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CHAPTER I 

MEETING THE OTHER 

In the diverse, multi-racial, multi-ethnic society that comprises American 

culture, questions of identity have taken on increasing significance, and the 

struggles inherent in answering those questions, individually and collectively, are 

both shaped by and reflected in literature. Historically, Euro-American culture 

has been privileged; the native cultures already in place when the first "white" 

men set foot in the New World were regarded as inferior species to be subdued 

or, preferably, eradicated. Euro-America, with its patriarchal, male-dominated 

social and economic structures, was supreme; Native America was the 

marginalized "Other." 

For the first years of America's existence, the literary voice of this Other 

was the colonizer's voice, and the colonizer's voice said that Native Americans 

were most often either bloodthirsty, inhuman savages or noble, pitiful savages in 

a dying culture but rarely people of dignity and worth. Native Americans who 

spoke for themselves did so in the colonizer's voice as well, using his language 

and narrative forms. It is only in the second half of the twentieth century that 

Native Americans have asserted their identity in their own, post-colonial voices, 



and, for many, the only authentic Native-American voice is that of one bom to 

Native-American culture. 

It was into this maelstrom of questions of authentic voice and identity that 

Tony Hillerman introduced his first Navajo-detective novel. The Blessing Way, 

in 1970. At that time, the idea of a member of the colonizer Anglo culture's 

purporting to represent the culture of the colonized Other was not new to 

American literature, but that idea was not generally welcome to Native 

Americans and others concerned with the "authenticity" of the voice of colonized 

cultures. In the years since 1970, however, after Hillerman's Special Friend of 

the Dineh Award (1987), Golden Spur of the Western Writers of America 

Award (1987), American Anthropological Association National Media Award 

(1990), Mystery Writers of America Grandmaster Award (1991) (Greenberg 

viii), and eleven more best-selling Navajo-detective novels, Hillerman's mystery 

novels have become a hallmark for portrayals of Native-American culture 

because of their sensitive, respectful representations of the Native-American 

Other's world view. 

Since Hillerman's novels center on the Navajo Reservation and have as 

their protagonists two Navajo Tribal Policemen, that Native-American world 

view is most often Navajo, although three. Dance Hall of the Dead {\973\ The 

Dark Wind (\9S2), and Sacred Clowns (1993), incorporate pueblo religious 



practices as well. In his representations of Navajo culture, Hillerman masterfully 

gives his reading public a new understanding of Navajo history and cultural 

mores, and of those mores the one most important to the development of the 

narrative in Hillerman's works is Navajo spirituality. That the Navajo 

themselves have given Hillerman a Special Friend of the Dineh Award is 

remarkable: that they have done so for a man of Anglo-European heritage who 

has attempted to convey some of the deepest tenets of their spiritual beliefs is 

honor of the highest, indeed. But Hillerman is, ineluctably, not Navajo and is, in 

fact, a relative newcomer to that culture, having been reared in the Catholic 

Church and having moved to Santa Fe, New Mexico, as a reporter at age twenty-

seven (Erisman, Hillerman 6-7). Yet in Hillerman's mystery fiction Navajo 

spirituality drives the action, effects characterization, provides denouement, and 

enables his detective-policemen to solve the mystery by understanding the 

criminals' motives~the most difficult of the formulaic mystery genre's means-

motive-opportunity triad for an author to address convincingly. 

In assessing Hillerman's portrayal of Navajo spirituality, then, the 

question arises: How effectively and accurately can a member of the colonizing 

culture portray the spiritual beliefs of the colonized culture? Although Hillerman 

is a "bom-to" Anglo Catholic, an "outsider" to the Dineh, his fiction proves that 

he understands Navajo spirituality. Such an understanding is possible because. 



for Hillerman. the quest for hozho, the spiritual wholeness that comes w ith 

harmony and order, is universal. A careful reading of his Navajo-detective 

novels reveals that there is no "Other" in spiritualit> 

Hillerman uses several seemingly diverse literar\ elements to conve> his 

understanding of spiritual matters. An examination of such elements is both 

inevitable and apt for any literature which both reflects and judges American 

culture, a culture whose mosaic of economic, political, social, and religious 

values was crafted in a colonialist world. Since Tony Hillerman was reared in 

that post-colonial society, his relationship to the colonialist attitudes that 

underlie those values must be questioned in order to evaluate the authenticit\' of 

his spiritual portrait of the Navajo. 

Questions of the authenticity of native voice in post-colonialist literature 

are addressed in colonialist terms in order to delineate relationships, but there are 

problems inherent in using those relational terms. First of all, the terms 

colonizer/colonized themselves set up adversarial polarities: the division of 

American cultures into Anglo-American and Native-American creates a sense of 

Us/Them. With the assignation of the term "Other" to the colonized culture, the 

discourse itself becomes the colonizer, automatically privileging Euro-American 

identity and philosophical mindset. In his "The Economy of Manichean 



Allegory: The Function of Racial Differences in Colonialist Literature," Abdul 

JanMohamed notes the privileging that comes with this Self/Other labeling when 

he says. 

Colonialist literature is an exploration and a representation of a 
world at the boundaries of'civilization,' a world that has not (yet) 
been domesticated by European signification or codified in detail 
by its ideology. . . . Motivated by his desire to conquer and 
dominate, the imperialist configures the colonial realm as a 
confrontation based on differences in race, language, social 
customs, cultural values, and modes of production. (18) 

Analytical approaches that examine these confrontations "based on differences," 

then, push critics into the assignation of value to each term. Terry Goldie 

supports this view in "The Representation of the Indigene" and notes that 

[a]t least since Fanon's Black Skin White Masks (1952) it has been 
a commonplace to use 'Other' and 'Not-self for the white view of 
blacks and for the resulting black view of themselves. The 
implication of this assertion of a white self as subject in discourse 
is to leave the black Other as object. (233) 

To resolve this dilemma, Goldie suggests, critics must recognize "[t]he 

importance of the alien within. . ." (234). Goldie's assertions that".. . 

imperialist discourse valorizes the colonized according to its own needs for 

reflection" and that the Other and Not-self " . . . must become self (233) provide 

resolution. In order to prevent an analysis of Hillerman's works from becoming 

itself an imperialist, privileged analysis, the reader must acknowledge differences 

byt look as well for underlying unities. Perhaps Pogo's simplistic yet profound 



conclusion that "We have met the enemy, and he is us" is key. A critical reader 

must be able to see the Other as Self rather than Not-self and must acknowledge 

the attraction/repulsion tension in any Other/Self relationship. 

Attraction/repulsion tensions may take many forms: difference/sameness, 

singularity/universality, and marginal/central, all terms that carry preferential 

values. Yet there is play between these seeming polarities in any search for 

identity. A definition of Self calls for definition of Other. The terms themselves 

set up power issues and struggles, for. as Trinh T. Minh-Ha notes, 

. . . [e]ssential difference allows those who rely on it to rest 
reassuringly on its gamut of fixed notions. Any mutation in 
identity, in essence, in regularity, and even in physical place poses 
a problem, if not a threat, in terms of classification and control. If 
you can't locate the other, how are you to locate yourself? (217) 

The tension between the Other/Self terms calls for a delicate balance: one must 

"elevate" the Other to the level of sameness in order to bestow identity upon him, 

yet the purpose of identification is to enable classification and control. Again, a 

balanced analysis must acknowledge difference without asserting superiority: the 

reader must remember that "Self and "Other" are equal terms. 

A second problem lies in the definition of "authentic voice." Who speaks 

for this Other and by what means? The definition of "authentic voice" calls for 

an examination of power \SS\XQS—colonialist issues. The first question, "Who 

speaks for the Other?" demands a precise identification of terms; the term 

file:///ss/xqs�


"minority" for the Other, for example, is not a representation of population but of 

power. In like manner, in post-colonial theory, the Other is most often 

designated "Third World." That term itself suggests that identification and 

classification are power issues, for. of course, the traditionally privileged 

European culture is designated "First World." Native-American cultures, 

however, are not "Third World," a designation given a country which was both 

literally and culturally "invaded" by a colonialist society whose political and 

philosophical center existed and functioned in a different geographic location. 

With the demise of imperialism, the invading cuture withdrew from the land, if 

not from the post-colonial culture. 

The colonial culture that subsumed Native Americans, however, built its 

political and social constructs around, not outside, the Native-American culture. 

In the United States, the goal of colonialism was not just exploitation for the 

benefit of the geographically absent "mother" country; it was assimilation as 

well, an assimilation that required the erasure of autonomous identity for 

indigenous cultures. In this political and social construct. Native-American 

cultures had identity only in relation to the Euro-American culture. Since such 

an historical construct is not unique to Native Americans, Mudrooroo's 

evaluation of Australian Aboriginal literature offers a working definition for 



Native-American cultures in the United States: " . . . indigenous minorities 

submerged in a surrounding majorm and governed by them" (231). 

Marger> Fee. howe\er. questions the standards by which "we determine 

minorit> group membership" (242). noting that 

[t]he demand for authenticit}' denies Fourth World writers a 
living, changing culture. Their culture is deemed to be Other and 
must avoid crossing those fictional but ideologically essential 
boundaries between Them and Us. the Exotic and the Familiar, the 
Past and the Future, the 'Dying' and the Living. . . . (243) 

Although her discussion focuses on Australian and New Zealand literature. Fee 

opens up new areas for examination of "authentic it> of voice" in Nati\e 

American texts when she asserts that "[i]t is not possible simply to assume that a 

work written by an 'Other' (however defined), even a politicized Other, will ha\ e 

freed itself from the dominant ideology. . . " (244). Under the justification of 

"Manifest Destiny." Native Americans historically had the choice of extinction 

or accommodation: thus, the possibilit\ of the existence of an "authentic" 

Native-American voice is in question. 

Fee addresses this issue with her assertion that 

[rjewriting the dominant ideology is not eas\. since the difference . 
. . has been written into existence by the dominant discourse. . . 
[making] the idea of accurately or finalh distinguishing authentic 
from inauthentic discourse impossible: the ideal of'authenticit\' 
has been proven to be, like so many others, relative and context-
bound. . . . (244-245) 

Rather than defeating an inquiry into the authenticity of Hillerman's 
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"Native-American voice." however. Fee's analysis instead lends credence to the 

theory that Hillerman is successful in his representation of Navajo spirituality 

because he sees the universality in the spiritual quest for wholeness. Thus, 

Hillerman's spiritual voice is neither exclusively Anglo-American nor Native-

American; it is, instead, the voice of the human soul. 

The question "By what means does the Native speak" is one that calls for 

a careful examination of Native-American narrative forms, for the historical 

treatment of Native Americans has affected both colonizer and colonized voices 

in American literature. The assessment of the "Native" voice in Hillerman's 

fiction, then, must set the Navajo-detective novels into the context of the 

historical and post-colonial literary canons, identify genre, and, most 

importantly, delineate the basic tenets of Navajo spirituality and evaluate 

Hillerman's use of those spiritual tenets. 



CHAPTER II 

COLONIALIST PORTRAITS OF THE OTHER 

In her delightful first novel. The Bean Trees, Barbara Kingsolver sends 

her two Central American political refugees and her half-breed heroine Taylor on 

a quest from Arizona to Oklahoma. To pass the time, they trade palindromes, 

and Taylor remarks, "Estevan knew whole sentences, some in Spanish and some 

in English. The English ones were 'A man, a plan, a canal: Panama!' (which he 

said was a typical gringo way of looking at that endeavor)..." (196). 

Historically speaking, Estevan was correct, for there are many such conflicts of 

Native-American and Euro-American world views in America's literary past. Of 

even more interest, however, is the palindrome itself as a literary convention 

informed with colonialist attitudes, for the metaphor illustrates with razor-sharp 

accuracy the myopic vision of early American writers. No matter how they 

looked at Native Americans, forward or backwards, present or past, the portrait 

was the same: the Euro-American immigrants were civilized Christians; the 

Native "Americans" were savage heathens. In today's post-colonial, politically 

correct American society such myopia is excoriated among the "enlightened," 

but for centuries this image of the Native-American savage was reified in 

American literature. 
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In their unrelenting drive for possession of both the land and the power 

structure of the New World, European colonialists co-opted American literature. 

That usurpation cost America much more than a measure of literary integrity, A. 

LaVonne Brown Ruoff contends, for 

[t]he literature of this nation originated with the native peoples 
who migrated to North America over twenty-eight thousand years 
ago, not with the Western Europeans who began to immigrate in 
the late sixteenth and early seventeenth centuries. {American 1) 

The "indigenous literary canon" did not survive the European conquest, 

however, for it was an oral canon, and those Native voices were easily and 

effectively silenced by conquest. What did exist in written form was often 

destroyed, as with the Quiche Maya of Guatemala, who, Ruoff explains, 

. . . preserved the stories of the origin of their culture in a work 
called the Popol Viih or Council Book. Their scribes continued to 
create books before the arrival of Western Europeans, who 
subsequently burned hundreds of hieroglyphic volumes. 
(American 11) 

With no literary voice extant, then, the aboriginal inhabitants of the "New" 

World were, from the beginning, easily consigned to the role of "heathen 

savages" in narrative structures bom in Euro-American culture and alien to 

Native cultures. These two points are crucial to modem American Indian 

authors and critics, for whom the "authentic" Native voice is the voice of the 

Native-American writer in narrative forms more indicative of their origins in 

orality than the traditionally westem forms. 
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The role of the Native as heathen savage in earliest literature of the new 

country is easily documented in the works of Anglo colonizers. Exemplary of 

this negative viewpoint were the early captivity narratives, among which 77?̂  

Narrative of the Captivity and Restoration of Mrs. Mary Rowlandson (1682) 

illustrates the typical colonialist attitude and diction. Although Frederick Lewis 

Weis's preface to the 1930 edition describes the narrative as ". .. an authentic 

and graphic contemporary delineation of the manners and customs of the 

primitive children of the soil from whom our ancestors relenflessly wrested their 

beautiful and beloved heritage in order to enrich us and our posterity" (v), in a 

slighting acknowledgement of the humanity of the Native Americans, 

Rowlandson employs such prejudicial Native descriptions as "a company of. . . 

wolves" (8), "a company of hell-hounds" (9), "those barbarous creatures" (9), and 

"pagans (our merciless enemies)" (13). Far from attributing spiritual qualities to 

the Natives, Rowlandson instead categorizes them as God's chastisement for the 

Christians, saying, "God strengthened them to be a scourge to his people" (68). 

The attitude toward Native Americans that dominated Rowlandson's 

narrative prevailed for the next three hundred years. Another representative of 

eighteenth-century colonialist literary portrayals of Native Americans is Charles 

Brockden Brown's Edgar Huntly (1799), in which the attitudes and language are 

stereotypical; Native Americans are savage beasts, huge and fearsome 
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superbeings with ". . . optics . . far keener. .."(211) than Anglo Americans, 

unfathomable and foreign. The Nati\'e "... moved upon all fours. . [with] . . . 

disfigured limbs, pendants from his ears and nose, and his shom locks. . . . [all] 

indubitable indications of a savage" (191). Brown reinforces the "Otherness" of 

Natives when his narrator says, "The first glance was sufficient to inform me that 

this intmder was an Indian, and, of consequence, an enemy" (256). 

The works of Brown and other eighteenth-century American authors 

illustrate the cultural oppositions and the Self/Other dichotomies of eighteenth-

century American consciousness. Amold Kmpat's assessment of this 

phenomenon is that 

[fjrom the very first period of invasion and settlement until the 
close of the 'frontier,' Americans tended to define their peculiar 
national distinctiveness. . . in relation to a perceived opposition 
between the Europeans they no longer were and the Indians they 
did not wish to become. (97) 

In their search for identity the newly christened, self-styled Americans had to 

"locate the other" in order to locate themselves, and in doing so, they privileged 

Self With such attitudes on the part of the colonialists, the colonized Native 

Americans had no "authentic" literary voice, and, as perceived savage "Others," 

had, as well, no spiritual voices. Historically, the literary American canon is 

Euro-American, and throughout the eighteenth century, the story of Native 

American/Euro-American interaction is an Euro-American story. 
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Most nineteenth-century American writings continue this portrayal of the 

Native as Other. In this period, however, the lines of differentiation between 

literary Self and Other become blurred, with Native Americans appearing 

sometimes as inhuman savage, sometimes as noble savage. The most familiar of 

the Rousseauian noble savages are James Fenimore Cooper's Chingachgook and 

Uncas. William Gilmore Simms and Robert Montgomery Bird attempt more 

realistic views of the Indian and the frontier. Of these two. Bird is probably the 

least sympathetic and the most representative of nineteenth-century Euro-

American attitudes towards the Native American. 

In many ways a stock "romantic adventure," Bird's Nick of the Woods or 

the Jibbenainosay (I S37) is reminiscent of Cooper's Last of the Mohicans 

(1826), with travelers comprised of two maidens and a male escort, encounters 

with savage Indians, the travelers trapped by the savages but enabled to escape 

with the help of a woodsman, the maidens captured and taken to the Indian 

village, and the maidens rescued and the savages destroyed. Bird's Native 

Americans are, however, unrelentingly merciless Indian savages, fiendishly 

clever, and destined to be eliminated for a higher cause, the conquest by a more 

highly developed race and superior society. His Nathan Slaughter, the Quaker 

tumed "savage" himself in unrelenting, but justified, hatred for the Indians, is the 

dreaded Nick of the Woods~the Jibbenainosay. In Bird's novel the civilized man 
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gives way to the savage, but only because such a role is forced upon him by the 

inhuman savagery of the Other; there is no concomitant recognition of the 

"savage's" justifiable animosity toward the people and culture bent on eradicating 

him and his Native family. 

Cecil B. Williams' assertion that "[t]o Dr. Bird the real epos of America 

was no glorification of the romantic savage, but the conquest of the savage by a 

more highly developed race" (xxxi) is a reminder that, in tme colonialist fashion, 

Bird accepts the westward march of Empire as right and proper. The Indians 

standing in the way of the progress of society must be eliminated; for the 

colonialist, there is no other choice. 

Patricia Nelson Limerick says that "[c]onquest deeply affected both the 

conquerer and the conquered [in the United States]" (18). She notes as well that 

conquest influenced literature, for, "[i]n the popular imagination, the reality of 

conquest dissolved into stereotypes of noble savages and noble pioneers 

stmggling quaintly in the wilderness" (19), and this theme of the westward 

expansion of civilization is the dominant rationalization for literary portraits of 

Native Americans until the twentieth-century. William Gilmore Simms' The 

Yemassee (1835), for example, typifies the attitude that the Euro-American who 

wants more and more land is supposed to eradicate the Native who resists when 

he sees his own culture and way of life threatened with extinction. Simms 
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insists that his work is romance, not a novel, but his "romantic" Native 

Americans are "cunning savages" (348) inclined to "demonic shrieks" (278), 

whose ceremonial ritual is "a barbarous chant" (204) to an "evil deity" (110). 

Simms at least acknowledges some Anglo-American responsiblity in 

Native American behavior when Gabriel Harrison realizes that Sanutee, the 

Yemassee chief, has been pushed too far, his tribe constricted by white 

settlement and his son Occonestoga cormpted by liquor and an Anglo-American 

lifestyle. Such acknowledgements put chinks in the Euro-American armor of the 

privileged Self and the inhuman Other, for Simms here gives his readers the 

chance to see colonialist values as less desirable than Native values. Simms fails 

to follow through with an accurate assessment of the Native dilemma, however, 

for his Native is a doomed caricature in a dying culture, and his character 

Harrison sees the encroachment of Euro-Americans as inevitable~a given, not a 

choice. 

Two more notable "sympathetic" Anglo-American portrayals of Native 

Americans in nineteenth-century American fiction are Lydia Maria Child's 

Hobomok (\S24) and Catherine Maria Sedgwick's Hope Leslie (1827). Child's 

Hobomok takes American literature into new areas with a plofline centered on a 

"mixed marriage" between the Anglo Mary Conant and the Native Hobomok. 

Child's "privileging" of the Native name in her tide suggests that this will be the 
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Native's, not the colonizer's, story. To some degree, this promise is fulfilled. 

Where Bird announced and approved the extinction of the Native American in 

the clash between European settlers and Indians, and Cooper acknowledged and 

regretted yet felt inevitable that same result in the stmggle for ascendency 

between Euro-American and Native American, Child radically proposed a union 

of the two races and cultures. 

In the Rousseauian vein. Child's Hobomok is portrayed as having "manly 

beauty," "cast in nature's noblest mould" (36). This nobility is not native, 

however, for "[h]is long residence with the white inhabitants of Plymouth had 

changed his natural fierceness of manner into haughty, dignified reserve" (36). 

In a borrowing from European literary devices. Child has Hobomok wooing 

Mary Conant with tales of Indian life, a nineteenth-century Othello among the 

colonials. In the most noble gesture allowed him, however, Hobomok renounces 

Mary and his son, in order " . . . that Mary may be happie [sic]" and marry the 

Englishman Brown (146). Despite her perhaps noble intentions. Child's vision 

falls short; surely in a concession to the society that would read her novel, 

Hobomok's and Mary's son, also named Hobomok, is educated at Cambridge and 

his Indian name gradually erased as he embraces Anglo culture (150). 

Sedgwick's Hope Leslie (1827) is also a sympathetic text, for she shows 

concern for the future of Native Americans in their displacement and decimation 
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in the westward movement and draws a less stereotypical portrait of Natives than 

do many of her contemporaries. In some ways, then, Hope Leslie is an early 

revisionist approach to the Anglo/Native American conflict. Several of her 

Natives are drawn as fully human, noble, principled, intelligent-in short, as 

inversions of the early captivity stories, and in contrast with Child's Mary 

Conant, Faith Leslie chooses to stay with the tribe that abducted her, giving rise 

to the possibility that the Native Americans' lifestyle and world view might be of 

consequence. 

The hope that Hope Leslie might be viewed as a turning point for 

portrayals of Native Americans in American literature, however, is dimmed by 

two assumptions, the first being that Christian values ennoble the Natives. 

Although Magawisca has "an 'inbom royalty of soul'" (182), her spiritual beliefs 

are acceptable only because they align with Christian beliefs. As a partially 

Christianized Native, Magawisca circles her Anglo friends for prayer to the 

Great Spirit (334) and displays her familiarity with scripture at her trial with the 

statement that" . . . the Great Spirit hath written his laws on the hearts of his 

original children. . ." (287). Throughout the text, Magawisca's Christian-like 

spiritual virtues are set against both the heathen Natives' savagery and the 

Puritans' pinched-souled religiosity, so that the reader may understand that it is 

true Christianity that ennobles her. The second assumption in Hope Leslie that 
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privileges colonialist attitudes is the "dy ing Indian" theme. Throughout the 

novel Magawisca laments the destmction of her native culture, and there is 

resolution of conflict at the end only when, 

[bjefore the dawn of the next moming. this little remnant of the 
Pequod race, a name at which, but a few years before, all within 
the bounds of the New-England colonies-all. English and Indians, 
'grew pale,' began their pilgrimage to the far westem forests. (339) 

The only good Indian, then, is the departing Indian, and. despite Sedgwick's 

sympathy for Native Americans, her Native characters are still heathen "Others" 

filtered through the colonizer's consciousness and validated by Christian virtues. 

Both the sympathy for and the spiritual assessment of the Native American in 

Hope Leslie establish that Euro-American dominance and religion are privileged; 

the Native is still a lesser, marginalized Other. 

In his critical study The Voice in the Margin, Amold Kxupat concludes 

that 

Eastem autobiographers like Jonathan Edwards in the colonial 
period, Benjamin Franklin in the Revolutionary period, and Henry 
Thoreau in the period preceding the Civil War. all wrote and 
thought about Indians, although finally choosing 
the European polarity as decisive for self- and literary definition. 
In contrast, westem autobiographers like Daniel Boone, Davy 
Crockett, Kit Carson, and William F. Cody ('Buffalo Bill'), all 
ultimately loyal to white 'civilization.' nonetheless fashioned 
themselves and their books on models deriving in varying degrees 
from Indian 'savagery.' But this particular tension never operated 
in the definition of an American literature generally for the simple 
reason that Indians, who did not write, were not regarded as 
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actually possessing a 'littera-ture' that might be studied and 
imitated (97) 

or, indeed, often published. There were some Native-American authors in the 

early American canon, but they, too, found voice only in forms and, to a great 

extent, attitudes derivative of the privileged Euro-American culture. Kmpat 

points out that 

. . . what for the University exists as American literature [is] 
periodized (Early American Literature, Nineteenth-Century 
American Literature, Civil War to First World War, Twentieth-
Century American Literature, etc.) and thematized (The American 
Adam, The Machine and The Garden, American Romanticism, 
Love and Death in the American Novel, etc.) to the point of virtual 
reification. Such periodization also works to exclude Native 
literary expression as part of American literature. (4) 

Euro-American control of American literature extended beyond classification 

and analysis, however, and the narrative stmctures used by early American 

writers were formulated in a westem culture that valued linear narrative and a 

Self-centered individuality. In contrast. Native cultures valued tribe over 

individual and understood the spiritual necessity for a circular pattem in 

narrativity. Having no written paradigms for their narrative expressions, early 

Native-American writers were forced to utilize colonialist language and literary 

forms, and their voices are, despite their purported Native authorship, Euro-

American voices. 
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Lavonne Brown Ruoff examines the pattem of Native-American voice in 

early American literature in American Indian Literatures and finds that it mirrors 

the developmental pattem seen in emerging Anglo-American literature: first the 

character and beliefs of the Native voiced by the colonizer, then the Native voice 

filtered through colonizer thought and beliefs by means of generally injudicious 

editing. Although, for example, there is an assertion of Native voice in "[o]ne of 

the earliest collected protest speeches. . ., the plea made in 1609 by 

Wahunsonacock, or King Powhatan," it is significant that that speech was " . . . 

copied down by Captain James Smith .. ." (Ruoff, American 51), whose 

influence and integrity as amanuensis must be questioned. As Native Americans 

took the things most familiar in their cultures-ceremonial literature and oratory--

and adapted them to colonialist fictional formulas, they produced life histories 

and autobiographies, but, Ruoff asserts, "[t]he tide of Indian-white relations 

influenced the content and popularity of Indian autobiographies, as well as other 

genres of Indian literature written and narrated. . . " (American 52). 

From their earliest publication, Native-American texts were popular as 

exotic glimpses into the world of the marginalized Other, especially so when 

those texts were reportedly the Others' own voices. Such interest was yet 

another reflection of the privileging of the colonizer cultures, however, for the 

eradication of Native cultures and character by the westward movement still 
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elicited primarily a sympathy tinged by superiority. Native Americans were 

exotic because they were conquered, and by the nineteenth century Americans 

had become interested in a romanticized version of the plight of the "vanishing 

Americans." Ruoff points out the importance of Native autobiographies in the 

American canon, noting that "[t]he personal narrative spans both oral and written 

literatures, incorporating elements of oral storytelling and personal statement as 

well as written autobiography. Most of the life histories were narrated to 

translators or collaborators" (American 53). Her survey of nineteenth-century 

Native-American fiction reflects this Euro-American privileging, from William 

Apes' A Son of the Forest (1829), the "first autobiography to be published" 

(Ruoff, American 53) through George Copway's Life, History, and Travels of 

Kah-ge-ga-gah-bowh (1874), Sarah Winnemucca Hopkins' Life among the 

Piutes (1883), Charles Eastman's Indian Boyhood (1902), Luther Standing Bear's 

and Zitkala-Sa's personal narratives, and Francis La Flesche's The Middle Five 

(1900) (Ruoff, American 53-58). Although Ruoff lists these autobiographies as 

among the finest of nineteenth-century literary achievements, she notes as well 

the colonialist influence in the lives and literature of these "conquered" Native 

Americans. Apes was one-quarter Euro-American, lived many years with an 

Anglo family, and converted to Methodism (53), perhaps as a means of self-

preservation; Copway was also converted to Methodism, educated in the 
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colonizer's schools, married an Anglo woman, and served as a missionary to the 

Indians, recognizing " . . . that Christianity and education were the salvation of 

the Indian . . ." (54). Winnemucca toured and lectured in the East on the Paiute's 

behalf for much of her life, married an Anglo American, and advocated a " . . . 

policy of peaceful coexistence with whites .. ." (55), one bought at the price of 

"conquest." 

Ruoffs litany of colonialist influence continues: Charles Eastman was a 

physician who moved in the highest American and English literary and social 

circles, married an Anglo American, and " . . . held a variety of positions in 

Indian affairs . . ." (American 56) for the United States govemment; Luther 

Standing Bear was among the first class at the Carlisle Indian School and 

eventually toured with Buffalo Bill's Wild West Show and took up a career as a 

movie actor, while Zitkala-Sa (Gertmde Bonnin), married an Anglo American 

and published her autobiographies in essay form for an Euro-American audience 

(American 57). Following the emerging pattem, that of the Native American 

who takes on the name and culture of the Euro-American in order to 

give voice to the story of his fellow Native Americans, LaFlesche studied 

linguistics under scholar J. Owen Dorsey and produced anthropologically-

informed texts (American 58). By the tum of the twentieth century, the Native 

American had been given voice in several media-public-appearance speeches, 
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literary autobiography, essays, sermons, and anthropological studies-all staunch 

dissertations on the value and nobility of Native-American culture and character, 

all heavily influenced by colonialist culture and character. 

The early twentieth-century Native-American writers were the product of 

the boarding school, one of the most insidious means by which Native-American 

identity was erased. No wonder, then, that Native Americans were ill equipped 

to speak in Native voices, for, as Patricia Nelson Limerick insists, the prevalent 

colonialist attitudes were that 

[l]oyalty to the tribe kept Indians entrapped in savagery and 
communalism; it prevented them from developing the 
individualism and 'manhood' that characterized modem civilized 
Americans. The Indian reformers felt that they had to kill 
Indianness so that individual Indians might live; they had to 
destroy savagery in order to liberate the human beings trapped in 
it. They acted on the assumption that inside every Indian was a 
white American citizen and property holder waiting to be set free. 
...(196) 

Later Native-American critics have termed these Natives '"apples' -that is. 

Native people who are 'red on the outside, white on the inside'" (Allen, Song 

10). Told they must deny their Indianness and take up Euro-American pens, 

these Native authors wrote satires, witty commentaries (such as Will Rogers's 

books of philosophical sayings) and non-fiction but adopted the novel as their 

primary literary form. 
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As a particularly Westem literary form, the novel had evolved by the early 

twentieth century from a collection of related letters or stories, usually of 

adventure, to a cohesive unit of linear narrative. Elements of that narrative form 

inimical to Native narrative stmctures are a chronologically-bound plot structure, 

an emphasis on the characterizations of individual plot participants, a linear 

series of conflicts, effected through "action scenes," and a controlling thesis. 

Within this colonialist framework, many Native-American critics argue, 

authenticity of Native voice is difficult, if not impossible. 

In Voice of the Turtle, Paula Gunn Allen points to similarities in Native 

and Anglo narrative stmctures, explaining that 

[t]he narrative tradition of Native America can easily be thought of 
as a novel. It is characterized by certain stmctural features-
diversity, event-centeredness, nonlinear development of story line, 
and transitional modes-that become less startling as one becomes 
more familiar with the tradition in its entirety. (Voice 8) 

For Allen and other Native-American critics, however, the expression of Native 

spirituality, the essence of Native world view, gives American Indian fiction a 

different focus and purpose. In The Sacred Hoop, Allen explains that 

[tjraditional tribal narratives possess a circular stmcture, 
incorporating event with event, piling meaning upon meaning, 
until the accretion finally results in a story. The stmcture of tribal 
narratives, at least in their native language forms, is quite unlike 
that of westem fiction; it is not tied to any particular time line, 
main character, or event. It is tied to a particular point of view 
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-that of the tribe's tradition-and to a specific idea-that of the 
ritual tradition and accompanying perspective that inform the 
narrative. (79) 

Allen also asserts that the "dying Indian" novels of Anglos such as 

Cooper, Waters, and LaFarge are " . . . white novels that take on Indians and 

Indian history, politics, cultures, and individuals as characters and themes in a 

white drama" (Sacred 78), not narratives that capture Native world view and 

spiritual values. She labels such sympathetic efforts " . . . novels of 

colonization" that"... focus on culture conflict... and treat its impacts, effects, 

and disasters as part of a novelistic plot" (Sacred 78). Because Native 

Americans " . . . are much more than victims of white invasion and colonization 

. . .," Allen says, only novels that" . . . rely on native rather than non-Indian 

forms, themes, and symbols and . . . are not colonial or exploitative" can be 

"... properly termed American Indian novels" (Sacred 79). Since Hillerman's 

mystery novels are of a "non-Indian" narrative form, the popular novel, some 

have questioned his degree of success in portraying Native-American spirituality. 

Two Native-American "firsts," however, one in the "popular novel" and one in 

studied incorporation of Native spirituality, provide a context for Hillerman's 

work: John Rollin Ridge's The Life and Adventures of Joaquin Murieta, the 

Celebrated California Bandit (IS54) and Hum-Ishu-Ma's (Mouming Dove, or 

the Anglo-American name Christal Quintasket) Cogewea (1927). 
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Ridge's Life and Adventures of Joaquin Murieta paved the wa\ for later 

twentieth-century American Indian novels. An "acculturated" Native American. 

