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KARL VON DEN STEINEN IN ORAIBI, 1898.
A COLLECTION OF HOPI INDIAN PHOTOGRAPHS IN
PERSPECTIVE

HANS-ULRICH SANNER, Berlin

The Museum für Völkerkunde Berlin houses a significant collection of Hopi Indian
artefacts. The bulk of the material was collected around 1900 and purchased
from two important figures in early Hopi-American relations, the trader Thomas
V. Keam, and Heinrich R. Voth, a German Mennonite missionary known both as

an excellent ethnographer of Hopi religion and culture and a highly controversial

actor in Hopi history. The link between Voth and the Berlin museum was
established when German scholars Karl von den Steinen and Paul Ehrenreich
traveled to Tusayan (the old Spanish name for Hopiland) at different times in
1898 to conduct short-term research and collect artifacts for the museum on the
behalf of its founding father, Adolf Bastian. The two men, both bom in 1855 like
Voth, shared an academic background in medicine, psychiatry and evolutionist
anthropology, an inclination for travelling the world, and a reputation in
Americanistic studies for their explorations in Brasil in the 1880s (see Hermann¬
städter, in this issue). While Ehrenreich, who witnessed and photographed the
Oraibi Snake-Antelope ceremony and the Walpi Flute dance in August 1898,
soon reported his observations in Globus, a popular journal of geography and
ethnology (Ehrenreich 1899b), von den Steinen for some reason never published
his Hopi impressions. The thorough catalogue of the museum’s large Kachina
doll collection merely lists him as collector of twenty dolls (Hartmann 1978:20
and passim).
Von den Steinen’s perhaps most important contribution to the Berlin Hopi
collection, however, has been overlooked up until now. It is a collection of
photographs richly depicting Kachina dances and ritual clown performances,

including an array of Hopi portraits and everyday scenes from the Third Mesa
Milage of Oraibi. This paper documents the collection and presents a selection
1

1

The Hopi, nowadays numbering approximately 10000 people, inhabit a dozen villages at the
southern end of the Black Mesa massif in northeastern Arizona, near the Grand Canyon. The
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of photographs that should be of particular ethnological and historical interest.
While the emphasis will be on the ethnographic content of von den Steinen’s
illustrations of Hopi ceremonies, I will also attempt to outline the historical context
that motivated von den Steinen’s and Ehrenreich’s endeavour and shaped their
view of Hopi culture. The task is somewhat hampered by the apparent lack of
archival material that could provide substantial first-hand information about von
den Steinen’s Hopi visit (in the form of letters, diaries, etc.). In order to shed
light on research conditions and strategies, I shall therefore rely on published
accounts by Ehrenreich and by another German traveller, Aby Warburg, who had
visited Oraibi in 1896. The ethnological analysis of the photographs is facilitated
by my own in-depth research on Hopi Kachina ceremonialism and ritual clowning.
Personal field experience (since 1988) enables me to put the photographs in
ethnographic perspective (see Sanner 1992). In doing so, I favor a hermeneutic
approach to the interpretation of historic photographs that examines the triangular

interrelation of subject, photographer, and photohistorian (viewer) (Lyon
n.d.:256f.; cf. Wiener 1995). Some of the photographs will serve as point of
departure for explorations into research history, a subject I consider no less
interesting than the actual ethnographic stuff. In this regard, Ehrenreich’s account
“Ein Ausflug nach Tusayan
(Arizona) im Sommer 1898” is an indispensable
literary source, on which I will draw extensively.

From Germany to Oraibi
The completion of the Atlantic and Pacific railroad in 1881 had provided entry
for an ever-growing number of white people and goods into the isolated high“romantic evolutionists”
like
desert home of the Hopi people. During the 1890s,
Heinrich Voth, Alexander M. Stephen, and J. Walter Fewkes (see Clemmer
“salvaging”, a millenia-old culture of maize1995:54-67) were studying, or rather,
planters on the eve of its assumed disappearance into Anglo-American society.
At the same time, a colorful crowd of tourists was flocking in to witness, with a
shudder, the particularly “savage” Hopi Snake dance. Combining the perspectives

villages are located on or near three mesa extensions that have been termed - from east to west
- First, Second, and Third Mesa. In the days of von den Steinen and Ehrenreich, the Hopi were
mostly referred to as Moki or Moqui Indians. For a thorough summary of classic Hopi
ethnography, see Hartmann 1979:15-79.
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of scholar and romantic traveler, German art historian Aby Warburg (1866-1929)
visited the Hopi and other Pueblos in the spring of 1896. His recollection reveals
the fascination with Hopi culture but also the evolutionistic preconceptions of
his day.

“What interested me as a cultural historian was that in the midst of a country
that had made technological culture into an admirable precision weapon in
the hands of intellectual man , an enclave ofprimitive pagan humanity was
able to maintain itself and - an entirely sober struggle for existence
notwithstanding - to engage in hunting and agriculture with an unshakable
adherence to magical practices that we are accustomed to condemning as
a mere symptom of a completely backward humanity. Here, however, what
we would call superstition goes hand in hand with livelihood.” (Warburg
1995:2; my emphasis)
The interest of the Königliches Museum für Völkerkunde in collecting Pueblo
material culture arose as early as 1883 when Adolph F. Bandelier, a Swiss-bom
pioneer of Southwest research, and Adolf Bastian started a correspondence that
soon yielded a collection of Zuni artefacts by the famous Frank Hamilton Cushing
(see Cushing 1895, Briinder 1993). The decision to collect Hopi culture may
Well have been triggered, and was clearly facilitated, by Warburg’s trip to Oraibi
and his subsequent activities. After his return to Germany, in October 1896, War¬
burg wrote a letter to pioneer Hopi ethnographer-archaeologist J. Walter Fewkes,

“reporting the interest of Professor Grünwald
(sic!) of the Ethnographi¬
sches Museum in Berlin in purchasing some Moki (Hopi) kachina dolls as
well as other objects. (...) The final extant letter dates from 15 February
1897 and reports that the Berlin museum would pay between two and three
thousand marks for Hopi ceramics and other ceremonial objects.” (War¬
burg 1995:94f.)
Slide lectures given by Warburg in early 1897 introduced academic circles in
Hamburg and Berlin to the Hopi and their (Kachina) ceremonies. On March 16,
1897, Warburg presented his slides to the Freie photographische Vereinigung zu
Berlin (Neuhaas 1897; Warburg 1995:95). It is likely that Karl von den Steinen
and Paul Ehrenreich, both prominent members of the association, attended the
lecture and spoke with Warburg. Later the same year, a short article in Globus
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informed German readers about “Die Katschinas der Tusayanindianer’\ based
on a publication by Fewkes (Neukirch 1897). In the spring of 1898, von den
Steinen took the opportunity to visit the Hopi mesas, while on his way back from
the Marquesas Islands (South Pacific) where he had conducted six months of
fieldwork. Unfortunately, poor archival documentation prevents a clear answer
2
to the question who or what had prompted his Hopi detour. At any rate, the long¬
standing research colleagues Ehrenreich and von den Steinen made a concerted
effort in 1898 to gain first-hand experience of Hopi culture, collect artefacts for
the Berlin museum, and initiate contacts with local collectors and major
anthropology museums in the USA. 3 Travel dates and photographic evidence
suggest that von den Steinen visited Tusayan sometime between late April and
late May of 1898. Early in June, the paths of von den Steinen and Ehrenreich

crossed in Boston where they visited the Peabody Museum together (Ehrenreich
1898:214). It is safe to say that von den Steinen, who was on his way back to
Germany, provided his west-bound colleague Ehrenreich with fresh impressions

of Hopi culture and instructions for the “field”. Letters by Ehrenreich, who stayed
on the Hopi mesas August 14 through August 23, verify the tremendous interest
in studying and collecting Hopi culture on Bastian’s behalf.

