings of the Spotted Wolf-Yellow Nose ledger can begin.
Analysing the Spotted Wolf-Yellow Nose Ledger

Starting the analysis with some descriptive information of the drawings of the Spotted Wolf-Yellow Nose Ledger is necessary, so that the readers of the present paper can better understand the images themselves.  With the help of these pieces of information they will be able to create a general picture of the portrayals in their minds.


As it was mentioned before, the ledger book under discussion is a collection of ledger drawings made by Cheyenne artists somewhat about the second half of the 19th century. We do not know exactly when the pictures were produced; we can just guess, since the artists did not date the sheets. The only thing we know about them is that they were collected about 1889 (Maurer 1992, 202, 204).


It is obvious at first sight that not a single hand drew all the 105 scenes of the ledger. It is difficult to say how many artists produced drawings into this single booklet, but considering the different stylistic features, supposedly we can talk about at least 6 people. What is important for us is that Yellow Nose was among them; moreover, he was the most prominent creator of the ledger (Maurer 1992, 202). He himself created 69 images according to my observation, and he contributed to at least 9 further drawings, produced by others. We can easily distinguish his style from all the others’; he depicted the actions important for him in a unique way. His human figures have big, oval eyes; the pupil is either indicated, or not. The mouth is normally a small line; the ears are formed by a line curling in both sides. The most interesting is his indication of the nose; it is quite upward and funny. The hands sometimes have only four fingers. His horse depictions have similar eyes to his human portrayals; their mouths are open in most cases; and their backs are a bit angular (Fig. 1 in App. 1).


The other artists of the drawings produced much fewer pictures into the ledger. There are 3 artists who made 1 drawing each; two of them are horse depiction, which are not similar to any other horse portrayals found in the booklet, and the third one is a courting scene. One of the horses is rather simple (Fig. 2 in App. 1), while the other one is quite detailed (Fig. 3 in App. 1). What is interesting is that both horses have quite small heads, but they were obviously not produced by the same hand. The artist who drew the courting picture depicts human faces in quite a unique way. His figures have dots as eyes, and the female characters have a blush on their faces, indicated by a red spot (Fig. 4 in App. 1). No other creator used such an indication beyond him.


Another artist of the pictures is most probably called Man on the Cloud, as an inscription in one of his drawings indicates. He produced only 2 drawings. His human figures have small oval eyes and small hands, but what is more typical of him is the way he represented horses. They are quite sturdy, and have a special, a bit pointed hoof type (Fig. 5 in App. 1). 

We have only one artist left, who, beyond Yellow Nose, was also prominent; he produced the second greatest amount of drawings into the ledger. Many of his drawings were made in a co-operation with Yellow Nose, so we can suspect that he might have been Spotted Wolf, but there is no proof of this in the pictures. He was quite talented; his images are very detailed and attractive. The most typical of him is that his human characters have quite angular heads with tiny eyes and small, line-like mouths (Fig. 6 in App.1).


As much as the drawing materials are concerned, the most common stuff the designers used was colour pencil, but occasionally brown and black ink, or even watercolour was applied as well. The scenes are not equally full of colours; we can find extremely vivid pictures with strong, lively tones, as well as almost colourless depictions created with pencil or ink. It is important to say that the use of materials and the application of colours depended not on the intentions of the artists; they had to be satisfied with what was available, what they could get with the help of the trading post and the army officers (Szabo 1994, 17).


If we have a look at the pictures, the first surprising thing that catches our eyes is that there are no indications of natural or built environment. We can find no lakes, rivers, forests, mountains, etc.; even trees are missing; they are depicted only if it is unavoidable, e.g. horses are tied to them, or birds are sitting on them. The same is true in the case of buildings and tepees; people drew them only if they had a role in the composition of the picture. The almost entire lack of environmental depictions is due to the fact that Indian people do not do anything in vain. So if the surrounding things were not important from the point of view of the action depicted, they simply omitted them.


Among the themes of the ledger hunting, fighting and courting scenes are the dominant ones; they occur in 74% of all the cases. In detail, hunting scenes cover 10% of the depictions; courting is much more common, it turns up with a prevalence of 27%. Finally, fighting was the most popular topic among the artists of the ledger discussed; 37% of all the drawings depict some activity connected to warfare. The rest of the topics can be divided into a few smaller categories. Visionary and ceremonial scenes take up 5%; so does the group which contains depictions of objects of everyday life. Horses appear as a single subject in 10% of the whole amount. And last, but not least, pictures portraying people contribute with 6% to the overall number (Fig. 7 in App. 2). So much for the general characteristics of the examined booklet; the received information should be enough for my readers to be able to create a rough picture of the examined material. And now it is high time to turn to the structural demonstration of the pictures.