Ridge, the product of the "white man's" schools, followed the gold msh west and 

became a joumalist for ". . . such San Francisco periodicals and joumals as 

Golden Era, Hesperian, and Pioneer'' (Ruoff "Westem" 1038) under the Anglo-

American translation of his Cherokee name. Yellow Bird. Ruoff describes his 

novel as a "fictionalized biography" that drew " . . . Murieta as a social outcast 

hero who defeats his enemies by using both his keen mind and blazing pistols 

. . ." and links the work with such formulaic fiction as "Gothic romances . . . and 

the frontier romances and dime-novel Westems of American literature" 

("Westem" 1038). Ridge's novel contains many of the stock conventions of such 

formulaic fiction, including the noble hero who is driven to revenge by injustice, 

a romanticized view of the Native American, and fantastic deeds and adventures. 

As an example of the traditional Westem romance, with social protest 

about the treatment of Native Americans grafted onto the formulaic plotline, 

Murieta falls into the "noble but dying Indian" school characterized by a 

romanticized pity toward conquered tribes, and would thus be classified with 

Helen Hunt Jackson's Ramona (1884), Zane Grey's The Vanishing American 

(1925), and Oliver LaFarge's Laughing Boy (\929). As a result. Ridge is 

generally judged as having fallen short of authenticity in his Native voice. In 
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"Westem American Indian Writers, 1854-1960," Ruoff recognizes the novel's 

importance but adds. "[t]hat Ridge chose to deal indirectly with the injustices 

experienced by Indians reflects the literary taste of the period" ("Westem" 1039), 

an Anglo-American, not a Native-American, taste. 

Allen labels The Life and Adventures of Joaquin Murieta important, for it 

" . . . marked the beginning, a trickle at first, of publishing by Native-American 

writers in the United States," but, Allen goes on to say, it was ". . . followed by 

'thundering silence'" (Voice 8). For forty years after Murieta, Allen asserts, 

" [njothing else fictional was published by Native writers [and] little fiction 

made it into print during the first two-thirds of the 20th century. . ." (Voice 8). 

Later Native-American authors strove for more realistic, more direct 

representations of colonialist injustices with the added dimension of the 

mixed-blood's dilemma in seeking both identity and acceptance in a post-

colonial society. Cogewea was one of the first to address the question of the 

half-breed's "place." Hum-Ishu-Ma's Cogewea; The Half-Bloodhsis been 

labeled "the first novel by an American Indian woman" by Lavonne Brown Ruoff 

(American 70). The novel also stands as the author's rebellious protest against 

colonialist dominance in American literature, for, at one point, Cogewea cries. 

"You now understand why I contend that the whites can not authentically 

chronicle our habits and customs. . . . It is practically impossible for an alien to 
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get at our correct legendary lore" (Hum-Ishu-Ma 94). In addition. Cogewea is 

also significant for the author's attempt to make Native-American spiritualit>' a 

vital part of the narrative, and her blending of Okanogan ceremonial practices 

and stories with a traditional novelistic plotline is unique for its time. The 

publication of the novel and the work itself however, illustrate the degree to 

which Anglo attitudes and values ha\e controlled Native voices. 

When Cogewea first was published, it was under the name Mouming 

Dove. There are two ironies in that circumstance, the one being the fact that a 

novel purportedly an "authentic voice" of a Native American was published 

under the author's Anglicized name, the other being the fact that the Anglicized 

name was in itself an inaccurate translation of her Native name. Hum-Ishu-Ma, 

having been told her name was Mouming Dove, signed herself Moming Dove 

until 1921. In that year she wrote." . . I have made a sad mistake. I have 

misspelt my name. 1 found out at the museum. Looking over the birds. 1 found 

that I was wrong" (Fisher xxvii). In 1926, she wrote to Lucullus McWhorter. 

You asked me about Humishuma. As far as I can translate it, it 
really has no meaning at all besides the name of the bird Mouming 
Dove. And it does not mean Mouming Dove at all. and as far as I 
can judge it, the whiteman must have invented the name for it as 
Mouming Dove because the translation to Indian is not word for 
word at all. (Fisher xxvii) 

Her words inadvertently illustrate a major discrepancv in Native and Anglo 

voice, that both name and meaning often do not survive translation and serve as 



a reminder that Native authors have historically been as colonialized in their 

literary expressions as in their daily lives. 

A second difficulty in assigning authenticity to the Native voice in 

Cogewea is the role of Lucullus Virgil McWhorter in the writing of the book. 

On the original title page is the notation that the novel is "Given through Sho-

pow-tan / With Notes and Biographical Sketch / By LUCULLUS VIRGIL 

McWHORTER" (Hum-Ishu-Ma xxxiii). There is much question about what 

role McWhorter had in the producfion of the book, both because Hum-Ishu-Ma 

relied heavily on his advice and literary abilities and because the text itself shows 

heavy editing. 

McWhorter's editing is evident in intermptive tirades, couched in a 

jarring, scholarly diction, that lament the plight of the "dying Indian." A 

colonialist superiority is evident in such passages as the following commentary 

on the dmnken Indian: 

The wife with her little pappooses deserts the tepee for the bmsh, 
or any place where she may find protection. Well does she know 
his beastly nature when under the crazing effects of mm. He is 
more bmte than human. . . . This is the heritage of the white men's 
civilization, forced . . . . upon a weaker [emphasis mine] people by 
the bayonets of commercial conquest. (40) 

The discrepancies in diction are most evident, however, in the shifting speech of 

Cogewea, who, in one exemplary dialogue, moves immediately from a casual "I 

guess he savied it was time that I possessed some glad rags! Maybe he tumbled 
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that I had about eamed them .. ." and "Guess I owe my services for the part 1 had 

in getting you busted up" to the prim, scholarly observation, "If the malady is 

deep seated, an abatement must not be expected in so short a time. An 

absorption remedy of any nature is usually slow of results and a persistent and 

potent application is ofttimes necessary" (82-83). Such colonialist influences 

disrupt the work, but they also illustrate the conflict the early Native writers 

faced in giving voice to Native culture and spirituality in an Anglo-dominated 

world. 

Hum-Ishu-Ma's theme of the half breed's search for identity and 

(self )acceptance when caught between cultures in both their lives and their 

writing is echoed by other early Native works. D'Arcy McNickle's novel The 

Surrounded (\936), for example, examines the plight of the "Christianized" 

Native who had no authentic identity in either of the two worlds in which he was 

forced to live and gives the reader little comfort in the end, for the protagonist 

Archilde and his mother are unable to resolve satisfactorily the conflict between 

their Native "religion" and Catholicism. Their dilemma is a result of the tribe's 

having been colonized and having had both colonialist culture and religion 

forced upon them. Since they must still live in that Anglo-dominated world, they 

have no escape. McNickle himself felt the colonialist dominance in his world 

when he submitted his manuscript for publication. His first effort, titled The 
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Hungry Generations, ended with hope for the future of Archilde; the version 

finally published as The Surrounded Qnds with no resolution of the Native 

American's dilemma and little hope for his survival, much less his ftiture 

happiness (Vizenor 89). 

This inability of the "assimilated" Native American to successfully adapt 

to the world in which he is trapped by the colonialist culture forms the cmx of 

the dilemma for later twentieth-century Native-American authors in their search 

for an "authentic voice" with which to portray themselves. The grafting of 

Native values and spirituality onto westem narrative forms resulted in 

unsatisfactory "poor me" Native characters who were to be pitied more than 

respected. In an attempt to avoid such a response, some authors tumed to the 

"ethnographic novel," a form they perhaps hoped would entertain yet command 

respect as a more scholarly, more "authentic" portrayal of Native Americans. 

That Oliver LaFarge's Laughing Boy, Frank Waters' The Man Who Killed the 

Deer (\942), Adolf F. Bandelier's The Delight Makers (1890), and Carlos 

Castaneda's The Teachings of Don Juan: A Yaqui Way of Knowledge (\96S) 

would all fall into this classification points out the inherent colonialist 

privileging in an ethnological approach, for these novels were actually 

anthropological texts grafted onto the novel format. An anthropological study 

generally does stem from and result in the scholar's respect for the culture 
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studied; evidence of that respect abounds in Hillerman's novels. But as objects 

in an academic study. Natives are too easily made Others, and their voices still 

cry out through the author's consciousness. The ethnographic novel offered 

many opportunities for authenticity of Native voice, however, and Native 

Americans themselves were easily seduced by that novelistic form. 

Ella Cara Deloria's Waterlily, which was not published before her death in 

1948 (Publisher's Preface xi), is of particular interest among ethnographic 

novels, for it achieved a degree of success in maintaining authenticity of voice. 

Agnes Picotte's "Biographical Sketch of the Author" in the 1988 Nebraska 

edition gives a picture of an author heavily influenced by Anglo culture: Deloria 

studied with Franz Boas, was reared in ".. . an environment in which Sioux 

values mingled easily with . . . devout Christian principles," and was educated at 

Oberlin College and Columbia Teachers College (230). Herself of mixed Anglo 

and Sioux blood, Deloria took as her task in Waterlily to portray Sioux culture 

without sentimentality. 

In his afterword to the Nebraska edition, Raymond J. DeMallie describes 

Waterlily as " . . . a unique portrayal of nineteenth-century Sioux Indian life, 

unequaled for its interpretation of Plains Indian culture from the perspectives of 

women" (233). Deloria's even, seamless narration of the nuances of Sioux 

culture stands in contrast to Mouming Dove's uneven prose, and DeMallie gives 
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tribute to the authenticity of Native-American voice in the novel when he says 

that Deloria's " . . . special insider's perspective not only infuses the narrative 

with interest and insight, but offers ample material for a reexamination of the 

written record of traditional Sioux life" (234). The Native material in Waterlily 

is convincingly "authentic," and Deloria reinforces Hum-Ishu-Ma's attitude about 

the importance of the author's origins in her attempts to incorporate Native 

spirituality into novel forms. 

Despite its excellence, however, Waterlily is still a novel with 

ethnographic material framed in the traditional narrative forms of the novel 

genre. Since the author's cultural heritage and her choice of fictional framework 

are vitally important to later twentieth-century Native-American critics who see 

authenticity of voice as a question of genre as well as world view, that "framing" 

of Native voice must be considered. 

The question of genre has dominated Native-American writings from 

their inception. The earliest Native-American writings were efforts by the 

colonized authors to justify the continued existence of Natives in America by 

giving Anglo-American readers glimpses into Native cultures and character, and 

Native-American authors were forced to adopt both Euro-American attitudes and 

narrative forms to carry their Native voices. Modem critics of such concessions 

acknowledge that they were necessary for Native authors to see their work come 
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to fruition in published form but decry the effect such concessions had in placing 

Native work firmly in the Anglo-American literary' tradition. The early Native 

American authors kept Native world views alive in a time of Anglo-American 

genocidal mania, but because the only literary means available to them was the 

conquerer's literary genres and voice, their efforts appear from the advantage of 

hindsight to be apologia. Writers of the Native-American Renaissance of the 

latter twentieth century, the literary context for Tony Hillerman's fiction, argue 

for different approaches to fictional representations of "authentic voice" for 

Native Americans. These leaders of the Renaissance have rejected both the spirit 

and the linearity of the colonialist palindrome and called for the "enwholement" 

of Native-American spirituality within the sacred hoop. 

35 



CHAPTER m 

NATIVE PERSPECTTVES ON THE OTHER 

The Native-American Renaissance in American literature came with the 

publication of N. Scott Momaday's House Made of Dawn in 1968. His novel 

heralded a rebirth in Native representations in literature largely because Native-

American authors began stmggling with the creation of new narrative stmctures 

with which to voice their concems. The transition from "colonized Native-

American voice" to "authentic Native-American voice" in American Indian 

fiction, however, was by no means an easy one. 

Although House Made of Dawn is seen as the first of a "new" genre 

created by Native Americans especially for expressions of Native voice, the 

novel itself exemplifies the conflicts inherent in the these authors' use of the 

colonizer's narrative forms and language. In his "Technology and Tribal 

Narrative." Karl Kroeber identifies some of these conflicts with authentic voice, 

pointing out that" . . . Momaday's own difficulties in establishing his Indian 

identit\" are evident, for Momaday's main character"... appears in a novel in 

English. . ., [and] Momaday uses a non-native language and generic form to 

evoke and articulate possibilites of being Indian" (17). The results, Kroeber 

asserts, are that "[t]he culture which alienated Momaday from his people 
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authorizes the language and form of his art" (17) and that "Momaday's 

difficulties are representative of the fmstrating self-conflicts faced b\ any Indian 

using an Anglo-American literary form to assert the validit> of a native vision 

against the overwhelming power of Euro-American culture" (20). 

Paula Gunn Allen recognizes the frustrations of Native-American writers 

and is concemed that the 

[r]ecasting [of] archaic tribal versions of tribal history, customs, 
institutions, and the oral tradition increases the likelihood that the 
patriarchal revisionist versions of tribal life, skewed or simply 
made up by patriarchal non-Indians and the patriarchalized 
Indians, will be incorporated into the spiritual and popular 
traditions of the tribes. . . . (Sacred 42) 

She further states that "Indian control of the image-making and information-

disseminating process is cmcial, and the contemporary prose and poetry of 

American Indian writers . . . is a major part of Indian resistance to cultural and 

spiritual genocide (Sacred 42). 

In order to re-form the American literary canon to accommodate their 

"authentic" voices, then, latter-twentieth-century Native-American writers have 

begun to create a critical context for their art. According to its spokespersons, 

this body of critical thought is uniquely tribal in origin and world view and 

differs from colonialist world view in several ways. 

It IS axiomatic that the literature of the Native-American Renaissance 

gives its readers an informed portrait of American Indian culture. In addition, 
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however, it strives to moderate or eliminate the influence of colonization and to 

reverse the (Colonialist) Self/ (Native) Other roles. In The Legacy of Conquest, 

revisionist historian Patricia Limerick supports this heretical reversal and 

proposes that "[s]cholars have long been preoccupied with the image of 'the 

Indian' in the Euro-American mind; now, it is clear, others must make 

comparable studies of the image of'the white man' in the Indian mind" (181). In 

the historical American canon the predominant image of the "Indian" was either 

sketched from the viewpoint of the colonialist culture or filtered through or 

constricted by that culture when drawn by Native authors. Momaday's book, 

however, signaled a new era of Native fiction dominated by assertions of tribal 

identities in new adaptations of the novel format. Foremost among 

spokespersons for critical commentary from the Native-American world view 

today are A. LaVonne Brown Ruoff, Gerald Vizenor, and Paula Gunn Allen, and 

Vizenor and Allen offer both the vocabulary and a critical stance for the 

examination of post-renaissance Native fiction and "authentic voice." 

In Manifest Manners Vizenor provides a new vocabulary for Native-

American fiction, based on his belief that colonialism, itself a policy of 

dominance, could produce only a literature of dominance. The term "manifest 

manners" describes the colonialist privileging of Self and dehumanizing of the 

alien Other. Vizenor sees the Self/Other opposition in the earliest literature, in 
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such examples as the joumals of the explorers, whose obvious " . . . aversion to 

the presence of the tribes would become the cause of manifest manners and the 

literature of dominance" (3) that informed American literature for centuries. 

According to Vizenor, "Thomas Jefferson, James Fenimore Cooper, Francis 

Parkman, George Bancroft, and other masters of manifest manners in the 

nineteenth century, and earlier, represented tribal cultures as the other. . ." (8), 

thus erasing tme Native identity in artificial literary representations. 

It is important to recognize and label this phenomenon in the historical 

American canon, because postmodem representations of Native Americans in 

literature are reactions against the artificiality of the "dying Indian" theme in 

pre-renaissance American literature by and about Natives. In his analysis of 

inadequate Native representations in the historical canon, Vizenor says, 

[t]he simulations of manifest manners are treacherous and elusive 
in histories; how ironic that the most secure simulations are unreal 
sensations, and become the real without a referent to an actual 
tribal remembrance. Tribal realities are superseded by simulations 
of the unreal, and tribal wisdom is weakened by those imitations, 
however sincere. . . ; [thus,] manifest manners are the absence of 
the real in the mins of tribal representations. (8) 

The "absence of the real" Native Americans in the canon is both cause and 

evidence of the inauthenticity of Native voice. In the colonialist cultural and 

literary milieus, it is difficult to "name" the Other, for Othemess itself invites 

simulation, a matter of perception, not experience. 
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Because the simulations have become the standard for the real, the role of 

"naming" in both representations of and creations of Native identity is of concem 

to postmodem Native-American authors. In addressing this issue, Vizenor calls 

the Indian " . . . an occidental invention that became a bankable simulation . . . " 

and asserts that 

[t]he word Indian, and most other tribal names, are simulations in 
the literature of dominance. . . . [It] is a colonial enactment, not a 
loan word, and the dominance is sustained by the simulation that 
has superseded the real tribal names. (11) 

In Manifest Manners, then, Vizenor offers two definitions for postmodem 

Native-American world view by which Hillerman's fiction may be evaluated: 

pre-renaissance representations of Native Americans were "manifest manners," 

named for the doctrine of Manifest Destiny and concemed with the "simulations 

of dominance and absence of the other" that reflect colonialist privileging; 

post-renaissance representations of Native Americans are created by "postindian 

warriors," who create "simulations of survivance . . . that mediate and undermine 

the literature of dominance" (12). The means by which post-renaissance Native 

American authors do so may be found in Paula Gunn Allen's Introduction to her 

second anthology of Native-American literature, The Song of the Turtle. Allen's 

first rebellion against the "manifest manners" of the traditional American canon 

is a revision of terminology for the discussion of Native-American literature, 

and, for what is more commonly labeled Native-American, Indian, or American 
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Indian, she coins the term "First Nafions," in itself a delightfully subversive 

inversion of the Self/Other roles. Allen divides the Native-American canon into 

three "waves," and her definitions are helpful in answering questions about the 

authenticity of Hillerman's "Native voice." 

In recognition of the lingering colonialist influences in the historical 

canon, Allen characterizes the dominant cultural attitude in her assertion that 

"[t]he thing about 'Indians' is that they must be peaceful, noble, nature-loving, 

pure, dysfunctional, or dead, victims of a world they never made" (5). She goes 

on, however, to say that 

[t]he movement from 'lo! the poor Indian! to a person who belongs 
to a foreign, albeit domestic nation, is being chronicled by Native 
writers, and it is in terms of this transformational process that 
contemporary Native narrative and fiction can best be understood. 
(Song 5) 

Allen agrees that the Native writers at the tum of the century laid the 

groundwork for Native narrative transformations but feels their works reflect the 

dominance of Euro-American culture. She brackets First-Wave Fiction within 

the years 1900 through 1970 and says, "[t]he narratives from that period dealt 

entirely with issues of recovery and identity engendered during the long war and 

ensuing Reservation Era" (Song 7). In an additional explanation she reveals that 

[f|irst wave Native fiction did not noticeably center on what 
popularly became 'authentic' Indianness. First wave fiction often 
involved characters, themes, and settings drawn from mainstream 
America and Europe. . . . A sort of'touring the Westem world' 
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convention was tenuously established during that period, 
connected to boarding school and a host of other assimilationist 
experiences native people underwent. (Allen, Song 8) 

The Second Wave of Native fiction is bounded by the years 1974 and 

1989 or 1994. In this time period, Allen lists Kenneth Rosen's The Man to Send 

Rain Clouds as the beginning point because it exemplifies what she calls 

. . . the defining characteristics of second wave fiction: a sense of 
renewal and hope; reasserted often deeply angry. Native identity; 
and incorporation of ritual elements in both structure and content 
drawn from the ceremonial tradition. (Song 8) 

Critics have found some of these characteristic elements in Hillerman's Navajo-

detective novels. In "Cutting Both Ways: Race, Prejudice and Motive in Tony 

Hillerman's Detective Fiction," for example, Jane Bakerman examines the ways 

Leaphom and Chee continually re-assert their identity when faced with prejudice 

in the power stmctures that affect their lives and work. Although the two realize 

they cannot change Anglo attitudes, Bakerman says, "[ojccasionally,. . . each 

protagonist allows himself a moment of angry~or at least self-protective-

reflection upon generalized racist attitudes toward his culture and toward 

himself (21). Such reactions are momentary, however, or are simply cynical 

acknowledgements of the status quo~as with Leaphom's thought at the end of 

Listening Woman that the only way to get the Anglo power-stmcture to expend 

the time and money to retrieve the sacred Navajo paintings buried in the cave is 

to bury the "white man's" money with them (314-15). 
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Hillerman's fiction shares other characteristics with Second-Wave fiction, 

for he also weaves ceremonial language and tradifion into his plots. This 

incorporation of ceremonial chants into the narrative in Hillerman's early works 

reflects the influence of Silko's Ceremony and Momaday's House Made of Dawn. 

The incorporation of ceremonial tradition is a significant element of post-

renaissance Native fiction and a vital issue for postmodem Native fiction and 

criticism because Native spirituality resides in and is reaffirmed in ceremony. In 

like manner, a "sense of renewal and hope" is essenfial, as well, for it is the 

product of the post-modem Native American's refusal to be relegated to the role 

of Other. 

With their insistence on themes of hope. Second-Wave Native-American 

writers mark the beginnings of a reversal of the "dying Indian" identity found in 

early Native-American characterizations, but Allen acknowledges that Native 

authors have not fully realized this hope. One reason it is difficult to reverse the 

"dying Indian" image is that Second-Wave fiction focuses on the conflicts 

encountered by both full-blood and mixed-blood Nafive Americans in a 

predominantly Anglo culture. In such encounters the Native characters 

" . . . strive to . . . maintain or retum to traditional ways" and "the white world 

surrounding the main Native characters is portrayed negatively. . ." (Song 9). 

Fred Erisman, in his Westem Writers Series monograph on Hillerman, notes the 
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culture conflicts that permeate Hillerman's "police novels" and adds, "From the 

Na\ajos' efforts to adhere to ancient cultural beliefs of wholeness and unit\' while 

living in a materialistic and increasingly chaotic present comes much of the 

compelling tension of his . . . work" (16). In Leaphom's and Chee's encounters 

with Anglo culture, however, the Anglo world is most consistently portrayed 

negatix el\ FBI agents are brutal or incompetent, or both: Anglos value 

academic advancement over integrit\'; Anglos or Anglicized Navajos live and kill 

for money. In these wa\ s. then. Hillerman's Navajo-detective novels align with 

the Second-Wave criteria. 

Allen's statement that Second-Wave fiction's ". . major popular draw 

was its near-caricaturing of Native life and thought" (Song 9). a portrait 

reminiscent of Vizenor's "simulated indians," is an indictment of the reading 

public, perhaps, but not characteristic of Hillerman's fiction. The popularity of 

his fictional Navajo detectives comes not from simulation or near-caricature but 

from authenticit>. In addition, Allen says. 

. . . the second wave of Native fiction depicted Native life as exotic 
and alien. It was portrayed as marginal, and the catchall term 
'Indian' unfailingly evoked images of Native people as a variety of 
fauna, as profoundly spiritual, and as dreadfully victimized-
sometimes all at the same time. (Song 9) 

Of these criteria, the "exotic and alien" and "dreadfulK victimized" images do 

not characterize Hillerman's Native people, for, as Michael Parfit points out, 
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"Hillerman never points at the Indian way of life as if it were strange" (94). 

Louis A. Hieb reinforces this point when he says, "Through Leaphom and Chee 

Hillerman creates an encounter with Navajo culture and Navajo people that is 

clearly one of respect, dignity and equity" (3), an assessment echoed by other 

critics. 

It is Hillerman's insistence on "dignity and equality" for his Native 

characters that makes it possible for them to rise above victimization. Leaphom 

and Chee function continually as fully-realized Native characters who subtly 

sabotage the dominant Anglo culture, evincing their superiority to the Anglo 

power stmcture and its representatives in both professional expertise and 

character. Because they are Navajos, Hillerman's policemen follow tracks and 

clues that are meaningless to the "outsider" investigators, and their finely-honed 

Navajo centeredness in spiritual tmths allows them to understand the difference 

between justice and legality. In such ways Leaphom and Chee are the opposite 

of the "dreadfully victimized" Natives of much Second-Wave ficfion; in a fine 

reversal of the Self/Other dichotomization, Leaphom and Chee are both 

"centered" and central in Hillerman's fiction. 

Because of their uneasy sense of place in an Anglo-dominated culture, 

many Second-Wave Native writers wrestled with both cultural and literary 

displacement of Native culture from the centered"Self' to the marginalized 
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"Other." To some degree alienated from their Native roots and, at the same time, 

not fully recognized by the dominant Anglo culture, many Second-Wave writers 

felt that the authenticity of their Native voices sprang more from their sense of 

alienation from the dominant values of Anglo culture than from their sense of 

oneness with a Native culture that had been so subsumed in Anglo-American 

culture as to seem non-existent. Thus, their protagonists often became 

"dreadfully victimized" in their encounters with Anglo culture. Leaphom and 

Chee resist this victimization in part because of Hillerman's respect for Native 

culture. That respect for the marginalized Other comes, surely, from his 

character, but Samuel Coale maintains, also, that the Anglo " . . . Hillerman 

himself is socially marginalized in the Native American world . . ." (20). But 

Hillerman's general acceptance by Navajos as a "Special Friend" belies that 

marginalization, and Parfit's statement that Hillerman " . . . is not a Navajo, 

though some people who read what he writes think he is" (92) argues against it, 

as well. 

In addition, Hillerman himself refuses to accept categorization, especially 

as one of the dominant Anglo culture's own, for he never forgets that poverty 

made him as much Other as the Native Americans he lived among in Oklahoma. 

Having grown up an Other himself Hillerman understands marginalization. In 

numerous interviews and writings he recounts his poor, country-boy upbringing 
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with such anecdotal comments as, "If I ever write an autobiography,. . . I'll spend 

a lot of time explaining a kind of W5 and them attitude. .. .Us was the country 

kids of the little community; them was the city kids of the nearby town of 

Konowa" and, in his account of his early education at a Catholic boarding school 

for girls, "The nuns forgave us for not being Potawatomies,... but they never 

forgave us for not being girls" (Parfit 94-95). In a concise assessment of the 

futility of an insistence on the colonialist separation of Anglo/Native into the 

controlling Self/Other polarities, Hillerman says. 

If you grow up identifying with a certain kind of people,... the 
exotic people are not going to be the Potawatomies. It'll be the 
English teacher who went to Choate and never thought of a hungry 
day. It's not the Navajos; they're just like the people I grew up 
with. (Parfit 95) 

Michael Parfit underlines Hillerman's identification with the Other in American 

culture when he notes that the only unamiable comment Hillerman made in their 

four-day joumey was, "Nothing brisfles my hair more . . . than the damn mling 

class" (105). 

Hillerman's taking on "the damn mling class" in his novels and his 

identification with the marginalized Other align him with much of Second-Wave 

Native fiction. The most notable evidence of the Second-Wave in Hillerman's 

work, however, is in his incorporation of Native-American spirituality. As with 

Rosen, Hillerman's "incorporation of ritual elements in both stmcture and 
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content drawn from the ceremonial traditions" in his Navajo-detective novels is a 

narrative strength. Both Leaphom and Chee move through their daily activities 

with a strong sense of their spiritual heritage, drawing both grounding and 

wisdom from that heritage, and Hillerman incorporates ceremonial traditions as 

intrinsic, not extraneous, elements of both plot and characterization. 

The centrality of ceremony in Navajo life is shown most explicifly in 

Hillerman's characterization of Jim Chee as a Singer. Fred Erisman finds a 

broader scope in Hillerman's incorporation of Navajo ceremonial traditions. 

however, and in "Tony Hillerman's Jim Chee and the Shaman's Dilemma" says 

that "Hillerman's mysteries provide . . . some telling reflections upon the 

shaman's enduring role in a fragmented, technological age. . ., [for] the Singer 

plays a cmcial role as an agency in restoring order and propriety to existence" 

(6). In Hillerman's fiction, the ceremonial ritual may sometimes provide a clue 

for detection, as when Leaphom sees the battery-powered lantem stenciled Haas 

at the kinaalda in Listening Woman (147), but in all the Navajo-detective novels, 

the intrinsic incorporation of ceremonial traditions comes when the fragments of 

both the mystery and the characters' lives are united in the healing of Navajo 

spirituality. 

Another strength in Hillerman's portrayal of the Navajo in his fiction is 

the sense of renewal and hope in his themes and characterizations. In "Mystery, 
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Country Boys, and the Big Reservation," Hillerman relates the story of the 

librarian who disagreed with Hillerman's modest assessment of himself as a 

storyteller, not an artist like Silko, Welch, and Momaday. The librarian agreed 

but added. 

We read them and their books are beautifiil. We say, 'Yes, this is 
us. This is reality.' But it leaves us sad, with no hope. We read of 
Jim Chee, and Joe Leaphom, and Old Man Tso and Margaret 
Cigaret, and the Tsossies and Begays and again we say, 'Yes, this 
is us. But now we win.' Like the stories our grandmother used to 
tell us, they make us feel good about being Navajos. (43) 

For the Navajos, then, every time Leaphom and Chee out-sleuth the FBI, every 

time they understand the clues because they relate something in the evidence to 

pattem or Navajo mythology, the traditional Other wins over the privileged, 

colonial Self 

There are other Second-Wave triumphs for Hillerman's Native characters, 

as well. Allen specifies that" . . . the Native protagonist. . . [is] also required to 

'fall between cutural chairs' and die a noble, tragic death," (Song 10), and, 

although Leaphom and Chee do not die, Chee's refusals of the Anglo 

enticements Mary Landon and Janet Pete offer may be likened to "little deaths" 

in his search for cultural and spiritual identity. This "noble, tragic death" of the 

protagonist is not the only Second-Wave solution to cultural conflicts, however, 

and Allen defines as an "altemative outcome" the "protagonist falling between 
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two chairs" but surviving, listing as examples James Welch's "nameless narrator" 

in Winter in the Blood and Silko's Tayo in Ceremony (Song 10). 

It is Allen's third ending to the cultural conflict the protagonist faces that 

IS most applicable to Hillerman's fiction, however. This third option is the 

protagonists' survival by means of "the ritual made central to their particular 

traditions," and Allen lists Momaday's House Made ofDawn^ Welch's 77?̂  Death 

of Jim Loney, and Allen's The Woman Who Owned the Shadows (Song 10) as 

examples of Second-Wave fiction for this narrative constmction. Again, critical 

commentary supports the idea that the re-placing of Navajo spirituality in the 

center of Navajo life is the primary concem of and driving force for Hillerman's 

protagonists. Erisman believes that Jim Chee is the protagonist who fits this 

category most clearly, because he is caught both between cultures-Anglo and 

Navajo~and between professions-policeman and Singer. In "Tony Hillerman's 

Jim Chee and the Shaman's Dilemma," Erisman says. 

As . . . [Chee] discovers in a moment of dismaying insight [in The 
Ghostway], one of his professions carries an obligation to himself 
and the other an obligation to his people. Each is important to 
him. and Chee is suspended between them. (8) 

Erisman adds that 

[a] second issue is the shaman's role as an advocate of order in a 
disorderly world. . . . [F]or Chee,... the concept of order is 
essential. It forms the basis of his healing art, and empowers him 
to carry out the rituals that communicate that art to his people. (8) 
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In both his roles, policeman and singer, Chee resolves his cultural conflicts by 

drawing on the essential orderliness of his spiritual heritage. 

Ellen Strenski and Robley Evans find the same cultural conflict and 

resolution in ritual in the life and work of Leaphom, whom they see as "cultural 

mediator" and "secular priest." They characterize Leaphom as "[a] man centered 

in a culture with a deeply rooted spiritual sense of itself,. . . [who] does not go 

through the process of alienation and retum suffered by other figures in 

American Indian fiction." Instead, Leaphom is ". . . responsible for restoring a 

state of grace or harmony" to the Navajo world (208). As Leaphom and Chee 

mediate the conflicts between Navajos and the surrounding Anglo culture, they 

and their people survive through and because of the rituals that enable them to 

endure and encircle their world with traditional meaning. The most significant 

contribution of Second-Wave fiction for the determination of authenticity of 

voice lies in the creation of new, distinctively First-Nations narrative forms that 

are linked with Native cermonial ritual. The Renaissance began with Momaday's 

House Made of Dawn because its theme and stmcture reaffirmed the centrality of 

ritual and spirituality in Native American fiction (Song 11), and for those Native-

American authors Allen classifies as Second Wave, ritual and spirituality enable 

the characters to achieve "reintegration or 'enwholement'" (Song 10). This is 

possible, Allen believes, because "[t]heir redemptive transformations bespeak the 
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inner truth that the oral tradition as well as most of the old tribal lifeways were 

designed to symbolize" (Song 10). Hillerman's incorporation of Navajo ritual 

stories that enact healing aligns him with those Second-Wave Native writers 

who, Allen claims, effect"... a retum of the nati\ e narrative to its originating 

tradition" (Song 10). His insistence on the centralit\ of ceremonial ritual goes 

beyond the redemptive purpose found in Second-Wave fiction, however, for in 

the Navajo-detective novels, both Navajo and Anglo worlds are redeemed by 

spiritual tmths. 