“Endlich erfolgte der Besuch der Moqui-Dörfer Oraibi und Walpi, ‘ein
ethnologischer Leckerbissen’, wie Bastian sagt, in der That das Merkwür¬
digste, was die Vereinigten Staaten heute noch aufzuweisen haben. (...)
Alles dieses gehört zu dem Besten, was ich je auf meinen Reisen gesehen
habe.” (Ehrenreich 1898:215)

Ehrenreich, von den Steinen, and probably also Warburg (cf. Warburg 1995:60),
were deeply influenced by Bastian’s nostalgic evolutionism and his call for
studying Naturvölker and collecting their artefacts in time, before they would be
irretrievably lost (to science). Concerning the scientific salience of Pueblo cultures,

Ehrenreich wrote,
2

3

The inventory of museum correspondence for 1897 lists a von den Steinen letter sent from the
Marquesas on September 29, with a summary note saying: “Dr. von den Steinen wird im Januar
die Rückreise antreten und bittet um Aufträge für Cenfra/a/Menla.”(Bureau-Joumal für 1897,
SMB-PK, MV, 1B v.d. Steinen, 1438/97, my emphasis). Another letter that may contain rele¬
vant information was sent from San Francisco on April 14, 1898, after von den Steinen had
returned from the South Pacific (Bureau-Journal für 1898, SMB-PK, MV, IB v.d. Steinen, 491/
98). Unfortunately, both letters are missing, along with further Marquesas correspondence.
Ehrenreich visited major ethnographic museums throughout the USA (see Ehrenreich 1900).
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“Die größte wissenschaftliche Bedeutung des Studiums der heutigen
Pueblobevölkerung liegt aber darin, daß wir in der Lage sind, den ganzen
Kulturbesitz, das geistige Leben, die Religion und Symbolik derselben
noch in zwölfter Stunde bis in die Einzelheiten kennen zu lernen, eine
Möglichkeit, die uns in gleichem Maße kaum an einem anderen Punkte
der Erde noch geboten ist. (...) Mit Sicherheit ist zu hoffen, daß die noch
vorhandenen Lücken innerhalb der nächsten zehn Jahre ausgefüllt wer¬
den. Dann dürfte freilich auch hier die letzte Stunde geschlagen haben, da
die jüngere Generation mehr und mehr unter den Einfluß der amerikani¬
schen Schulen gerät und den alten Traditionen der Väter abwendig ge¬
macht wird.” (Ehrenreich 1899b:53, note the time metaphor)

It is interesting to note that Ehrenreich was deeply impressed by Hopi religious
culture, despite his strong evolutionist convictions and the rather unscrupulous
research procedure he and von den Steinen had applied a decade earlier among
the Xingu Indians (see Hermannstädter, in this issue). After describing the esoteric
altar ceremony of the Snake-Antelope fraternity that he had witnessed in Oraibi,
he questioned if Christian culture would be capable of replacing the deep Hopi
religious sense with something better (Ehrenreich 1899b:95). Hopi culture
attracted von den Steinen, Ehrenreich, and Warburg, because it appeared to be
uninfluenced by Christianity, constituting a cultural setting they praised - with
evolutionistic enthusiasm - as Ursprünglichkeit. Ironically, they all owed the
opportunity to catch a glimpse of Hopi culture “in its twelth hour” to a sophisticated
Mennonite missionary, and they came to a place and people that had successfully
dealt with foreign powers and historical change for centuries (cf. Whiteley
1988:11-43).
Heinrich Voth, who had lived at Hopi since 1893, was a man of influence in
Oraibi (see below). When Aby Warburg visited the Hopi mesas in the spring of
1896, he was guest at Voth’s house. The missionary served as Warburg’s guide in
Oraibi and enabled him to photograph a Hemis-Kachina dance and to enter an
underground kiva where the dancers were preparing for the ceremony (Warburg
1995:64). Two years later, von den Steinen and Ehrenreich could readily benefit
from the contact Warburg had established. Von den Steinen’s later correspondence
with Voth, and Ehrenreich’s accounts, show that the men were on friendly terms
with each other and that Voth took special pains to provide his fellow Germans
with privileged access to Hopi culture. Ehrenreich (1899a:476) claimed to be the
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first European, except Voth, to witness exclusively the secret ceremonies of the
Snake-Antelope fraternity of Oraibi, thanks to Voth ’s mediation.

“(Der Regierungsagent der Reservation) Major Williams suchte anfangs
mit Recht die Indianer in ihrer ablehnenden Haltung zu unterstützen, er¬
wirkte aber schließlich auf Voths Verwendung auch für mich die Erlaub¬
nis, die Schlangen- und Antelopenkiva zu betreten, wogegen er versprach,
kraft seiner Autorität jeden anderen Weißen zurückzuhalten.” (Ehrenreich
1899b:91)

Given the short period of time that von den Steinen and Ehrenreich each spent on
the Hopi mesas, they were able to gain extraordinary access to Hopi ceremonies
and places, due to the Reverend Voth who acted as ethnographic authority, personal
interpreter, and as influential mediator between Oraibis and Berliners. Once again,
“German connection”
the two travellers successfully instrumentalized the
of
colonists and emigrants for their research, as they had done before during their
explorations in Brasil (see Hermannstädter, in this issue).

Hopi photography around 1900
By the time Karl von den Steinen visited Oraibi, the Hopi Indians had seen plenty
of white men with cameras. Apparently, the Plains Indian notion of the
“shadow catcher” had no exact equivalent
photographer as potentially harmful
among Pueblo Indians. Warburg explained the permission to photograph Hopis
during their dances by “the extraordinary measure of confidence” that his host
Voth enjoyed, “something that their fear of being photographed would otherwise
never have allowed” (Warburg 1995:111). The latter part of the statement is clearly
a romantic exaggeration, as any examination of early Hopi photographs will show.
John K. Hillers, official photographer on J.W. Powell’s great Southwestern
expedition, had portrayed Hopi individuals as early as the 1870s (see Fowler
1989). The masterful photography of Adam C. Vroman, who depicted Hopi culture
between 1895 and 1902, suggests that it was rapport with the Indians that did the
trick. About his method, Vroman noted in his diary,
“There seemed
no end of subjects, and the natives were soon won over to
allow us to make photos and (were) all very cordial to us. One of the best
ways of ingratiating one’s self to their confidence, I found, was first to
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always sit down and try to explain the camera to them, then stand it up and
look through it, pointed away from them, and have them look through and
see (the) picture in the ground glass and, after all had seen, go out and let
them see me standing on my head. It was amusing to see their surprise
when (they) would put the focusing cloth back and see I was not on my
head. They would look again and then come out and smile and call others
to look and then they would smile too. Mothers, babies, all had to go through
it, and after I had shown them all I could they never refused to allow me to
make pictures

of them.” (Webb and Weinstein 1973:32)

Things were a little bit different around Snake dance time. The Snake dance
craze that had started around 1890 and lasted well into the 20th century, produced
a vast number of photographs by amateurs and professionals alike, almost
constituting a genre of Southwestern photography. Dozens of white tourists would
show up every August in Walpi on First Mesa, the village that provided the most
spectacular setting (see figure 1). Photographer Ben Wittick, whose Snake dance
“there
photographs are among the best, remarked that at the 1899 Walpi dance
were visitors from San Francisco, Chicago, New York, New Orleans, Los Angeles,
etc., and anybody with a Kodak!” (quoted in Lyon n.d.:241). On many of the
photographs produced by Wittick, Vroman, George Wharton James, Sumner
Matteson, Frederick Maude, and others, white men handling Kodaks and cameras
on a tripod are no less present than the Hopi priests handling rattlers and bull
snakes. 4 Squabbles among photographers for the best positions and other
infringements were among the reasons that finally led to a complete ban on
photography of the Snake-Antelope ceremonies in 1915, and of all Hopi
ceremonies in the late 1920s (see Lyon n.d.).
In 19th century German anthropology, the medium of photography was grimly
“photographic museum of human races” (Theye
Put to the service of building a
1989). The photographic collection established by the Berliner Gesellschaft fur
Anthropologic, Ethnologic und Urgeschichte (hereafter Berliner Gesellschaft)
in 1870 was primarily meant to aid physical anthropologists in collecting and
measuring anthropological “types”. Ethnographic photographs that documented
native artefacts and their use in situ, domestic and public scenes, etc. were merely
considered as supplement (see Theye 1989 and Schindlbeck 1989). Ehrenreich’s
4

For some well-known collections of professional Snake dance photography, see Webb and Wein¬
stein 1973:85-102; Bush and Mitchell 1994:183-193.
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Fig.

1

Waiting for the Snake dance, Walpi, First Mesa. Date and photographer unknown (George
Wharton James?). Museum für Völkerkunde, Berlin.

large photographic record of the second Xingü expedition in 1887 proves that he
and von den Steinen closely adhered to this ideology (cf. Hermannstädter, in this
issue). Also, von den Steinen’s photographs of Marquesas islanders, taken in
“types” (see von
1897, appear rather static and posed, with an emphasis on
den
Steinen 1925: passim). However, when the two Berliners brought their cameras
to Hopiland, they obviously endeavoured to meet new standards and try something
different. In his thorough history of 19th century German ethnographic

photography, Thomas Theye discusses Ehrenreich’s struggle with a new
technology that both facilitated and demanded action shots (“Moment-Photographie ”).

“Die neuen Fotografien waren weit stärker den Zufälligkeiten der

Aufnah¬
mesituation ausgeliefert und erforderten nun vom Auge des Fotografen
die entscheidende Gestaltung, um genügend Informationsgehalt und äs-
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thetische Dichte zu erzielen. Allerdings konnte ihr Aufnahmegegenstand
nun auch erstmals das bunte Treiben der Menschen sein und nicht mehr
nur die Abbildung von zu leblosen Kleiderpuppen erstarrten Gestalten.”
(Theye 1989:109)

Theye argues that Ehrenreich supplemented his Snake dance snapshots with
photographs by his professional colleague Wharton James because he was not
fully satisfied with his own attempts toward “a way of seeing that had yet to be
mastered” (Theye 1989:109, my translation). If Theye is right, then the
photographs presented below suggest that Karl von den Steinen was quicker in
embracing the new opportunities than Ehrenreich. At any rate, von den Steinen
had the “advantage” of photographing ceremonies that were much less frequented
by white visitors/photographers than the Snake and Flute ceremonies. 5 On Snake
dance day in Oraibi, Ehrenreich, who wisely had come in one week earlier, noticed
that the massive presence of strangers caused Hopis to act “more restless and
unfriendly than normally” (1899b: 154, my translation).
Von den Steinen’s photography, along with the recently published Warburg
collection, is valuable because it experiments with new ways of seeing through
the photographic lense, and because it captures public Hopi ceremonies that were

largely ignored by late 19th century photographers. For instance, only in 1901
did A.C. Vroman arrive in the Hopi villages early enough to attend a Niman
Kachina ceremony (Webb and Weinstein 1973:114, 118). Kachina ceremonies
became a more important topic in the ’’participant observer” photographic oeuvres
of Jo Mora (1903-1912), Kate Cory (1905-1912), and Emry Kopta (1912-1922).
To my knowledge, the only major photographic collection that captures the whole
ceremonial cycle in Oraibi before 1900, was put together by Heinrich Voth. As
we have seen, he also made possible the Hopi photography of Warburg, Ehren¬
reich, and von den Steinen.