On the grounds of structural characteristic features, the depictions of the Spotted Wolf-Yellow Nose Ledger can be divided into two well-separable groups. One of the sections consists of pictures that follow the pattern of the so-called bilateral structure, while the other set of drawings are not constructed according to this schema. The bilateral composition is one of the most common organizational patterns which occur in Plains Indian pictographic art. It means that the basis of the scenes is given by two figures, or by two groups of figures that are in interaction with each other; moreover, in some cases larger compositions are made up of several smaller bilateral drawings. The participants of the interaction are in contrast with each other according to one or more typical characteristic features, such as gender, situational status, or tribal membership (Greene 1985, MS 10-11). This kind of pattern shows up more often than the non-bilateral one in the ledger under discussion; however, the difference between them is not so considerable: the occurrence rate of the former is 59%, which means 62 images, while the frequency of the latter one is 41% with 43 pieces.


Obviously, among the themes of the bilaterally constructed drawings all the three dominant activities of the Cheyennes can turn up, since courting, fighting and hunting are interactions between two opposing figures or sets of figures that differ from each other in a great deal. Courting happens between men and women, who unambiguously belong to different genders; in most cases fighting comes off between two hostile tribes whose members could not be more dissimilar to each other. And, of course, hunting should not be left out, either. Hunting is a game for life between two participants who are in no way similar or equal to each other.


Almost all of the bilaterally structured depictions of the Spotted Wolf-Yellow Nose Ledger cover these three main themes. Fighting pictures take up 37%; courting representations appear with a prevalence of 42%, and hunting scenes cover 13%. There are only 5 scenes out of 62 that do not fit into either of the types mentioned; this means 8%. One of them is a visionary scene; it depicts a vision quest of Yellow Nose, and the other four pieces are portrayals of people (Fig. 8 in App. 2). 


As opposed to the previously discussed unit, the topics of the non-bilateral compositions are much more varied. Fighting scenes form the largest category; all the non-bilateral drawings that can somehow be connected to warfare make up 37% within this group. Depictions of horses also appear in a high percentage, in fact in 25% of all the representations. Pictures of everyday objects are the next unit with 12%. Visionary and ceremonial scenes contribute with 9% to the whole amount, while hunting depictions take up 7%. The two smallest groups are those of the courting scenes and images of people; both appear in 5% of the cases (Fig. 9 in App. 2).


My major interest is in examining how figure placement within the frames of the bilateral structure corresponds to Candace Greene’s theory; that is why; the non-bilateral scenes of the present ledger book are not relevant from the point of view of this question. So hereafter I will apparently deal only with the bilateral compositions. Among these there are 4 further pieces that are not important for us, either, because the figures depicted within the bilateral construction share the same properties. So they will be left out, since they cannot contribute to the success of the experiment. Themes will be used as organizing factors through which the appearance of figure placement in the Spotted Wolf-Yellow Nose Ledger can be demonstrated.


The used method is to start with the smallest group, and then go on to the most dominant one, so exceptions will be discussed first that take up 3% of the bilateral pictures. If we leave out the pictures that are not relevant in respect of the problem under examination, only 2 pictures remain that do not fit into the three main themes. One of them depicts a man and a woman with her child on her back; they are most probably running away from their enemies (Fig. 10 in App. 3). In this drawing the man takes place on the right hand side, while the woman is put on the left. This corresponds to the basic schema of Candace Greene; according to her the owner of the male power; the superior male figure should be on the right (Greene 1985, MS 15). The other exception follows the basic pattern as well. In this picture Yellow Nose himself is depicted with a female buffalo spirit who gives him a U.S. military flag (Fig. 11 in App. 3). Although the female being is represented on the right hand side, this piece belongs to the basically constructed drawings, since spirits are superior to mortal human beings. At this point we can summarize that the rate of occurrence of the common and the reverse compositions is dominated by the basic pattern; it appears in 100% of the cases.