Because the redemptive powers of Navajo spirituality in the Hillerman 

novels go beyond the salvation of The People to a reversal of the traditional 

Self/Other privileging, it is the strongest link between Hillerman's fiction and 

Third-Wave Native fiction. For Paula Gunn Allen and many other Native critics, 

"[t]he period of conquest and colonization led to a massive displacement of ritual 

from the center of Nafive life to its margins" (Song 12), and one of their 

objectives is reversal of that displacement. Hillerman shares that objective, for, 

despite his Anglo Catholicism, he re-places ritual and spirituality in the center of 

Navajo life-even when his two protagonists work in the colonizers' legal 

stmcture—and it is Leaphom's and Chee's connectedness with Navajo spirituality 

that enables them to gain ascendency over the Anglo investigators and thus 

reverse the traditional "power" roles of colonialist culture. Michael Porsche sees 
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this reversal most clearly in A Thief of Time and says of Hillerman's two 

policemen that 

. . . they are motivated by their desire to keep a certain 
harmonious balance intact, a balance that includes white norms 
and values only insofar as they seem absolutely necessary. The 
scales are thus quite different, because the white world-the 'other' 
world-is the intmder bringing discord and threatening the Navajo 
world and its fundamental concept of hozro. (187) 

This reversal of the SelC^Other roles in the mix of Anglo and Native characters 

that populate Hillerman's novels is both essential for the traditional Other to gain 

ascendency and indicative of the success of Hillerman's Native voice-and a 

triumphant voice, at that. 

Hillerman's work shares identity with other elements of Third-Wave 

fiction, as well. Allen notes that Third-Wave Native fiction incorporates "the 

oldest First Nations traditions," marked by such elements as "[i]nclusion, 

incorporation, and transformation of alien elements into elements of ceremonial 

significance. . ." (Song 13). Strenski and Evans identify the spiritual elements 

with the convention in the mystery genre of a protagonist who " . . . may also be 

a religious figure with a spiritual orientation toward the problem of evil and 

good, in which case the search to understand and find the murderer takes on a 

sacramental character" (205). This "sacramental" quest explains the spiritual 

universality in such works, they say, for "[t]he detective acts and suffers on 

behalf of a community disrupted by the crime. Once the crime is solved, the 
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community is restored to grace" (Strenski and Evans 208). Strenski and Evans 

classify Hillerman's Navajo-detective fiction with other mystery novels "with a 

spiritual orientation" and delineate the means by which Hillerman effects healing 

for both Anglo and Navajo communities. In the Navajo novels, they say, 

Hillerman's procedure is to set up an alienated figure and play him 
off against the ceremonial life in which tribal members find 
identity and meaning. The lore connected with the protective and 
healing ceremonials . . . provides much of the metaphysical 
context in his fiction, suggesting both threatened disruption and 
recovery. (208) 

Both Hillerman's fiction and the Native fiction of the Third Wave offer this 

recovery for all communities by effecting both neutrality of and reversal of the 

evil of the Self culture. In Third-Wave fiction the essential power is spiritual, 

and the essential spiritual movement is toward inclusion, not the alienation of 

Self/Other polarities. 

It would be a disservice to Allen to imply that the spiritual interactions of 

colonialist and Native cultures in Third-Wave fiction weaken Native spiritual 

identit\, for she also adds that Third-Wave works " . . . examine the manifold 

ways in which spirituality and its system of values, attitudes, customs, and 

manners define the Native world. . . . " (Song 14). By asserting the centralify of 

and the "worthiness" of their spiritual values. Native Americans of the Third 

Wave authenticate their identity as Self, not Other. Hillerman's willingness to 

accept the validity of Navajo beliefs without feeling the necessity to 
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"Christianize" them allows him to speak more authentically about Native 

spirituality than many other Anglo authors. Hillerman's comments, "I like people 

who believe in things . . . " and "I've always been interested in cultures that are 

based on metaphysical positions" (Parker and Parker 13), explain his talent for 

portraying Native spirituality without condescension. In Hillerman's eyes, the 

Navajo's or the Hopi's "metaphysics" are validated by his beliefs. 

An additional quality of Third-Wave fiction, Allen says, is that it 

considers " . . . some of the consequences of living within a particular paradigm 

. . . [which] assumes that human social and physical well-being requires an 

openly acknowledged relationship to all variefies of consciousness. . . " (Song 

14). In this paradigm, the " . . . focus shifts from history and traditional culture 

unalterably opposed to Anglo-European culture to urbanity and a more 

comprehensive, global perspective" (Song 14). Bakerman links Leaphom and 

Chee with global perspectives when she points out that,". . . in order to be able 

to solve crimes, they constantly work toward understanding the perplexing 

mores of various cultures-to grasp the pattems by which their neighbors 

ftmction" (21). Bakerman's insistence that Leaphom and Chee be both aware of 

and knowledgeable about the various cultures that surround them is supported by 

numerous examples in Hillerman's novels. In all the Leaphom novels his 

fascination with anthropology illustrates his openness to other worlds, and in 
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Dance Hall of the Dead, he is drawn into the Zuni Shalako ceremony. In that 

scene, Hillerman says, one of the huge birds 

. . . hooted and its strange white-rimmed eyes stared for a moment 
direcfly into Leaphom's. The policeman saw it with double vision. 
He saw it as a mask of tremendous technical ingenuity, a device of 
leather, embroidered cotton, carved wood, feathers, and paint held 
aloft on a pole, its beak and its movements manipulated by the 
dancer within it. But he also saw Shalako, the courier between the 
gods and men, who brought fertility to the seeds and rain to the 
desert when the people of Zuni called, and who came on this great 
day to be fed and blessed by his people. (224) 

This "double vision" is essential for the "inclusion, incorporation, and 

transformation" in Third-Wave fiction and is most easily seen in Hillerman's 

fiction in the character Jim Chee. 

As a spiritual leader for The People and as a Singer, Chee's first 

commission is to take on the masks of Anglo culture in order to fully understand 

his own Navajo spirituality. In People of Darkness his teacher Frank Sam Nakai 

explains, "Boy, when you understand the big, you understand the little. First 

understand the big," and, Hillerman explains,"... that would mean, in this case, 

that if Chee leamed to understand all men (the big), he could understand white 

men (the little)" (160). Both Leaphom and Chee are required to do more than 

study and understand Anglo culture and spirituality; they must both come to a 

realization that the Self/Other differentiations are simulations. This erasure of 

differences is possible only in the spiritual realm and only when Hillerman's two 
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Seekers discover the balance that mediates between the two cultures that 

permeate both their personal and their professional lives. Only through their 

global vision and their acknowledgement of "all variefies of consciousness" are 

Leaphom and Chee able to explore the consequences of the paradigm that shapes 

their daily lives and individual wholeness. 

Allen's insistence on "a more comprehensive, global perspective" carries 

Third-Wave fiction and its critical analyses beyond the constrictions of the 

Self/Other oppositions of early Native fiction into the circular hoop of Native 

spirituality. The sacred circle is drawn not to exclude but to include. Her 

earliest encounter with "the sacred hoop," Allen explains, was her mother's 

dictum, "Life is a circle, and everything has its place in it. . ." (Sacred 1). This 

encircling is effected in two ways in Third-Wave fiction; in the centering of 

spirituality in the text and in the circular constmction of the narrative itself 

In the Third Wave, Allen insists, the centering of spirituality in the text 

occurs because "[r]itual or ceremonial understanding of every aspect of human 

experience is a central preoccupation of Native literature, and . . . every work 

reflects the embedded presence of ritual understanding in native life and 

thought" (Song 14). It is Allen's contention that, "[i]n various ways, every third 

wave work responds to old traditions by employing devices and themes drawn 

from them-like the trickster or war-and marrying them to devices and images 
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drawn from modem American life" (Song 14). In Tony Hillerman's Navajo-

detective fiction there are counfless instances of his borrowing from and 

incorporation of Navajo legends and themes, from his use of witchcraft beliefs to 

explain motive to the Hero Twins motif in his creation of the two Navajo 

policemen whose continuing quest is to save The People from the monsters. 

Hillerman's characters also wrestle with questions of identity in a 

culturally conflicted world, and Leaphom and Chee find answers to those 

questions in Navajo ritual and spiritual world view; as they move continually 

between Navajo and Anglo cultures in both their personal and professional lives, 

they draw everything into the Sacred Hoop. In doing so, they conform to Allen's 

last criterion for Third-Wave texts, the specification that 

[t]he questions of identity and of the boundaries of consciousness 
and race permeate all First Nations texts, relating them securely 
both to the tribal tradition from which they spring, and to the 
larger American world in which they exist. (Song 16) 

In that mediation between Anglo and Navajo worlds, Leaphom and Chee bridge 

the Self/Other dichotomies of the traditional American canon and become 

Vizenor's "warriors of survivance" who "undermine the literature of dominance." 

The detective-novel format that Hillerman has chosen to convey Native 

American spirituality is also a traditional narrative form in the historical canon 

and, as such, seems an unlikely medium for the Sacred Hoop. Hillerman, 

however, escaped the rigid linearity of westem "formula fiction" when he chose 
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Navajo spirituality as the center of his detective novels. Jan Roush sees the 

image of the Sacred Hoop in Hillerman's " . . . accurate portrayal of that body of 

Navajo beliefs and tradifions which comprise the Navajo Way," and adds that, 

. . . as he focuses more on portraying these traditions and beliefs, 
the action-the strong, linear thmst of the detective story mode-
loses its momentum; instead the narration takes on the apparently 
circular motion of a Native American storytelling event in which 
many seemingly disparate threads become woven together. (101) 

Thus, Hillerman's centering of Navajo spirituality in his detective fiction 

restmctures the genre, restores harmony, and places his fiction firmly in the 

Native canon. 

The placement of Hillerman among the masters of Native-American 

Third-Wave fiction, however, gives rise to further questions of authenticity of 

his Native voice, especially for those Native writers and critics, such as Vizenor 

and Allen, who feel that Native Americans are the ones who must be the 

"postindian warriors" who re-form Native narrative forms. In "American Indian 

Spirituality as a Countercultural Movement," Amanda Porterfield addresses the 

concerns of Native critics when she asserts that "[d]istinctions between authentic 

spokespersons and pretenders is a persistent theme in discussions about 

American Indian spirituality" (153). Acknowledging that "[r]epresentatives of 

American Indian spirituality who actually participate in tribal culture speak with 

the authority of tribal rootedness" (152), Porterfield also adds that "[s]ome direct 
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connection with tribal cultures is essential to the religious movement of 

American Indian spirituality because its function is one of mediation 

between tribal and middle-class westem culture" (154). An insistence on the 

mediatory function of spirituality is a recurring theme in Hillerman's detective 

fiction and acts itself as another instance of his alignment with Native writers. 

Porterfield notes that modem Native writers are concemed with re-stmcturing 

society on their own terms and contrasts those writers with earlier Native authors 

when she asserts,"... while leaders of earlier movements worked to preserve 

Indian cultures against destmction and assimilation, proponents of American 

Indian spirituality work for the transformation of American culture in terms of 

Indian values" (155). 

Recent Anglo usurpations of Native spiritual values such as the "New 

Age" movement are seen by some as American Indian spirituality's 

transformation of American culture, but these usurpations simply reinforce the 

dominance of Anglo culture and create simulations of Native spirituality. 

Whenever Native spiritual values are incorporated into the moral stmcture of 

Anglo culture, the result is condescension, for, in Anglo culture, moral values are 

not always regarded as essential spiritual tmths. Porterfield insists that Native 

spirituality must not simply reinforce selected Anglo moral stances; the tme 

representation of Native spirituality in westem cultures is, instead, subversive. 

60 



She adds that 

[c]ontemporar\ spokespersons for American Indian spirituality 
stand in a different relationship to American culture than their 
prophetic predecessors. As educated members of American 
society. the\ interpret Indian spirituality in wa\ s that address 
tensions within American culture . . . [and] look to the 
revitalization of Westem culture. (162) 

It is a tribute to the universality of Hillerman's vision that Porterfield lists him as 

one of those spokespersons who. 

. . . in their representation of American Indian life to audiences 
that include persons of non-Indian descent. . . call all Americans to 
a tmer and purer understanding of God, to an ethic of peace and 
justice, and to an aesthetic of natural simplicity (162) 

As a counter-cultural subversive Hillerman defies Allen's pronouncement that 

Indian authorial control is necessary' for Native "resistance to cultural and 

spiritual genocide." 

Hillerman insists that the Self/Other divisions be erased, and his refusal to 

name Native Americans spiritual "Others" enables him to represent Nati\ e 

spiritualit\ with a strong, clear voice. Examples of this spiritual subversion in 

the Navajo-detective fiction are numerous, for his novels are highlx moral. 

"religious" treatises. The central elements of Navajo spiritualit} of interest for 

this stud\'. however, are found in the recurring images of land, ceremonv. m\th. 

and justice. Michael Porsche insists that" . . . crime fiction . . . fulfills the 

readers' fundamental desire for harmon\ and order" (185). and an 
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examination of Hillerman's spiritual voice reveals that Navajo spiritual values 

encircle each text, restoring harmony and order in that conflicted world, bounded 

by four sacred mountains, called Dinetah. 
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CHAPTER W 

DINETAH THE COUNTRY OF THE SOUL 

High up in the hills of northem New Mexico, just to the east of the 

original Dinetah, lies the Pecos Benedictine Monaster} Less than an hour's 

drive from Santa Fe, the monastery offers the traveler a doorway through which 

he may step almost instantaneously from the exterior world of doing into the 

interior world of being. The search for being, for an understanding of self, 

draws people from all over the world to this physical desert of natural harmony 

from the spiritual desert of chaos and disharmony they sense in the world around 

them. The flight to the desert in search of spiritual harmony has been part of 

man's quest for wholeness throughout his collective history, and few visitors to 

the Pecos Monastery escape the feeling that this place for seeking peace and 

harmony of soul has been set in the perfect landscape for such a joumey-the 

Southwest—by spiritual design. As they follow the investigations of Joe 

Leaphom and Jim Chee, Hillerman's readers make their own pilgrimages in this 

healing landscape, for. as John Sobol explains, "[w]e have all of us canyons and 

deserts in our minds, dim genetic memories of wandering and of awe before the 

immensity of nature. It is that deeply rooted collective memory which Hillerman 

awakes with his natural descriptions" (68). 
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A feeling of mystical presence is very real when one looks upon the 

landscape of the Southwest. A region of scarce water and endless vistas, the 

Southwest has been a spiritual homeland for counfless people, both indigenous 

and transplanted to the region. And for both these groups, a retum to this 

landscape, be it a daily awakening or a joumey's end, is a retum home. 

J. Frank Dobie says in "The Writer and His Region" that "writers will 

always be listening for the rhythms of their living places" (5), and many artists 

and writers have found these rhythms of nature in the desert Southwest. This 

region has become a "living place" itself, the setting for the Westem, a fictional 

genre whose appeal transcends cultural boundaries. In "Literary Conquista: The 

Southwest as a Literary Emblem," Karl Doerry classifies both Karl May's and 

Tony Hillerman's novels as Westems and attributes their appeal, in part, to 

locale, asserting that" . . . no other literary region in America, perhaps, indeed, 

in the world, has proven as durable and as universal as the Southwest." Doerry 

sees the Westem as a realistic genre, and adds that "[i]n realistic fiction, as in all 

fiction, region is used symbolically . . . . for the connotations and suggestive 

overtones it can contribute to the work's overall meaning" (439). It is important, 

however, to avoid reading Doerry's commentary as a statement that the 

Southwest is merely a setting, a backdrop for the action of "realistic" Westem 
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fiction, for the Southwestem writer's sense of place goes beyond awareness to 

engagement. A sense of place is a relationship with a region. 

Other critics have noted the importance of the land in Hillerman's works. 

Michael Porsche asserts that "[n]o contemporary American writer since William 

Eastlake has made the landscape of the American Southwest as dominating a 

factor of his work as has Tony Hillerman" (183), and Fred Erisman analyzes 

Hillerman's sense of place and identifies "[t]he interrelation of persons and place 

. . [as] the nucleus of his . . . non-fiction" (Tony 11). He agrees with Doerry 

that Hillerman's " . . . works . . . establish his place in Westem American letters" 

(Tony 46). For Erisman, Hillerman is a veritistic Westem writer who, "[a]bove 

all,. . . brings to his writing the veritist's consciousness of the compelling power 

of place" (Tony 47). 

In "Hillerman's Uses of the Southwest," Erisman ties Hillerman more 

firmly with the Westem genre, asserting that Hillerman's writing shows ". . 

that the literature of the West is a body of writing uniquely related to a particular 

region, a particular locale, a particular/^/^c^. . ." (9). Having observed " . . . 

Hillerman's sensitivity to the regional landscape" (11), Erisman also classifies 

him as a " . . regionalist, the Southwestem native attuned to the locale's 

complex uniqueness, the strata of human history that it embraces, and the subtle, 

powerful impact that it has on human life. . ." (10). Erisman notes that 
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Hillerman's sense of place is not simply an appreciation of the landscape and 

concludes that "[l]ess obvious and far more complex is his recognition that place 

has an impact upon people. . . [for] he makes very plain his understanding that 

place and life are related" (14). In an examinafion of Hillerman's use of 

landscape in his Navajo-detective novels, it is important to determine the nature 

of that relationship between life and place. 

Jack Schneider registers his appreciation of Hillerman's fictional 

landscapes when he observes that" . . . Hillerman has richly textured his 

narratives with graphic scenes of a Southwestem landscape that is at once 

beautiful and terrible to behold. . ." (151-152). Schneider offers yet another 

function for landscape beyond aesthetic appreciation and proposes that, 

. . . in the Hillerman fictions, setting becomes more than just the 
colorful but passive background against which the drama of crime 
and pursuit is set in relief Rather, setting assumes an active role in 
the novels, determining the nature of and the circumstances 
surrounding the crime, shaping and controlling the detection 
process itself, and dictating the terms of the resolution. (152) 

To leave the assessment of Hillerman's settings with the role of usefulness in 

"shaping and controlling the detection process" and solving the crime would be 

to do Hillerman a disservice, however, for the role of Dinetah is considerably 

more in his mystery novels. 

Karl Doerry sees the role of landscape in Westem fiction as a moral rather 

than a functional convention. He believes that ". . . the American Westem uses 
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the open spaces, the harsh, clear light, and the wide vistas as an emblem for the 

clarity of the moral conflict..." (441). For Doerry, the mystery novel is 

essentially a novel of "moral conflict," and he concludes that Hillerman " . . . 

tumed to the . . . [Southwest] as a source of images to revitalize the popular 

fiction genre he was writing in, the detective novel" (446). Doerry further states 

that 

[t]he detective novel came into being at about the same time as the 
westem,. . . [and] [b]oth genres share certain formal features: the 
quest, the moral nature of the conflict, and the opposition between 
the forces of evil and a lonely upholder of righteousness. . . . (446) 

This description of the detective fiction as a purveyor of conflicting moral values 

is accurate, and Leaphom and Chee may be seen as Doerry's "lonely upholder of 

righteousness" in any one of Hillerman's Navajo-detecfive novels. 

Although Hillerman admits that his first novel Tire Blessing Way, in 

some ways "makes . . . [him] flinch" (Hillerman and Bulow 17), one of the 

book's many strengths is its introduction of two characters central to the later 

Hillerman canon: Joe Leaphom and the Navajo Reservation. The relationship 

of each human character to the landscape is significant, for it is those who live in 

harmony with the land who represent the correct moral stance. Bergen McKee, 

for example, appreciates the beauty of a land where 

the sandstone cliffs of a butte rose abmptly to the north and west-
a hundred centuries of talus at its base, then two hundred feet of 
sheer, smooth reddish stone, with streaks of dark discoloration 
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from seepage, then a softer gray layer of perlite, pocked and carved 
with blowholes and caves, and above this the overhanging cap of 
hard, black igneous rock. . . . To the north and east, the country 
was a fantastic jumble of colossal erosion dominated by another 
towering flat-topped butte. (82) 

McKee moves in harmony with the land and avoids danger when he correctly 

interprets the movements of "[a] burrowing owl.. . [that] swerved suddenly 

away from the outcrop, flapped its wings wildly, and disappeared in the darkness 

down the canyon" (120) as an indication that his hunter was nearby. The enemy 

he defeats is the Big Navajo, whose natural harmony with the land has been 

dismpted by his relocation to Los Angeles (260), a dismption that leads first to 

his spiritual emptiness and, uhimately, to his physical destmction. 

Leaphom also engages the Big Navajo through his reading of the 

landscape, and he first began to unravel the mystery when he ". . . led his 

borrowed horse the last steep yards to the top of the ridge behind Ceniza Mesa" 

(207) and examined the tracks of the Big Navajo's tmck. His first reading brings 

satisfaction: 

Almost immediately he found exactly what he had hoped to find. 
And when he found it the pieces of the puzzle locked neatly into 
place-confirming his meticulously logical conclusions. He knew 
why Luis Horseman had been killed. He knew, with equal 
certainty, that the Big Navajo had done the killing. (207) 

His satisfaction is short-lived, however, for later, "[a]t about ten minutes after 

four o'clock. Lieutenant Leaphom found something he had not expected to find 
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on the Ceniza ridge. And suddenly he was no longer sure of anything" (207). 

What IS missing from the equafion is motive, and, like McKee, Leaphom is 

unable to join the puzzle pieces until he realizes that the killer will not act as one 

would expect a Navajo to act because he has no spiritual connection to the 

Navajo homeland. After both McKee and Leaphom make the necessary 

connections, the mystery is solved, and Leaphom admits that he was slow to see 

the pattern and, thereby, understand the motive for the crime because he didn't 

take into consideration the Big Navajo's alienation from the spiritual Navajo 

homeland (282). The motives of the Navajo who has been tom from the land 

cannot be judged because the alienation engendered is not simply a physical 

unfamiliarity with the pattems of nature but, more importantly, a spiritual 

alienation from the pattem and harmony of the soul of the landscape itself 

This insistence on the conformation to pattems and harmonies in 

landscape and character continues in later Hillerman novels, and Leaphom's 

skills in reading both land and character are legendary. Hillerman asserts 

Leaphom's superiority in reading landscape in Dance Hall of the Dead, by 

Leaphom's own assessment,"... there were no better trackers than himself 

(184). Leonard Engel insists that 

Leaphom's persistent, almost obsessive, search for pattem fulfills 
not only his role as a tribal policeman, but verifies his perception 
of the tmth of the Navajo Way. This logically means 
reestablishing his position in relation to the earth; therefore, a vital 
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relationship to the land is a cmcial ingredient both to Leaphom's 
detecting techniques and to his . . . Navajo identity. (112) 

Engel's observation that a relationship to the land is vital to Navajo identity is 

both perceptive and linguistically accurate, for the very name "Navajo" is a 

derivation of". . . [t]he word 'Navaju'. . ., a place name, not the name of a 

group of people" and was given the people occupying that portion of the Chama 

Valley and San Juan Basin in the seventeenth century (Bailey and Bailey 12). 

Each time that Leaphom and Chee read the signs and clues in the land and the 

elements, then, they re-connect with their historic origins, but the more 

important connection for them is with mythic origins. 

In Navajo Symbols of Healing Donald Sandner observes that, in Navajo 

ceremonials, "[o]ne of the main fijnctions symbolic healing shares with 

mythology in general is the constmction of a symbolic world in which the 

indi\ idual can feel familiar, safe, and comfortable" (195). When Leaphom and 

Chee engage the landscape, they are reminded of the mythic images of Navajo 

ceremonials, in which the drypaintings are " . . . equivalent to a magical 

recreation of the world. . ." (Sandner 195). Sandner further explains that the 

symbolism of Navajo ceremonials 

. . . has a definite purpose: to link the mythic events to physical 
reality, just as the prayers do when they begin with familiar places 
and proceed to mythic ones. This allows the psyche to fix on 
well-known images such as familiar mountains, rivers. 
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canyons, etc., and then gradually move beyond them into an 
inner mythic landscape. (202) 

This reconciliation of the inner mythic landscape with the outer, physical 

landscape brings Leaphom and Chee into the spiritual relationship with the land 

that confers identity upon them. 

In Dance Hall of the Dead, for example, Leaphom's oneness with the land 

is reasserted when he again reads the pattems in both landscape and criminal 

activity in order to track George Bowlegs in the mountains. In careful and 

meticulous examinations of the land, he reconstmcts the sequence of events 

leading to Emesto Cata's death (72) and finds the flint lance point that is the 

"keystone" of the crimes (219). Thus, Leaphom's readings of the landscape are 

essential to his solving the crime, but, more importantly, his entering into a 

relationship with the land while solving the crime renews his place in the natural 

pattems of life. Engel points out that" . . . Leaphom has to actually beon . . 

[the land], walk on it, even crawl on it" (116). These actions enable Leaphom to 

successfully engage in the moral stmggle between policeman and killer, but. 

beyond that, his engagement of the land itself enables Leaphom to become 

spiritually attuned to the pattems and harmonies of Dinetah. 

It is clear that a reading of Hillerman's Navajo-detective novels as 

intriguing Westem mysteries that cleverly utilize landscape as a utilitarian 

method of detection or a metaphorical vision of morality is inadequate. For 
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Leaphom and Chee, and for Hillerman himself, the landscape is not simply 

Doeny's "emblem for the clarity of the moral conflict." In Hillerman's fiction the 

land is a spiritual entity in itself 

The plethora of descriptions of writers' responses to the Southwestem 

landscape calls for clarification of terms. "Landscape" implies a physical 

assessment of contour, of composition, perhaps an appreciation of a beauty and 

nature outside oneself; "sense of place" includes that physical appreciation and 

adds an awareness of the cultural practices of a region, including such cultural 

intricacies as a moral code perhaps shaped by or demanded by both physical and 

cultural contours; but a spiritual response to the land connotes a merging of 

those physical and cultural contours with one's soul. Rudolfo Anaya clarifies the 

nature of this spiritual kinship when he says. 

In speaking about landscape, I would prefer to use the Spanish 
word la tierra, simply because it conveys a deeper relationship 
between man and his place, and it is this kinship to the 
environment which creates the metaphor and the epiphany in 
landscape. (98) 

Other Southwestem writers have attempted explanation of the epiphanic 

ftmction of the land. William T. Pilkington reports that "[D. H.] Lawrence once 

wrote. . . , when he first saw the brilliant light of northem New Mexico, 

'something stood still in my soul, and I started to attend'" (503). In her 

compilation of authors' responses to the Southwestem landscape, Cynthia Farah 
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found the same common theme: the imperative to write, to create, is for many 

Southwestem writers rooted in their oneness with the landscape itself In the 

nierging of land and heart, these writers find the spiritual milieu for both their 

lives and their work. In describing this phenomenon, Sabine R. Ulibarri says, 

"The land and the sky demand a response,... so the land, the river, and the sky 

flow into my soul and through my arm unto my writings" (Farah 88). 

The joining of sky and soul described by Ulibarri comes inwardly, in a 

spiritual joumey. Alexander Blackburn defines the spiritual transformations in 

this joumey as a merging of exterior and interior landscapes. In his introduction 

to The Interior Country, Blackbum speaks of ". . . the soul's joumey spatially 

into the interior of the continent, temporally into the interior of the past to effect 

redemption through acceptance, and spiritually into self-transcending depths of 

interior landscape" (ix). Both Tony Hillerman's fiction and his non-fiction 

illustrate this movement of the soul "into self-transcending depths of 

interior landscape," an intemalization of both beauty and values. Erisman speaks 

to the joining of land and soul when he names Hillerman as a writer whose West 

is one " . . . in which . . . tradition, landscape, history, and myth quietly endure, 

helping those who accept their teachings to become persons at one with region 

and society" (Tony 46-47). In Hillerman's writings tradition, history, and myth 
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are tied together in the landscape, and the landscape is both metaphor for those 

deepest of spiritual teachings and the instmment of epiphanic healings. 

Evidence of Hillerman's spiritual oneness with the region abounds in his 

non-fiction. As a worshipper at the altar of the Southwestem landscape, 

Hillerman calls the traditional Navajo homeland of Dinetah "America's very own 

Holy Land" ("Our" 91), and his works are replete with descriptions of his 

adoptive "land of the soul." In "The Mountain on the Guardrail at Exit 164B," he 

contrasts Anglo and Native American relationships with the land and catalogues 

the ways the land soothes his spirit as he flees "the nightmare of urban America" 

(24). Inviting his reader to share his "... escape each aftemoon from the world 

of Exit 164B, depleted by the day," he says. 

If you look across the guardrail it is there, reminding you of a 
different world, of silence, and the smell of fir, and the possibility 
of wild turkey . . . . [T]he Turquoise Mountain is 62.7 miles from 
this noisy intersection. In another sense the distance is infinite. 
(25) 

In the essay "Our Own Holy Land" Hillerman's appreciation for the spiritual 

distance of the holy landscape of Dinetah is reinforced by a description that 

moves from an observation of the physical contours of the land to a recognition 

of its spiritual soul. On one trip, he says, he 

. . . looked across hundreds of square miles of dry country-eight 
inches of rain on a wet year, an infinity of needle grass, grama, 
snakeweed, fringed sage, and rabbit bmsh. The land is tan and 
gray, freckled here and there with the dark green of junipers, 
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streaked and dappled with cloud shadows. Beyond this great bowl 
of prairie rise the shapes of Noer Butte, Chicken Mountain, and 
dim blue with distance, the Zuni range where Spider Grandmother 
led the Zunis to the Center of the Universe. There are the 
Cebolitos; Mesa Gigante, where the Lagunas have their villages; 
and-looming above them all-the Turquoise Mountain of the 
Navajos. It is an arid landscape, inhospitable, almost empty, with 
none of the lush green that spells prosperity. It is built far out of 
human scale, too large for habitation, making man feel tin\, 
threatened, aware of his fragility and mortality. Perhaps that is 
why it is good for me-why I seem to need it, and retum at every 
excuse. (92) 

The passage is long but significant, for it demonstrates the natural ease with 

which Hillerman draws Native American "mythology" into his portrait of the 

land. The references to Spider Grandmother and the Turquoise Mountain are 

spiritual landmarks, ones seen by spiritual eyes. Hillerman's response to the land 

is not merely an aesthetic appreciation of its fierce beauty; it is the response of a 

thirsty soul to the healing power of Dinetah. 

Despite his coming relatively late to this land comered by the Four Sacred 

Mountains, Hillerman's pilgrimage to Dinetah was a joumey home, a 

homecoming similar to that of John Nichols, another transplanted New 

Mexican. Nichols described his country of the soul when he said. 

Before I even knew the name of this place I could have proven to 
you that it had always existed in my heart, and in the hearts of my 
family that went before me. . . [for] . . . deep down I have always 
understood the pattem of clouds over these tiny pastures. . . . I 
have played these same tunes before on my mother's guitar, on a 
great-grandfather's clarinet. (Mountains 12) 
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The tunes played in Hillerman's Navajo-detective fiction are the ceremonial 

songs and the voices of the Southwestem landscape, and the pattem in the 

clouds is the pattem of spiritual harmony. In the Navajo-detective novels, 

Hillerman draws evocative portraits of this land of his soul, allowing the reader 

to enter holy ground through the characters Joe Leaphom and Jim Chee. As 

children of Dinetah, Leaphom and Chee daily reaffirm their oneness with the 

land and tum to it for spiritual strength and healing. 

Two recurring symbols of the healing power of Dinetah in Hillerman's 

Navajo-detective novels are myth and rain. The image of rain as a revitalizing 

force is not unique to Navajo culture or theology, of course. The semi-arid 

climate of the desert Southwest is a natural setting for an appreciation of, if not 

the worship of, the life-giving forces of rain. After a desert rainstorm, the air is 

cool and fresh, the landscape glows with unaccustomed shades of green, desert 

cacti open with brilliant shades of yellow and scarlet, and once-parched ground 

teems busily with animal life and iridescent insects. Leaphom and Chee bask in 

the refreshment of rainfall just as any country desert-dweller might, as shown in 

countless passages. In The Dark Wind, for example, "Chee leaned against the 

tmck, enjoying the cool, damp breeze which the cloud was now producing, 

enjoying the contrast between the dappled browns and tans of the First Mesa 

cliffs and the dark-blue sky over them" (310), and in Listening Woman, 
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Leaphom draws healing strength from the hard, driving male rain that surrounds 

his carryall as he ". . . sat, engulfed in sound." In pure enjoyment, "[h]e glanced 

at his watch, and waited, enjoying the storm as he enjoyed all things right and 

natural-not thinking for a moment about any of the unnatural affairs that 

involved him" (203-204). 