5

Ironically, Aby Warburg, who was so mesmerized by the Hopi Snake dance, actually never saw
one. Even though he was able to document a Kachina ceremony, the Snake ceremony became
the central topic of his lectures.

Sanner, Karl von den Steinen in Oraibi, 1898

252

Karl von

’s

den Steinen photographic collection

The collection presented here consists of (a), 86 prints that were lodged in a
paper envelope in the Native North American collections of the Museum für
Völkerkunde Berlin without inventory and systematic documentation, and (b),
29 glass plate negatives inventoried with brief identification in the museum’s
Photokatalog A (# A 2073 through # A 2101). Archival research showed that the
prints and glass plate negatives represent only half of the original collection. A
file that documents the acquisition of von den Steinen’s research materials for
the Berlin museum in 1928 lists several collections of original photographs and
drawings that were purchased along with von den Steinen’s Marquesas collection. 6
Point 10 mentions “230 photographs of the Moki (i.e. Hopi) with accompanying
negatives”. Search for the remainder of the original collection and the negatives
has as yet been unsuccesful, and they may

well be lost. 7

The 86 prints are in 8,5x8,8cm format, some of them slightly faded and with
a yellowish tinge. Print format and photographic angle suggest use of a Kodak
hand-held camera. Von den Steinen’s predecessor Warburg had used a Kodak
“Buck’s Eye”, one of the first hand-held cameras. The back of each print contains
brief identification written with pencil, probably not written by von den Steinen
himself but informed by his comments. Neither the handwriting nor the initials
“F.J.” can be identified unequivocally. 8 The series numbers (A39-A41, 910-911,
979-984) may indicate rolls of film; they do not allow clear chronological or
topical ordering. The following is a summary list that I ordered by general topics.
It gives the number of photographs for each topic and the series numbers written
on the back
1)

6

7

8

of the prints.

Longhair-Kachina dance (Angaktsina). The 29 photographs, all of them taken
in the plaza, show various scenes of Kachina dancers, ceremonial priests,
ritual clowns, and audience (A 39, 911, 981).
“Akten zur Erwerbung der Sammlung des Prof, von den Steinen -30000 RM. - 9.8. 1928-20.5.
1931.” (SMB-PK, MV, IB 29a, 1931).

The research collection of Americanist Walter Lehmann, who had acquired von den Steinen’s
materials for the Ethnologisches Lehr- und Forschungsinstitut am Museum für Völkerkunde, is
now at the Ibero-Amerikanisches Institut Berlin. I wish to thank Dr. Ulrich Menge, assistant
director, for introducing me to the Lehmann collection.
It is doubtful whether the initials refer to Ledor Jagor, the museum’s pioneer photographer who
died in 1900 at the age of 83, although he had been giving lectures at the Berliner Gesellschaft
up until the late 1890s (cf. Schindlbeck 1989:33).
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2) Heheya Kachina dance. The 27 photographs were taken in the plaza and at
the Kachina resting place. They depict Kachina dancers, ceremonial priests
and elders, various clown scenes, and members of the audience (A 40, A 41,
982, 984).
3) Hopi portraits and everyday scenes. Under this heading I group 15 photographs
featuring Hopi individuals and village scenes. While some of the photos (e.g.,
the portrait of a young man, a group of playing children) may have been
taken during a Kachina dance, away from the plaza, most photos capture

typical domestic activities (979, 980, 983, 984).
4) Seven photographs feature localities of Hopi religious topography outside
the village: Several sacred rock shrines, probably in the vicinity of Oraibi,
and some graves below the edge of the mesa (979, 983).
5) Four photographs show ruins, three of them possibly at prehistoric sites near
Oraibi or along von den Steinen’s travel route (910, 980, 983).
6) The remaining four photographs concern the circumstances of the trip: Three
photos show white travel acquaintances or companions, unfortunately without
written identification; one photo shows a coach with Indian drivers.
Below, a selection of 30 photos will be presented. For various reasons, I forego
publication of photographs from groups 4 and 5.
An additional set of 29 glass plate negatives in 12x16 cm format was lodged
separately, in the department of American archaeology of the Museum für Völ¬
kerkunde. Eight photographs, not represented in this publication, reveal that Karl
von den Steinen made a trip to the First Mesa villages where he photographed
village architecture and a few Hopi individuals (inventory numbers A 2073 through
A 2080). Eighteen photographs were taken during the two Kachina dances
mentioned above, two of them at the Kachina resting place during the Heheya
dance (# A 2081 through # A 2098). In addition, three photos document Heinrich
Voth’s collection of Hopi artefacts in his Oraibi home (# A 2099 through # A
2101). Three prints made of glass plate negatives will be published below. Several
old prints (12x16cm on average) of this set of negatives were lodged in the
museum’s Native North American collections along with the Kodak prints.
Apparently, most of them had been glued into an album before. The pencil-written
numbers on the back of the prints point to a former order, and the scant descriptions
(“Oraibi. Hehea-Katsina”, etc.) are identical with the information given in the
inventory in Photokatalog A.
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To prevent further deterioration

of the photographic material, and for lack of

the original negatives, the 86 Kodak prints were carefully photographed in October
1996 and reproduced in 13x18cm format. In March 1997, prints in 18x24cm

format were made of the 29 glass plate negatives. 9 The negatives, contact prints,
two sets of reproductions, and the original prints will be kept in the museum’s
Native North American photo collections, along with inventory and detailed
documentation. Hitherto, the only published information about the collection
could be found in the proceedings of the Berliner Gesellschaft for the session of

April 29,

1899.

“Hr. Carl von den Steinen legt im Anschluss an den Vortrag des Hm. Ehren¬
reich in der letzten ausserordentlichen Sitzung (...) eine grössere Anzahl
von Photographien vor, die er im Frühjahr 1898 während seines Aufent¬
halts bei den

Moki-Indianern,
namentlich in dem Hauptdorfe Oraibi aufgenommen hat. Sie stellen die
Maskentänze der Hehea- und der Ana-Katsina in den verschiedensten
Gmppimngen dar; von besonderem Interesse sind die merkwürdigen
Clown-Scenen, die rohen Circus- und Cameval-Scherzen ganz analog sind
und sich mit den landläufigen Anschauungen über Charakter und Tempe¬
rament des nordamerikanischen Indianers schwer vereinen lassen.” (von
den Steinen 1899)

The photographs in historical and ethnological perspective
The Road to

Oraibi

Aby Warburg recalled that in 1896 “the three days’ distance between the railroad
and the villages still left the Hopi with a sense of protective isolation” (Warburg
1995:64). On the way, his party got trapped in a heavy sandstorm which completely
obliterated the wagon tracks (ibid. :21). Figure 2 shows the coach, with Hopi
(and Navajo?) coachmen, that probably carried von den Steinen to Oraibi. Ehren9

I wish to thank Waltraud Schneider-Schütz and Dietrich Graf, photographers for the Museum
für Völkerkunde, Berlin, for their fine work of rescuing a set of fading photographs. A special
thanks is extended to my colleague Dr. Peter Bolz, the museum’s curator
collections, who located the 29 glass plate negatives.

of North American
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Coach with Indian drivers, Hopi area. Photographen Karl von den Steinen, 1898. Museum

für Völkerkunde, Berlin.

reich described in detail the logistics and hardships of his two-day trip across the
Painted Desert, from Canon Diablo station to Oraibi (nowadays a two-hour ride
on a paved highway). The Volz brothers, traders-entrepreneurs of German descent,
had recently established a trade route to Oraibi, with special arrangements for
Hopi tourists (Ehrenreich 1899b:74f., 173f.; cf. Whiteley 1988:102f.). I
recommend to compare Ehrenreich’s travel report with an account by photographer
A.C. Vroman, who must have travelled with the same Snake dance party (Webb
and Weinstein 1973;35f). Vroman includes a humorous little portrait of Ehren¬
reich:

“A heap of empty tins

marks every halting place of the caravan. As the
professor from Berlin remarked one day after lunch, in his staid, scientific
tone, ‘It is my conviction that in a future age the geologists will be
confronted by a novel problem, for Arizona will be found covered with a
stratum of tin as extensive as the border of the territory.” (Webb and Wein¬
stein 1973:35)
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At the end of a long, dusty trip, the mission home of the Voth family, located in
the valley east of Oraibi, was offering a much appreciated, familiar atmosphere
to German visitors. Ehrenreich (1899b:76) praised the hospitality ofVoth’s wife
(“eine deutsche Hausfrau ”) and daughter, and commented on Voth’s rich
ethnographic data and collections that he studied diligently during his stay.