The second section in the rank is that of the hunting scenes (Fig. 12 in App. 3); they contribute to the whole amount of the examined bilateral pictures with 14%, which means 8 pieces altogether. The prey animals are very diverse; among the animals depicted we can find almost all species Indian people could hunt for their flesh, skin or other properties. Buffalo appears in most cases, in 3 pictures as the hunted animal, which is not by chance, because buffalo was the primary game animal of Plains Indian tribes; they used every part of the killed pieces for varied purposes. Beyond this animal rabbit shows up in two drawings; in the other cases a deer, a bear and some turkeys are represented as the pursued animal. But these are only additional pieces of information; however, very informative ones if somebody really wants to get to know the discussed ledger. What is more important for us is how the chased animal and its pursuer are positioned, correlated to each other. We would expect that the hunter was placed rightwards as he is on a higher level in the Cheyenne hierarchy than food animals; he has power over them (Greene 1985, MS 13-14). But, interestingly, only half of the scenes follow the ordinary pattern, putting the hunter on the right and the animal on the left. The other half of the drawings in this unit inverts the placement of the figures; the pursued is on the right hand side, and the pursuer is on the left. Once again, here the basic and the reverse pattern turn up in equal proportion, in 50-50%.


The next category is that of containing fighting scenes (Fig. 13 in App. 3); it is the second largest with 22 pieces, which means a frequency of 38%. This high rate of the turnout of warfare depictions is due to the fact that fighting was one of the most essential activities of Indian life; Indians were in a constant struggle with both the Whites and other, hostile Indian tribes. For a poor Indian boy the only way to gain status was to build up a “war-record”. Among the warfare pictures of the Spotted Wolf-Yellow Nose Ledger battle scenes with White soldiers are more common than those of with different Indians. The reason for this can be that the battles with the Whites happened not long before the pictures were drawn; that is why, the memories of the fights were quite living in the minds of the artists to make them willing to portray these struggles more frequently.
Considering the placement of figures, imageries putting the Cheyenne participant of the fight on the left outnumber those of depicting the Cheyenne on the right, and this means nothing else than the reverse pattern is the dominant one within this group. Normally non-Cheyennes should be represented on the left hand side, since this setting would correspond to the general thinking of the Cheyennes, according to which Cheyenne people are superior to all the other people of the world, regardless of the colour of their skins. The tribe under discussion has a quite strong sense of tribal identity; anybody who does not belong to them can be an ally, a tolerated person or an enemy, but can never reach equality with them; Cheyennes are above non-Cheyennes, which is due their spiritual enlightenment (Greene 1985, MS 12-13). Expressing the results in numbers, the basic pattern turns up in 6 drawings, which means 27% of the whole amount, while the rest 16 pictures follow the reverse schema; this is an appearance of 73%.


The last section to consider is that of containing courting scenes (Fig. 14 in App. 3), which is the largest among the categories, taking up 26 pieces of the bilateral depictions; this means an occurrence of 45%. Courting is also an essential part of Cheyenne life, so their wooing habits belong to the most favoured themes of ledger art. Cheyenne courting practices are interesting; however, a bit strange for a White audience. A few words about it are needed to know what we can see in the images. 

If a Cheyenne boy liked a girl, he took every opportunity to meet her. But it was not easy as the elder members of the tribe tried to protect the young girls, so it was not permitted to be alone with them on the territory of the camp. Hence the boy had to wait until his beloved one left the camp to bring some water or firewood; this was the only chance. The young man hid somewhere on the way to the river or the forest the girl went to, wrapped in a blanket, so that he was not recognizable. When she arrived, the boy covered themselves with this single blanket, so this way they could be alone together, far from the vigilant eyes of other members of the tribe. What is surprising is that if there were more than one men in love with a particular girl, they all were hidden somewhere, and they waited for their turns. The courting portrayals of this ledger show the different phases of the activity; either the boys are depicted in blankets while waiting for their lovers, or we can see that part when the youngsters are already under the blanket. 

In order to draw conclusions what the proportion of incidence is between the basic and the reverse placement pattern, all the images of the courting category should be looked at from this point of view. In the Cheyenne world view the major difference between men and women is that the former are spiritual, as opposed to the latter who are material. It is the man who transmits the life-giving spiritual energy coming from the All-Father, called Maheo to renew life on Earth. They can convey this energy to women, who are, of course, inferior to them because of their materiality. Therefore men would deserve the better place even in these drawings, which nothing else than the right side (Greene 1985, MS 15). In contrast, here 11 representations show the basic pattern, and 12 are constructed in a reverse way. One drawing depicts a man with two girls, and the man is in the middle, so it can be perceived as the appearance of both types of figure placement. The rest 2 pictures depict two scenes each, out of which one is basic and one is reverse. So, all considered, the reverse pattern has won again, it appears with a frequency of 52%, while the basic schema takes up only 48%. 