All Hillerman's descriptions of landscape and clouds are poetic hymns of 

praise, a fact well illustrated in the carryall scene. The reader is led into the 

scene with language that draws graphic images and evokes the crispness in the 

air when he is told that 

[t]he nucleus of the cloud formed about noon over the Nevada-
Arizona border. By the time it trailed its dark-blue shadow across 
the Grand Canyon, it had built into a tower more than a mile from 
its sparkling white top to its flat, dark base. . . . Fierce intemal 
updrafts pushed its cap above thirty thousand feet. There the mist 
droplets tumed to ice, and fell, and melted, and were caught again 
in updrafts and soared into the frigid stratosphere, only to fall 
again-increasing in size with this chuming and producing 
immense charges of static electricity which caused the cloud to 
mutter and gmmble with thunder and produce occasional 
explosive bolts of lightening. These linked cloud with mountain 
or mesa top for brilliant seconds, and sent waves of 
echoes booming down the canyons below. And finally, the icy 
droplets glittering at the cloud-top against the deep-blue sky 
became too heavy for the winds, and too large to evaporate in the 
warm air below. Then thin curtains of falling ice and water 
lowered from the black base of the cloud and at last touched the 
ground. (Listening 202-203) 
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As Leaphom watched and listened, 

[t]he sun slanted into the falling water, creating a gaudy double 
rainbow which seemed to move steadily toward him . . ., a torrent 
of rain and hail swept over . . . [his] vehicle . . . [and] [t]he screen 
of falling water dimmed the landscape for a moment, the droplets 
reflecting the sun like a rhinestone curtain. (Listening 203) 

That such poetic passages suggest escape and renewal is unquestioned, but the 

symbolic healing qualities of rainfall are deeper than physiological response in 

Hillerman's novels. For his Native American characters, both Pueblo and 

Navajo, rainfall is linked with spiritual mythology and ritual. 

One representative example of the interconnectedness of rainfall and 

spirituality is in The Dark Wind. Images of water and rain weave the disparate 

stories together into a spiritual pattem of life that conforms to the harmonies 

inherent in land and life. In one of his three fictional forays into Pueblo spiritual 

representations, Hillerman centers his mystery around the Hopi Niman Kachina, 

a ritual ceremonial whose purpose is to induce the gods to renew earth and spirit 

with rain. The novel begins with a Hopi pilgrimage into the rabbit bmsh to 

gather spmce branches for the ceremonial, and the Messenger, Albert Lomatewa, 

insists that the murder the three Hopis discover be left unreported, because " . . . 

nothing must interfere with the cermonial. For almost a year the blessing of rain 

had been withdrawn. . . . The springs were drying. There was no grass left for 

the horses" (194), and nothing must hinder the Niman Kachina ceremony. 
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The second image of water in The Dark Wind is the sabotaged windmill 

Jim Chee has been assigned to watch. The ownership of the windmill is in 

question because of the Navajo-Hopi Joint Use land dispute, and the sabotage is 

at first attributed to Navajo-Hopi territorial stmggles (205). As Chee unravels 

the threads of the different cases he is assigned, however, the reader discovers 

that the windmill is sabotaged not for possession of the land itself but for the 

emancipation of the underlying spring from which the windmill draws. 

Because the Hopi ceremony will reverse the drought, the sabotage of the 

windmill is a spiritual necessity; one must not offend the kachinas in whose 

honor the spring is maintained as a holy shrine. When Chee finds Hopi pahos, 

"a little forest of feathered [prayer] plumes" (231), at the spring and makes the 

connection between the shrine's being dried up when the windmill is in working 

order (231) and its being seeped in "holy" water when the windmill has been 

vandalized (308), he understands the repeated destmction. A Navajo spiritual 

leader himself, Chee conspires with the Hopi priest Sawkatewa to permanently 

disable the windmill, and their lengthy conversation is punctuated by pounding 

rain and encircled by Hopi m>thology. The scene is evocative of the poetry of 

Hillerman's rain imagery elsewhere in his fiction, but it is especially noteworthy 

as a sensory portrait of the spiritual meaning water and rainfall have for the 

Native peoples of this region. 
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As Chee and the Hopi policeman Cowboy Dashee wind their way up the 

road to Piutki, Chee observes the gathering clouds and reflects that 

[o]ne cloud wouldn't break a drought, but it takes one cloud to 
start the process. For a thousand Navajo sheepmen across this 
immense dry tableland the cloud meant hope that rain, mnning 
arroyos, and new grass would again be part of the hozro of their 
lives. To the Hopis, rain would mean more than that. It would 
mean the endorsement of the supematural. The Hopis had called 
for the clouds, and the clouds had come. It would mean that after 
a year of blighted dust, things were right again between the 
Peaceful People of the Hopi Mesas and their kachina spirits. (310) 

At Piutki, Chee and Sawkatewa find commonalities in their respective holy 

stories, with Chee noting that the Navajos 

. . . are taught by . . . [their] Holy People, by Changing Woman, 
and by the Talking God how . .. [they] must live and the things we 
must do to keep ourselves in beauty with the world around . . . 
[them]," as "[t]he sound of thunder came through the roof, close 
[by] . . . . (318) 

As ". . . [t]he dampness of the rain . . . flooded into the room, filling it with the 

smell of water, the ozone of the lightning, the aroma of dampened dust, sage, 

and the thousand other desert things which release perfume when raindrops 

strike them" (320), Sawkatewa began to weave a long recital of Hopi spiritual 

development into the sounds and smells of the life-renewing rain. Throughout 

the listing of Hopi origins, migrations, clan development, ceremonial teachings, 

and spiritual beliefs, the reader is reminded that outside the darkened room "[t]he 
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hail converted itself quickly into rain-heav>', hard-falling drops" (320) of 

resurrection. 

Hillerman's insistence that rainfall has redemptive purpose is reinforced at 

the end of the novel, when Chee enters the ceremonially-closed Hopi village of 

Sityatki in his hunt for the killer, Jake West. The Hopi preparations for this holy 

night are elaborate and spiritually essential; everyone must leave the village or 

stay inside window-shrouded houses so that "[w]hen darkness came, no profane 

eyes would be looking out to witness the kachinas coming from the spirit world 

to visit the kivas and bless their new brothers" (Dark 363). Hopi kachinas, both 

representative and spiritual, move ritualistically around the village, and Chee, 

West, the renegade FBI agent Johnson, and the drug dealers who have been 

summoned by West are the kahopi interlopers. 

For the second time in the novel the Hopi ceremonial is interwoven with 

story and ritual and blessed with life-giving rain, and Chee stalks West in a 

landscape punctuated by lightning and "... the sound of drumming . . . and 

muffled voices raised in rhythmic chanting" that call forth an answering ". . 

bumping roll of thunder" (366) from the sky. Hillerman doubles the spiritual 

imagery of rain in his description of the ritualistic, house-to-house movement of 

the Hopi representers calling out to the kachina spirits, "Who are you?" 

Although " . . . nobody answers because nobody is supposed to be out except 
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Masaw and certain of the kachinas, coming into the village over the spirit path," 

Hillerman completes the spiritual encircling of the ritual with Cowboy's 

explanation of the imagined answer, "I am I" (Dark 367). 

This evocation of God's identification of herself to Moses as "I am" 

awakens deep spiritual memories for Hillerman's Judeo-Christian readership, and 

here Hillerman has subtly yet masterftilly underlined his belief that there is no 

Other in tme spirituality, that tme spiritual redemption knows no cultural 

boundaries. The Sityatki passage draws readers further into acknowledgement 

of the spiritual renewal that rain brings to both land and its inhabitants, however. 

The purpose of the long Niman Kachina, of which the Sityatki ceremonial is a 

part, is to persuade the kachina spirits to renew both land and people with life-

giving rain, and the ending to The Dark Wind brings closure to both crime and 

spiritual disharmony in " . . . a cold, thunderous torrent" (370). As at 

Sawkatewa's house, here the rain washes away both physical and spiritual 

drought, and the gods enact their judgment on Johnson, the cormpt Anglo agent, 

as he scrambles after the suitcase of cocaine in ". . . the roaring water of Polacca 

Wash. . . . and . . . [goes] sprawling backward downhill into what. . . [had 

become] Polacca River," sent to his death by the killer West (379). In a quick 

enactment of retributive justice, West dies, and Chee confronts the problem of 

explaining his own actions to Captain Largo. After having " . . . 
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listened to the rain. . .," Chee decides that justice has, indeed, been served, and 

he consigns the suitcases of cocaine to the flooded Wash. As Chee watches. 

" . . . [the first suitcase] floated briefly and then was sucked down into the 

boiling current," and he ". . . sent the second case spinning after it." As they are 

". . . lost in the darkness" of the roaring river, the reader understands that the rain 

called up by the kachina spirits has cleansed the land of life-threatening drought 

and spiritual enemies (382). The murder investigation is resolved; Chee is at 

peace; harmony is restored; and, through the power of spiritual stories, 

ceremonials, and the life-giving rain, people and land are redeemed. 

A second metaphor for the spiritual unit> of the land and the Navajo 

people is the intemment of the tribe at Bosque Redondo in the nineteenth 

century. It is no accident that Hillerman, in "Dinetah, If I Forget You," compares 

the Navajo exile to the exile of the Hebrews in Babylon. The twin laments at the 

beginning of his essay clearly make the connection as he places the "Ballad of 

the Exiles" from Psalms 137:1,5-

Beside the streams of Babylon we sat 

and wept at the memory of Zion. . . . 

Jemsalem, if I forget you. 

May my right arm wither-

in juxtaposition to Barboncito's plea to the Peace Commission: 

I am just like a woman, 
sorry like a woman in trouble. 
I want to go and see my own country. (299) 
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Reinforcing this visceral tie between land and people, Hillerman explains that 

[w]hat Dinetah means, when translated more or less literally into 
English, is 'among the people.'. . . Like Zion, Dinetah involves 
more than geography. It too is tied to ethnic identity, the 
supematural, a system of values, and a sense of identity. Like 
Zion, Dinetah is the Holy Land of its people. It is also a way of 
life. (299) 

Dinetah is both spiritual and historical homeland for the Dineh, and their exile at 

Bosque Redondo is forever a defining factor in Navajo world view and spiritual 

development. 

In their book A History of the Navajos: The Reservation Years, Garrick 

and Roberta Glenn Bailey give an historical account of the defeat and subsequent 

incarceration of the Navajo tribe. By their assessment, 

. . . the Navajo War of 1863-64 proved to be one of the most 
violent and decisive military campaigns ever waged against a 
major North American Indian tribe. Over 700 New Mexico 
volunteers under the command of Colonel Kit Carson invaded 
Navajo country. Fort Defiance . . . was reoccupied and renamed 
Fort Canby. . . [,and] General Carleton declared an 'open season' 
on the Navajos and their property. (9) 

After having been tricked, massacred, and starved into submission,". . . almost 

8,500 Navajos . . . made the long walk to imprisonment on a reservation outside 

the physical and spiritual boundaries of their four Sacred Mountains" (Bailey 

and Bailey 10). This exile, along with their mythological origins and rituals, was 

a defining spiritual force for the Navajo people, and Bailey and Bailey assert that 
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[t]he most striking changes in Navajo society have taken place 
since 1868, the year in which the Navajos were released from a 
four-year imprisonment near Fort Sumner on the plains of eastem 
New Mexico and allowed to retum to a reservation located in their 
former homeland-the high, dry plateaus and mountains of 
northwestem New Mexico and northeastem Arizona . . . (8) 

The purpose of the Bosque Redondo experiment, the Baileys maintain, was that 

the Navajo people might be ". . . easily controlled and readily converted into 

peaceful farmers," but 

[t]he plan to establish the Navajos as self-sufficient farmers failed 
because of poor planning, abuses in the supply system, and the 
unsuitability of the location. For four years the once wealthy 
Navajos lived in disease-ridden squalor, subsisting on rations 
issued by the govemment. (10) 

It was inevitable that this historical event become an integral part of subsequent 

Navajo life, and Hillerman capitalizes on the importance of the Bosque Redondo 

sojoum by making it central to the plot of Listening Woman. That the Bosque 

Redondo exile touched the spiritual life of the Navajos is also revealed in that 

novel, however, because the sacred paintings that both begin and end the novel 

are centered around one of the Bosque Redondo exiles, Standing Medicine. 

Ironically, it is the Anglo McGinnis who tells Leaphom the story, and his 

information is the clue that explains much of the pattem of the crimes Leaphom 

is unraveling, for Listening Woman's insistence that Hosteen Tso told her about 

the presence of several sand paintings at one time is out of pattem for Navajo 

ceremonials. With consummate storytelling skill, Hillerman gives McGinnis the 
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honor of linking the exile and the homecoming, in both spiritual and physical 

senses. Hillerman describes the scene: 

McGinnis rocked back in his chair, slowly telling how, in 1863, 
the territorial govemor of New Mexico decided to destroy the 
Navajos, how Standing Medicine had joined Narbona and fought 
Kit Carson's army until, after the bitter starvation winter of 1864, 
what was left of the group surrendered and was taken to join other 
Navajos being held at Bosque Redondo. (126-127) 

According to McGinnis, Standing Medicine " . . . died at Bosque Redondo in 

1865," but he left behind him the details of the ceremonial, given to the Navajos 

by Changing Woman and Talking God (127), that would enable them to ". . . 

call back the light and warmth, and . . . start the Fifth World" when the present 

Fourth World ends (128). This Sun Way or Calling Back Chant contained 

several sand paintings, which have been preserved in the cave Leaphom must 

enter to save the hostages. When he enters the cave, he discovers again that, as 

Farella asserts, " . . . [the inner forms of the mountains] are alive, they breathe, 

they have language, and they are useful. . ." (171). 

As Leaphom moves to the heart of the earth, he becomes one with the 

land both figuratively and literally, and the scene is a memorable portrayal of 

Sandner's mythic-reality linkage. On the one hand, the movement from darkness 

to light is a familiar image for a movement from ignorance to enlightenment. 

For the Navajo the joumey is much more significant, for, as Sandner notes, 

"[t]he strongest trend in the Navajo origin myths is the emergence out of 
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darkness and chaos into light and order" (112). Leonard Engel adds that" . . . 

the solution [to the mystery] will require a thorough knowledge of and virtual 

immersion in the land," for Leaphom " . . . will have to read the darkened, 

underground landscape as scmpulously and accurately as he is able to read the 

landscape above ground" (119). ft is true that Leaphom's physical movement 

down into the earth does provide him the means by which to resolve the mystery', 

but what Leaphom really "reads" in the cave is the metaphorical means by which 

the world might be saved, the hidden drypaintings of the Calling Back Chant. 

One of the archetypal forms in healing, Sandner explains, is ". . . the 

retum to the creation of the world, and the evolution of mankind as revealed in 

the tribal origin myths" (265). The Calling-Back-Chant paintings are just such 

archetypal forms of healing, at once the message for The People to retum to their 

origins and, simultaneously, the means by which humankind may be rebom after 

the Fourth-World destmction. In the cave, Leaphom finds the spiritual power of 

recreation literally inscribed on the very heart of the earth. The drypaintings 

seem to be only moderately important to the plot and pattem of the novel, but 

Hillerman's contrasting of myth and land with the non-redemptive, nihilistic 

actions of Jimmy Tso illustrates the necessity for humankind's nurturing a 

spiritual relationship with the landscape. Hillerman reminds his readers that the 

one who desecrates both land and myth in his cormpted version of salvation for 
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the Native peoples brings death; Leaphom, as an agent of harmony, brings life. 

As Engel puts it, Leaphom's " . . . search for pattem as metaphor of the quest for 

wholeness is unmistakable" (113), and wholeness is achieved only by entrance 

into both land and myth, the contour and spirit of Dinetah. 

Again and again in Hillerman's Navajo-detective novels readers discover 

the spiritual consequences of the Navajo's separation from his Holy Land. Both 

Leaphom and Chee leave Dinetah occasionally in order to pursue clues or 

criminals, and both long to retum home. In Ghostway, Chee's trip to Los 

Angeles leaves him " . . . depressed, nervous, frustrated, irritated, and generally 

miles from that condition for which the Navajo word is/zozro" (518). Driving 

home, however, he reaffirms his kinship with Dinetah, whose snow-covered 

peaks and crisp, clear air are "[b]eautiful to Chee . . . [because] [h]e was back in 

Dine' Bike'yah, back Between the Sacred Mountains, and he felt easy again-at 

home in a remembered landscape" (521-522). Likewise, in Talking God, Chee 

and Leaphom are in Washington, D. C, self-styled "Two Dineh among the 

Strangers" (327). After Leaphom retums home, Chee finds that "[t]he material 

splendors, the fur and polished leather of the hotel's guests, had replaced his 

nightmares with a depression" (328), and he tells Janet Pete, "I think I've been in 

this town long enough for a country boy Navajo" (337). Their need to get back 

to the sun-parched desert of Dinetah is a longing of the spirit, a need to be made 
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whole with and by their Zion, and the symbol that ties these twentieth-century 

Navajo policemen with their ancestral spiritual consciousness is the goat. 

The symbolic significance of the goat for the Navajo people is explained 

by their sojoum at Bosque Redondo. In "Our Own Holy Land," Hillerman 

contends that no one could understand the Navajo people " . . . without knowing 

what Dinetah means" (299). For the Dineh, separation from their homeland is 

death; retum is reaffirmation of identity and life. This concept is poetically 

illustrated in Barboncito's plea for The People trapped at Bosque Redondo to be 

retumed to their Holy Land. 

It is sadly ironic and strikingly colonialist that the United States 

govemment, unmoved for five years by the sight of Navajo prisoners of war 

living in "disease-ridden squalor [and] subsisting on rations issued by the 

govemment" (Bailey and Bailey 10) and the deaths of nearly 2,000 Dineh 

(Hillerman, "Barboncito's" 74), finally ended the incarceration of The People for 

financial reasons. Bailey and Bailey report that, "[b]y the spring of 1868, federal 

officials had judged the Bosque Redondo experiment a disaster that had to be 

quickly rectified" because ". . . the forced captivity of the Navajos was not 

economically feasible" (25-26). Their quotation of Gerald Thompson's 

assessment that ". . . the Navajos were retumed to their homeland because the 
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program had been so cosUy, not due to the military's humanitarian desires" (26) 

is striking and introduces the concept of value to the the relocation agreement. 

One would think that the Navajos and the govemment officials, in 

agreement that the Bosque Redondo sojoum should end, would agree on the 

homeland to which The People were to be sent, but they did not. Given a choice 

of moving to ". . . a reservation in Oklahoma Territory, an expanse of fertile 

farmlands and timber that was aswarm with game" or". . . the sometimes 

hungry beauty of Dinetah," The People chose Dinetah, an arid region William T. 

Sherman described to President Johnson as ". . . totally worthless and therefore 

. . . safe from the greed of white men." It was, he said, "as far from our future 

possible wants as it is possible to determine" (Hillerman, "Dinetah" 302). 

Although Sherman's prediction proved untme, at the time it seemed to the Anglo 

colonizers that the Navajo had made a bad choice. As Hillerman notes, "[t]hen, 

as now, Navajos disagreed with white values" ("Dinetah" 302), and one can 

understand the choice of the Dineh only by examining spiritual values. The most 

eloquent and accurate expression of the meaning of Dinetah for the Navajo 

people is found in the speech of Barboncito, the primary Navajo leader in 1868. 

As is appropriate for any Navajo storyteller and particularly for one 

explaining Navajo theology, Barboncito makes a lengthy reply to Sherman's 

question of homeland. Because land and spiritual origins are irrevocably linked 
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in Navajo world view, Barboncito begins his answer with a creation story, 

explaining that 

[w]hen the Navajos were first created four mountains and four 
rivers were pointed out to us, inside of which we should live, that 
was to be our country and was given to us by the first woman of 
the Navajo tribe, ft was told to us by our forefathers, that we were 
never to move east of the Rio Grande or west of the San Juan 
rivers . . . . Our God when he created (the woman I spoke of) gave 
us this piece of land and created it specially for us. . . . (Hillerman, 
"Barboncito's" 75) 

Barboncito's eloquent plea for The People's retum to their god-given homeland is 

a cry for life, for, he says, at Bosque Redondo," [i]t seems that whatever we do 

here causes death [H]ere we can find no cure" (Hillerman, "Barboncito's" 

75). The intensity of the Navajos' need to retum to their spiritual home is 

illustrated by Barboncito's cries "I hope to God you will not ask me to go to any 

other countr>' except my own" and "... we do not want to go to the right or left, 

but straight back to our own countrx" (Hillerman, "Barboncito's" 77). 

The transcript of the Proceedings of the Peace Commission contains both 

Barboncito's Babylonian lament and the metaphor for the spiritual strength and 

endurance of the Dineh. In that document Barboncito says, 

I want to go and see my own country. If we are taken back to our 
own country, we will call you our father and mother, [sic] if you 
should only tie a goat there we would all live off it, all of the same 
opinion. I am speaking for the whole tribe, for their animals from 
the horse to the dog, also the unbom, [sic] all that you have heard 
now is the tmth and is the opinion of the whole tribe. (Hillerman, 
"Barboncito's" 76) 
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One might surmise that those Anglo negotiators at Bosque Redondo in 1868 saw 

the goat imagery in Barboncito's plea as an example of the Navajos' desperation 

to be free or a statement of their respect or reverence for the goat. Bailey and 

Bailey reinforce this idea with their statement that". . . in terms of economic 

ftmction and relative importance . . . [gjoats surpassed sheep in subsistence value 

because they supplied milk and cheese as well as meat, and because they gave 

birth to twins more frequently" (36). They add that "[g]oat milk and goat cheese 

also constituted an important part of the Navajo diet. . . [and,] [a]s a result of 

this versatility, goats were the mainstay of Navajo subsistence" (37). 

Barboncito's goat was, however, no mere symbol of economic value; it was a 

metaphor for the spiritual tie between a land and its people. Pinned to the earth 

in Dinetah, this one, little goat is the sacrifice for the redemption of the Navajo 

people. Physically connected again with their original homeland, they endure, 

spiritually renewed in its metaphorical shadow. 

Hillerman's evocation of the metaphorical significance of the goat for the 

Navajo in A Thief of Time beautifully illustrates the connectedness of land, myth, 

and life-giving rain. On his trip to New York City Leaphom visits the Museum 

of Modem Art, and 

. . . sat, finally, where he could see the patio of sculpture, the rain-
stained wall behind it, and the rainy sky above. Like all dry-
country people, Leaphom enjoyed rain-that rare, longed-for, 
refreshing blessing that made the desert bloom and life possible. 
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He sat with his head full of thoughts and watched the water mn 
down the bricks, drip from the leaves, form its cold pools on the 
flagstones, and give a slick shine to Picasso's goat. (192) 

Michael Porsche describes Leaphom's joumey to New York, ostensibly a quest 

for clues to solve his current mystery, as a spiritual pilgrimage, one which brings 

him a measure of healing of the grief with which he struggles after the death of 

his wife Emma. Porsche says that 

[a]t first, it seems ironical that a Native American, who is 
supposed to live in harmony with his native surroundings, should 
draw new strength from a visit to Manhattan. But Hillerman is 
once again playing with the ambivalence that a Native American is 
bound to face in contemporary America. . . . His use of fertility 
symbols-life-giving rain and the goat-together with the motif of 
the joumey is a convincing means of making the reader aware of 
the slow and painful healing process that Joe Leaphom has to 
undergo throughout the novel. (191) 

As he sits and watches the rain stream off Picasso's goat, Leaphom remembers 

his visit to the Museum with Emma years earlier, in which she laughingly calls 

Picasso's goat "[t]he mascot of the Navajo Nation" (Thief 192). 

Emma's identification of Picasso's goat comes primarily from its gaunt 

appearance, but in his bringing Leaphom and goat together, Hillerman again 

draws on deeper archetypal images for The People. Thoughout the early years in 

the forbidding, arid landscape of Dinetah, throughout the life-draining exile at 

Bosque Redondo, throughout the years of reconstmction on the "useless wastes" 

of the new reservation. The People endured by adapting to the demands and 
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pattems of their surroundings. When the game disappeared, they began herding; 

when the land was threatened with overgrazing, they scattered. Picasso's original 

plaster goat, the one from which Leaphom's dripping bronze statue was cast. 

was, appropriately enough, cobbled together. In Picasso: Master of the New 

Idea, Bemadac and Bouchet give the following description: 

A palm frond forms the spine; a wicker basket, the swollen belly: 
bits of wood and scrap metal, the hoofs; a piece of meta, the tail; 
vine stocks, the ears; a jelly can, the stemum; ceramic jars, the 
udders; a metal lid folded in two, the genitals; and the end of a 
metal pipe, the anus. (85) 

Like the Navajo who endured exile, drought, and death, Picasso took what he 

had and brought the disparate elements into a harmonious whole-a skinny, 

insignificant little goat from whose stubbom endurance will come new life. 

Far from his life-affirming homeland, Leaphom draws healing and 

spiritual strength from this one, small goat pinned to the earth by its obstinate 

bronze feet. He reflects on Emma's pronouncement and decides that it was tme 

and that "[t]hat gaunt goat would have been the perfect sjmibol. Something to 

put on a pedestal and display. Miserable and starved, tme enough. But it was 

also pregnant and defiant. . ." (Thief \93). For the first time since Emma's death, 

Leaphom has allowed himself to feel comfort from two symbols of Navajo 

spirituality-the life-giving rain and Barboncito's little goat, staked out in 

redemptive defiance. 
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Porsche outlines Leaphom's healing, explaining that, 

[i]n what one may call an epiphany scene, Hillerman, by 
• convincingly employing symbols of fertility and life-giving forces, 
depicts the rebirth of Joe Leaphom. At the moment that Leaphom 
touches the fertility symbol of the goat,... he reestablishes his ties 
to the Navajo tradition and thus retums to his roots. (191) 

For Leaphom, indeed, for any Navajo, that retum is both physical and spiritual 

joumey, for the land and the spirit are one in Navajo theology. In their 

determination to retum to the "valueless" desert of Dinetah, the Bosque Redondo 

Navajos asserted their oneness with the land, and their faith in its redemptive 

powers is justified. Each time Leaphom and Chee, the "unbom" of Barboncito's 

prophecy, touch the earth, read the landscape, or retum home, they renew their 

strength and reaffirm their spiritual identity as children of Dinetah. In the 

Navajo-detective novels, Leaphom's and Chee's relationships with the land 

illustrate the ". . . kinship to the environment which creates the metaphor and the 

epiphany . . . " that Anaya defined in "The Writer's Landscape." They are 

repeatedly enlightened and renewed by the land, and each retum to Dinetah is 

the soul's joumey home. 
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CHAPTER V 

MOTIVE AND VALUE: WHO ARE MY RELATIVES? 

As Leaphom and Chee repeatedly make the soul's joumey home to the 

holy landscape of Dinetah, they are healed by their connectedness with the land 

itself, often through remembrance of or enactment of the myths that are the basis 

for Navajo spirituality and ceremonial ritual, ft is, of course, not the story or the 

ritual itself that effects enwholement; it is the re-establishment of relationship. 

The question of relationship is a universal and enduring element of 

human spirituality. In Anglo culture, human relationship to the land may take 

varied form; some see the land as man's tool, to be raped and exploited for the 

"betterment of humankind" under the guise of progress. Some Anglos have 

chosen to see their role in relationship with the land as caretaker-conservator. In 

Navajo culture, one's relationship with the land is unambiguous; the land, given 

to The People by the Holy Ones, is sacred, imbued with a life and sacredness of 

its own. 

It is self-evident that the viewpoint one holds conceming one's 

relationship to the land determines one's attitudes as well as one's actions. The 

American landscape is replete with the effects of Euro-American capitalism and 

industrialism in the United States. Of even more significance than resultant 
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actions, however, is attitude. The relationship between human and environment 

is different if it is seen as a spiritual relationship. The same holds tme for 

relationships with other persons. For the Navajo, ironically one of the most 

individualistic, most geographically scattered of the tribal cultures, relationship 

with one's fellow human is of such importance that it is a spiritual, not simply a 

social, matter. Thus, when the Navajo asks that Biblical question, "Who is my 

brother?" he is not simply asking for an elucidation of clan relationships; he is 

asking himself, "What are my spiritual ties with and obligafions to this person?" 

These questions of kinship and social and spiritual obligations are of such 

significance to the Navajo people that they have made them part of their 

everyday encounters. Conversely, among The People, as it should be among all 

people, a person's spiritual values are visually identifiable by an evaluation of 

what that person holds dear or valuable. In Dinetah, the "valuable" things in life 

are always spiritual-a connectedness with land and people; to value a spurious 

"ownership" of land or fleeting acquisition of monetary wealth is to value the 

valueless. 

Tony Hillerman both understands and capitalizes on the "code of 

conduct" Navajos derive from their spiritual values and practice in their 

relationships with others. Of the three means by which detectives unravel 

mysteries in fact and fiction, means, motive, and opportunity, motive is the 
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most important to Hillerman. Because his Navajo detectives spring from a 

culture tjiat does not differentiate toween spiritual and practical values. 

Hillerman requires that Leaphom and Chee utilize their knowledge of spiritual 

values when they search for motive in their criminal investigations. In 

examining method and opportunity, Leaphom and Chee "read" the land to 

discover physical evidence and connect events. When examining motive, they 

must "read" and understand the relationships, the connections, in the criminals' 

and victims' lives in order to track the killers, and, as with the land, the means by 

which they "read" relationships is through myth and ceremonial ritual. This 

pattem holds tme whether Hillerman's two policemen are tracking killers who 

are traditional Navajos, Navajos cormpted by Anglo culture, or Anglos. When 

they understand what the criminals both seek and value in relationships, 

Leaphom and Chee solve the crimes. In order to do so, however, they must 

themselves be grounded in Navajo spirituality. When Hillerman's Navajo 

policemen enter into relationships with those they hunt, they mediate between 

the "wrong" values_ofchaos and_death and the "right" values of ceremony and 

healing, and their Navajo belief systems provide the elements by which 

Leaphom and Chee effect the ceremonial healing of criminal dismptions in 

universal harmony. 
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The difficulties inherent in understanding the values and spiritual beliefs 

of another culture are amply illustrated by the earliest studies of Navajo 

"religion." The term "religion," for example, is a colonialist label, for the 

Navajos have no comparable word or concept. These early works are helpful, 

however, and among the most important of these Anglo observers are Clyde 

Kluckhohn, Dorothea Leighton, and Gladys Reichard. 

Kluckhohn and Leighton make the connection between spiritual power 

and ceremony when they say that "[t]he prestige, mysticism, and power of the 

ceremonial itself are active, coming directly from the supematural powers that 

build up the growing earth in spring, drench it with rain, or tear it apart with 

lightning" (231). They further identify the essential spiritual relationship in 

ceremonial ritual as the one between the patient and the deities, observing that 

"[i]n the height of the chant the patient himself becomes one of the Holy 

People . . ." (231). The primary relationship in ceremonial ritual is the patient's 

relationship with the Holy Ones; in aligning himself with the Holy, he receives 

healing. A second relationship in Navajo ceremonial, however, is the 

realignment of relationships among the Navajo people. 

Kluckhohn and Leighton note that "[a] rite calls into action the immediate 

social organization around the patient [,so that] [t]o carry it out properly, the 

help of many persons is needed. . . ." As a result, they conclude, "[a]ll Navajo 
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rites have secondary social funcfions" (228). Kluckhohn's and Leighton's 

explanation of the "social functions" in ceremony is that, "[i]n both secular and 

sacred spheres, myths serve as statements of the right way to behave and the 

reasons therefor, somewhat as the Bible does (or did) in Christian societies." 

They add that"... to some degree the myths are The People's code of manners 

and morals and their law books as well" (235) and link the restoration of order 

with social interaction in their assertion that"... the Navajos' interest [in 

ceremony] is focused upon restoring the harmony within an individual and 

between that individual and other persons or supematural forces . . ." (239). 

Gladys Reichard agrees with Kluckhohn and Leighton about the social 

function of ceremonial ritual, concluding that in a ceremony "[t]he chanter's 

ultimate goal is to identify the patient with the supematurals being invoked. He 

must become one with them by absorption, imitation, transformation, 

substitution, recapitulation, repefition commemoration, and concentrafion" 

(Reichard 112). Reichard adds that "[t]he purpose of sandpaintings is to allow 

the patient to absorb the powers depicted. . ."(112). Reichard also asserts that 

" . . . each person in attendance derives benefit from what is done in proportion 

to his [physical] proximity to the ritual" (xxxvii). 

Reichard's assessment of spirituality in Navajo ceremonials is weakened, 

however, by the comment "[b]ecause nearly every Navajo has some faith in his 
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ceremonies, whether he knows the significance or not [emphasis added], and 

because he cites myth for his reasons, I consider the myth material a major 

contribution to the analysis and interpretation of the religion" (xlvii). An 

assumption that "nearly every Navajo" may engage in ceremonial practices 

without fully understanding their significance is, at best, a divorcing of 

spirituality from ritual. At worst, it is a colonialist attitude of superiority, and 

Reichard's subsequent conclusion that this "faith" in the myth material of 

ceremonies may " . . . in some of its concepts . . . seem childlike ..." (xlvii) 

reinforces a colonialist interpretation of her remarks. She subsequently notes 

that this "childlike" attitude "... is never childish, and its very childlikeness is 

sometimes merely [emphasis added] evidence of a deep realization of spiritual 

things. . ." (xlvii). Reichard's and Kluckhohn and Leighton's works on Navajo 

culture are seminal works, of essential and lasting value for any study of Navajo 

"religion" and social behavior. Because these early works are limited as guides 

for spiritual assessment, it is later writers whose works on Navajo metaphysics 

better explain the spiritual significance of Navajo myth and ceremony in the 

identification of kinship and the social and moral values attached to kinship 

relationships. 