“Die großen Stöße seines handschriftlichen, durch zahllose Zeichnungen
und Photographieen (sic!) erläuterten Materials harren jedoch noch der
Veröffentlichung. Seine ethnologischen Schätze barg der Bodenraum sei¬
nes einfachen Hauses. (Sie sind neuerdings in den Besitz des Field-Muse¬
ums in Chicago übergegangen.) Ihrer Besichtigung wurde in den nächsten
Tagen jede freie Stunde gewidmet.” (Ehrenreich 1899b;75f.)

Again, Karl von den Steinen’s photography serves to illustrate Ehrenreich’s
descriptions. Figure 3 is one of three photographs capturing Voth’s collection of
ethnographica. The objects, among them Kachina dolls, masks, rattles, prayer
sticks, prayer feathers, pipes, and altar paraphernalia, were obviously arranged
along the walls, on canvases marked with Voth’s initials. It was probably here, in
Voth’s attic, where the German scholars first got the idea to have Voth collect
artifacts for the Berlin museum.

Encounters in Oraibi

By 1898, Oraibi, the old Hopi center of power and the oldest continually inhabited
settlement in North America, had become a volcano of socio-politico-religious
“Oraibi split” of 1906. The factional
conflict that would soon erupt in the dramatic
“Friendlies” (to the ways of the white
strife between “Hostiles” and
man) had
been intensified by the interference of white government agents, soldiers,
schoolteachers, and missionaries. 10 The factions had even begun to conduct
ceremonies separately, thereby dividing the religious order. In 1897, Voth reported
“that the Hopi had reached a crisis and that much of the good work was at a
standstill” (Eggan 1979:3). To be sure, Voth himself was adding spice to the
boiling conflict. Third Mesa Hopis of the 1990s, except for a handful of older

10

For a detailed analysis of Oraibi history, see Whiteley 1988. Arecent evaluation of the “Oraibi
split” discussion is offered by Clemmer (1995).
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Fig. 3 Part of Heinrich Voth’s collection of Hopi artefacts, Oraibi. Photographer: Karl von den
Steinen. Museum für Völkerkunde, Berlin, A 2099.
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Mennonites, have nothing good to say about him. The (ongoing) historical analysis
of his role shows him in a more diverse light."
The man posing on a ladder in a street of Oraibi (see figure 4) is, in all
likelihood, Heinrich Voth. The puzzling note written on the back of the print,
”,
“Ind. als photographierender Forschungsreisender initially led me to believe
that the photo shows Karl von den Steinen, who might have asked a Hopi
companion to take a picture of him (cf. footnote 16). Close comparison with
other portraits of von den Steinen and Voth, however, strongly suggests that the
man is Voth. The photograph is nicely composed, capturing a white man who
’s
self-assuredly demonstrates familiarity with the place. Voth daughter, Martha
Dyck, remembered her father as “a harsh man, definitely not gemütlich” (Whiteley
1988:85). Voth was not the first ethnologist who intruded on the religious privacy
of Oraibi (see figure 5), but his aggressive practices of gathering and publishing
secret ritual knowledge, and his reproducing and selling of sacred objects to
museums, certainly aggravated the mental turmoil of Oraibi society. At the same
time, the missionary neglected his business of conversion and supported the people
in several ways. He sided with the Hopi in negotiations with the government,
and served the Oraibis by providing medical aid and cash-income in times of
“Hostile” views and had friends among them. The
drought. He sympathized with
Hopi man seen standing in a kiva entrance (figure 6) may be (Fred) Qoyawayma,
“Hostile” whom Voth employed as a laborer. Qoyawayma was loyal to
an Oraibi
the missionary but did not convert until old age.
Did the visiting German scholars notice ambivalent or hostile Hopi feelings
“through
years of
toward the missionary? Aby Warburg had the impression that
12

contact with the Indians (Voth had) won their trust” (Warburg 1995:110). Ehren¬
reich noted that the villagers, after initial restraint, approached the visitors
“especially when such an excellent
hospitably and “trusting” (zutraulich ),
language expert as Mr. Voth acted as translator” (Ehrenreich 1899b;77, my
“fanatical” anti-white
translation). Nevertheless, Ehrenreich also pointed out the
“more
liberallyattitude among some of the priesthoods, and opined that the
minded partly stay away from the ceremonies” (Ehrenreich 1899b;54). The
professor from Berlin personally met with Hopi resistance when Voth took him
11

12

Detailed information about Voth and a discussion of his role in Oraibi is provided by James
(1974:146-158), Eggan (1979), and Whiteley (1988: 83-86). The autobiography of DonTalayesva
contains a firm Hopi perspective on Voth (Simmons 1942: passim).
For a studio portrait of Qoyawayma, together with Voth, see Qoyawayma 1964 (between pp. 72
and 73).
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White man in Oraibi, probably Heinrich Voth. Photographer: probably Karl von den
Steinen, 1898. Museum für Völkerkunde, Berlin.

into the Antelope kiva where the priests had gone into ceremonial retreat. I wish
to quote Ehrenreich in extenso, because he provides an illuminating and rare
eyewitness account of Voth’s brash research tactics.

“Wir fanden unten zwei Männer emsig beschäftigt. Einer, der uns ungebe¬
tene Gäste mit grimmigen Blicken musterte, war mit Anfertigung der Sand¬
mosaiks für den Antelopenaltar beschäftigt, während der andere Bahos
machte, ohne von uns Notiz zu nehmen. Der erstere begann nun energisch

Herrn Voth gegenüber gegen unseren Eintritt zu protestieren. Nach lan¬
gem Hin- und Herreden erwiderte ihm der Missionar schließlich unmutig,
seine Landsleute sollten doch nicht solche Geheimniskrämerei treiben, denn
in Wirklichkeit wären ihre Altäre und Heiligtümer ja längst aller Welt be-
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Fig. 5 Pioneer ethnographer Mathilda Stevenson and her husband, Col.
James Stevenson, trying to force their way into a kiva, in the
name of scientific enlightenment. Oraibi, 1886. This illustration
“The Illustrated Police
originally accompanied an article in
“Cowed
by a Woman. A Craven Red Devil
News”, titled,
Weakens in the Face of a Resolute White Heroine - Exciting
Adventure in an Indian Village in Arizona.” Source: Babcock
and Parezo 1988.

Fig. 6 Hopi man (Fred Qoyawayma?) in kiva entrance, Oraibi.
Photographer: Karl von den Steinen, 1898. Museum fur
Völkerkunde, Berlin.
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kannt gegeben, und Fremde, die, wie ich, fern über das große Wasser ei¬
gens zum Zwecke, die Moki kennen zu lernen, gekommen seien, wollten
und dürften noch diese Gelegenheit ausnutzen, eigene Anschauung zu ge¬
winnen. Zum Beweise verwies er auf die Abbildung des Altars in der
Fewkes Publikation, deren Separatabdruck in unseren Händen war. Der
Indianer, nunmehr aufs höchste erstaunt, fuhr grollend in seiner Arbeit
fort, immer noch Verwünschungen murmelnd. Bald aber stellte sich her¬
aus, daß der Mann, der den Altar zum erstenmale machte, über verschie¬
dene Details, besonders der Farbenzusammenstellung, im Unklaren war,
denn er begann plötzlich selbst die Zeichnung unseres Buches zu Rate zu
ziehen, was wir natürlich lachend gestatteten. Damit hatten wir gewonne¬
nes Spiel. Wir durften dableiben und in aller Ruhe der Vollendung des
Ganzen zuschauen.” (Ehrenreich 1899b:94)

As for Karl von den Steinen, again we have no written evidence, yet some of his
photos point to tensions between researcher(s) and Hopis, and may serve to
illustrate Ehrenreich’s view. Figure 7 is from a series of ten photographs that
were taken at the Kachina resting place outside Oraibi, during the Heheya dance.
In any Hopi village, the resting place or Kachina house (katsinki), where the
dancers take off their sacred masks, is closely guarded from the looks of the
uninitiated. Warburg, who also took a photograph at the katsinki, commented
that “whoever sees a dancer without his mask, will die” (Warburg 1995:30, and
figure 22). Nowadays, the resting place is strictly off-limits for visitors, too,
“although
formerly non-Hopis were not barred unless they overstepped the bounds
of hospitality” (Wright 1975:82). I suppose that in the company of Voth, von den
Steinen took the opportunity to slightly overstep these bounds with his camera. I
am hesitant to publish photographs of non-public rituals that are considered as
sensitive by modern-day Hopis, although katsinki scenes have been exposed in
print before (cf. Wright 1975, Gaede et al. 1986). However, one photo is presented
here (figure 7) because it documents “the colonialist lense”, reflecting varied
Hopi reactions to the photographer’s curiosity. While most dancers appear to
ignore the white man’s presence in favor of ceremonial devotions, one man faces
the camera with an expression and gesture signalling annoyance and resistance.
The other photographs of the series prove that von den Steinen, instead of getting
discouraged, moved even closer, perhaps encouraged by Voth, in order to capture
the circle of ritual smokers in the center and the dancers in various stages of
unmasking. In the opinion of contemporary Hopi photographer and video artist
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Fig.