Taking all results into account, the final outgrowth is thought-provoking.  As it was demonstrated, in two of the discussed cases the reversed pattern gained ascendancy over the general one; in one case they occurred with equal frequency, and only in one case was the basic the winner. Regarding the whole amount of the images it turns out that the reverse schema dominates the composition in the bilateral portrayals of the Spotted Wolf-Yellow Nose Ledger. With the help of numbers we can say the following: from the 58 examined bilateral pictures 23 pieces follow the basic compositional arrangement; 32 pieces are built up in a reverse way, and 3 images depict both types. 

All considered, 42% stands against 58%, and this is definitely not the outcome we have expected on the grounds of Candace Greene’s theory. According to her, in a high percentage of the cases the some way superior being is represented on the right hand side in the case of bilateral Cheyenne drawings (Greene 1985, MS 16). But in the ledger under discussion this is not so. What can be the problem then? Does the result of this examination mean that the whole theory of Greene is wrong? Most probably it does not. Something must lie under the surface why these drawings do not follow the basic schema in the majority of the cases; we just have to find out what it can be.

The great majority of the reversed drawings were produced by Yellow Nose, so we should primarily discuss his case to find out why he inverted the well-tried old pattern that is the reflection of Cheyenne thinking. Several possible reasons can be found; we should look at them one by one. 

If somebody knows the bibliography of Yellow Nose, they might think that the causes could be found in the fact that he was not a natural-born Cheyenne. But most probably this is irrelevant. He was captured at the age of four, so he was too small to remember the Ute conventions,  and from that time he was raised as he were a true-born Cheyenne, according to Cheyenne customs.

Another possibility is that he was left handed. However, there are no written records to prove this, and supposedly if he was left-handed, it would have been indicated in his name. It was a custom by the Indians that if somebody had a bodily deficiency, it was reflected by their names. Anyway, we should not reject this case, since we cannot either prove or confute it.

The third and most likely possible reason is that he was a Contrary warrior in a particular phase of his life. Men became Contraries if they feared the Thunder. After dreaming with the Thunder they had to prepare or get a so-called bow-lance that is “shaped like a bow strung with two strings, but with a lance-head on one end,” (Grinnell 1972, 2: 81). These bow-lances possessed a great spiritual power, and their owners had no more have to fear the Thunder. The lance should be well taken care of by its owner, because otherwise the possessor was killed by the lightning. Any time somebody touched the lance, it had to be purified, so that it got back its power that was taken from it by the touch. It was not a weapon used for fighting; people just counted coup (touched the enemy without killing him) with it in battles. Contraries were lonely members of the tribe; they could not be together with others, only in battles. They had to wear red body paint; their possessions and lodges were also painted red. Becoming a Contrary warrior happened not by chance; the message came from the spirits in a form of a dream. Contraries had to behave just in the opposite way what was expected. If it was warm, they put blankets on them and made a fire, and the other way round. If they told you to come hear, you should have known that they wanted you to go away (Grinnell 1972, 2: 79-86).

So the Contraries lived a special way of life, and maybe this reverse behaviour is reflected in the drawings of Yellow Nose. Among the analysed pictures I have found some drawings which depict Yellow Nose with the red body paint of the Contraries (Figs. 15, 16 in App. 4), so we can conclude that he must have been a Contrary warrior at least for a while during his life. I think this is the most likely possibility we can find if we want to explain why he drew against the basic schema of the Cheyennes. 

Finally we can say that although the ultimate outcome of the structural analysis of the drawings of Yellow Nose does not reflect the conception of Candace Greene, it does not in fact influence the validity of the theory. Yellow Nose had a quite weighty reason for not following the common pattern; the strange behaviour of a Contrary warrior is mirrored in his pictures. 