Two leading exponents of Navajo spiritual beliefs and values are Donald 

Sandner and Gary Witherspoon. Sandner's primary interest in Navajo spirituality 
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and relationships is in the means by which spiritual and relational practices effect 

healing for both individual and group. In Xavajo Symbols of Healing, he sa\ s 

that, for Navajos, "[r]eligion, medicine and art are inextricably intertwined in an 

astonishing unity of purpose." so that "[a]lmost all. . . [Navajo] religious 

ceremonies are also healing ceremonies designed to restore health and harmony 

within and without" (4). Sandner explains the means by which such healing is 

effected as a series of steps: "a retum to the origins," "confrontation and 

manipulation of evil," "death and rebirth," and "restoration of the universe" (4). 

For Sandner, the ceremonial rituals restore "universal order" and effect healing 

b\ seeking " . . . to control the forces causing disharmony and disease" (110). He 

links the spiritual and social functions of ritual healing in his assertion that 

"[h]ealing was and remains one of the foremost concems of the Navajo, among 

whom physical healing is not so important as bringing the patient into a strong, 

symbolic relationship with his social, cultural and natural environment" (25). 

When individual Navajos experience healing and enwholement in ritual 

ceremony, their social, cultural, and natural relationships are "healed" and in 

harmony as well. 

Gary Witherspoon delves deeper into the question of the social and moral 

effects of ritual healing in Language and Art in the Navajo Universe. He 

explains that". it is through language that the Navajos control, classify, and 
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beautify their world" (7) and that, when the world was created by the Diyin 

Dine'e, they " . . . thought the world into existence [and] [t]heir thoughts 

were realized through speech, song, and prayer" (15). After first defining hozho 

as ". . . the positive or ideal environment" and hochxo as ". . . the ugly, unhappy, 

and disharmonious environment" (24-25), Witherspoon concludes that the 

"[c]uring rites, often referred to as 'sings,' reenact the creafion of the world 

through myth, song, prayer, and drama, and place the patient in this recreated 

world" (25). The patient's "[r]itual identification with . . . [the deities] 

neutralizes the contaminating effect of dangerous things or evil deeds and 

restores one to the good and harmony of hozho'' (25). Witherspoon's study 

explains why myth and ritual are vital to spiritual health; in a world in which 

knowledge and thought have power, the spoken form of those powerful forces, 

the Holy People, must be present to effect spiritual transformation. 

Since the Navajo do have need of a Navajo Tribal Police Force, it is 

obvious that myth and ritual guarantee neither continual individual wholeness 

nor an absence of crime. In Navajo metaphysics, the hoped-for spiritual 

transformation of individuals in ceremonial rituals is a matter of free will on each 

person's part. Witherspoon explains further that 

Navajos believe that each person should have the right to speak 
and act as he pleases, so long as his intentions are not malevolent 
or his actions harmful to others. Desirable and ethical behavior on 

103 



the part of others is hoped for and even expected, but it is never 
demanded or required. (83) 

The People restore harmony individually and interpersonally in ritual ceremony 

as necessary, and, ideally, the social relationships that result are characterized b\ 

hozho rather than hochco. Whenever an individual is not in hozho, hochxo, a 

state of one's separation from or disharmony with both deities and fellow 

humans, prevails. In Navajo metaphysics, the person out of harmony with fellow 

humans does not recognize his relationship to those humans and is, thus, capable 

of criminal behavior. 

Witherspoon addresses the question of kinship in Navajo interpersonal 

relationships, acknowledging that "[i]n the Navajo world reproduction involves 

two kinds of affective action . . ., sexual intercourse and . ..the giving and 

sustaining of life" and that the two primary affective relationships are husband-

wife and mother-child (85). He defines the husband-wife relationship as one of 

"conjugal or affinal solidarity" and that of mother-child as a "cognatic or kinship 

solidarity" and lists the latter as ". . . the ideal pattem or code for all social 

interaction" (85). At this point, then, it would seem that the answer to the 

question, "Who are my relatives, those to whom I have specific, spiritually-based 

moral obligations?" specifies only a small group. Witherspoon, however, 

explains the enlargement of that narrow relational frame. He suggests that 
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[i]t is important to recognize that Navajo relations of kinship are 
symbolized in and defined by actions and not substance. . . , [so 
that] [a] 1 though Navajos believe or will acknowledge that through 
sexual intercourse and birth some kind of common substance is 
shared, their culture attaches no meaning in terms of affective 
solidarity to this alleged common substance. (85) 

Thus, "[w]hen kinship solidarity is symbolized in action rather than substance," 

Witherspoon concludes, "a whole new world of possible kinship relations 

unfolds. No longer does real or tme kinship have to be restricted to those who 

share common substance; it can exist between any persons who act according to 

the behavior code of kinship" (88). ft is even more informative to leam from 

Witherspoon that "[i]n Navajo society everyone is addressed by a k'e term. . . . 

[because] [t]his is in accord with the Navajo ideal of relating to everyone as a 

kinsman" (88). Witherspoon's analysis provides a Navajo answer for the 

question. "Who are my relatives?" In a strict sense, one's relatives are those 

"blood kin" within the family unit; in a spiritual sense, one's relatives are those 

with whom one shares a behavioral code that stems from one's wholeness in or 

harmony with both land and society. 

This point is an important one in an analysis of motive and value in 

Hillerman's Navajo detective novels, for the relationships between people are 

determined by and explained by each individual's relationship to a harmonious 

whole. Witherspoon's insistence that "[t]he Navajo emphasis on harmony and 

order as expressed by the term hozho is an emphasis on relatedness" (88) 
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clarifies, for example, why the Big Navajo of Hillerman's The Blessing Way is 

hard for Leaphom to identify as the killer in the mystery. As a "Relocation 

Navajo," the Big Navajo is out of harmony with the land and people. Because 

the killer is ignorant of the behavioral code of those with whom he shares both 

common substance and spiritual heritage, his behavior is incomprehensible to 

the Navajo detective tracking him. At first, Leaphom " . . . had been working his 

way methodically around the cmcial question, the question which held the key to 

this enfire affair, the question of motive" and came to one erroneous conclusion 

because, he thought, "[a] Navajo would not kill for money, but he would kill in 

anger" (208-209). Later Leaphom discovers that the Big Navajo did kill for 

money and is, in fact, a hired killer, values and actions incomprehensible to 

Navajo world view and spiritual beliefs. 

Despite these setbacks, however, Leaphom comes to the right conclusion 

in the end. At the end of the novel, Leaphom outlines the progression of his 

reasoning to McKee, beginning with his first thinking of the murderer that, 

[i]f he was a Navajo, no matter what he was doing in there, killing 
Horseman would have screwed it up for him. He would have gone 
off somewhere and had a sweat bath, and then he would have 
found himself a Singer and got himself cured and forgot about it. 
. . . You put it together-a lot of money and a killing. It's not 
natural, and it's not Navajo. (Blessing 282) 

Had the Big Navajo acted like a Navajo, Leaphom would have solved the 

mystery earlier; making assumptions about the criminal that were based on a 
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perception that the Big Navajo shared spiritual values with other Navajos misled 

Leaphom into thinking that the Big Navajo had no motive to murder Horseman. 

In summary of his difficulties in understanding motivation and identifying the 

killer. Leaphom sa\ s. "I was slow figuring it out. . . . I smelled something about 

Jackson. But I figured him to act like a Navajo and he was acting like a white 

man" (282), and murder is a white man's crime. 

Leaphom's acknowledgment of a basic difference in motivation between 

Anglo and Navajo is reinforced in other Hillerman detective novels. Because 

Navajo social relationships are govemed by kinship and kinship obligations and 

Anglo relationships more often are not, the motives for Anglo and Navajo 

criminals should be different. This difference is most obvious in the case of any 

violent acts against fellow humans, especially murder. Before he realizes that the 

Big Navajo is a Relocation Navajo, Leaphom examines possible motives for his 

suspect, and Hillerman leads the reader through Leaphom's deductive process in 

the following passage: 

A Navajo had been killed and a Navajo had killed him-that was 
the presumption. Leaphom studied this presumption, again 
seeking an answer to the central question. Why? Why did 
Navajos kill? Not as lightly as white men, because the Navajo 
Way made life the ultimate value and death unrelieved terror. 
Usually the motive for homicide on the Reservation was simple. 
Anger, or fear,or a mixture of both. Or a mixture of one with 
alcohol. Navajos did not kill with cold-blooded premeditation. 
Nor did they kill for profit. To do so violated the scale of values 
of The People. Beyond meeting simple immediate needs, the 
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Navajo Way placed little worth on property. In fact, being richer 
than one's clansmen carried with it a social stigma. It was 
unnatural, and therefore suspicious. . . . There was something 
about all this that seemed strangely un-Navajo. (Blessing 
219-220) 

Later, the whole pattem is revealed, and Leaphom finds the harmonious 

resolution when he stops trying to assign Navajo motives and values to the Big 

Navajo. Because the Big Navajo has been colonized and corrupted by Anglo 

values, he does not fit the expected criminal pattem. Consistently, in Hillerman's 

detective novels, Leaphom and Chee cannot limit the list of suspects to Anglo 

possibilities when there is a colonized Navajo involved. 

In The Ghostway, for example, the crimes are committed by both Navajo 

and Anglo, and Chee has to identify the criminals by both values and cultural 

affinity. Like Leaphom he discovers that cormpted Navajos act in decidedly 

non-Navajo ways and from non-Navajo motives. Hillerman wams his reader 

early in the novel that preconceptions will be misleading. When Albert Gorman, 

the driver of the car in the laundromat parking lot, and a stranger identified as 

Plaid Coat shoot each other, eyewitness Hosteen Joe gets into his daughter's 

tmck and drives away because "[t]he driver was Navajo, but this was white man's 

business" (387). Hosteen Joe understands that the Navajo driver is operating out 

of a world of white man's values, because violence is rare in Navajo 
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relationships, and he knows that the killer's motives will be incomprehensible to 

him, a subscriber to the Navajo Way. 

In his search for the solution to the various crimes in Ghostway, Chee 

comes to realize that he must consider the possibility that Navajos have, through 

their having taken on Anglo values, become capable of such violence, and his 

physical joumey in search for clues is both symbolic of the means of that 

cormption and vital for resolution. He has to travel to Los Angeles, immerse 

himself in Anglo cufture, and evaluate motive and pattem from an Anglo world 

view in order to identify the murderer. Chee is hindered in his work because one 

of his suspects, the one posing as Leroy Gorman, is hiding behind several 

identities. As a criminal-tumed-informant, the Navajo car thief Leroy Gorman is 

hiding on the reservation under the Anglo name Grayson; therefore, Chee 

expects him to be Anglo. In their first encounter, Chee sees that Grayson is, in 

fact, Navajo and approaches him as such. He introduces himself in traditional 

Navajo fashion, discovers Grayson speaks no Navajo (435), and concludes from 

his appearance that, although "[t]he man was a Navajo .. ., [s]ince he didn't 

speak the language, or pretended not to, and since he didn't follow Navajo 

courtesy, he might be a Los Angeles Navajo" (436). After many mistaken 

deductions, Chee finally realizes that the man posing as Grayson/Gormon is 

probably Beno, another alienated Los Angeles Navajo ". . . the grand jury had 
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indicted and who had never been picked up" (Ghostivay 554). Once Chee sorts 

out the Navajo/Anglo identity confusion, he can understand why Ashie Begay 

was murdered and by whom, why Albert Gorman was killed, and who the 

remaining threat is~the hired Anglo killer Vaggan. Although the solution does 

not "fit" the pattem of the Navajo Way given by Changing Woman, after much 

thought, Chee realizes that "[h]is theory, wrong as it was, made everything click 

into place. Everything. It explained what had happened at the Begay hogan. 

Nothing else explained that" (556). 

Joe Leaphorn encounters similar problems in identification of both 

motive and criminal in Listening Woman, for the same reasons: the criminal he 

is tracking is an Anglicized Navajo of shifting identities, known variously as 

Frank Hoski, Colton Hoski, Frank Morris, Van Black (186) and, finally, as 

Jimmy Tso, grandson of the murdered Hosteen Tso. Leaphom puts the puzzle 

pieces together in the cave when he finds Jimmy Tso's twin Benjamin, who 

explains his brother's uncharacteristically Navajo behavior with the observation 

that his brother was reared in the Anglo culture, not by their Navajo grandfather 

(271-272). This revelation is foreshadowed earlier in the novel, however, when 

Leaphom questions Short Mountain Trading Post owner McGinnis, who says 

that Hosteen Tso " . . . said to tell the grandson [Benjamin Tso] that Jimmy was 

acting like a damned white man" (121). 
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The epithet "He's acfing like a white man" is a graphic explanation of 

Tso's uncharacteristically Navajo behavior, but it is also a coded Navajo prec/5 

of Tso's spiritual values. The emphasis upon "acting like" in this passage is 

reminiscent of Witherspoon's admonition that kinship is determined by actions 

rather than substance. Navajos who "act like" white men kill for non-Navajo 

motives-self aggrandizement, the acquisition of money or land, or political 

power-all actions that deny the importance of human relationships. 

Since ceremonial healing comes for the Navajo in the re-establishment of 

harmony and relationship with both deities and fellow humans, a Navajo's 

actions toward his fellow Navajos express his relationship to the deities and, 

thus, the degree to which he possesses hozho. The Navajo who follows the 

Navajo Way and continually renews his spiritual wholeness lives his life in 

constant awareness of kinship identities and obligations. If the Navajo is out of 

harmony, he acts like a white man who values individualism and self-

advancement above his kinship relationships. In Listening Woman Hosteen Tso 

tries to wam others of the danger his grandson poses by saying that he is ". . . 

acting like he didn't have any relatives" (121). To deny kinship ties and 

obligations is to act like a white man, to value money and power more than one's 

own relatives. The colonized Navajos who "act like white men" are in hochxo 

and alienated from the essential spiritual powers of relationship. In The Blessing 
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Way Leaphom defines them as "[s]ouls lost somewhere between the values of 

The People and the values of the whites" (100). The need for such spiritual 

values is not limited to Navajos in Hillerman's novels, however, for the Anglo 

killers are lost as well. 

In three of Hillerman's Navajo-detective novels. People of Darkness, The 

Ghostway, and Talking God, the Anglo murderers are paid killers who are 

psychotically anti-social as a result of their alienation from either Mother or 

Father. The first of these is Cofton Wolf in People of Darkness. In order to do 

his job effectively, he must have little contact with others, and he creates an 

isolated physical world wherever he goes by renting for each assignment a post 

office box that is both ".. . his link to the man who provided him with his 

assignments . . . [and] his only link with the world" (43). His physical isolation 

is so extreme that he sees each retum to his temporary home as his having ". . . 

survived another contact with the world" (44). In a fine personification of the 

inside/outside dichotomy inherent in spiritual questions, Hillerman paints a 

physical description of Wolf that reflects his spiritual isolafion as well. 

A man who accepts payment to kill strangers, he seems almost a 

caricature of the vicious hired killer of cinema. In appearance, he is almost one-

dimensional also, with "slender, long-fingered hands," face, body, and bones, 

and " . . . a sinewy tension about him gave his thinness the look of a honed 
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blade" (45), so that he is lethal both literally and metaphorically. Cut off from 

his fellow humans by his profession, he is isolated from them by appearance as 

well, easily overlooked or absorbed in a crowd. Hillerman adds to his 

description that 

[h]is hair was thin, the shade of old straw, and his eyebrows and 
lashes were almost invisible against pale, freckled skin. His eyes 
were a faint blue-green-about the tint of old ice. Colton Wolf 
looked bleached, drained of pigment, antiseptic, neat, emotionless. 
(45) 

In his business, that of murder, Wolf is, indeed, emotionless, drained, icy. His 

seeming lack of substance outside mirrors his lack of spiritual substance inside, 

and it is one of Witherspoon's "primary affective relationships" that explains his 

alienation. 

Colton Wolf is, literally and symbolically, a Motherless Child. The one 

area of his life that is not under control is his fufile search for his mother, and 

that search weaves a threnody of despair throughout the narrative. Ironically, 

much of the money he cams destroying his fellow humans goes into his 

desperate search for connectiveness with another human being, and early in the 

novel Hillerman notes that Wolf has paid one detective " . . . for four expensive 

years" (People 45) and that that detective is simply one in a long line of 

expensive, hired searchers throughout his adult life. 
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Wolfs need for this primal Mother-Child relationship is a universal need, 

and Hillerman masterfully contrasts his physical and spiritual orphaning with 

Jim Chee's physical and spiritual kinship circle. This contrast is significant, for 

the two represent the hozho/hochxo struggle in the novel. One of the most 

wrenching passages in the book is the description of Wolf s abandonment, in 

which the reader discovers that his mother, a sad woman who drifted from man 

to man and place to place, did not leave involuntarily but in a markedly cmel 

departure. Wolfs last homecoming was" . . . the day after his twelfth 

birthday. . ." when 

[t]he boy he knew at school had said he couldn't stay at his house 
any longer and he had walked home to see if Buddy Shaw had 
sobered up, and if Buddy Shaw would let him retum. He had 
found the house empty. He had peered through the windows and 
seen the kitchen stripped of his mother's pans, and the bathroom 
stripped of her toiletries. But in the room where he slept, his 
things were still scattered. The bedclothing was gone from the 
cot, but the bluejacket his mother had got for him somewhere was 
still hanging on its peg. And his books were there. And his cap. 
He had broken a window and gone inside, cutting his hand in his 
panic. There had been nothing except the old fumiture that had 
been there when they moved in and his own spare clothing. 
(People 47) 

In contrast to this homecoming, Hillennan offers Chee's repeated homecomings 

and his physical and spiritual encirclement by family throughout his life. 

Hillerman's descriptions of Chee's childhood and family are reminders 

that spiritual values are central to the Navajo Way. A child without roots or 
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connections. Wolf leamed from his mother that his life was not connected with 

hers and that his life held no value. As a child, Jim Chee leamed that he was part 

of the universe and connected with the beginnings of life. At one point, Jim 

Chee tells Mary Landon, 

When I was a boy,. . . sometimes my mother would wake me up in 
the darkest part of the night, and we'd go out away from the hogan, 
and she'd teach me star lore. How the constellations move and 
how you can tell the direction and the time of night if you know 
the time of year. And how it all began. (People 149) 

Rather than abandoning Chee to find his own way, his Navajo relatives 

consistently guide him to map the country of the soul and draw spiritual strength 

from his connectedness with the holy things in life. 

Before agreeing to teach Chee to be a Singer, for example, his matemal 

uncle, Hosteen Frank Sam Nakai, sends him into the white man's world to leam 

the importance of spiritual values. Chee is sent to the University of New Mexico 

to study ". . . anthropology, sociology, and American literature in class," but his 

main course of study is ". . . the way white men behaved" (People 59). These 

forays into an alien culture are balanced, however, with homecomings 

" . . . during semester breaks to his mother's place in the Chuska Mountains, 

[where] Hosteen Nakai taught him the wisdom of the Dinee" (59). After he felt 

Chee was ready, Nakai". . . [fjinally . . . began teaching him the ritual songs that 

brought the People back from their sicknesses to walk in beauty" (59). 
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Jim Chee's life is informed with and formed by ceremonial story and the 

relationships effected by those myths and rituals, and his hunt for the spiritual!) -

bankmpt killer. Wolf, is centered in and shaped by the rituals that restore beauty 

and spiritual harmony. Myth, ritual, and spiritual values underlie the criminal 

investigation: while driving across the countryside in his criminal quest, Chee 

" . . . worked at memorizing the Night Chant," listening to his uncle " . . . singing 

the words that Changing woman had taught at the very creation of his people" 

(People 57), and before tracking Wolf to Vines' house for a final confrontation, 

he hears the words of the Stalking Way in his mind,"... a pattem of repetitions, 

of slightly varied sounds and slightly varied meanings, exorcising the primal 

dread of death and preparing man and animal for the sacred hunt" (170). The 

final exorcism, of both criminal evil and the disharmony within the killer 

himself, comes with Wolfs death at the hands of Mrs. Vines. Broken and blood-

soaked on the floor, Colton Wolf makes his final joumey still in search of primal 

connectedness, and his final words give closure to his spiritual quest. He tells 

Chee about the detective he has hired and says, "He's going to find my mother. 

. . . She'll come and get me" (188). The scene is the resolution for the mystery 

and also for the spiritual battle; with Chee as attendant priest, the alienated Wolf 

is finally in hozho, reunited with his mother. 
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In "Tony Hillerman's Jim Chee and the Shaman's Dilemma," Fred 

Erisman addresses questions of spiritual fragmentation and reintegration, 

pointing out Chee's recurring " . . . shaman's role as a preserver of continuity in a 

fragmented world" (7). Erisman lists names and naming as significant in 

codifying relationships and conferring identity and notes that" . . . Colton Wolf 

. . . does not know his real name. . .," whereas Chee, "[i]n his inherited sense of 

human relationships,. . . assumes a continuity and cohesiveness that his police 

officer's training challenges" (7). 

In his work and in his encounters with Anglo culture, Chee is reminded of 

the difference between Anglo relationships and Navajo relationships. In People 

of Darkness, for example, he introduces himself according to Navajo custom, 

and 

Mary Landon leamed Chee was one of the Slow Talking Dinee, 
the clan of his mother, and was 'bom to' the Bitter Water Dinee, 
the clan of his father. She leamed that Chee's father was dead, that 
his matemal uncle was a noted yataalii, about the role of these 
shamans in the ceremonial life of the People. She leamed a good 
deal more about his family, ranging from his two older sisters 
through a galaxy of cousins, uncles, and aunts. . . . (71) 

Expecting this to be sufficient, Chee is surprised that Mary's response is, "You're 

not playing the game I told you about me. You're just telling me about your 

family" (71). After some thought, Chee realizes that Navajos defined themselves 

by their families, whereas white people " . . . identified themselves by what they 
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had done as individuals" (71). This passage not only provides a spiritual map for 

Na\ajo wholeness but also contrasts with Colton Wolfs spiritual aridit)' 

Lacking identit\ in relationship and ceremonial ritual, he creates his own 

through ritualistic killing and the ghost of his relationship with his mother. 

The importance of the source of one's name offers another contrast 

between Chee and Wolf For the Navajo policeman, the name Jim Chee is a 

public convenience, but his tme essence is defined b\ his spiritual name. B\' 

Na\ajo tradition, "[i]t was Hosteen Nakai who had chosen Jimmy Chee's 'war 

name.' which was Long Thinker. Thus his uncle was one of the very few who 

knew his real and secret identity" (People 58). Armed w ith this spiritual "war 

name," Chee is destined to be the victor in his battle with the spiritually 

defenseless Wolf whose tme identity is lost with his mother. After rejecting the 

names of the numerous men his mother had successiveK lived with. Wolf 

conducts his solitar>' self-naming ceremony, and in his remembrance of that 

decision, the naming frames his primal longing for identification through the 

Mother-Child relationship. Appropriateh enough, the naming occurs on a 

joumey, and 

[s]omewhere west of Las Vegas, he'd decided to choose a neutral 
name for himself He'd use it only until he could find his mother. 
She'd tell him his real name. She'd tell him about his father, and 
his grandparents. And about the family home. It would be in a 
small town.. . . and there'd be a graveyard w ith tombstones for the 
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family. When he found her, she'd tell him who he was. Until then, 
he'd pick a last name. Something simple. He picked Wolf (46-
47) 

Since one's identity and spiritual wholeness are made real in relationship, 

however, Colton Wolf will never find out his real name. 

In "First Lead Gasser" Tony Hillerman reveals that the character Colton 

Wolf is based on a convicted killer he met while working as a newspaperman. 

The article is an account of Tobias Small's execution, and Small's final words 

were later transposed to Colton Wolfs mouth, his abandonment to Wolfs life. 

When interviewed by Hillerman, Small explained his lack of family by 

describing his last retum home when he was "[j]ust exacfly twelve": 

That's why I thought maybe I could come home, it was my 
birthday. We was living in a house trailer then, and Mama's man 
had been drinking. Her too. When he did that, he'd whip me and 
mn me off So I'd been staying with a boy I knew there at school, 
in the garage, but his folks said I couldn't stay anymore and it was 
my birthday, so I thought I'd go by, maybe it would be all right. 
(360) 

But it wasn't all right, for '"They was gone. The trailer was gone. The man at 

the office said they'd just took off in the night. Owed him rent, I guess,' Small 

said" (361). Then Small made his last request to the chaplain: 

I wanted to ask you to do what you could about finding my mama. 
I looked for her all the time. When they'd tum me loose, I'd hunt 
for her. But maybe you could find her. . . . and I want to hear what 
you think about. . . what happens to me after they take me out of 
that gas chamber. . . . And I hope there's somebody there waiting 
for me. I hope there's not just me. (363) 
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In his Author's Note at the end of the article, Hillerman explains that, in People 

of Darkness, he created " . . . Toby Small under the name of Colton Wolf, 

reincamated as he might have evolved if fate had allowed him to live a few 

murders longer" ("First" 365). Observing that he was at a loss for 

characterization for a professional killer, Hillerman says, "Then the old memory 

of Small's yeaming for his mother came to my rescue. . . . But I'm still not skilled 

enough to do justice to that sad aftemoon, listening to a damaged man 

wondering what he would find when he came out of the gas chamber" (365). ft 

is the lack of spiritual relatedness that has damaged Small and Wolf, and only a 

complete disconnection can explain such a motive as murder for hire. 

The identification of Colton Wolf as the hired murderer is not the 

resolution to Chee's mystery in People of Darkness, however, for Chee must also 

figure out who hired him. Since it is inconceivable that a Navajo would pay to 

have murder done, Chee must consider "white-man" motives to unravel the 

clues. Chee's joumey into the Anglo world and its values is foreshadowed by 

Hosteen Nakai's injunction that he must". .. study the white man and the way of 

the white man" (58) in order to ". . . leam what the white man puts his value in" 

(59) before he can make a definite decision to become a Singer. Starting with 

the assertion,"... I don't believe in crimes without motives" (40), Chee moves 
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on to examine the possibiHties. He tells Mary Landon, 

. . . there has to be a reason. White man or Navajo, > ou do things 
for a reason. With a Navajo, something this bad-blowing up 
people wholesale-would have to be witch business. Irrational. 
Evil for the sake of evil. No other motive would make sense. For 
the white man, I think it would be greed. (163) 

Since the number of years that elapse between the explosion and the retribution 

IS so great, Chee reasons, the criminal isn't a Navajo, who " . . . would do it in the 

heat of rage, not years later" (163). His conclusion, then, is that he is ". . . 

dealing with a white man's crime,. . . [and] [t]he mofive's greed" (163). After 

further thought, Chee realizes that "[t]he motive was mathematical, not 

emotional" (169), a telling statement of the dichotomy between Anglo and 

Navajo values. . 

In the second of Hillerman's mysteries to feature a hired killer. The 

GhostM'ay, the motive is mathematical as well, and, Erisman notes,"... Eric 

Vaggan . . . is alienated from his father" ("Tony" 7) and, like Colton Wolf, is 

unable to connect spiritualK with gods or family to draw spiritual strength and 

leam healing values. Before introducing Vaggan in The Ghostway, Hillerman 

reminds his readers that "[t]akes care of his relatives. . . . was the ultimate 

compliment for a Navajo. The worst insult was to say he acted like he didn't 

have any relatives. In Navajo countrv', families come first" (406). Vaggan has 

no relatives, and, as with Wolf, his orphaning is hauntingly cmel. 
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Vaggan's first orphaning was the loss of his mother, a severance of that 

"kinship solidarity" Witherspoon found only in the mother-child relationship. 

Left with a harsh, emotionless father, Vaggan was orphaned a second time when 

he attacked and nearly killed a West Point classmate. The price for this mistake 

is disinheritance, and his father's telegram~"I HAVE BURIED YOU BESIDE 

THE WOMAN" (Ghostway 509)-strips both Vaggan and his mother of identity 

and substance. Despite his father's attempt at severance, however, Vaggan is 

continually haunted by his father's voice, and his "ceremonial" inheritance is 

Gotterdammerung, in which The Twilight of the Gods ". . . passage always 

moved . . ." him (460). For Vaggan, the passage is symbolic of". . . the end of 

the decayed old order, the cleansing. Blood, death, fire, chaos, honor, and new 

beginnings" (460), but there are no renewals in this ritual chant. 

With such a spiritual heritage, it is no wonder, then, that Vaggan is an 

emotionless killer, a man repulsed by McNair's interest in how the murders are 

done because "[s]uch things should be strictly business. No pleasure mixed in" 

(Ghostway 485). In a strangely ironic passage, Hillerman explains that "[c]melty 

bothered him because it seemed beside the point, a waste of emotions that 

seemed strange to him. But Vaggan could understand greed perfectly" (486). 

One of Vaggan's courses of self-study is Navajo culture, and in another 

beautifully crafted juxtaposition of differing value systems, Hillerman deftly 
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sketches a scene of Vaggan reading Kluckhohn and Leighton's The Navajo 

while waiting to invade Leonard's home to do his "business" of vicious terrorism 

(457). 

Vaggan is fascinated with Navajo culture because "[t]hey, too, were 

survivors," and, he thinks,"... [i]t was because . . . of their philosophy of 

staying in harmony with conditions, being in tune with whatever was coming 

down. That made sense. He did it himself (Ghostway 456). But what Vaggan 

is "in tune with" is an impending nuclear holocaust, and his inability to 

comprehend relationship makes it impossible for him to understand Navajo 

spirituality. When Vaggan reads the chapter in The Navajo about curing 

ceremonials and ". . . taboo violafions which could be counteracted by the 

Enemy Way ceremonial,. . . [the] subject. . . interested him mildly" (458), but 

he is incapable of recognizing himself as the enemy whose evil would be 

counteracted in the ceremonial. 

This lack of comprehension of the enemy's spiritual values is reflected, 

also, in Jim Chee. Told about Vaggan, his response is "sort of a hit man'̂ ", and 

"[h]e was uneasy with the expression . . [because] [i]t wasn't a term in the 

working vocabular\ of the Tribal Police" (GhostMoy 456). Chee is a Navajo 

who " . . . had grown up surrounded by the old of his family, leaming from them, 

watching them grow wise, and ill, and die" (479), and, while Vaggan drives from 
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murder to murder with his father's voice crying "Again, again, again, again. . . . It 

doesn't help you if it doesn't hurt you" (510) in his head, Jim Chee drives across 

the desert Southwest with his uncle's chanting of songs of beauty and blessing in 

his heart (524). With such inimical spiritual world views, it is no wonder, then, 

that Chee cannot understand the orphaned killer any more than Vaggan can 

understand him. 

Chee's inability to understand a motivafion for murder such as "business-

for hire" is not, of course, confined to persons of Navajo culture in the detective 

novels. Since Chee and Leaphom must understand motive in order to identify 

the killer, however, the inability to comprehend another's culture can be a major 

hindrance in their jobs. This necessity for understanding of, if not immersion in, 

the criminal's cultural mores and value systems is especially important when 

Hillerman's Navajo policemen interact with the murderers in several significant 

encounters. The development of a "relationship" between criminal and 

policeman occurs in People of Darkness, to the extent that the contest becomes a 

personal one between Chee and Wolf Their encounters are an inversion of the 

relational encounters in ceremony and ritual, but the personal stmggle between 

the two is symbolic of the ongoing struggle between hochxo and hozho in the 

Navajo world. 
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The encounters between Chee and Vaggan in The Ghostway are less 

numerous and less intense, so that Chee's "understanding" of motive is drawn 

from, one would suppose, his previous encounter with this alien life-form, the 

hired killer, as well as from his larger immersion in Anglo culture in Los 

Angeles. In Talking God, both Chee and Leaphom are, in the end, hunting the 

same hired killer, but Leaphom and Chee have only brief encounters with the 

man before the case is solved. For this reason, their connection with the killer is 

more abstract than the killer/policeman relationship in People of Darkness and 

The Ghostway. Leroy Fleck, however, the third of Hillerman's emotionless, 

alienated hired killers, shares with both Wolf and Vaggan that absence of a 

kinship solidarity that Hillerman utilizes as the explanation for a killer's spiritual 

emptiness. 

Whereas Vaggan's mother was dead and Wolfs absent. Fleck's mother is 

"present" in Talking God, but her presence is the antitheses of Witherspoon's 

life-giving mother-child relationship, for the life she has given is physical only. 

The descriptions of Fleck echo Hillerman's descriptions of Vaggan and Wolf 

Fleck is " . . . a hundred-and-twenty-pounder . . . kid . . . called Little Red 

Shrimp" (147), with " . . . strange, intent eyes . . ." (173), who hunts through the 

classified ads for someone to call and talk to (223) because, in his solitary life, 

he ". . . had discovered more or less by accident that it was pleasant and relaxing 
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to talk to regular people" (225). His orphaning came early, when he was forced 

by his rejecting mother to take the blame for his brother Delmar's crime (144), 

and he beggars himself to provide care for his ill, senile mother while his brother 

Delmar, whom she throws at him constantly as an example, does nothing. His 

final act of filial desperation, his killing of the policeman at the nursing home, is 

the culmination of his orphaning, for it is met not with approval from her but 

with horrified loathing, as he reads " . . . absolutely nothing in her eyes except 

fear" (275) at this profoundly damaged human she has helped form. In Talking 

God, then, the pattem holds tme. Persons out of harmony with others, especially 

in their primary relationships, are, in Navajo theology, in hochxo, not hozho, and 

can only be healed by reunification with forces of good through myth and 

ceremony. 