7

Dancers at the Kachina resting place, during the Heheya Kachina dance, Oraibi.
Photographer: Karl von den Steinen, 1898. Museum für Völkerkunde, Berlin.

Victor Masayesva, the camera and the missionary were tools of colonialism that
“violate(d) the silences and secrets so essential to our group survival” (Lippard
1992:21).

Dance

of the Heheya-Kachinas and Clown

Ceremony

The majority of photographs was taken in the plaza, during the public ceremony.
Figures 8 and 9 present the dance of the Heheya Kachinas in Oraibi. Interestingly
enough, Heheya is featured as a line dancer here, whereas he is generally known
to appear in pairs in the entourage of the So’yoko Kachina ogres in late winter. A
different type, the Kuwanheheya (’’colorful Heheya”), is usually mentioned as
typical line dancer in the literature on Kachinas (see Mora 1982:60ff). The
Kachinas captured by Karl von den Steinen in the Oraibi plaza, however, resemble
“regular” Heheya described in detail by Fewkes (1892:78-85; 1903:85, plate
the
XI). Figure 8, a photograph taken with a camera on a tripod, shows an ensemble
of 20 line dancers, with terraced houses and Hopi onlookers in the background.

Baessler-Archiv, Neue Folge, Band XLIV (1996)

263

The two men in the foreground, wrapped in striped trade blankets and facing the
Kachina line, are the so-called “fathers of the Kachinas” {katsinmuy na’am).
These elderly men serve as priests, guiding the Kachinas and “feeding” them

with sacred commeal throughout the day. In addition to the line dancers, there
are three further Kachinas. To the Kachina fathers’ right is a side dancer who
may represent either the “uncle” of the Heheya, or the “Heheya youth”. Two
Kachina maidens are kneeling in front of the dancers, accompanying the song
with the rhythm of their gourd rasps. They are Snow Kachina maidens
(Nuvaktsinmana), and their appearance in a springtime Kachina dance is somewhat
puzzling. The Snow maiden is known to appear sometimes in the Home-going
ceremony of the Kachinas (Nimankatsina) in July or August, as an invocation to
the coming snow of winter. Personally, I have never seen them before the
Nimankatsina. Why these harbingers of cold weather should appear shortly after
the main planting phase, could only be explained by Hopi consultants.
From an ethnographic viewpoint, figure 9, a Kodak shot, covers fewer details,
but it admirably captures the dynamics and beauty of a Kachina dance. The
Kachinas are in full motion, stomping the ground and shaking their gourd rattles,
and they blend with Oraibi architecture in a highly aesthetical way. Note the lean
bodies of the dancers. These men were used to walk or run many miles to their
cornfields and back every day; Hopi diet was frugal but wholesome. Nowadays
you would see a lot of big bellies. The photograph features the Heheya side
dancer, a young muscular man, in the central foreground, doing a fast-paced
dance. I have often admired the stamina of those solo performers, always in
motion, apt symbols of vitality and fertility. The side dancer wears the oldfashioned sheep skin belt, knitted leggings, and carries the typical “phallic
markings” on his right thigh.
Karl von den Steinen made an effort to collect artefacts that pertain to the
dance he witnessed. The two fine Kachina doll representations of Heheya and
Nuvaktsinmana that he collected, were unfortunately lost during World War II
(see Hartmann 1978.T38ff). The Hopi collection of the Museum für Völkerkun¬
de includes two specimens of the painted ceremonial digging stick wiikya that
(
)
the Heheya dancer carries in his left hand (inventory numbers IV B 2313 and
2314). These two objects, along with a sacred Heheya mask (IV B 2312), were
aPparently aquired from dancers after the ceremony. 13
13

The Heheya “friend” (kwaatsi) and further Kachina masks lodged in the Museum für Völker¬
kunde have been ritually “fed” with sacred commeal by visiting Hopis during the 1980s.
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Fig. 8 Heheya Kachina dance, Oraibi. Photographer; Karl von den Steinen, 1898.
Museum für Völkerkunde, Berlin, A 2091.

Fig. 9 Heheya Kachina dance, Oraibi. Photographer: Karl von den Steinen, 1898.
Museum für Völkerkunde, Berlin.
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Von den Steinen’s Hopi photographs are a particularly rich source for students
of Pueblo ritual clowning. In order to illustrate my dissertation on the Hopi clown
ceremony ( tsukulalwa ) with historic photographs, I had to confine myself to a
number of unpublished photos from the Voth collection (see Sanner 1992:53ff).
“the obscene
Heinrich Voth, like many of his Victorian contemporaries, felt that
sideshows of the clowns were degrading and filthy” (Eggan 1979:3), yet he
recorded some activities of Oraibi clown groups with his camera. Only recently,
Barton Wright has published a number of historic photographs of Hopi clowns,

including examples from the Voth collection (see Wright 1994: passim). Wright’s
other sources are predominantly the collections of Jo Mora and Emry Kopta who
photographed the typical First Mesa clown, the striped Koyaala, at the beginning
of this century. Von den Steinen’s depictions of Oraibi clowns are an important
contribution to our knowledge of the sacred clowning tradition on Third Mesa.
Some of the photos cover episodes of the clown ceremony that have not been
illustrated elsewhere. In a way, they supplement the detailed discussion of the
ceremony in my dissertation, to which I will refer the reader occasionally.
The brief original comment on the photographic collection in the proceedings
of the Berliner Gesellschaft (von den Steinen 1899, see above) shows that “the
peculiar clown scenes” were of special interest to the German scholar, calling to
mind “crude circus and carnival jokes” of his own culture. He found it hard to
reconcile such behavior “with the popular conception of the North American
Indian’s character and temperament.” According to this quite persistent EuroAmerican stereotype, “the Indian” is a stolid, highly controlled person of little
“The Photograph and the American Indian”, Lee Clark
humor. In his essay on
Mitchell mentions an unpublished Hopi photograph by Frederick Monsen (a
contemporary of von den Steinen) as exceptional, because it shows Hopi women
who “giggle at the camera and in the process defy the popular conception of the
dour, reserved Indian. The new fast cameras, in other words, helped to subvert
stereotypes as well as to reinforce them (Bush and Mitchell 1994:xxi)”.
“laughing Indians”, showing a
Figure 10 is one of several fine snapshots of
troupe of four sacred clowns engaged in a funny conversation that is reflected in
the laughs and smiles of their young Hopi audience. Here, the photographer’s
Presence is not causing embarrassment or reserve, like at the katsinki. The clowns
may even be cracking a joke at the white man’s expense. Another photo, not
Published here, shows that they took turns “posing” for the photographer. The
four performers captured in figure 10 represent various types of Hopi clowns.
The older man second from left wears a black sheepskin cap with rabbit fur
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Fig. 10 Ritual clowns at the Heheya Kachina dance, Oraibi. Photographer: Karl von den Steinen,
1898. Museum für Völkerkunde, Berlin.

pendants, which identifies him as an initiated member of the Payatamu, the Oraibi
clown society that lapsed early in the 20th century (Sanner 1992:22ff). His facepaint differs somewhat from the characteristic horizontal red stripes of the

“regular” Hopi clown tsuku pi.
,
(
tsutskut),
of the head. The youngest clown,
squatting in the center, is daubed all over with white clay. All four men have the
traditional icon of lightning, clouds, and falling rain painted on the chest, a
visualized prayer for rain.
In a nutshell, the Hopi clown ceremony can be perceived as a dramatization of
Hopi eschatology, unfolding a traditional pattern of dramatic episodes that depict
“the clowns
show life as it
the life cycle of humankind. From a Hopi perspective,
is”. Von den Steinen captured several basic episodes which are performed during
the early stage of the ritual drama, after the clowns have arrived in the plaza in
Payatamu. The other men represent the
with their hair tied up in bunches at either side

the early afternoon.
The “discovery” of the Kachinas by the clowns is a fundamental element of
the drama. Figure 11 shows the tsutskut on their way to formally address the
Kachinas, symbolically establishing communication and exchange between the
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Ritual clowns and Kachina father at the Heheya Kuchina dance,
Oraibi. Photographer: Karl von den Steinen, 1898. Museum fur
Völkerkunde, Berlin.

Fig. 12 Ritual clowns addressing the Heheya Kachinas, Oraibi.
Photographer: Karl von den Steinen, 1898. Museum fur
Völkerkunde, Berlin.