Conclusion

Now we have reached the end of this paper, so it should be summarized what I have been writing about till now. The major thing that was presented is that the investigation of Cheyenne pictographic art that was produced in the late 19th, early 20th century helps us to be able to understand the world view and the religious convictions of Plains Indian societies. We can imagine what these people thought about the things of the world, since the structural characteristics of the records of their personal deeds and events of their daily lives carry a lot of important information. Positioning of the figures within the bilateral structure of these drawings happens not by chance; putting the figures on either side represents their place in the hierarchy of the Cheyenne universe, their power, their inferiority or superiority to the other participants of the scenes (Greene 1985, MS 1, 16).

The basic pattern typical of Plains Indian pictures, best described by Candace Greene, puts the superior participant of the action on the right hand side, while the inferior being who “suffers” the action, can be found on the left in most cases (op. cit., 16). But we can find exceptions as well, which does not mean that the pattern is wrong; several reasons can be found why the beings of the different levels appear in reverse order.

At the end of the structural investigation of the drawings of the so-called Spotted Wolf-Yellow Nose Ledger, which were drawn by Cheyenne people, such as Yellow Nose, Spotted Wolf, Man on the Cloud and others (Maurer 1992, 202) I realized that more than half of the pictures did not fit the basic pattern, while the rest had exactly the common schema. The result suggested that the whole theory of Greene about the basic pattern is wrong. But after further observation of the pictures it turned out that this is not the case; the concept of Candace Greene is still valid.

There are some drawings among the pictures that are most probably of biographical origin, and can serve as a proof that Yellow Nose produced the majority of his pictures when he was a Contrary warrior, who feared the Thunder, but after dreaming with Thunder he had to make a bow lance which protected him against it. After the dream his behaviour became just the opposite of what was normal or expected. In some of the pictures Yellow Nose is depicted with the red body paint of the Contrary warriors, so he must have been a Contrary at least for a while. In all likelihood this crazy behaviour is mirrored in many of his drawings which are organized against their conception of the universe and the place of beings in it.

Ultimately we can conclude that there is a definite connection between structure and meaning in Plains Indian pictographic art; however, sometimes it does not seem so. But if we do not give up too early, we can almost always find pieces of evidence to prove this theory, because any time the basic pattern is broken, something lies behind the surface; we just have to find it. 
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Appendix 1
Demonstration of the Different Artists of the Spotted Wolf-Yellow Nose Ledger with One Drawing of Each
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Figure 1. Yellow Nose. Two Cheyenne boys dressed in their finest clothes.
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Figure 2. Anonymous artist 1. Horse depiction.
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Figure 3. Anonymous artist 2. Horse depiction.
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Figure 4. Anonymous artist 3. Courting scene.
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Figure 5. Man on the Cloud. Fighting scene.
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Figure 6. Anonymous artist 4: might be Spotted Wolf. Courting scene.

Appendix 2

Distribution of the Pictures According to Themes

Figure 7.

All pictures considered: altogether 105 pieces
	Theme
	Number
	Percentage

	Fighting scenes
	39
	37%

	Courting scenes


	28
	27%

	Hunting scenes
	11
	10%

	Visionary & ceremonial scenes
	5
	5%

	Depictions of people
	6
	6%

	Depictions of horses
	11
	10%

	Depictions of objects
	5
	5%


Figure 8.
Bilateral pictures considered: altogether 62 pieces
	Theme
	Number
	Percentage

	Fighting scenes
	23
	37%

	Courting scenes


	26
	42%

	Hunting scenes
	8
	13%

	Visionary & ceremonial scenes
	1
	2%

	Depictions of people
	4
	6%


Figure 9. 

Non-bilateral pictures considered: altogether 43 pieces
	Theme
	Number
	Percentage

	Fighting scenes
	16
	37%

	Courting scenes


	2
	5%

	Hunting scenes
	3
	7%

	Visionary & ceremonial scenes
	4
	9%

	Depictions of people
	2
	5%

	Depictions of horses
	11
	25%

	Depictions of objects
	5
	12%


Appendix 3

Demonstration of the Different Theme Types Occurring Within the Bilaterally Structured Drawings
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Figure 10. Exception 1. A non-Cheyenne man and a woman with her child on her back.
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Figure 11. Exception 2. A vision quest of Yellow Nose.

[image: image9.jpg]



Figure 12. Hunting scene.
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Figure 13. Fighting scene.
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Figure 14. Courting scene.

Appendix 4
Yellow Nose as a Contrary
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Figure 15. The figure on the left is Yellow Nose with the red body paint of the Contraries.
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Figure 16. Yellow Nose as a Contrary is on the left hand side, painted red.
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