Thus, Navajo metaphysics provides a means by which persons out of 

harmony with others can be renewed and restored to positive relationships. In 

Hillerman's fiction, the Anglo criminals and those Navajos who have taken on 

Anglo values do not have those Navajo myths and ceremonies in their hearts and 

are more susceptible to hochxo and to the values attached to that state of 

disharmony. In any culture, man values what he worships. In Anglo culture, 

Hillerman believes, too often what man worships is the power that can be found 

in fame and occupational glory, and in Dance Hall of the Dead, A Thief of Time, 
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and Coyote Waits what the Anglo murderers value is academic advancement. In 

these Navajo-detective novels the murderers do not evince the extreme alienation 

in relationships that characterize the Anglo hired killers, but their willingness to 

sacrifice anyone who might impede their career advancements is certain!) an 

indication of the same disaffection from fellow humans, even if it does not end 

in death. In Navajo terms, for these murderers, colleagues are not relatives, are 

not necessary for spiritual wholeness; they are threats to occupational and 

monetary advancement, impediments to individual glory. Too frequentK, 

however, such self-aggrandizement does result in the death of a fellow human 

being, and Hillerman's feelings about such disharmonious spiritual values are 

discemible in the academic characters in these three novels. 

In Dance Hall of the Dead, Isaacs, the graduate student working for the 

murderer. Dr. Reynolds, summarizes the desperation that drives such single-

minded destmctiveness. In a decidedly anti-Navajo approach to the earth, he 

says. 

These rocks I got here mean the rest of my life. . . . It means I get 
past the Ph.D. committee with no sweat, and I get the degree. And 
instead of being one of a hundred new Ph.D.s fighting it out for 
maybe three or four decent faculty places around the country', I 
have my pick. I have the reputation, and a book to write, and the 
status. (134) 

This empty desire for identity in book and academic status is, in Anglo culture, 

enough for a motive for destmcti\ e actions. Bakerman addresses the question of 
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Reynolds' values and his self-justification for murder when she says that 

. . . he is enabled to strip away his customary mask of civility, 
education, and professionalism because his victims and the 
cultures they represent are, for him, merely artifacts. They are, in a 
very real sense, convenient tools to use in order to advance his 
career. (20) 

The words "artifacts," "convenient tools," and "to use" are terms from a 

colonialist discourse and world view. Such "usage" of another human being is 

anathema for the Navajo. In Anglo culture, such attitudes and actions are not 

only approved but encouraged, especially in what the Anglo culture may term 

"healthy compefitiveness." That competitiveness is alien to Navajo culture is 

brought out in People of Darkness when Mary Landon admits that "[s]he liked 

teaching Navajo children, but wasn't sure what to do about their conditioning 

against competitiveness" (71). Competitiveness is inimical to one's taking care 

of his relatives and so has no place in Navajo cuture or metaphysics. 

Bakerman's observation that Reynolds strips away the "masks" of Anglo 

civilized social interaction-civility, education, and professionalism-is astute, as 

well. The implication is that Anglo-American civilization is just that, a facade, a 

mask, an outer covering that hides man's tme nature. The theme of masking and 

unmasking is an obvious one for examination of detective fiction, but Hillerman 

points out the spiritual implications of such a world view. In Dance Hall of the 

Dead the Anglo killer's mask can neither hide his tme nature nor provide him 
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with an identification with the spiritual values that will effect his enwholement. 

In the Zuni Shalako ceremony, however, the Zuni impersonators don masks that 

represent the six members of the Council of the Gods in the ceremonials which 

are " . . . the tribal link with the supematural" (127). In their ceremonial 

impersonations, the Zuni become one with the deities, and the name kachina 

itself is a representation of this relationship. Leaphom recognizes the 

impossibiity of separating the natural and the supematural, the mask and the 

underlying person, in a talk with Cecil Bowlegs, whose use of the word 

"kachina" reminds him that "[t]he word . . . had three meanings. They were the 

ancestor spirits of the Zuni. Or the masks wom to impersonate these spirits. Or 

the small wooden dolls the Zunis made to represent them" (21-22). Whereas 

Reynolds hides his tme values behind the false masks of "cvilization," the Zunis 

understand that the masks represent their oneness with the spiritual beings. 

Whereas Reynolds will let nothing, neither dishonesty nor even murder, stand in 

the way of his "buying" his value to a culture that tells him power and prestige 

provide identification, the Zuni choose only the most honorable, most spiritual 

men, those they term "valuable" as impersonators of specific deities and keepers 

of the masks (152). Whereas the Zuni use masks to remind themselves of 

their identity with the gods, Reynolds and his like-minded colleagues use masks 
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to conceal their tme gods-greed, ambition, and the exploitation of fellow 

humans. 

These gods of the Anglo academic culture are represented in A Thief of 

Time and Coyote Waits, as well. In Thief, Randall Elliot would, by the 

superficial standards of that segment of Anglo culture that values wealth, power, 

and prestige, seem to have more than his share, but he himself acknowledges his 

inability to derive wholeness from those acquisitions when he justifies his 

murders with the statement, "What the hell can a rich kid do to impress anyone?" 

(313). In their final encounter, Leaphom tells Elliot that he has guessed that 

Elliot's motive for his crimes is his need for approval from Maxie,"... a self-

made, class-conscious woman with a lot of bad memories of being put down by 

the upper class," who resents him for having everything given to him (314). 

Leaphom is correct in surmising that Elliott has killed and will kill again because 

he wants " . . . to do something that has nothing to do with being bom to the 

upper, upper, upper class. Something that neither Maxie nor anybody else can 

ignore" (314). That Elliot has murdered strangers is terrible enough; that he 

plans to go beyond that relationship to killing a friend is graphic commentary on 

the paucity of spiritual wholeness available to the Anglo who values, and 

worships, self-advancement over kinship ties with his fellow humans. 
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In Coyote Waits, Hillerman again paints a negative portrait of academia. 

Chee's search for resolution of his missing-person case and for absolution for his 

friend Nez's death leads him into a universit\ setting, and one might first assume 

that the graduate-student killer, William Redd, is. likewise, motivated b\' a desire 

for professional advancement. In this novel, however, the greed is not for 

academic acclaim but for mone\ Academia does not get off lightK', for Redd's 

foray into crime begins with his disagreement over the value of the information 

he has given his professor-mentor Tagert about the location of Butch Cassidy's 

last stand-off and train robbery proceeds (193). Although the disagreement at 

first was. Redd says, because "[t]he son-of-a-bitch wanted his [advance] money 

back" (193), subsequent conversation reveals to Chee that the tme disagreement 

was over value. 

What both Tagert and Redd value is power, a decidedK Anglo value in 

Hillerman's fictional world. For stmggling graduate student Redd, the discover) 

of "[d]ozens of sheets of uncancelled stamps" from the robbery, a three- or four-

hundred-thousand-dollar discover)', means " . . . an escape from never having a 

dime and doing slave labor for bastards like . . . [Tagert]" (Coyote 195). For 

Tagert, the discover)' means fame,"... getting even with the other historians 

who don't agree he's God," and making " . . . those other historians eat crow" 

(195). Redd's greed drives him to kill in order to maintain the secrecy of his 
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discovery, so his confrontation with Chee is inevitable as the Navajo policeman 

works to unravel the tangled skein of violence he has been handed in his job. 

But, as the title predicts, the tme villain in the case is Coyote, in this case Tagert. 

Although Tagert is dead before the action begins in the novel, his selfish, greedy 

ambition creates the unharmonious atmosphere in which the murders are 

spawned. Ashie Pinto, the Navajo murderer in the case, calls Tagert a coyote, 

" . . . a hard, hard insult among the Navajos-implying not just bad conduct but 

the evil of malice" to Leaphom, who wonders what that evil malice really is 

(Coyote 52). In Ashie Pinto's life, that "evil of malice" is Tagert's exploitation of 

Pinto's weakness for alcohol in order to uncover the details of the old stories that 

Pinto wants to suppress (198). The "evil of malice" to which Tagert succumbs 

is the vicious, self-serving drive in academia for humiliation of one's fellow 

academics, a drive for academic ascendency so self-centered that it disregards 

both scholarly integrity and human life. This portrait of the Anglo criminal who 

is incapable of understanding either the importance of kinship ties and 

obligations among humankind or the spiritual significance of a denial of kinship 

occurs repeatedly in Hillerman's Navajo-detective fiction. In Navajo mythology, 

the worship of money and all its attendant trappings of power and prestige is 

sometimes traced to Coyote and his witchcraft, and it always represents the 

antithesis of hozho. 
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The lesson, for non-Navajo and Navajo alike, is summed up in Chee's 

assertion that "Coyote is always out there waiting, and Coyote is alwa) s hungr)" 

(184). With such evil threatening continually to sever the relational ties that 

encircle spiritual wholeness, the Navajo are aware that all must retum repeatedly 

to myth and ritual to realign their values. The Anglo killers in Hillerman's 

detective fiction do not have those songs and rituals to remind them of their 

kinship obligations and are, thus, susceptible to Coyote's urgings. 

Both Leaphom and Chee must work within, around, and through Anglo 

culture and value systems each fime they examine motives and resolve mysteries 

as members of the Navajo Tribal Police Force. In doing so, they discover that 

they share some commonalities of humanity with those they hunt. This kinship 

with all humanity is brought home to Chee in 77?̂  Ghostway when he, observing 

the black man at the bus stop who " . . . put his hand in his rear pocket and 

scratched his mmp," immediately " . . . became aware that his own mmp was 

itching." Chee's conclusion is, "All alike under the skin . . . in every important 

wa), despite my Navajo superiorit)" (473), and, thus, he reaffirms his kinship 

with all humanity, in strengths as well as weaknesses. 

The relationships Leaphom and Chee have with their suspects, both 

Navajos who have left the Navajo Wa) and the representatives of the dominant 

Anglo-American culture who also act out of their needs for relationship and 
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spiritual wholeness, illustrate the hdzho/hochxo duality of human nature. Such 

encounters are enlightening for Hillerman's detectives, for they must accept that 

there is no Other in human spiritual needs. In addition, Hillerman's portraits of 

both Navajo and Anglo criminals cormpted by Anglo-American values illustrate 

that there is no Other in hochxo. Spiritually, all are kin, and Coyote waits for all. 

134 



CHAPTER VI 

MOTIVE AND VALUE: WHO AM 1? 

Repeatedly in Tony Hillerman's Navajo-detective novels it is driven home 

that life is sacred to the Navajo and that only extreme measures can drive a 

Navajo so far as to forget his kinship obligations and take another human life, 

and Hillerman's punctilious insistence that it is unusual for a Navajo to resort to 

violence of any type is well substantiated by scholarly observers of Navajo 

culture. Often this abstinence from violence is attributed to cultural mores or 

restraints, but for Tony Hillerman, Navajo constraints against violent acts are 

more a matter of spiritual identity than cultural conventions. In Hillerman's 

detective fiction, those Navajos who commit crimes have lost their spiritual 

identities and taken on the forms of evil. Spiritually alienated from their fellow 

humans, their relatives, they are easily persuaded to harm or destroy. Navajos 

who kill have no answer to the question, "Who am P" They are Navajo Wolves, 

and their modus operandi is witchcraft. 

Kluckhohn and Leighton discovered in their research that" . . . the widest 

ideal of human conduct for The People is 'to act to everybody as if they were 

your own relatives'" (298), and, certainly, that treatment of fellow humans as 

relafives should result in harmonious interactions among The People. Joe 
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Leaphom and Jim Chee do encounter Navajos who commit violent acts, 

however, and in seeking motives for their Navajo suspects, Hillerman's t^\o 

policemen must always look for influences that might cause aberrations in 

Navajo behavioral pattems. In doing so, they look to two important sources: 

intmsions of Anglo culture and value, seen most often in greed for money and in 

dmnkenness, and intmsions of the most heinous of discursions from the Navajo 

Way, witchcraft. 

Of the two manifestations of colonialist influence, greed is most often 

found in those Navajos who were reared off the reservation, although as early as 

1946 Kluckhohn and Leighton, after interviewing Navajos they termed 

"moralists," stated that "[t]he old Navajo Way was not to lie, to cheat, or to steal" 

and that "[t]he prevalence of such vices today . . . is due to white cormption" 

(297). Kluckhohn and Leighton's comprehensive conclusion that "[t]here is 

undoubted evidence that white contact brings about—at least in the transitional 

generations-some breakdown in the moralities" (298) seems unduly harsh, 

perhaps, but in Hillerman's detective novels Leaphom and Chee share this 

conclusion. Of the colonialist influences, they find, the one the Navajos are most 

susceptible to is dmnkeness. 

Because they see the effects of dmnkenness among their people, both 

Leaphom and Chee inveigh against alcohol. In Sacred Clowns, for example, 
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when Chee talked to the grandson of one of his suspects, he 

. . . recognized this boy's problem. He had seen this physical 
evidence before. Seen it too often. They called it fetal alcohol 
syndrome-the doom the mother imposes on her child when she 
drinks while pregnant. It was another of the reasons Chee hated 
alcohol, hated the people who made it, and advertised it, and sold 
it, and poisoned his people with it. (199) 

In Skinwalkers, Joe Leaphom expresses similar disgust, at one point grimly 

vowing to bring a bootlegger to justice that very day because he " . . . detested 

whiskey as ardenfly as he hated witchcraft. . ." (19). 

The worst effect of alcohol "poisoning" that Chee and Leaphom 

encounter, however, is death. In Coyote Waits Jim Chee arrests Ashie Pinto for 

the murder of his friend Patrolman Delbert Nez. After discovering that Pinto 

was dmnk, Chee ". . . snatched the bottle out of [his] . . . hand, and hurled it into 

the sagebmsh beside the road," while calling Pinto one of the worst things a 

Navajo can call another, "[d]irty coyote" (10). Chee's rage is partly motivated by 

his guift at not having saved his friend Nez, but it is also righteous rage. Pinto's 

dmnkenness is sufficient explanation of motive for Chee, because he 

understands that "[t]he savagery of whiskey erased the need for motive. No 

Navajo policeman . . . had to releam that message. Death slept in the bottle, only 

waiting to be released, and every policeman knew it" (71). Thus, Chee easily 

accepts that it is alcohol that has led the otherwise honorable Ashie Pinto to 
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betray both his Navajo beliefs and his Navajo kinship obligations. What is 

significant, however, is that in Pinto's case it is Coyote who releases the evil. 

Although it may be no surprise that the ambitious Anglos in Coyote Waits 

are members of Coyote's coven, the Navajo Pinto must have more reason than 

ambition or greed to go so far as to murder. Ashie Pinto's moving statement at 

his allocution explains the destmctive nature of both colonialist influence and 

Coyote. For Pinto, alcohol is the instmment of Coyote, and Coyote's influence is 

seen in witchcraft, in the disregard of another's humanity for the purpose of 

gathering a false power to oneself He says, 

. . . Now that man [Tagert] with the pistol was the man who gave 
me the whiskey. He gave it to me some other times. Before, when 
I worked for him. He knew how it was for me. This whiskey. He 
knew that when I drank it I would do wrong things. I would tell 
him what I didn't want to tell him. He knew it made my tongue 
loose and he knew that when it was in me it took over my mind. It 
made the wind that blows inside me [my spiritual essence] blow as 
dark as night. (204) 

Cormpted and weakened by alcohol, Pinto is alienated from both healing myth 

and ceremonial oneness with strengthening kin and is drawn into Coyote's 

coven. 

Once Chee identifies Coyote as the source of evil in Coyote Waits, he can 

view Ashie Pinto more sympathetically, because Pinto's seduction by evil stems 

from weakness, not malice. Pinto is a representative of several of the major 

motives for murder that Leaphom and Chee identify with Navajo criminals. 
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When he is led from the Navajo Way by the Anglo murderer Tagert, who takes 

advantage of his weaknesses, Pinto represents the Reservation Navajos cormpted 

by the greed in Anglo culture. The Pinto character also illustrates two means by 

which the more traditional Navajo may be seduced from the Navajo Way-

alcohol and witchcraft. These elements are intertwined in the resolution of the 

various crimes in the novel. Because he is an alcoholic, Pinto cannot resist 

dmnkenness, and he violates the Navajo Way by "selling" the stories of his 

heritage and by murdering Tagert and Policeman Delbert Nez, all at the behest of 

Coyote. 

Coyote is a trickster figure in Navajo mythology and is less often 

associated with witchcraft, although John Farella contends that "[in the] 

'witchcraft way'. . . [t]he 'Satanic' deities . . . are First Man . . . [and] First 

Woman and [emphasis mine] the primal Coyote" (33). The most common 

explanation of witchcraft, however, is that, during the emergence into the present 

world. First Man left behind a magic bundle that contained "the way to make 

money." At the insistence of the people, the bundle was retrieved, and, thus, 

witchcraft entered the Fifth World (Farella 79). Both the details of this "magic 

bundle" story and the purpose for bringing such evil into the present world are 

matters for debate among the Navajo, and Farella explains that, in his research 
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for The Main Stalk, his Navajo 

. . . teachers constantly emphasized the fact that First Man did not 
forget the bundle, as some versions of this story say; he left it 
behind for a purpose. The exact nature of this purpose they were 
quite reluctant to discuss, but it has something to do with inflicfing 
harm on others through witchcraft. (81) 

Whatever the version of the story, the association of witchcraft with the magic 

bundle is generally agreed upon. Although Hillerman's coupling of witchcraft 

with Coyote in Coyote Waits is less prevalent, it is apt, for it prompts readers to 

consider at greater length the questions of identity inherent in witchcraft beliefs. 

As he investigates both the murder of Delbert Nez and the disappearance 

of Tagert in Coyote Waits, Jim Chee must interview Hosteen Pinto about a 

ceremonial detail in the Butch Cassidy legend Pinto recorded for Tagert. After 

asking why the Ghostway Chant was required for one of the men who tracked 

Cassidy into Tse A'Digash, Chee is given a lecture about Coyote. Pinto reminds 

Chee that Coyote's Fourth-World name was not "First Coyote" but "First Angry," 

and then Pinto " . . . talked of Coyote as the metaphor for chaos among a hungry 

people who would die without order." Pinto's narration further classifies Coyote 

as 

. . . the enemy of all law, and rules, and harmony..., [a] mythic 
power . . . [who] always sat in the doorway of the hogan when the 
Holy People met in Council, neither quite part of these 
representatives of cosmic power, nor totally allied with the 
wildemess of evil outside. (136) 

140 



There are several significant ceremonial and mythic images in this coyote story. 

First of all. Coyote is an "in-between" figure who is aligned with neither good 

nor evil inexorably but, instead, moves back and forth between the two. Like his 

human counterparts, Coyote has a dual nature and may choose to be "good" or 

"evil." Secondly, Coyote is outside the healing circle of ceremonial myth and 

ritual and, thus, alienated from healing harmony and from the Holy People. As 

an "enemy of law and mles," he has no constant identity; rather than taking on 

the identity of the Holy People, that positive state of being effected in ceremonial 

identification with thQyei, Coyote changes identity according to the shape he 

takes on at any given moment. As a shape-changer, or one not fully committed 

to being either inside or outside "cosmic power," Coyote remakes himself 

continually but not positively. Farella notes that" . . . transformation is a central 

theme in the Navajo and . . . any creation story" (71). Coyote's transfonnations, 

however, are chaotic, not regenerative, for they are a misuse of "mythic power." 

The image of Coyote as a "shape-changer" is reinforced by the myths 

nearly any Navajo reared on the Reservation would know. In one Coyote story 

in Dine bahane', Mq'ii, the Coyote, is killed four times by the maiden he takes to 

wife, but each time he resurrects himself because each time "... she did not 

smash the tip of M^'ifs nose or the end of his tail where the two halves of his 

life-force reside" (Zolbrod 132). The power of regeneration is not confined to 
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the deities in Navajo creation stories, and one may be rebom either through 

spiritual identification with the Holy Ones in ritual or through the kind of shape-

changing possible through a perversion of that ritual power. Humans who give 

themselves to Coyote may also take on his shape-changing power, as did the 

maiden in the Dine bahane' story. Her brothers witness her transformation into a 

bear and conclude that "[w]hat she has done to transform herself surely reflects 

the magic that Mq'ii the Coyote our brother-in-law has taught her" (Zolbrod 

155). This story illustrates the Navajos' belief that it is the unholy taking on of 

ritual power that enables Navajo Wolves, or witches, to change shapes and hide 

their tme natures in a succession of false identities. If Leaphom and Chee are to 

identify their Navajo criminals, then, they must be aware of those elements of 

witchcraft belief and behavior that enable Navajo murderers to justify their 

actions and to hide their tme identities. 

Ashie Pinto reminds Chee of the inside/outside dichotomies of human 

identity in Coyote Waits. As prologue to his Coyote story, he tells Chee, 

They teach us that everything has two forms. . . . There is the 
montain we see there beside Grants, the mountain the biligaana 
call Mount Taylor. That is the outer form. And then they say 
there is the inner form, the sacred Turquoise Mountain that was 
there with the Holy People in the First World, the Dark World at 
the very beginning. (135) 

Pinto goes on to say that "[b]luebird has two forms, and the deer and the beefle. 

Two forms. They have the form of XYvQyei and they have the outer form that we 
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see. All living things. You too. And L Two forms" (135). These three 

elements of witchcraft from Ashie Pinto's story- provide helpftil foci for an 

examination of Hillerman's use of witchcraft as the motivating factor for the 

Navajo murderers in his no\ els. Among Navajos, witchcraft is a matter of the 

misuse of forms, identit>, and power, and all three are connected with the 

regenerative process that is central to Na\ajo spirituality-. 

In Hillerman's detecti\ e novels, Navajos who act \ iolentK are often 

characterized as witches, and, although it may sometimes strain Anglo-American 

credulit), witchcraft is \ers real to Navajos. In The Dark fF/W Hillerman 

explains that, among the Na\-ajo, witchcraft ma\ be considered to be a moti\ e for 

anything that makes life unharmonious, for the w itchcraft gossip increases ". 

in a season of drought or hard times" (218). It is also their best explanation for 

the e\ il perversion of hozho that could dri\ e a Na\ajo to killing, that ultimate act 

of hochxo. It is, perhaps, eas\ for Anglo Americans to dismiss such beliefs as 

primiti\'e superstition, and Michael Parfit, among others, notes that Hillerman is 

often questioned about the prevalence of witches and witchcraft in his novels 

(102). Parfit feels that" . . . Hillerman's attitude is ambivalent. . ." (102), and 

there is critical support for the idea that Hillerman portra\ s witchcraft beliefs not 

as the superstitious hauntings of the primitive Other but as valid representations 

of evils universal to all humankind. 
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Karl Doerry, for example, feels that the evils associated with witchcraft in 

the Navajo-detective novels are identifiable with Euro-American moral issues. 

In "Literary Conquista: The Southwest as a Literary Emblem," he calls "the 

Navajo Way" the solution to the dilemma of modem detectives seeking 

enlightenment yet forced by modem, colonialist cultures to make their 

pilgrimages in a world of moral ambiguities where right is difficult to determine 

(447). The spiritual certainties of Navajo metaphysics, Doerry feels, enable 

Hillerman's detectives to make their moral pilgrimages in the face of evil, so that, 

he asserts, 

[w]hen Joe Leaphom and Jim Chee need direction, they can 
always tum to their Navajo sense of balance and harmony for 
guidance. . . . [T]hey can always listen to their inner sense of 
'rightness' to sort out the apparent confiision and mystery of the 
situation. (447) 

This inner sense of rightness may, indeed, help Leaphom and Chee solve 

cases, but it also gives them the weapons with which to fight their moral battles. 

In example, Doerry cites the witchcraft motif in People of Darkness and notes 

that Chee remembers 

. . . a Navajo prayer for harmony, and . . . his uncle's, a Navajo 
'singer's,' wisdom, which in tum, leads him to the key that unlocks 
the whole mystery, that the villain accomplished his evil, his 
'witchery,' by a successftil but 'unnatural' change of identity. (449) 

For Doerry identity questions in the mystery genre are not confined to specific 

cultures, and he links colonialist and Navajo world view by asserting that the 
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unnatural". . . change of identity, of hiding an evil nighttime identity beneath a 

da>time mask of respectability, is, of course, a central motif in the detecti\e 

novel" (449). 

Although such unnatural changes of identity in Hillerman's novels are 

most often the result of witchcraft, Doerry sees them primarily as conventions of 

the genre rather than significant spiritual questions. Doerry concludes that 

Hillerman's use of "witches, skinwalkers, and Navajo wolves . . . [and] humans 

who change into death-bringing animal shapes .. ." is primarily the author's 

" . . . way to give a fresh embodiment to this [identity] motif, a motif which 

connects perfectly with another convention of the detective novel, namely that 

the source of evil is the immoderate pursuit of riches" (449). The connection 

between witchcraft and the immoderate desire for money is found in the version 

of the Emergence Myth in which First Man sent Diving Heron back down the 

reed to retrieve the witchcraft bundle, which is defined as "the way to make 

money," and Hillerman does include this version of the bundle myth in The 

Blessing Way (277). Doerry's conclusion that "[w]itchery thus involves both 

greed and killing" and that witchcraft " . . . is, therefore, a central motif in all 

Hillerman novels" (450) is a valid one and may be easily substantiated, but an 

overview of the novels reveals that witchcraft as "the way to make money" is a 

simplification of the issues involved in witchcraft motives and behavior. 

145 



From his first novel Hillerman has incorporated witchcraft beliefs into his 

Navajo-detective fiction. Kluckhohn and Leighton surmised that witches 

" . . . are scapegoats" for the Navajo, the means by which they " . . . 'take out'. . . 

by word and by deed the hostility which in fact they feel against their relatives, 

against whites, against the hazards of life itself (246). Hillerman's indebtedness 

to Kluckhohn and Leighton is obvious in The Blessing Way, for McKee, also, 

says that" . . . the [Navajo] Wolf superstition was a simple scapegoat procedure, 

giving a primitive people a necessary outlet for blame in times of trouble and 

frustration" (25-26). In People of Darkness Hillerman moves beyond the 

scapegoat theory of witchcraft, however. For Jim Chee, witchcraft is hochxo, the 

"reversal" of hozho, which he defines as "[s]ort of a combination of 

beauty/harmony, being in tune, going with the flow, feeling peaceftil. . ." (132), 

so that Hillerman's readers here may easily understand that witchcraft is the 

manifestation of evil. 

This association of witchcraft with evil is to be found in other Hillerman 

novels. In The Blessing Way Leaphom tells the Heron story to explain the 

presence of witchcraft in Navajo culture. Leaphom is not a "believer," and when 

asked if he belie\ es the Heron story gives old Man Sandoval the evasive answer, 

"I have leamed to believe in evil" (98). Believer or not, however, Leaphom must 

consider witchcraft as a motive in Listening Woman, for, as McGinnis reminds 
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him, murder is ". . . one kind of white man's meanness the Navajos never took 

to" (70). Because, Leaphom reflects," [a]mong the Dinee. the death of a fellow 

human being was the ultimate evil. . . ," the only way the killer in Listening 

Woman can be Navajo, he first believes, is if " . . . a Navajo Wolf [witch] was 

involved" (71). The Navajo killer Leaphom unmasks does not follow the 

traditional pattem for a Navajo Wolf, but Leaphom does discover that he 

exhibits "the uftimate evil" usually labeled "witchcraft." For the Navajo, the 

ulfimate evil ma> also be defined as a loss of idenfity, and the Big Navajo's 

failure to identify with both deities and fellow humans makes him susceptible to 

evil. 

In People of Darkness, Hillerman uses the witchcraft motif to provide 

double motives for the Anglo killer. Vines. Vines is said to be a witch because 

he bought his financial success at the price of human life (65), a reference to the 

definition of witchcraft as "the vva\ to make money." Vines also illustrates the 

inner/outer dichotomies of witchcraft, however, for he is hiding his tme name. 

Carl Lebeck. and his tme identity, greed-driven killer, behind his Vines identit) 

(183). The same inner/outer dichotomies of witchcraft appear in The Dark 

Wind. In this novel witchcraft is not the central theme, but Chee has to eliminate 

w itchcraft as a motive in order to identify the killer, for Jake West borrows 

Na\ ajo custom to delay the investigation. In peeling the skin from the hands and 
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feet of the man he kills, the magician West, who is known for his magic-trick 

performances, enacts both actual and spiritual sleights-of-hand. Chee must 

penetrate his outer "disguise" in order to expose his tme identity, both as murder 

and as witch-one who changes his shape in order to deceive. 

In each of these novels witchcraft is an accompanying song in Hillerman's 

ceremonial reenactments of redemption through Leaphom's and Chee's 

restoration of order on the reservation. In Skinwalkers, however, witchcraft is 

the primary theme. In this novel, Hillerman more fully examines those 

witchcraft issues of inner/outer forms, identity and power by drawing together 

both the characters and beliefs of Leaphom and Chee, as they, on separate 

investigations, find themselves entangled in the chaos and evil of witchcraft. As 

always, the central question for the Navajo policemen is the regeneration of life 

in hozho. 

In The Main Stalk John Farella maintains that "[t]he key concept in 

Navajo world view . . . is sq'a naghai bik'e hozho'' (16). Because " . . . hozho is 

the whole" of existence, for the Navajo,"... an understanding of sq'a naghai 

bik'e hozho is an understanding of the whole" (17). Farella ftirther explains that 

"[hjdzho is taken by the dualists as the metaterm for good or for goodness . . . " 

(31) and that "fhjochxd is the metaterm for evil. . ." (33). ft is tempting to see 

Leaphom's and Chee's pursuit of criminals as their acting as agents of good in a 
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world of evil. This is especially tme when the "agents of evil" they pursue are 

Navajo witches. According to Farella, such an approach is simplistic, howe\ er, 

for it leads to the attitude that" . . . the good/evil axis is the primary division of 

the universe. ." and to the belief that witches derive their substance from the 

" . . . evil associated with and . . . [derived] from the underworlds, the time prior 

to the emergence of the People onto the surface of this world" (33). Farella's 

argument is that" . . . our simplistic dualistic notions are not the way to describe 

. . . [the Navajos'] (or . . . any) ethical system" (35). For Farella, the fact that 

" . . . hdzho/hochxo . . . are a part of the same whole" proves that "[t]hey exist 

together, or neither one exists. . ." (35). 

Farella insists that it is necessary to abandon a dualistic view of life in 

order to understand the three components of witchcraft: inner/outer forms, 

identity, and power. Because "[t]he overriding theme of Navajo religion is 

creation" (69), and because ever\lhing exists as part of the whole, witchcraft is 

also a form of creation. Farella ftirther asserts that" . . . the creation stories . . 

[are] not so much concemed w ith creation from nothing as they are w ith the 

transformation of'primal' life stuff and the placement of the result" (69), so that 

witches may change the form of "primal life stuff and misuse the power of 

creation, but their "creations" are subversions of hozho, not separate life-forms 

called "evil." 
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Farella's insistence that everything is part of the whole is a reminder that, 

for the Navajo, relationship is essential for both behavior and spiritual 

wholeness. In Navajo Sings, ceremonial song and ritual reenactments allow the 

participants to re-establish relationships with both gods and men and to re-form 

themselves by taking on the spiritual powers of the yei. Farella states that 

" . . . reanimation . . . is the main purpose of the ceremonies" and that the word 

hddhat'eehii, often used in ceremonial stories, may be roughly translated as 

"by means of it his thoughts began to move again" (96). Thus, hddhat'eehii 

describes " . . . a common purpose of h6zh66ji~to start one's thoughts up again 

or to redirect them along happier and more productive lines" (96). The term 

Farella gives to the ceremonial process of reanimation is aScee naa'aashii, which 

he glosses as '"follower pair,' or 'the two that follow each other'" (96), noting that 

"Haile . . . associates this concept with the underworld and with witchcraft" (96). 

Farella's contention is that reanimation may be posifive or negative, and his 

differentiation between the two points to a definition for witchcraft. He 

concludes that 

'[w]itchcraft' stories also have reanimation as a primary theme. . . . 
[AJBcee naa'aashii stories combine the notion of reanimation with 
personal mortality, whereas 'witchcraft' stories combine 
reanimation with personal immortality. That is, the life force of 
others is used to perpetuate oneself rather than to animate new 
beings. (99) 
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Farella's definition for witchcraft is important for the examination of witchcraft 

in Skinwalkers, because in that novel Hillerman's detectives are involved in life-

death issues and must seek their own reanimations as they sort through the 

different witchcraft motifs. 

Reanimation and power are key issues for each of the major characters in 

Skinwalkers^ and each must choose between "reanimation with personal 

mortality" and "reanimation with personal immortality." The two who employ 

witchcraft. Dr. Yellowhorse and the Navajo mother who kills him, try to subvert 

the power of reanimation to bypass death; Leaphom and Chee choose to accept 

death as part of life and, thus, undergo rebirths in their own lives. All four of 

these characters, however, are locked into a symbiotic relationship in Hillerman's 

complex rendering of the power of the life force to renew and re-form. 