267

268

Sanner, Karl von den Steinen in Oraibi, 1898

human sphere (clowns) and the spiritual world (Kachinas). The photograph nicely
captures the vital reflexivity of Pueblo ritual clowns. Casting a provocative glance
at the camera, the young clown diverts the attention of the viewer away from the
ritual subject and turns it back onto the photographer. Personally, I read the photo
“our” ethnographic curiosity. A glance, frozen in time,
as an ironic comment on

but still very much alive.
In figure 12, we see the chief of the clown-group ( tsukumongwi) delivering a
speech to the Kachinas which traditionally combines serious prayer and humorous
improvisation. At this point, the clowns are taking on the priestly role of the
Kachina fathers who have stepped aside (to the left), attentively listening to the
words of the clown-chief. The other three tsutskut are waiting for their turn to
address the Kachinas (cf. Sanner 1992:138ff).
In the early phase of the tsukulalwa, the clowns

playfully highlight crucial
“house” to live
in,
elements of Hopi culture and society. First of all, they need a
rock
shrine
at
the
little
a
edge
of
hence they symbolically mark a space around
“live”
are
settled
there,
Once
they
basic
now
on.
from
the plaza where they will
social relationships come into play. Figure 13 is a rare shot of the clown maiden

Fig. 13 Ritual clowns in their “house” at the Heheya Kachina dance, Oraibi. Photographer: Karl
von den Steinen, 1898. Museum für Völkerkunde, Berlin.
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“auntie” in their “house” at the Heheya Kachina
Fig. 14 Ritual clowns and
dance, Oraibi. Photographer; Karl von den Steinen, 1898. Museum
für Völkerkunde, Berlin.
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Fig. 15 Ritual clown and “auntie” at the Heheya Kachina dance, Oraibi.
Photographer: Karl von den Steinen, 1898.
Museum für Völkerkunde, Berlin.
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( tsukumana ),

the sister

of the clowns, symbolized by a doll that the clown-chief

carries on his back. Once the tsutskut have prepared their house, they place their
sister in it and remind her of the duties and virtues of a Hopi woman (Sanner

1992:14Iff.). In Hopi thinking, the brother-sister pair is the foundation of the
maternal clan. The woman who is approaching the three clowns from the far end
of the plaza epitomizes another basic kinship element of Hopi society, namely
the link between the individual and his/her paternal clan. While the clowns are
still busying themselves about their house, they are furnished with food by their
“aunties”, their paternal clanswomen. Figure 14 shows that this is an occasion
for joyful banter between “nephew” and “auntie” (Sanner 1992:145ff). I have
not seen photographic documentation of this ritual before. Figure 15 is a fine
depiction of Hopi kin and gender reciprocity: an elderly aunt is furnishing her
clown relative with a stack of piiki, the traditional blue corn waferbread.
Nowadays, the clown house is filled with enormous quantities of all kinds of
food. Some of the older Hopi ladies still go to the plaza barefoot, a sign of
humbleness in the presence of the Kachinas.
While the overall pattern of the clown ceremony has barely changed during
“tradition” relevant
the last 100 years, Hopi clowns are masters of making
to
their respective audience. To give an example, the instruction of the clown maiden
may nowadays include the humorous hint not to mess around with “winos” or
“potheads” (Sanner
1992:144f.). The actuality of the ritual drama is particularly
established through carefully planned, up-to-date skits and satires that comment
on current problems and concerns of Hopi society. In those skits, the clowns are
supported by so-called “visitors” (piptuqam , sg .piptuqa, literally “one who keeps
coming”), masked and costumed actors who portray particular characters (Sanner
1992;32ff). Karl von den Steinen was lucky to witness several such skits, and he
even met a caricature of himself. Unfortunately we don’t know what he had to
say about it.
In order to make up for this lack, and to provide an interesting context for the
following series of photographs, I wish to make reference to von den Steinen’s
earlier research among American Indians. During the second Xingu expedition
in 1887/88, von den Steinen asked members of various tribes to do pencil drawings
of animals and people that he carefully analyzed in his publication. The Indians
also drew portraits of him and his fellow researchers that he commented on with
a dash of self-irony (figure 16; see von den Steinen 1897:233ff. and plates III“adorning” two
Indians with
V). In the field, von den Steinen had also enjoyed
worn carnival garb that his cousin Wilhelm, an active prince carnival, had carried
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Fig. 16 Karl von den Steinen,
as drawn by a Bororo
Indian. Source: von
den Steinen 1897.

Fig. 17 Heheya Kachina dance, Oraibi. Photographen Karl von den Steinen, 1898. Museum für
Völkerkunde, Berlin, A 2093.
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“
all the way from the Rhineland. The comment on the photograph titled Indianer
als Europäer maskierf' is quite telling:
“Die Abbildung gibt uns einen schwachen Begriff davon, wie schauder¬
haft die zwei vor Stolz aufgeblasenen Narren in den Kleidern erschienen.”
(von den Steinen 1897:153)
Ten years later, in the Oraibi plaza,

it was the Indians’ tum to make von

den

Steinen look foolish. The ritual humourists confronted him with a sophisticated
type of “native ethnography” that must have taken him by surprise, but that he
nevertheless captured admirably in a series of six shots. For the Hopi and many
“the Whiteman” are an important
other Native American groups, satiric portraits of
way of dealing with his inevitable presence (cf. Sanner 1994;300f.). That includes
14
the sometimes annoying activities of anthropologists and other researchers.

figure 17, an overall picture
of the Heheya dance that von den Steinen took from a distance with his large

At first glance, there

is nothing conspicuous in

camera. We see the line of Heheya Kachinas and the kneeling Snow Kachina
maidens in action, tended by the two Kachina fathers and the clowns. Men, women,
and children watch the dance from the housetops and the edges of the plaza
while a few “cloud people” look on from the sky above. In the left foreground,

of the clown house is clearly visible. On looking more
carefully, you will discover a peculiar person kneeling down in the middle of the
plaza, apparently taking a Kodak shot of the dance scene while his large camera
the commeal (?) outline

is lying on the ground. Figures 18 through 21 reveal that he is a piptuqa
“to hold up a mirror” to Karl von den
photographer who had come to the plaza
Steinen. This may or may not have been a spur-of-the-moment performance, as
such skits usually require careful preparation of accessories and costumes. The

piptuqa wears white man’s clothes, a hat and fake beard, and carries with him a
“glasses” may suggest that
he is
nice imitation of a camera on a “tripod”. His
started
massively
photographing
had
Hopi
Voth
who
portraying the bespectacled
“photographer”
ceremonies in 1897 (cf. Eggan 1979:4). Anyway, in figure 18 the
is directly confronting von den Steinen with what looks like an imitation hand14

J. Walter Fewkes, who was at the time pioneering in phonograph recording on First
“Fewkes piptuqa ”
carrying out a hilarious
Mesa, saw a clown performance that featured a bearded
“The
fun thus produced was highly appreciated by
imitation of a phonograph recording session.
the people on the housetops” (Fewkes 1910:591f. and figure 62). Fewkes enjoyed the skit, too,
probably due to the fact that he couldn’t understand what the clowns were singing into the

In 1892,

funnel.
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Fig. 18 “White photographer”, down skit at the Heheya Kachina dance,
Oraibi. Photographer: Karl von den Steinen, 1898. Museum fiir
Völkerkunde, Berlin.

Fig. 19 "White photographer”, clown skit at the Heheya Kachina dance,
Oraibi. Photographer: Karl von den Steinen, 1898. Museum für
Völkerkunde, Berlin.
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Fig. 20 “White photographer”, clown skit at the Heheya Kachina dance, Oraibi. Photographer:
Karl von den Steinen, 1898. Museum fur Völkerkunde, Berlin.

held camera, as if he was saying, “Take a picture of yourself, white man!” Note
that the Kachinas have moved around the plaza to a new dance position. The
clown house with food bundle is visible on the left side. The Hopi onlookers are
attentively watching the encounter while the clowns are still in the background.
In figure 19, they are coming over to make contact with the visitor.
The success of these skits depends on the creativity of the performers and
their ability “to make a point”. Punning, wordplay, and witty allusions are key
elements of Hopi clown humour (see Sanner 1993), yet in the case of photographs,
we have to confine analysis to visual evidence. I suppose that the photographer
“white
skit included parodies of characteristic pahaana (“Anglo”,
man”) behavior,
15
as contrasted with Hopi standards of conduct. For instance, the hand-shaking
demonstrated in figure 19 is “typically white man”. Figure 20 indicates that the
“photographer” has convinced the clown-chief first to pose for a
photograph.
15

Edward Kennard has described a very funny piptuqa performance that was “a take-off of the
behavior of the swarms of (photographing) tourists who invade the villages for the Snake Dance
each year” (Earle and Kennard 1938:38).

Baessler-Archiv, Neue Folge, Band XLIV (1996)

275

Fig. 21 “White photographer”, clown skit at the Heheya Kachina dance, Oraibi. Photographer:
Karl von den Steinen, 1898. Museum für Völkerkunde, Berlin.

The last photograph of the series shown here (figure 21) contains another fine
line. Apparently, the piptuqa is paying the clowns with paper money. The clownchief, glancing at von den Steinen, connects the real photographer to the caricature.
This series of action shots is an impressive photographic document of Hopi ritual

humour and “native ethnography”; or, as ethnologist Julius Lips (1937) would
have it, “the savage hits back”. 16

Dance

of the Angaktsinam (Long-haired Kachinas) and Clown

Ceremony

Karl von den Steinen saw and photographed another Kachina dance in Oraibi,
that of the Long-haired Kachinas (Angaktsinam), again accompanied by a group
of sacred clowns. This dance may have taken place earlier than the Heheya, but
1

6

I guess that the hand-written note on the back of the print that shows Heinrich Voth (see figure
“
3), Indianer als photographierender Forschungsreisender", actually pertains to this series of
photographs.