Two of the "oppositions" in Skinwalkers are the two approaches to 

ph>'sical healing represented by the Badwater Clinc and the traditional Navajo 

healing ceremonies. At first, Leaphom and Chee appear to be in opposition on 

these issues, for Leaphom has rejected traditional cures and put his faith for his 

wife Emma's recovery in the hands of the bilagaana doctor he has pursuaded her 

to see (11-12), and "Chee believed in penicillin and insulin and heart bypass 

surgery. But he also believed that something far beyond the understanding of 

modem medicine controlled life and death" (144). Of far more importance than 
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one's choice of medical practitioner, however, is one's choice of spiritual power, 

so that the medicine/ceremony opposition becomes the heart of the conflicts in 

the book. 

The medicine/ceremony theme is also centered around Yellowhorse's 

Badwater Clinic, because all the witchcraft that spawns violence and death in the 

novel is bom there and nurtured by Dr. Yellowhorse. Again, Leaphom and Chee 

seem in opposition when witchcraft appears to be the motivating factor for the 

murders they are investigating. Early in the novel Hillerman reveals that 

"Leaphom did not believe in witches. . ." (18), and ". . . had no tolerance for 

witchcraft or anything about it~for those who believed in witches, or for stories 

about skinwalkers, corpse sickness, the cures for same, and everything connected 

with the Navajo Wolves" (74). Jim Chee, on the other hand, believes that "[t]he 

origin story of the Navajos explained witchcraft clearly enough, and it was a 

logical part of the philosophy on which the Dinee had founded their culture" 

(75). Although he ". . . believed in witchcraft in an abstract way," Chee "... 

knew w itchcraft in its basic form stalked the Dinee" (252). Both Leaphom and 

Chee understand, however, that the persons they suspect and the ones murdered 

believe in witchcraft, and both detectives willingly examine witchcraft as the 

primarv motive for the murders they investigate. 
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The "witchcraft cases" in Skinwalkers begin as disconnected crimes, but, 

in the end, they reinforce Farella's theories: the crimes are connected not onl\ by 

motive and means but also by each person's choice to use or misuse the 

regenerative life forces of spiritual power. Because they threaten the continued 

existence of his clinc, Dr. Yellowhorse arranges to have Irma Onesalt, Dugai 

Endocheeney, and Wilson Sam murdered. Yellowhorse's motives seem 

complex: Onesalt is killed because she threatens to expose his Medicare fraud, 

his practice of". . . tuming in hospitalization claims on patients after they were 

dead"; Endocheeney and Sam are murdered because they were claimed on 

Medicare long after their discharge and could be traced by the police to provide 

the motive for Onesalt's killing (381). Yellowhorse's justification to Chee is that 

" . . . it balanced out. . ."to murder those who threated the clinic because doing 

so ". . . was saving more lives than those he had to kill" (281-282). The tme 

motive, however, is summed up by Leaphom. As he and Chee resolve both their 

differences and their investigations at the end of the novel, Leaphom succinctly 

summarizes Yellowhorse's motive as "Anti'll,... the Navajo word for 

witchcraft" (282), and Yellowhorse is the witch. 

The word anti'll is difficult to translate into English; to do so one must 

remember that reproduction or regeneration of life is central to all Navajo 

spiritual beliefs. Farella explains that" . . . the material collected [in witchcraft] 
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is, as it is in the hozhodji creation [story] . . ., bigddsh and/or nilch'i. The 

substance is also dnit'i (which . . . Haile and others gloss as 'witchcraft 

medicine')" (77). Farella's definition demonstrates how outstanding is 

Hillerman's understanding of and presentation of witchcraft in Skinwalkers. 

Leaphom is correct; Yellowhorse's acfions, his taking life from others to 

perpetuate his own existence as mighty healer, is witchcraft, and the medicine he 

practices is not Westem medicine but "witchcraft medicine." Farella also 

explains that "[t]here is another source of dnit'i. . . and that is the corpse. Thus, 

dnit'i... is very literally life (and/or death) stuff. From such substance, other 

life can be created or destroyed" (77). Yellowhorse tries to effect his own 

professional immortality by taking "life stuff' from others, but, because one 

becomes immortal not by clutching immortality but by embracing death, his 

efforts are doomed to failure. Fittingly enough, it is the other witch in 

Skinwalkers who kills the Wolf Yellowhorse. 

The witch who kills Yellowhorse is never named, a telling statement that 

the Navajo Wolf has no tme identity. Identified simply as "the woman" 

throughout the book, she remains unnamed at the end, and neither Leaphom nor 

Chee ever know her name (279). They do discover, however, that she has killed 

Yellowhorse and that it is she who has been trying throughout the novel to kill 

Chee. Yellowhorse uses her as he does the killers of Endocheeney and Sam, 
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telling her that Chee is the one who has bewitched her d> ing baby and trading on 

her obsessive desire to save her baby's life to rid himself of the policeman he sees 

as a threat to his own self-perpetuation. Again, the explanation of her motive for 

trying to murder Chee seems simplistic. As Chee explains to her after she shoots 

him, 

Yellowhorse pretends to be a crystal gazer. I think you took your 
sick baby to the Badwater Clinic and Yellowhorse looked at it, and 
then Yellowhorse got out his crystal, and pretended to be a 
shaman, and he told you that the baby had been w itched. . . . Then 
he told you that I was the skinwalker who had witched your baby 
and that the only wa\ to cure it was to kill me. (270) 

Chee's revelation to her that "Yellowhorse is the skinwalker. Yellowhorse 

witched you. Yellowhorse tumed you into someone who kills" (270) prompts 

her to go to the hospital and murder Yellowhorse, and, thus, the various 

"witchcraft" mysteries are resolved. 

Because the woman's motive for murder is, she believes, to save her 

baby's life, readers might feel that Hillerman is unduly harsh in painting her has a 

witch, defined here as "someone who kills." In Farella's terms for the 

metaphysics of witchcraft, her efforts to reanimate her dead baby by taking the 

"life stuff' of another human being are evidence that she has fallen into the error 

of tr> ing to perpetuate personal immortalit\ through her offspring. After killing 

Yellowhorse, she sa> s, "Is the skinwalker dead? Then I want to bring in my 

baby. I have him in m> tmck. Maybe now he is alive again" (278), but her 
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values are misplaced. Because she tries to reanimate one life at the expense of 

another, her witchcraft must fail, so that". . . [the baby] wasn't [alive], of course" 

(278). In Navajo spirituality, everything is part of the whole. Life and death are. 

in themselves, neither good nor evil and must be accepted for w holeness, and 

Farella adds that the aScee naa'aashii stories of ceremonial creation have as their 

purpose reanimation with personal mortality. Thus, it is only in acceptance of 

death that humans may have "good" power over it and may embrace their tme 

identities. 

In Skinwalkers, Hillerman combines the metaphors of inside/outside 

oppositions, identity-, and power in the witchcraft themes that weave through the 

novel Both Yellowhorse and the woman who kills him must be "unmasked" 

before the crimes are resolved. Using the power of his witchcraft, Yellowhorse 

strips the woman of her tme identity, tuming her into a witch, "someone who 

kills." Yellowhorse himself has no tme spiritual identity because he sub\erts 

both his professional calling and his spiritual calling to a harmonious 

relationship with both gods and fellow humans when he values profession over 

person. He is a masterful illustration of the inside/outside dichotomies in 

witcher\'- on the outside he is a shaman/doctor; on the inside he is a witch, one 

who feeds on the life force of others rather than giving back life to those who are 

ill. 
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In fact, neither of Yellowhorse's "outside" identities is accurate, either, for 

he is neither shaman nor doctor. Chee early recognizes him as a false shaman, 

and Yellowhorse complains to Leaphom that Chee is ". . . telling people I'm a 

fake and to stay away from me" (Skinwalkers 33). In his discussion with 

Leaphom, Yellowhorse justifies his crystal gazing because, he says, 

. . . a lot of the people out there are getting to know about me 
doing it, and it brings 'em in where we can get a look at 'em. The 
sick ones come in. Wouldn't have come in otherwise. They'd have 
gone to some other medicine man instead of me. And that way we 
catch a lot of early diabetic cases, and glaucoma, and skin cancer, 
blood poisoning, and God knows what. (32) 

Such passages make a whole-hearted condemnation of Yellowhorse difficult, 

and Hillerman intends it so. Yellowhorse, like the woman he bewitches, seems 

to act from at least partially altmistic motives, and it is tempting to say that some 

must inevitably die so that many others may live. Hillerman insists that the tme 

question in witchcraft is the spiritual condition of the heart. The two witches in 

Skinwalkers are murderers because they try to manipulate the powers of 

regeneration to achieve immortal it\'. Hillerman's two detectives, however, are 

rebom by embracing death. 

Jim Chee's physical death seems imminent several times in Skinwalkers; 

he narrowly escapes being killed when the bewitched woman fires into his trailer 

at night (9), and he is shot by her and left for dead in Bisti's hogan before she 

goes to kill Yellowhorse (259). It is not Chee's physical death that is the major 
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question, however; it is his imminent spiritual demise that is at issue. Identity is 

a constant question for Jim Chee, as he stmggles to reconcile his calling as 

shaman with his calling as Navajo Tribal policeman. Entangled in this spiritual 

battle is also his identity as a Navajo, given form in his relationship with Mary 

Landon. In Skinwalkers, Chee must move toward an acceptance of the death of 

that relationship if he is to reclaim his tme identity as Navajo and as 

shaman/policeman, and Hillerman's metaphor for that spiritual battle in the novel 

is the pregnant bilagaana cat Chee befriends. 

Chee is, at first, reluctant to feed or to shelter the cat, abandoned, most 

likely, by tourists. Because "[h]e was too much the traditional Navajo to 

interfere with an animal without a reason" (4), he tries to ignore the cat's needs, 

but he begins giving it food and water. Curious, he wonders if". .. such an 

animal, an animal bred and raised by the white man, [can] call up enough of its 

hunting instincts to survive in the Navajo world" (4), and throughout the book 

his musings about the cat lead him to thoughts of Mary Landon, the bilagaana 

teacher he wishes could call up the instincts to live in the Navajo world. Unable 

to ignore the cat entirely,"... Chee had interfered. And now . . . [he] was stuck 

with a dependent" (3). Chee's solution to the cat problem is to send it to Mary, 

and in that solution is Hillerman's symbolic representation of life and death, 

reanimation and wholeness. 
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By acknowledging that the cat cannot change its tme nature and become a 

Navajo cat, Chee comes to an understanding that Mary Landon cannot become 

Navajo, either, an understanding made plain when Hillerman describes his cat 

decision. Chee would ". . . put the cat in the forty-dollar case, and take it to the 

Farmington airport. . .," and would write Mary ". . . and explain it all-explain 

how this belagana cat simply wasn't going to make it as a Navajo cat. ft would 

starve, or be eaten by the coyote, or something like that. Mary was a very smart 

person. Mary would understand perfectly" (279). ft will not be until Coyote 

Waits that the Chee/Mary dilemma is tmly resolved, but Chee's acceptance of the 

inevitable "death" of their relationship is a significant movement in his spiritual 

growth, as well as a telling statement on Hillerman's part that Navajo witchcraft 

beliefs have much to teach non-Navajos. If Chee were to attempt to perpetuate 

himself at the expense of another person's life, he would be engaging in 

witchcraft. He must accept death as a part of life in order to remain in harmony 

with his tme identity. By this death Chee's inside/outside dichotomies are 

healed, his tme identity re-established, and his rebirth effected through the 

correct use of the power of anti'll. 

Joe Leaphom, also, begins his joumey toward rebirth in Skinwalkers, as 

he wrestles with the possibility of his wife Emma's death, a threat that is 

interwoven in both narrative and Leaphom's investigation throughout the novel. 
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In Skinwalkers, Leaphom places his faith in the wrong power, and he believes, at 

the end of the novel, that". . . Emma might be well again" (263) because the 

bilagaana doctors have diagnosed a brain tumor and pronounced it operable. He 

wants to "reanimate" her, to defy death, because "[h]e could not be happy away 

from Emma" (128). As he watched her progressive deterioration, "[o]ther values 

ceased to exist for him [and,] [h]ad there been anything he could do to help her, 

anything, he would have done it" (267). Leaphom's futile stmggle against 

Emma's death is a spiritual disharmony, however, for he must accept death as a 

part of life. Although Emma survives the surgery in Skinwalkers, in Hillerman's 

next novel, A Thief of Time, readers discover that she died of an infection (25). 

Leaphom's spiritual pilgrimage toward acceptance and, thereby, 

wholeness is begun in Skinwalkers and completed in Thief. In Skinwalkers 

Leaphom is unable to face Emma's death because "[e]verything about Emma's 

illness left him feeling helplessly out of control. Things were happening to them 

that would change their lives-devastate his life~and there was nothing he could 

do that would affect it. He felt surrounded by inevitability. . ." (235). In Thief of 

Time Leaphom must submit to the inevitable and put his life under ritual 

control, not his own control. 

Several images coalesce to produce this rebirth for Leaphom. The first is 

his "resurrection" in the detective novels after a three-novel absence. Before 
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Skinwalkers (1986), Leaphom's last appearance is in Listening Woman (1978). 

In the intervening three. People of Darkness (1980), 77̂ ^ Dark Wind (\9S2), and 

The Ghostway (1984), Hillerman introduced Jim Chee as his new Navajo-

detective character, and Skinwalkers was Hillerman's first novel to bring the two 

together. Hillerman has given as one reason for his decision to "resurrect" 

Leaphom that he was afraid both he and his fans were becoming unable to tell 

the two apart (Sobol 108; Breen 61-62). Regardless of his reason, however, 

Hillerman's actual resurrection of the character is the perfect symbol for his 

portrayal of Leaphom's spiritual rebirth in A Thief of Time. 

In Thief, Leaphom moves through his investigation in a fog of grief over 

Emma's death, and it is only at the end that he understands that he must embrace 

that death in order to be reanimated. For the Navajo, reanimation comes only in 

ritual identification with the yei, and Leaphom experiences rebirth in two ways. 

The first hint that Leaphom is moving toward spiritual healing is in his hike up 

the canyon in search of Dr. Friedman-Bemal. As he paddled up the river, 

[h]is shadow streaked out from that of the kayak . . . [and,] [a]s he 
rested with his arms relaxed, he became the sfick figure of the yei 
Black God as Navajo shamans represented him in the dry painting 
of the Night Chant. Bent over the paddle,... he was Kokopelli, 
with his hunched back ftill of sorrows. (286-287) 

Here Leaphom takes on the physical identity of an Anasazi fertility symbol, and 

readers may easily infer his spiritual identification with rebirth as well. That 
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assumption is home out at the end of the novel when Leaphom, having rescued 

Dr. Friedman-Bemal, comes to terms with Emma's death and expresses his 

willingness to move on, and the symbol for his impending spiritual rebirth is his 

asking Chee to sing a Blessing Way for him (324). When Leaphom accepts 

Emma's death and takes on the inner form of the >̂ /̂ in ceremonial myth and 

song, he is restored to hozho. He is rebom. 

Leaphom's reanimation in A Thief of Time, however, is actually the end of 

the spiritual joumey he begins in Skinwalkers. In Skinwalkers, both Joe 

Leaphom and Jim Chee experience epiphanic revelations that will lead to rebirth 

in their relationships with both deities and humans. As they sift through the 

motives and values of the witches in Skinwalkers, Hillerman's Navajo detectives 

more fully understand that the attempt to take on the power of the gods for false 

goals is witchcraft. Those who value individual immortality over hozho, the 

whole that encircles both life and death, have no identity and must become 

shape-changing witches dependent on others for life. At the end of Skinwalkers, 

Leaphom and Chee agree that, with the unveiling of the witches, the circle of 

violence and rebirth is complete, so that there is no need to pursue the murderers 

of Endocheeney and Sam (282). In their roles as policemen, they restore law and 

order and become agents of hozho. In the process, Leaphom and Chee discover 

that the answer to the question "Who am I?" is, "I am part of the whole." 
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CHAPTER Vn 

THE HERO TWINS IN DINETAH 

Throughout the Navajo-detective novels, Jim Chee is engaged in a 

stmggle for identit) Fred Erisman's observation that, in Ghostway, Chee 

" . . . discovers in a moment of disma\ ing insight [that] one of his professions 

carries an obligation to himself, and the other an obligation to his people" is both 

astute and correct, as is his assertion that "[e]ach is important to him, and Chee is 

suspended between them" ("Hillerman's" 8). Joe Leaphom also stmggles to 

reconcile desires and calling in Ghostway, in which he carries out his duties 

while preoccupied with his wife Emma's illness, and in^ Thief of Time, in which 

he resigns his job, momentarily allowing his need to grieve Emma's death to 

overshadow his calling. Thus, although Chee's dilemma is more acute and 

receives more emphasis from Hillerman, both Leaphom and Chee experience 

those self-doubtings and seekings common to all humans. The need to identii\' 

oneself by some classifiable and quantifiable associations is universal and is both 

a ph> sical relocating and a spiritual quest. For Leaphom and Chee, the spiritual 

quest is inextricably linked with their professions. Their professional dilemmas 

and decisions are spiritual as well as pragmatic, and the spiritual elements of 

their profession, those questions of ultimate tmth and justice, move them 
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into the mythic realm. In their ongoing battle against the societal and spiritual 

monsters who threaten to destroy modem Dinetah, Leaphom and Chee are the 

modem reincamations of the Hero Twins of Navajo metaphysics. 

The Hero Tw ins loom large in Navajo m\tholog\. comprising a major 

portion of the Navajo bible. Dine bahane \ and at one point in the Navajo 

creation m>ths they are the onh salvation for The People facing annihilation b\ 

the monsters. All cultures have such hero m>ths. a reminder, perhaps, of both 

the dangers that threaten human life and spiritual de\ elopment and the inherent 

powers to conquer those threatening entities. In World Mythology, Donna 

Rosenberg obser\ es that "[m]\ths reflect human nature, w ith its needs and 

desires, hopes and fears. Mvths re\eal the human condition . . [and] [h]ero 

m\ths provide models for human beha\ ior" (xiii). Rosenberg further notes that 

"[m]\ths... embod\ the spiritual values of a culture" and that some " 

provide models of \ irtuous beha\ ior b\ relating the adventures of heroes or the 

misfortunes of arrogant humans" (xv). Joe Leaphom and Jim Chee are ftilK 

human: were the\' not, Tony Hillerman's readership would have disappeared long 

ago. They are also, howe\er. heroic figures who stmggle with questions of life 

and death, tmth and lie, honor and expedienc\ Although the> might be seen as 

heroic figures for these reasons alone, Leaphom and Chee are heroic figures 
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by Navajo tradition as well: they are Hillerman's version of Monster Slayer and 

Child Bom of Water. 

Dine bahane brings together the essential elements of the Navajo 

creations stories, from the beginning " . . . long, long ago [when] white 

arose in the east and was considered day" (35) through the creation of the 

specific Navajo clans from the very flesh of Changing Woman (313). Two of 

the major deities in the early Navajo pantheon were Asdzdd nddleehe. Changing 

Woman, and Yoolgai asdzdd. White Shell Woman (179). The Hero Twins were 

bom of these two, products of implied "virgin pregnancies" that came upon the 

two as "[t]hey listened and they waited, they watched and they anticipated, 

expecting something to happen which they could not quite understand" (180). 

Changing Woman and White Shell Woman sense an incompleteness in their 

lives and, because they are lonely, the two say to each other, "Perhaps there is 

some way for us to make people, too: people of our own kind who could help us 

endure these long days and nights of endless silence" (181-182). Zolbrod 

describes their impregnations by sun and water. First, Changing Woman says to 

her companion, "Suppose I stay here and watch the sun as it makes its way from 

the east to the west," and "[m]eanwhile, Yoolgai asdzdd the White Shell Woman 

took herself down to where the mountain stream fell from shelf to shelf among 
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the rocks" (181). After four such encounters, each becomes pregnant. Changing 

Woman by the Sun and White Shell Woman by the mnning stream. 

Talking God appears to serve as midwife at the first birth, that of 

Changing Woman's son Monster Slayer, bearing "a dragrope of sunbeam" to ease 

the birth, and Water Sprinkler attends the birth of White Shell Woman's son 

Child Bom of Water, offering her "a dragrope of rainbow" to pull to ease the 

birth (181-182). Zolbrod adds, "Thus a child was bom to each of the two sisters. 

. . . Talking God covered the one [Monster Slayer] with a blanket of dark cloud 

while . . . the Rain God covered the other [Child Bom of Water] with a small 

counterpane of female rain" (183). Attended by gods, bathed in light and water, 

the Hero Twins Monster Slayer and Child Bom of Water are bom. After a series 

of tests, in the form of races with their birth-attendants, the two boys become 

young men of strength and character and are destined, they are told, to 

". . . well serve those who have nurtured you" (187). That service will consist of 

their killing the monsters that threaten The People, but before they are ready to 

defend their extended family, the twins must receive empowerment by seeking 

out their fathers. 

Thus far the Hero Twins story exhibits several mythic archetypes: the 

virgin impregnated by a spirit, the birth attended by heavenly representatives, 

rites of passage, a godly nurturing and testing of the heroes, naming ceremonies, 
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and the quest for the father. It would be counterproductive to attempt a matching 

of each of these elements with identical elements in either Leaphom's or Chee's 

life, for they are decidedly individualistic characters. A look at the larger 

picture, however, reveals that Hillerman's modem monster-slayers share several 

common elements with the Hero Twins of Navajo mythology. 

The monsters that both threaten and destroy the People are described in 

Dine bahane' as having been bom of ". . . the transgressions that took place in 

the fourth world, where the men and the women were separated" and from " . . . 

the blood that was shed during the birth of the first four,..." who were two sets 

of monster twins (97). Bom of fmstration, spmng from the denial of the 

necessity of male-female pairing, the first monsters of Dinetah were self-

feeding, reproducing brokenness from their essential brokenness. Such denials 

of primary relationships produced disharmony, and, Zolbrod adds,". .. because 

of all those monsters the people would live in daily fear, it is said" (97). 

The People of modem Dinetah are besieged by monsters as well, and, in 

their continual quest to identify and bring to justice the criminals who daily prey 

upon The People, Leaphom and Chee slay those monsters with justice. By their 

calling as law officers, they are modem-day Hero Twins, whose everyday task is 

to seek out those who would take lives and destroy the harmony of Dinetah. 

These modem "monsters" are also bom of brokenness and the finstration of the 
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primal urge for wholeness, and only the intervention of justice prevents their 

reproduction. Leaphom, as elder, is Monster Slayer; Chee is Child Bom of 

Water. Their identification as such goes beyond birth order, however, for their 

clan relationships and their personalities also link them with the Hero Twins. 

Naming one's clans and kinship associations is essential in Navajo 

introducfions. Such listings locate individuals both relationally and spiritualK, 

linking them with each other and with the original clans formed from Changing 

Woman's body. In his Navajo-detective novels, Hillerman repeatedly reminds 

his readers of Leaphom's and Chee's clan identities. In "Native American Clans 

in Tony Hillerman's Fiction," a concordance to the novels, Elizabeth A. Gaines 

and Diane Hammer list the clans Hillerman uses in his novels. Gaines and 

Hammer's compilation illustrates the complexities of Navajo clan relationships; 

for example, Leaphom's mother's clan is most consistently given as Red 

Forehead in the novels, but Gaines and Hammer's footnote on the Red Forehead 

entry reveals that Leaphom's mother was ". . . bom to the Slow Talking Dinee, so 

his matemal clan should also be Slow Talking Dinee" (93). Throughout the 

Hillerman novels Jim Chee's mother and matemal grandmother are identified as 

Slow Talking Dinee (94). Likewise, Gaines and Hammer note that Chee's 

father's patemal clan is Red Forehead in People of Darkness and Salt Cedar in 
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Dark Wind (93). Thus, Leaphom and Chee are clan-related, a notable addition 

to the Modem-Hero-Twins theory. 

Gaines and Hammer maintain that "[c]lan links between people of the 

same sex or of the extended family serve to strengthen relationships" (89). Thus, 

Leaphom's and Chee's working relationship is strengthened by their Red-

Forehead-Clan and Slow-Talking-Dinee relationships (93) and by a linkage in 

the Slow Talking Clan through their mothers (94). Just as with the Hero Twins, 

Leaphom and Chee are bom of "sisters." Just as with the Hero Twins, these 

modem hero twins' mothers connect them with the spiritual origins of the 

People, for Gaines and Hammer note that the Slow Talking Clan has" . . . 

produced more singers than any of the other sixty-plus clans" (94) of the Dineh. 

Hillerman underlines the rich spiritual heritage of the clan in Dance Hall of the 

Dead when he notes that Leaphom's grandfather"... was Nashibitti, a great 

singer . . . and a man so wise that it was said the people of Beautiful Mesa added 

Hosteen to his name when he was less than thirty . . ." (75). Likewise Chee's 

spiritual heritage comes from his mother's lineage; it is her brother who teaches 

Chee the songs he needs both as an apprentice singer and as a monster-slayer 

policeman. 

Leaphom's and Chee's "relatedness," however, is more than some brief 

and tenuous crossing of clan ancestors in the distant past. In Hillerman's novels, 
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the two move from an initial dislike for each other to a gmdging respect and then 

a caring closeness. The two first meet in Skinwalkers, and their early association 

is not comfortable for either. Inifially, Leaphom's knowledge of Chee is from a 

complaint about the younger policeman's "harassment" of Dr. Yellowhorse (33). 

Leaphom's reputation precedes him, as well. Even before meeting Leaphom, 

Chee knows that, among the tribal police,". Lieutenant Leaphom was a FairK 

Important Person, and somewhat of a legend" (74). Leaphom at first considers 

the possibility that Chee is himself a skinwalker, and Chee is aware of his 

distmst, noting that" . . . the lieutenant hadn't tmsted him when they'd met, and 

he hadn't trusted him when they'd parted" (73). By the end of the novel, 

however, the two have acquired a reciprocal, if hesitant, respect. The movement 

toward mutual understanding and respect gathers momentum in their 

simultaneous unraveling of the mystery at the end of .̂  Thief of Time and, by the 

time they work together in Sacred Clowns, the relationship is so close as to 

include their personal lives as well. In that novel, Leaphom is concemed about 

Chee's and Janet Pete's relationship, and Janet Pete's visit to Leaphom's home 

prompts his musing, "This is another coincidence . . . I am worrying about Chee 

and this young woman, and she appears to talk about him. It will be something 

personal" (236). Janet's visit is, however, on behalf of her client; it is Leaphom 

who makes it personal at the end, commenting on Chee's feelings for 
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Janet and saying, "I don't normally behave like this . . . [but] I'm Jim's boss and I 

like him, and I worry about him sometimes" (241). 

Leaphom's protective instincts where Chee is concemed are presaged in 

an earlier passage in Sacred Clowns, in which he says to himself that "[h]ad he 

and Emma had a son he might have been like Chee, a complicated mixture of 

intelligence, romanficism, logic, and idealism" (235). But Leaphom's dawning 

respect for Chee's investigative intuition and his innate intelligence puts the two 

on a more equal basis than Leaphom's musings might imply. Despite the 

disparity in their ages, Leaphom and Chee are both grown men, more like 

brothers than father and son in their investigative pairing. 

In both their clan linkages and their working relationship, then, Leaphom 

and Chee may be seen as "brothers"; in their personalities they exhibit further 

identification as Monster Slayer and Child Bom of Water. Chee's status as 

younger brother is a first step in his connection with Child Bom of Water. The 

water image is reinforced by his linkage with the Bitter Water Clan through his 

father (Gaines and Hammer 90) and the Waters Flow Together Clan through his 

grandfather, a connection Gaines and Hammer found in A Thief of Time (95). 

Of primary importance in Chee's identification as Child Bom of Water, 

however, is his avocation for the spiritual. Although his studying to be a Singer 

causes him many conflicting emotions in both the personal and the professional 

171 



realms, Chee cannot separate his calling to the shaman's role from his essential 

identity. No matter how many times he doubts his qualifications for the role, 

Chee always reaffirms his spiritual calling, even at the expense of his 

relationships with the women in his life. Chee's immersion in the spiritual is 

evident in all the Hillerman novels. In The Dark Wind he listens to tapes of the 

ritual songs as he goes about his detective duties (305) and prepares himself for 

the hunt for the killer and protects himself from the dangers of that hunt by 

performing the hunting ritual (355): in People of Darkness he protects himself as 

he approaches the witch's house by chanting the Stalking Song under his breath 

(184); in Talking God he finds the key to the investigation because he, a 

believer, sees that Highhawk was a believer, also, a concept Leaphom cannot 

grasp (300). All Hillerman's reminders that Chee believes in ritual and spiritual 

powers and all his portraits of Chee performing the ritual ceremonies reflect the 

personality of the younger of the Hero Twins. Chee's identification with Child 

Bom of Water is based on more than personality, however. He is a Hero Twin 

by action, as well. 

After the Twins receive their father's blessing and help, the two go back 

to the world of The People to destro) more of the monsters. In this second quest 

for cleansing of the land, however, the twins split up to fight Homed Monster. 

First, the brothers " . . . made two sacrificial prayersticks out of. . . the . . . 
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medicine plant . [a]nd . . . laid them in a turquoise dish" (Zolbrod 225). While 

the elder twin seeks out and destroys the monsters, the younger spends his time 

in prayerftil watch over the "holy cigarettes" (225), the guardian of the spiritual 

power of their dual duties as saviors of The People. In his role as singer, the 

spiritual guardian of the People, Chee, also, watches over the prayersticks and 

provides the necessar> linkage of the Navajo detectives with their spiritual 

ancestry and the spiritual strength for their daily encounters with the enemy. 

Although Leaphom's identification with the elder of the two Hero Tw ins 

is less obvious, he may be symbolically identified with Monster Slayer. Like 

Monster Slayer, Leaphom is spiritualK attuned to the Holy People and to the 

rituals given by those deities, but he is also the less ritualistically bound of the 

two detectives. Shaped in the symbolic image of the intrepid Monster Slayer, 

Leaphom is legendary long before he resigns his position as a Navajo policeman 

in The Fallen Man (9). The man of action, Leaphom/Monster Slayer relies 

primarily on his wits and logic to solve the mysteries of disharmony he 

encounters. In his continual quest for harmony, Leaphom exemplifies the 

purpose of the Hero Twins' life-quest, articulated by Monster Slayer as a quest to 

destroy all the Naayee' who ".. . remain on the surface of the earth . . . [a]nd . . . 

continue to increase" (Zolbrod 254). Monster Slayer's passionate declaration, 

'"We want to destroy them all! Until each one of them has been destroyed there 
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will be disorder on the surface of the world'" (Zolbrod 255) might well have been 

spoken by Leaphom, the passionate seeker after harmony and order in the 

Dinetah he lives in. 

For Leaphom, the restoration of harmony and order is a higher directive 

than law enforcement; in this world view he mirrors the Monster Slayer of 

legend. As Monster Slayer encounters the monsters in Dine bahane', he kills 

some and instmcts some to change their evil behavior into good behavior. 

Leaphom's insistence on harmony in his world also reflects this basic Navajo 

belief Examples of Leaphom's allowing the "monster" to effect his own 

redemption and help restore harmony include Skinwalkers, in which he agrees 

with Chee that the killers of the Navajo witches have already restored a harmony 

in Dinetah (282); A Thief of Time, in which he conceals killer Brigham Houk's 

presence and identity' (321); and The Fallen Man, in which he offers killer Eldon 

Demott the opportunity to tum himself in and then allows Demott's false suicide 

note to go unchallenged, in order to forestall further damage (289). In each of 

these circumstances Leaphorn rejects the "white man's" law-enforcement 

directives. For the legendary tribal policeman it is enough that the "monster" is 

allowed to realign himself with order and harmony in the universe and, thus, tum 

evil into good. 
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Witherspoon explains that, in the Navajo world view, "[e]vil keeps 

coming into the world when things get out of control and good thus becomes 

evil; then good retums to the world when, under control, evil becomes good" 

(77). This is the purpose of the healing ceremony: to re-order the universe by 

taking control of evil and tuming it into good. Farella's reminder that "[t]oday it 

is these [mythical] twins that are invoked in serious illnesses to again undertake 

the dangerous joumey to the underworld in order to rid the seriously ill patient of 

nayee'" (54) emphasizes the importance of the Twins in ceremonial healing. 

That Leaphom and Chee, as modem-day Hero Twins, are instmmental in the re-

establishment of order is also appropriate, for they bridge that gap between 

ceremony and daily life to effect a healing for The People. As Navajo Tribal 

Policemen, they participate in the re-ordering of the physical world when they 

remove the criminals who threaten Dinetah; in their agreement to subvert the 

legal system and insist on a metaphysical concept of "justice," they effect healing 

in both physical and spiritual realms. They cannot effect this healing without 

spiritual armor, however, and in that way also they are Hero Twins. The Twins 

of legend did not go forth unarmed on their dangerous joumey to destroy the 

nayee'. They first had to establish their identities in a search for their fathers, 

and this quest gave them the weapons they needed to seek out and slay the 

monsters. 
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Before they begin their quest for their fathers, the Hero Twins Monster 

Slayer and Child Bom of Water are discouraged by their mothers. Asked who 

their respective fathers are. Changing Woman says to Monster Slayer, "you have 

no father And neither does your brother there have a father" (Zolbrod 188). 