276

Sanner, Karl von den Steinen in Oraibi, 1898

I put the description of the Heheya dance first in order to introduce the clown
ceremony in its proper temporal sequence. Figure 22 depicts the Angaktsinam
dancing in the plaza. They are among the most popular dancing Kachinas, probably
because their songs are especially melodious (Wright 1973:172). In May 1988,
exactly 90 years after von den Steinen, I watched the Angaktsinam and listened
to their songs in the Oraibi plaza. The Long-haired Kachinas are believed to
bring the gentle (female) rain, a trait richly symbolized in their adornment. In
1898, however, they appeared on an unusually cold and windy day. The onlookers
are wrapped in blankets, the Kachina fathers and clowns are wearing pants and
blankets. The two priests are captured walking along the line of dancers and

blessing them with sacred com meal (hooma ). Two white-faced clowns are in
attendance on the left side. The dancers are accompanied by three Kachina
maidens, who are dancing alongside them with spmce boughs held in each hand
(cf. Wright 1973; 174f). Note that the Kachina maiden dancing in front is wearing
“her” are barefooted. I am not sure whether all
moccasins, while the ones behind
of them are Long-haired Kachina maidens; the one in front may be a Takursmana

(Yellow com maiden).

Fig. 22 Long-haired Kachina dance, Oraibi. Photographer: Karl von den Steinen, 1898. Museum
fur Völkerkunde, Berlin.
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Fig. 23 Ritual clowns at the Long-haired Kachina dance, Oraibi. Photographer: Karl von den
Steinen, 1898. Museum fur Völkerkunde, Berlin.

Figure 23 depicts the clowns performing one of their priestly duties, ritually
feeding the Kachinas with hooma. The man in front has removed the commeal
pouch that is fastened to a string and hung around the clown’s neck (see the man
in line behind him), and he sprinkles a pinch of hooma with his right hand. Note
the various elements of the Angaktsina dance costume: feather head plume, cotton
string with eagle downy feathers and pendant, body paint, dance kilt and Kachina
sash, foxskin tail, tortoise shell rattle tied around the right leg, anklets, and moccas¬
ins. The ritual clowns are of a different type than the ones that accompanied the
Heheya Kachinas. With their cloth caps with com husk plumes, they resemble a
group of Second Mesa clowns described by A.M. Stephen (see Parsons 1936:402).
In their overall appearance, they are also reminiscent of the Neweekwe clown
society of the Zuni Indians (cf. Wright 1994:28). Perhaps this clown troupe had
been invited over from the Second Mesa village of Shongopavi (cf. Sanner

1992:97f.).
In figure 24, the tsutskut are pictured taking a rest in their house, maybe getting
ready for lunch. Several interesting features of the old multi-story village
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Fig. 24 Ritual clowns in their “house” at the Long-haired Kachina dance, Oraibi. Photographer;
Karl von den Steinen, 1898. Museum für Völkerkunde, Berlin.

architecture can be seen in the background. I particularly like this photograph
because of the three girls who are attentively watching the dance, tightly wrapped
in their blankets and sitting on a rock bench like little statues. Von den Steinen’s
Kachina dance photography is especially impressive because he had a good eye
not only for the ceremonial performers, but also for their audience. The crucial
role of the audience in the performative process has only recently been pointed
out in intercultural performance theory (see, e.g., Schechner and Appel 1990),
and von den Steinen’s historic photographs provide rich visual aids. The groups
of Hopi captured in figures 25 and 26 are not statically posing for the
photographer, they rather ignore him in favor of the ceremony. Most of the girls
seen in figure 26 are spellbound by the (invisible) action that is going on in the
plaza, although the baby in the center is clearly fascinated by the white man. 17
These photographs demonstrate how well von den Steinen embraced the novel
17

Note the Hopi practice of letting the older girls take care of their younger siblings. The girl
second from right is carrying a sleeping toddler, wrapped in her blanket.
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Fig. 25 Segment of audience at the Long-haired Kachina dance, Oraibi.
Photographer: Karl von den Steinen, 1898. Museum für
Völkerkunde, Berlin.

Fig. 26 Segment of audience at the Long-haired Kachina dance, Oraibi.
Photographer: Karl von den Steinen, 1898. Museum für
Völkerkunde, Berlin.
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”
photographic opportunities, “ hinein ins voile Menschenleben (cf. Theye
1989:107ff.). Although his intention may well have been to document an array of
“anthropological types” in Bastian’s sense, he did indeed produce fine documents
of Hopi individuality and humanity. To Third Mesa Hopis of today, these snapshots
should be attractive because they portray some of their relatives, parents and
grandparents, caught in a festive moment.
During the Long-haired Kachina dance, the German visitor again witnessed a
number of planned piptuqa skits. Short notes written on the back of the prints
indicate that he received basic information about the content of the performances,
probably from Voth. One photograph, not published here, shows a clown lying
“
motionless on the ground, with a note saying Clown-Szene ... Tod nach Kastration”. Castration is a cultural theme in Hopi joking relationships, and it has its
place in ritual clowning, as well (see Schlegel 1975).
Figures 27 and 28 are from a series of six photographs that document another
clown skit. In figure 27, the four clowns are communicating with an old piptuqa
couple that has just arrived in the plaza. (Note the Navajo couple on mule- and
horseback watching the scene from the plaza comer.) Usually at this point, the
tsutskut question the arrivals about their identity and the purpose of their visit.
The piptuqam are unkempt and dressed in rags, and they may be a take-off on the
Paiute or Walapai, formerly nomadic tribes of the Southwest that the Hopi regard
as quite “uncultured”. It is interesting to note that the Hopi word Payotsi (Paiute)
is synonymously used for an uninitiated person and a hick. This interpretation of
the skit is corroborated by von den Steinen’s note pertaining to figure 28, “ Wil¬
der in Maske lernt ranchen ” (masked savage learning to smoke). Clowns and
visitors have sat down in a circle to smoke, probably for rain. Note the formerly
characteristic squatting position of Hopi men that has been rendered obsolete by
the white man’s chairs. The tsuku on the right is instmcting the male visitor how
to use the small Hopi clay pipe. It is fascinating to study the spellbound expressions
on the faces of the young onlookers in the background. Like in the photographer
“the other”, this
time not about the
skit, the clowns are making a point about
white man but about a neighbouring group of Indians.
An important element of the tsuku role is to depict the moral decline of
humanity, the straying from the Hopi path, thereby dramatizing a central concept
of Hopi philosophy. According to members of the Eagle clan that owns and hands
down the Oraibi clown tradition, “we are all clowns” (Sekaquaptewa 1980). The
village and world scandals exposed in the piptuqa skits are part of that morality
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Fig. 27 “Old couple of savages”, clown skit at the Long-haired Kachina dance, Oraibi.
Photographer: Karl von den Steinen, 1898. Museum für Völkerkunde, Berlin.
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28

“Old couple of savages”, clown skit at the Long-haired Kachina dance, Oraibi.
Photographer: Karl von den Steinen, 1898. Museum für Völkerkunde, Berlin.
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Fig. 29 Ritual clowns mistreating a piptuqa at the Long-haired Kachina dance, Oraibi.
Photographer: Karl von den Steinen, 1898. Museum Für Völkerkunde, Berlin.

Fig. 30 Ritual clowns mistreating a piptuqa at the Long-haired Kachina dance, Oraibi.
Photographer: Karl von den Steinen, 1898. Museum fur Völkerkunde, Berlin.
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Fig. 31 Ritual clowns mistreating a piptuqa at the Long-haired Kachina dance, Oraibi.
Photographer; Karl von den Steinen, 1898. Museum für Völkerkunde, Berlin.

play. In order to drastically display human corruption, the clowns will sometimes

delight in mistreating a piptuqa or disrespecting the Kachinas. This happens during
the afternoon, gradually giving rise to the cathartic punishment and purification
of the clowns by dreadful Warrior Kachinas towards the end of the day (Sanner

1992:17 Iff.).

I wish to complete the presentation of Karl von den Steinen’s Kachina dance
Photography with a selection of action shots (from a series of eight photographs)
that document such violent clown play (figures 29 through 32). In figure 29, we

“old savage”, see
bold clown attacking a piptuqa (possibly the
above). In
the background, the Kachinas are getting ready for the next dance-round,
undisturbed, while the children watch the fight, some of them awe-struck. Figure
30 shows the piptuqa getting back at the clown who is crying out in real pain.
Next, the other tsutskut come to rescue their “brother”. They wrestle the piptuqa
to the ground and start to strip him (figure 31). In the end, the piptuqa, bared and
humiliated, comes back to take revenge on the wicked clowns (figure 32). In the
nieantime, the Kachinas have resumed their dance.
see a
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Fig. 32 Piptuqa fighting the ritual clowns at the Long-haired Kachma dance, Oraibi.
Photographer: Karl von den Steinen, 1898. Museum fur Völkerkunde, Berlin.

Oraibi everyday scenes
Outside of the ceremonial context, Karl von den Steinen portrayed with his camera
several Hopi individuals and captured a number of domestic and economic
activities that were of ethnographic interest. For instance, he photographed a line
of women carrying water from the spring, an old Hopi farmer in the fields below
the mesa, and a woman plastering a house wall. All in all, these photographs are
less impressive than his lively images of Kachinas, clowns, and audiences, and
they lack the sharpness, composition, and charm that distinguish the portraits of
Hopi life by photographers A.C. Vroman, Kate Cory, Jo Mora, and Emry Kopta.
To conclude the documentation, I wish to present four photographs that apparently
resulted from explorations of Oraibi and its vicinity. Once again, Fd like to put
some of Ehrenreich’s words to von den Steinen’s photography.
Figure 33 is a portrait of a young Hopi man whom von den Steinen may have
encountered near Oraibi, or who may have accompanied the scholar on his
explorations (together with another young Hopi, not pictured here). The large
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Hg. 33 Portrait of a young Hopi man, Oraibi. Photographer: K.arl von den Steinen, 1898. Museum
für Völkerkunde, Berlin.

earrings obviously were fashionable at the time. Interestingly enough, the same
man appears on a hand-coloured photograph titled “Moki herdsmen”, copyrighted
by the Detroit Photographic Company in 1899 (Museum für Völkerkunde Ber¬
lin, inventory number IV В 2472). Such “colorgraphs” were produced by
photographers like George L. Rose and Frederick Monsen, who lived and
photographed among the Hopi and other Southwest Indians in the 1890s (Bush
and Mitchell 1994:307f.) and who had their share in the commodification of
native photographic images.

Figures 34 through 36 look like the yield of a walk through the streets of
Oraibi on a sunny morning or afternoon. Figure 34 pictures a man spinning yam
in front of a house, holding the spindle in his right hand. Ehrenreich, who described
bis casual observations of Hopi everyday life in detail, was astonished that among
the Hopi weaving is a male task, while the women do the house-building (Ehren¬

reich 1899b:78). Figure 35 shows two Hopi women, probably mother and
daughter, sitting in front of their house. The hairdo of the woman on the left side
indicates that she is married, while the traditional “butterfly whorls” - an attractive
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Fig. 34 Hopi man spinning yam, Oraibi. Photographer: Karl von den Steinen,
1898. Museum für Völkerkunde, Berlin.

subject for any Hopi photographer - signify that the girl is ready to be married. It
is interesting to note that in the eyes of evolutionist Paul Ehrenreich, who granted
the house-building, farming Pueblo Indians the status of Halbkultur (“semi¬
“in part quite
culture”, as compared to the “savages”), the Hopi maidens,
pretty
and well-mannered”, beared in their demeanor and facial expression a strong
resemblance to Japanese girls of the lower classes (Ehrenreich 1899b:77f, my
translation). Culture, after all! Ehrenreich also gives an accurate description of
the Hopi women’s hairdo and its symbolic significance.

“Das auffälligste Merkmal der Moki- Jungfrauen ist jedoch die

Haartracht.

Das rabenschwarze Haar wird nämlich zu beiden Seiten des Kopfes über
den Ohren zu zwei mächtigen runden Wülsten zusammengenommen, de¬
ren Unterlage ein hufeisenförmig gekrümmtes dünnes Holz- oder Rohr¬
stück bildet. Ein über den Hinterkopf gehendes gedrehtes schwarzes

Wollband hält die ganze Frisur zusammen. Kommt dieselbe in Unord¬
nung, so stehen die sich lösenden Wülste oft wie ein paar Widderhömer
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Fig. 35 Hopi woman and unmarried girl wilh "buttcrUy whorls", üraibi. Photographen
Karl von den Steinen, 1898. Museum für Völkerkunde, Berlin.

Fig. 36 Hopi woman shelling dried corn, with white man (Heinrich Voth?) in the
background, Oraibi. Photographer; Karl von den Steinen, 1898.
Museum fur Völkerkunde, Berlin.
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von dem Kopfe ab. Nach Lummis (...) sollen diese Haarscheiben die ver¬
‘emblem of maidenhood’ darstel¬
schlossene Blüte der Sonnenblume als
len, während die beiderseits herabhängenden, mit Schnüren umwickelten
Haarrollen der verheirateten Frauen die lange geschlossene Blüte dieser
Pflanze repräsentieren.” (Ehrenreich 1899b;78)

In figure 36, Karl von den Steinen portrayed a typical female domestic activity
that I still could observe occasionally in the 1990s. A woman is shelling dried
com, using a bare cob of com as a tool to knock off the grains that are collected
in a basket tray. Compared to Kate Cory’s intimate, carefully composed images
of Hopi individuals, for instance a woman shelling com or a Walpi man spinning
yam (Gaede et al. 1986; figures 23, 34, and passim), the snapshots that von den
Steinen took in passing have an air of elusiveness and anonymity. At the same
time, they reflect a certain realism and honesty which makes them interesting.
The scene captured in figure 36, for instance, is not a Hopi idyll. Barely
distinguishable at first glance, a white man with beard and hat is sitting behind
the woman. I assume that he is Heinrich Voth, and he is squatting like one of
those anthropologists who are asking questions and taking notes all the time
while the natives do the real work.

Conclusion

Karl von den Steinen’s photographic collection of Hopi ceremonies, people, and
places, has gone unnoticed for almost a century. By presenting his Hopi images
in a detailed historic and ethnographic context, this paper has hopefully convinced
readers of the collection’s excellence and of its utility for various research
purposes. There is an irony involved in freshly examining these photographs
one-hundred years after they were made, when one takes into consideration the
historical and scientific background of why they were made. Although many
things in Hopi life have changed - how could it be otherwise? - the Hopi people,
their ceremonies and ways, have not disappeared into the American mainstream
as predicted by von den Steinen, Ehrenreich, Warburg, and Bastian. The Kachinas
are still dancing for rain, fertility, and entertainment, and the clowns are still
showing the people their foibles and reminding them of the Hopi way. However,
with a connotation different from the understanding of the German nostalgic
evolutionists, these photographs were indeed taken “in zwölfter Stunde ” , because
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not too long afterwards, the Hopi and other Southwest tribes decided to ban
photography from their sacred ceremonies, as a measure to regain control over
their cultural property (Lyon n.d.).
I believe that these photographs can be profitably looked at and examined
from a number of perspectives. To Hopi scholars, the impressive visual studies
of Kachinas and, particulary, the ritual humourists in action, are a valuable
contribution to the existing record of historic photographs of Hopi ceremonies.
Furthermore, I have tried to point out the little-known roots of a German tradition
of Hopi research, and the link between the Museum für Völkerkunde, represented
by Karl von den Steinen and Paul Ehrenreich, and pioneer ethnographer Hein¬
rich Voth. 18 To the historian of (German) ethnographic photography, the collection
documents von den Steinen’s succesftill and creative attempt to deal with a new
photographic technology. His photographs mark the revolutionary transition from
the stiff poses required by long exposures and the “mug-shot” craze of physical
anthropology to vivid snapshots that tended to encourage more relaxed responses
from subjects and allowed humanity into the picture (Bush and Mitchell 1994:xix).
It must not be forgotten, however, that the new cameras also made it easier for
researchers to intrude on private religious rituals. In this respect, von den Steinen’s
lense was no less colonialist than that of his contemporaries, even though he
allowed the Hopi clowns to make an original and nonchalant comment on his
intrusive presence.
To performance theorists, von den Steinen’s studies of captivated audiences
should be of particular interest, just like the unusual sequences of ritual action,
especially of the clown scenes. In that, Karl von den Steinen was truly pioneering,
because the ethnographic value of “series” came to be acknowledged much later
(see Schindlbeck 1989:129ff). From a European scholarly perspective, the
collection and its history should remind us that one productive way of contributing
to Native American studies is to identify and tap the relevant and often exciting
material still hidden in our museum collections and historical archives.
Last but not least, the photographs presented here should have relevance for
modern-day Hopis, especially on Third Mesa. To them, they are reminiscent of
Oraibi before the dramatic split, capturing some of their relatives of one-hundred
years ago, but also sacred beings and doings. Currently, Hopi officials are making
an effort to “copyright Hopi culture” in order to stop its abuse and misrepresen¬
18

The Voth and Keam collections of Hopi artefacts at the Museum für Völkerkunde Berlin and the
history of their acquisition shall be discussed in a future publication.
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tation by outsiders (cf. Sanner 1996). This would include the copyright on all
historic photography. I agree with Lee Clark Mitchell who reminds us of the
reasons why the Hopi decided to declare a ban against all photography early in
the 20th century. He goes on to note that

“a general interdiction remains in effect for reasons that continue to be
quite sound. Still, we cannot fail to appreciate the stunning array of early
images- much as pueblo Indians also seem to do. History, after all, forgives
the infringements that constitute its record.” (Bush and Mitchell 1994:xxii)
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