Undismayed, the two set out on their quest, and it is Spider Woman who tells 

them that they were both fathered by the Sun (Zolbrod 198). This knowledge is 

important to the two not only because it leads them eventually to the palace of 

the Sun (Zolbrod 205) but also because the quest itself becomes the defining 

shape of their lives. Along the way they encounter numerous monsters and, 

through both daring courage and cautious intelligence, conquer each destructive 

power (Zolbrod 200-252). Spider Woman gives the twins two talismans to 

enable them to conquer the monsters they encounter on their joumey: one is 

" . . . the sacred naayee' ats'os, which is a hoop fashioned out of life-feathers 

plucked from monster eagles" (198), and the other is a "magic song" that ends 

with the words "Long life is ahead; happiness is ahead" (199). With these two 

talismans. Monster Slayer and Child Bom of Water successfully negotiate the 

dangers and " . . . finally . . . [make] their way into the house of their father 

Johonaa'ei XhQ Sun . . ." (205). 

In their father's house. Monster Slayer and Child Bom of Water contend 

with him, but their dual quest is for identity. They have the clan identities they 
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need from their mothers. From their father they seek both acknowledgement and 

a portion ofhis powers (Zolbrod 205-210). They reach both goals. After the 

Sun says, "Tmly you are my sons" (210), he asks what they seek from him, and 

the ensuing conversation is laden with symbolic meaning. The twins reply, 

We have fled here to seek your help. Give us weapons so that we 
may resist the monsters. Give us weapons so that we can destroy 
Ye'iitsoh [the Big Giant] and his followers. 

Otherwise they wall destroy us. 

They will destroy all of us. (211) 

In their appeal the twins reveal the purpose of both their quest and of their lives: 

they have been created to save the people from the monsters. The Sun's 

rejoinder is also a reminder of identity. His quiet reply, "You must realize 

. . . that Ye'iitsoh the Big Giant is reputed to be my son also" (211), is an 

acknowledgement that the monsters are perversions of The People. When 

Monster Slayer and Child Bom of Water kill the monsters or otherwise disable 

them, they are restoring Original Harmony to the world. They change the 

disharmony of perverted creation into the originally intended unification of body 

and soul. Leaphom and Chee display similar symbolic identities and life-quests. 

Both Leaphom and Chee are "father-orphaned"; both their fathers are 

dead, mentioned only occasionally in the novels. Such orphaning is consistent 

with the heroic image in mythology, and the seeming insignificance of 

Leaphom's and Chee's patemal lineage is consistent with the Navajo cultural 
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emphasis on the Mother's clan as the clan conferring lineage. Although their 

fathers figure only fleetingly in the novels, however, Leaphom and Chee, like the 

Hero Twins, must seek out their fathers to find their identities and fulfill their 

destinies. For both Leaphom and Chee, the father image is The People: both find 

their identities and their strength to fight the nayee' in their shared Navajo 

heritage. 

In modem Dinetah, Spider Woman's magic songs are the ceremonies that 

link Hillerman's detective duo with the spiritual powers of the People. Both 

Leaphom and Chee utilize the ceremonies to solve the mysteries; both 

participate in ceremonials at different times. The magic of ceremony in 

Hillerman's Dinetah, however, is in Spider Woman's words: Long life is ahead; 

happiness is ahead. In modem Dinetah, the sacred hoop is wholeness, forged 

from the two detective-policemen's enactments of justice. Leaphom and Chee 

restore wholeness in Dinetah by enacting their own Navajo justice, and one of 

the major weapons they use is the re-affirmation of "power of two" in male-

female pairing. Empowered by the long life and happiness they find in male-

female relationships, Leaphom and Chee are able to restore justice as a spiritual 

grace rather than a legal revenge, and Spider Woman's songs and hoop are part 

of the transformation of evil into good that effects harmony in Dinetah. 

Although this alchemy may be found in any of the Hillerman novels, it receives 
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the greatest development in two later works, Sacred Clowns and The Fallen 

Man. In these two novels, Hillerman most clearly portrays Leaphom and Chee 

as the Hero Twins and most clearly develops the theme of "the power of two" 

and its contribution to the wholeness that results from Leaphom's and Chee's 

pursuit of justice. 

In these two novels the restoration of harmony through the power of two 

is illustrated by the male-female pairing of Leaphom with Professor Louisa 

Bourebonette and Chee with fellow Officer Bemadette Manuelito. Male-female 

pairing is of vital significance in Navajo metaphysics. Sandner observes that 

. . . most of the major powers [in Navajo metaphysics] are 
represented as pairs. The Sun and the moon are one such pair, and 
the Sun and Changing Woman another. Mother Earth and Father 
Sky, Changing Woman and white shell Woman, Talking God and 
Calling god, Monster Slayer and child of the Water, the Stricken 
Twins, the Holy Man and Holy Boy, Holy woman and Holy Girl, 
First Man and First Woman, and Com Beetle Girl and Pollen Boy 
(symbols of regenerative power)-all are examples of this pairing, 
of which many more could be found. (209) 

Sandner explains fiarther the importance of male-female pairing as a part of the 

creation of the sacred number four. He adds, "There are two kinds of pairing: 

one of opposite pairs, such as Mother Earth and Father Sky, and one of 

complementary pairs such as Monster Slayer and Child of Water" (209). This 

joining of opposites and complements is vital for the healing of disharmony, for. 

as Sandner concludes, "[t]hese pairings lead naturally to a quartemity: four is 
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the mling number of Navajo mythology, ft is the number of stability and 

balance, of orientation in this world and the upper and lower ones, and of 

completion and wholeness" (209-210). When he provides his two heroes with 

female companions, then, Hillerman does more than add a romantic element to 

his novels; he is, in fact, providing his Navajo policemen with the mystical 

power to effect healing for the Navajo community. 

In Dine bahane' the existence of the nayee' is explained as the result of 

the perversion of the natural intention of the male-female pairing ordained at the 

creation of First Man and First Woman. Formed from two ears of com, First 

Man and First Woman are commanded by the Holy People to "[l]ive . . as 

husband and wife," and their first offspring, twins, are hermaphrodites, 

" . . . neither entirely male nor entirely female" (Zolbrod 51). These offspring 

represent both of Sandner's "ideal" pairings-complementary twins and joined 

opposites—to comprise a sacred four within each set. Each of the succeeding 

four sets of twins is composed of one male and one female (Zolbrod 52), again a 

representation of the sacred four. In recognition of the sacred nature of the male-

female pairing. First Woman concludes that "[t]here should be a bond between 

man and woman" (Zolbrod 53). Her solution is marriage, of which she declares, 

"That bond should be strong; it should endure" (53). Having declared the ideal. 

First Woman is unable to sustain the reality, and when she and First Man quarrel 
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and separate, aligning the men and the women on opposite sides of the ri\er. 

perversion results. Having stepped outside the ideal, the men and women resort 

to autoerotic behavior to satisfy' their sexual needs (Zolbrod 58-63), and the 

result is the birth of the nayee'. Zolbrod's unequivocable assertion that this 

perversion of the ideal male-female coupling " . . . explains how monsters came 

to exist in this world" (97) sets the stage for Hillerman's detecti\ es to use the 

power of the male-female pairing to restore harmony in the Navajo universe. 

In a reversal of the gender separation in the origin stoPy, Leaphom and 

Chee both assiduously seek and cherish the male-female pairing, and the women 

in their lives aid them in their enactments of justice in their work as Navajo 

policemen. Before her death Leaphom's wife Emma was a wise and rational 

sounding board, Leaphom's constant reminder of the traditions and values of the 

Navajo. In A Thief of Time, for example, Leaphom remembers that, before 

Emma's death, he would have told her about the Friedman-Bemal case, "[a]nd 

Emma would have asked him three or four questions,. . . and then she would 

have smiled at him and used one of those dusty' aphorisms from her Bitter Water 

Clan" (29-30). Leaphom's reminiscences about Emma reinforce the Navajo idea 

of the completeness of the male-female pairing. After noting that Emma would 

come to some conclusions about the case he was working on at the moment. 
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Leaphom muses. 

Maybe Emma would be right and maybe she'd be wrong, and that 
didn't matter, ft was a game they had played for years. Emma's 
astute mind working against his own intelligence, honing his 
thinking, testing his logic against her common sense, ft helped 
him. She enjoyed it. ft was fun. (Thief 30) 

After Emma's death Leaphom at first feels he cannot continue to fight the nayee': 

he tenders his resignation in A Thief of Time (19-20) but is restored to purpose 

and vocafion by his rescue of Dr. Eleanor Friedman-Bemal, who reminds him of 

Emma and whose very name is an evocative whisper of Emma's. Closing in on 

the killer Elliot and rescuing Friedman-Bemal, Leaphom tells himself that 

Emma would have been intensely interested in the affair of 
Eleanor Friedman-Bemal, would have felt a rapport with her. 
Would have asked him, if he'd forgotten to report, what progress 
was being made. Would have had advice for him. Well, 
tomorrow he would find that woman. A sort of gift, it would be. 
(Thief 290). 

By finding Friedman-Bemal, Leaphom gives himself something, also. In A Thief 

of Time, Joe Leaphom says goodbye to Emma; tuming from his clinging to the 

dead past, he embraces the possibilities of a ftiture without her. 

Leaphom's acceptance of future possibilities restores him to vocation and 

leads him to a new male-female relationship. He is first "paired" with Dr. 

Bourebonette in Coyote Waits. Although she is not Navajo, her specializations 

include comparative mythology (17) and Navajo culture, and her interest is in 

ensuring justice for her primary Navajo informant, Hosteen Pinto (16). At her 
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prodding, Leaphom becomes involved in the case and, in the process of the 

investigation, becomes involved with Bourebonette. ft is significant that, on one 

of their investigatory trips, she reminds him of Emma when she goes to sleep in 

the car, and he muses, "Emma had slept like that sometimes on late night retums. 

Relaxed. Tmsting him" (53). Their developing relationship is presented as 

primarily intellectual, however, deepened through their mutual interest in 

anthropology and mythology. On that same long trip they discuss not only the 

Pinto case but also " . . . how Navajo mythology related to the origin story of the 

Old Testament, and to myths of the plains Indians, and police techniques in 

criminal investigations, and civil rights, and academic politics" (52). In addition, 

they share an interest in Eastem culture and mythology, and the novel ends with 

their making plans to travel to China together (209). 

The Leaphom-Bourebonette relationship follows the same pattem in 

Sacred Clowns. Although their trip to China falls through, the two move toward 

a more solid pairing, with Leaphom reviewing the facts in his cases with 

Bourebonette and, in the process, finding " . . . his mind settling into an old, old 

groove" (82), that "groove" he had with his wife Emma. As usual, Leaphom is 

seeking pattem and connection, and Louisa Bourebonette provides the 

"connection" between his case and Chee's when she asks, "What do you think 

could have been in that package*]̂  The one Chee mentioned, wrapped in the 

183 



newspaper* "̂ (85), thus providing essenfial help in Leaphom's solving the crime 

and restoring harmony to the world. The ending of Sacred Clowns reinforces 

the Leaphom-Bourebonette pairing when Bourebonette, having heard of 

Leaphom's suspension, comes to the Reservation to find him and says, "I thought 

you would need somebody." Leaphom's reply is, "I do I need you" (305). 

Thus, the Leaphom-Bourebonette relationship reinforces the Leaphom-Monster 

Slayer identification in two ways: it realigns Leaphom with the oppositional 

male-female pairing essential for "power" in Navajo metaphysics, and it supports 

the idea that Leaphom is the more "action-oriented," intellectual of the two 

twins. 

Chee's continuing difficulties in "finding the right woman" suggest that 

he is not only the younger, less mature of the detective twins but also the more 

idealistic. If both Leaphom and Chee are representations of the sacred 

"twinning" in Navajo metaphysics, however, it is inevitable that Chee, also, be 

concemed with oppositional pairing. Although his relationships with women 

very nearly take on a "soap-opera" cast, his seeking is very real, and his 

identification as the modem equivalent of Child Bom of Water makes that 

seeking irrevocably and inevitably bound up with his bi-vocational dilemma as 

pol iceman/shaman. 
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From his appearance in People of Darkness in 1980 through The Fallen 

Man (1996), Jim Chee has sought unremittingly both occupational and personal 

fulfilment, and his two quests are permeated with and mediated by his 

shamanism. Since his calling as singer is central to his identity as person and 

Navajo, it is essential that his marriage be consistent with Navajo culture in 

general and with traditional Navajo metaphysics in particular. As Chee matures 

as a character and as a singer, he moves from his attempts to craft relationships 

with women from outside Navajo culture to the possibility of a relationship with 

a woman in harmony with and committed to Navajo world view. This 

movement is necessary because Chee is inherently unable to forsake his calling 

as Navajo singer and healer; as the modem Hero Twin in charge of the 

prayersticks, he must be attuned to and committed to Navajo spiritual beliefs. 

As Chee explores the possiblities of relationships with three successive women-

Mary Landon, Janet Pete, and Bemadette Manuelito-he examines his 

shamanhood as well. 

Mary Landon, the first woman Chee is involved with, is patently 

inappropriate as the source of the power that comes with male-female pairing. 

On one level, Landon and Chee's discussions about the problems inherent in 

their attempting to reconcile two cultural heritages may be read as Hillerman's 

exploration of the significance of understanding and embracing one's own 
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cultural symbols and beliefs. But for Chee the problems cannot be resolved by 

reconciliation: for him, he says, the question is one of identity. In A Thief of 

Time, he explains to Janet Pete that, for him, the essential question was, "Did I 

want [Mary] enough to quit being a Navajo?" (125). Gary Witherspoon's 

commentary on the significance of male-female pairing in Navajo culture, 

however, offers another possibility for exploration. In Language and Art in the 

Navajo Universe, Witherspoon labels the husband-wife relationship one of the 

two primary "unmediated relationships" (105) in Navajo culture and insists that 

[gjender is a major attribute by which beings and entities in the 
Navajo world are differentiated and classified. Not only do all 
kinds of plant and animal species come in male and female 
varieties, but other things such as rain, mountains, ceremonies, 
hogans, directions, and so on also come in male and female 
varieties. (140) 

Witherspoon further explains that both male and female are necessary for 

completion in life, because ceremonies, a male domain,"... are rigidly and 

statically stmctured. They never change and are effective only when they are 

performed without mistakes or modifications." Since Navajo culture is centered 

around ceremony, this "inner" life is vital to cultural well-being. Equally 

important, Witherspoon says, is ". . . Navajo social and economic life," a female 

domain, which ". . . is characterized by movement and change, activity and 

productivity" (142). Witherspoon's assessment of the importance of male-female 

coupling is that, "[a]s the inner form, the male is associated with the origin and 
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culmination of things, whereas the female, the outer form, is associated with 

growth, process, and change" (142). Judged by these criteria, Mary Landon is 

inherently inappropriate as a wife for Jim Chee because she, an Anglo, cannot be 

a representative of Navajo social and economic life in the marriage. With Mar\ 

Landon, Chee cannot find complefion of the necessary inside-outside dichotomy. 

With Mary Landon, he lacks the "outside" half of the equation. 

Janet Pete, Chee's second choice for a life-mate, is the product of a 

Navajo-Anglo marriage, and although she stmggles to become a "real" Navajo, 

both her cultural background and her own longing for material wealth and 

societal power work against her retuming to her tribal roots. In some ways she 

seems, initially, an appropriate half to the essential male-female pairing. She 

first appears in Skinwalkers as a lawyer for the Navajo equivalent of Legal Aid, 

the DNA or "Dinebeiina Nahiilna be Agaditahe . . . 'People Who Talk Fast and 

Help the People Out'" (113-114). As a half-breed Na\'ajo who has come "home" 

to help The People beseiged by the Anglo legal system, Pete seems to Chee to be 

a better marital candidate than Mary Landon. She also functions for Chee in the 

same way as Louisa Bourebonette for Leaphom as a "partner" in solving the hit-

and-mn case in Sacred Clowns. In that novel Chee and Pete's conversation 

about law and justice concludes with their agreement that the hit-and-mn driver's 

monetary reparations fulfill a higher justice than would his arrest (278-279), and 

187 



Pete's assertion at the end of that conversation, "I decided I'm a Navajo" (279), 

holds promise for their union. In The Fallen Man, however, she succumbs to the 

call of the Anglo world, and Hillerman closes their relationship in the book with 

Janet's statement, "I know having a Navajo dad didn't make me a Navajo My 

culture is Stanford sorority girl, Maryland cocktail circuit, Mozart, and tickets to 

the Met" (270). 

In The Fallen Man Jim Chee finds closure for the irreconcilable 

differences that make his pairing with Janet Pete impossible, and the novel ends 

with Jim Chee's considering the possibiHties of a relafionship with Officer 

Bemadette Manuelito, a Navajo policeman who " . . . was really smart,. . . sweet 

to everybody around the office, and . .. always using her days off to take care of 

an apparently inexhaustible supply of ailing and indigent kinfolks, which gave 

her a high score on the Navajo value scale" (246). Manuelito understands and 

practices Navajo traditions and shares Chee's spiritual affinity for Dinetah. The 

most striking evidence of that sharing occurs when she says of Shiprock, 

"Beautiful, isn't it'j'. . . Tse' Bit' a'i'. It never seems to look the same," and 

reinforces her appreciation of its physical beauty with her knowledge of its 

mythological significance with the comment, "They say Monster Slayer couldn't 

get down either. When he climbed up to the top and killed the winged Monster 

he couldn't get down" (88). 
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Chee and Manuelito have an affinity in their professional relationship, as 

well. When he shows his map ofhis cattle-theft investigation to her, she 

immediately grasps the concept of mapping pattems in the crime (165), and it is 

her investigatory expertise that solves the mystery (251-252). Whereas Janet 

Pete was "Stanford sorority girl," Manuelito says, "I'm always trying to 

understand white people." Chee replies, "Me too" (250). In Manuelito Chee 

may find the symbolic joining ofhis two disparate professions, for she adheres 

to traditional Navajo beliefs and customs while successfully working in the 

Anglo legal system. 

While Hillerman's insistence on the "right" female for Chee may seem 

extreme to many Anglo readers, he has accurately assessed the importance of 

male-female pairing in Navajo metaphysics. In echo of Witherspoon, John 

Farella, in The Main Stalk, asserts that "[e]verything, as any Navajo will tell you, 

can be divided into male and female" (133), and "[c]ompleteness or entivity 

obviously results from a combination of the two" (134). Farella also adds that 

"[t]hus, married couples are referred to ceremonially as aMe naa'aashii" (134), 

a term he has previously defined as ".. . pairs (usually expressed as 'twins') who 

show a difference in their gender relationship if not necessarily a sexual 

difference" (133). In Navajo metaphysics, Farella concludes, the ". . . nddlee (the 

hermaphrodite) is strongly ( . . . as strongly an entity as can exist) complete . . . 
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and therefore has all potentials" (134). This "twinning" of different genders in 

marriage is important in Navajo metaphysics because " . . . incompleteness is in 

itself dangerous. . ." (Farella 167). The purpose of ceremonial practice is, 

Farella asserts,". . . one of transforming the patient from a state of 

incompleteness and sickness, to one of completeness" (169-170). Completeness 

is the state of hozho, the goal of ceremony and "[t]he key concept in Navajo 

world view" (Farella 16). The fiill term for this state of wholeness or completion 

is sq'a naghai bik'e hozho, and, Farella explains,"... an understanding of s^'a 

naghai bik'e hozho is an understanding of the whole. . . . [because] hozho is the 

whole" (17). 

In Navajo metaphysics, "[w]holes seem to be composed of two parts 

which are in a sense complementary and in another sense opposed" (Farella 176), 

so that the male-female relationship, composed of two parts at once 

complementary and opposed, is a state of wholeness. Thus, Leaphom's and 

Chee's desires for female companionship are movements toward wholeness in 

Navajo world view. For Leaphom, the more "wordly" Monster Slayer, the 

impetus is primarily loneliness. In The Fallen Man, he concludes that "[h]e was 

bored. He was lonely. The little house he and Emma had shared so many years 

had never recovered from the emptiness her death had left in every room. That 

was worse now without the job to distract him" (61-62). Because he is less 
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concemed than is Chee with the spiritual implications of male-female pairing, 

Leaphom is able to establish a relationship with an Anglo "non-belie\ er" without 

the recurring angst Chee experiences in his relationships with Mary Landon and 

Janet Pete. 

For Jim Chee, keeper of the prayersticks, a relationship with a woman is a 

metaphysical matter, a difference brought home in Sacred Clowns when he, 

agonizing over his relationship with Janet Pete, concludes that "[t]he problem 

was theological. The problem was how one defined the concept of hozho, that 

idea of harmony which was the very root and foundation of the Navajo religion" 

(244). For those reasons, his pilgrimage to the elders of the Dineh, what he 

terms ". . . the great conference at the Cayodito hogan. . ." (245), tums out to be 

less a discussion ofhis and Pete's clans and possible taboos and more a retum to 

" . . . the misty world of Changing Woman, First Man and First Woman, Talking 

God, and the great galaxy of oi\\Qr yeis" as well as a recounting of the separation 

story (Sacred 245). Chee's continuing goal in life is hozho; as a singer he is 

aware of the same theological tmths that the elders espouse and Farella expounds 

on in The Main Stalk about the significance of the male-female relationship. 

After a reminder that the separation story is about a people who lost 

hozho because they denied their sexuality, one of the "givens" of wholeness 

(147), Farella redefines sq'a naghai bike'e hozho as a combination of femaleness 
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and maleness. He says, "To be sq'a naghai is to be in the state of maleness 

unmediated by bik'e hozho, femaleness, or self unmediated by society" (170). By 

this definition Chee's search for a female companion is a spiritual search, a 

movement toward wholeness, a movement toward mediation ofhis maleness 

through femaleness. Thus the male-female relationship is mediated power, the 

same kind of power that comes in ceremony, when the patient is transformed 

" . . . from a state of incompleteness and sickness, to one of completeness. . ." 

(Farella 169). The male-female relationship is the opposite of the state that 

brought forth the nayee' and, at the same time, adds the power of two to 

the fight against unmediated evil, the monsters, bom of one rather than two, that 

threaten modem-day Dinetah. In opposition to the unmediated nayee', 

Hillerman's two, modem-day Hero Twins are paired with two women who share 

and complete their lives. Together, the two couples comprise the perfect number 

four, the holy number of the Dineh, and the detective twins are empowered by 

their mediated pairing to bring wholeness to their universe. They do so by 

insisting on justice-Navajo justice. 
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CHAPTER VIII 

EMBRACING THE OTHER 

Empowered by their ties to ceremonial reminders of creation and by their 

own re-enactments of metaphysical verities, Joe Leaphom and Jim Chee carry 

out their duties as Navajo Tribal Policemen in bringing criminals to justice. 

Tme to their calling as law-enforcement officers, they take advantage of the 

technological materials available to them in the Anglo law-enforcement world 

and cooperate with other law-enforcement officials as needed to solve the crimes 

and identify the criminals. Both Leaphom and Chee, however, are ultimately 

concemed with a Navajo justice that is significantly more important to them than 

the Anglo justice their jobs require of them. 

In some cases, the criminals Leaphom and Chee pursue are destroyed by 

the disharmony their evil has set in motion, as with James Tso of Listening 

Woman, killed in the explosion he meant for the hostages (314), and William 

Redd of Coyote Waits, stmck by a rattlesnake as he tries to recover the stamps 

for which he has killed (198). Other Hillerman criminals are destroyed by those 

who are threatened or hurt by their actions: examples include Dr. Reynolds of 

Dance Hall of the Dead, killed by the Zuni whose sacred rituals he violated 

(240); Leroy Gorman of The Ghostyvay, shot by Margaret Billy Sosi, whom he 
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has been hunting (562); and Randall Elliot of A Thief of Time, shot by the half-

wild Brigham Houk, whose friends and reclusive life Elliot has threatened. 

More often than not in Hillerman mystery plots, Leaphom and Chee track the 

criminals but are not the instmments of their deaths. Their relentless pursuits are 

testimony to their dedication as law-enforcement officers. In many cases, 

however, Leaphom and Chee subvert the Anglo legal system, allowing the 

criminals to participate in a different form of justice. 

For Leaphom and Chee, bom to a cultural tradition that not only does not 

value revenge as justice but also cannot understand such a concept, tme justice is 

most often a form of mercy, in which the criminal is allowed to contribute to the 

transformation of evil into good that is necessary to restore hozho in the 

universe. This concept of tme justice-of tuming evil into good-is both a 

reflection of a basic Navajo metaphysics and the major point at which Tony 

Hillerman erases the alienation of the Other in his Navajo-detective novels. In 

allowing the criminals to make restitution of some kind for their crimes or to 

enact their own redemption by participating in the act of tuming evil into good, 

Leaphom and Chee bridge the traditionally perceived chasm between the 

Christian doctrine of grace and the primary Navajo concept of hozho. Leaphom 

and Chee enact "Navajo justice" by re-creating the pattem in the mythical Hero 

Twins story of allowing the monster to participate in the re-establishment of 
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order. In the original story. Monster Sla\er begins his mission to save The 

People with the battle cr>',"... I wish to seek . . [the monsters] and destrox 

them" (Zolbrod 231), and that wish is at first ftilfilled by the deaths of the 

monsters. After the death of the Homed Monster Deelgeed, Monster Sla> er goes 

in search of the Rock Bird Monsters who dwell on ". . . Tse bit'a'iihQ Rock with 

Wings. . [,] a great black rock towering high above the desert plain 

surrounding it" (Zolbrod 232). The male and female Tse nindhaleehke, the 

monster birds, ha\ e their nest high on Tse bit'a'i, and both parents are killed in 

the encounter with Monster Slayer. First the male monster bird " . . . fell all the 

way down to the foot of Tse bit'a'i," and Zolbrod's description of the fallen bird 

is graphic: "Down he fell: down, down, down, down to the earth far below" 

(234). The description of the fall of the female monster bird is the same: "Down 

she fell: down, down, down, down to the hard ground far below" (235). The 

deaths of their parents frighten the baby birds, but Monster Sla\er allows the 

children to help him re-establish order to the world by tuming their evil natures 

into good. In his directive to the baby birds he sa\ s, "There is time for \ ou to 

become something else: something useful to my people and to earth-surface 

people in the days to come, when men and women shall again increase in the 

land" (Zolbrod 235). In this story, the parents' fall to the earth is a fortunate fall 

that opens the door to the opportunity for salvation for their children. 
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Monster Slayer offers a similar redemptive opportunity to others of the 

successive monsters he "slays" with mercy: some of these include the offspring 

of Tse dah hodzHMhi (Who Kicks People Off of Cliffs) (Zolbrod 244-245), the 

two youngest of Binddyee aghdnii (the Monster that Kills with His Eyes) (246), 

Shash na'aSiaahii (the Tracking Bear Monster) (249), and Tse naaghdii (the 

Wandering Stone Monsters) (251). Monster Slayer's choice to offer mercy rather 

than death to the evil beings he encounters springs from his recognition that the 

monsters are in ultimate substance both offspring of a perverted good, the 

intended sexual and spiritual union of male and female (Zolbrod 97), and 

children ofhis own father, the Sun (Zolbrod 211). The knowledge that the 

monsters spring from a perversion of an essential good enables Monster Slayer 

to realize that evil can be tum back into good; the realization that he is kin to the 

monsters allows him to see the underlying goodness in them and to offer them 

mercy. 

Monster Slayer's pattem of justice is repeated when Leaphom and Chee 

allow the criminals they apprehend to participate in the restoration of harmony in 

the universe by tuming their evil into good. In Sacred Clowns, for example, 

Chee allows Clement Hoski, the driver in the "Todachene hit-and-mn case" (88), 

to make reparation to the family whose family member he killed. For Chee, the 

case is concemed with both justice and with tradition. By tradition, the killer 
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should give monetary compensation to the family whose provider has been 

taken, and the hit-and-mn driver does that before the police have an\ clues to 

uncover his identity (Sacred 148). As a Navajo Tribal Policeman, Chee works in 

an Anglo-dominated world, so that he does not come quickly or easiK to the 

decision to subvert the legal system. At first he has a "white-man's" sense of 

justice, in which he vows to " . . have another shot at finding the cold-blooded 

bastard he was looking for" (164). He then shifts to a questioning of the nature 

of justice and says to Janet Pete that "[t]he question is bilagaani ']\XS\\QQ, or 

Navajo justice. Or maybe it's Do you tr>' for punishment or do you try for 

hozho"^" (273). 

Chee opts for hozho when he discovers that the hit-and-mn driver has a 

brain-damaged grandson, Emie, whose condition was caused by a white-man's 

crime, fetal alcohol syndrome (Sacred 199). The child's disability is the 

determining factor in Chee's refusal to arrest the hit-and-mn driver, first of all 

because his grandfather's arrest will orphan Emie. The primary reason for Chee's 

allowing Emie's grandfather to enact his own justice, however, is because a 

subversion of the "white-man's" law is in some way an evening-out of the 

original injustice of colonialism for the Navajo policeman. The child's disabilit) 

reminds Chee that tme justice is about setting things right, about tuming evil 

into good. For Chee, justice in this case is not about punishment and revenge 
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but about perversion of the original good in the male-female relationship and 

about his kinship with his Navajo brother. Reared "[n]ot to put an> value on 

punishment, but to put a lot of value on curing" (272), Chee chooses to follow 

his Navajo value system. 

Leaphom faces his own stmggles to define justice in Sacred Clowns, and 

he comes to much the same conclusion that Chee does about what is valuable 

and what is not, although he does allow the federal agents of the Anglo federal 

law enforcement system to arrest the killer, Davis. Leaphom solves the mystery 

and uncovers Davis as one of the killers, but he is not concemed with retributive 

justice. Pondering the probability of Davis's convicfion and punishment, 

Leaphom tried to figure the odds . . ., working with imponderable 
ifs, and he found he didn't really care. His mother would have told 
him not to worry, that the wind of life that blows through the 
minds of humans had tumed dark inside Davis. Evil had 
controlled him. By the laws of Navajo metaphysics he would, 
inevitably, suffer for that. What did the white man's thirst for 
vengeance matter? (302) 

Leaphom's mother's conclusion is correct. Hurt beyond cure by his betrayal at 

the hands ofhis best friend Appleby, Davis shoots Appleby and is arrested by the 

FBI (303), but he does not resist arrest because he has already lost the game. 

Stripped ofhis good name by Leaphom and the Koshare Clowns, keepers of the 

valuable things in life, Davis is already mined because the solution to the case 

will inevitably bring out the tmth that". . . the Honest Indian Trader had sold 
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a fake Lincoln Cane" (302). For both Leaphom and Chee the questions about 

justice are questions about value, and in Sacred Clowns, the primary theme is 

value. Like the sacred clowns of the Hopi tradition, Leaphom and Chee not only 

examine the metaphysical values in societal concepts of justice but require that 

others do so as well. 

In Sacred Clowns Tony Hillerman links Navajo metaphysics with 

Christian, specifically Catholic, doctrine more directly than in the previous 

Navajo-detective novels. He makes the connection first in the symbolism of the 

Hopi ceremonial masks. The purpose of the masks in Hopi rituals is to evoke 

both the image andthQ presence of the deities. Chee himself notes that" . . . 

even for an unbelieving Navajo outsider, the dancing [kachina] figures seemed 

more than human," even though he could see the "... very human sweat" and "a 

very ordinary Marine Corps anchor tattoo" on the dancers (12). This 

inside/outside symbolism is evocative not only of the Navajo inside/outside 

dichotomies in the creation stories but also of the inside/outside dichotomies 

present in the Christian concept of incamation. 

Hillerman notes also that this inside/outside tension, symbolized by the 

koshare masking, is representative as well of the ways justice is masked by 

legalities. In Sacred Clowns he makes the point that the koshare are the "ethical 

police" (178) of the Hopi, the ones responsible for exposing what is wrong in 
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society, what must be set right by those who are given the opportunity to "see" 

the tmth in the dramas enacted by the sacred clowns. In the novel, the Hopi 

koshare are generally commissioned to " . . . sort of call attention to things that 

are wrong in the pueblo" and specifically commissioned to tell the Hopi people 

that "SACRED OBJECTS [are] FOR SALE" (16). For Leaphom and Chee, the 

spiritual and judicial sacred clowns of the Navajo, the sacred object for sale is 

justice, ft is for this reason that Hillerman uses them to uncover the tmth about 

justice-that tme justice is a spiritual issue, not a legal issue. And there is no 

Other in essential spiritual tmths. 

The most direct, most obvious connection Hillerman makes between 

Navajo and Christian metaphysics in Sacred Clowns is in the scene in which 

Leaphom searches the victim Dorsey's trailer and finds a plaque with a quote 

from St. Francis of Assisi on the wall: "All he asked ofhis Lord / Was to be 

God's fool" (221). Considered by his contemporaries to be a modem saint 

himself (61), Dorsey is the Anglo Sacred Clown who recognizes greed and 

cormption in the Hopi community and whose actions and death unmask that 

cormption. In Navajo metaphysics, also, it is appropriate that he be the Sacred 

Clown to enact this justice, for Leaphom's invesfigation into his death is, in his 

estimation, an inquiry into " . . . the wrongfiil death of a chaste and saintly 

homosexual clown" (65). As a homosexual, Dorsey is evocative of the 
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hermaphrodite of Dine bahane' who comprises within one entity the male/female 

unity and the twin motif that comprise wholeness in Navajo metaphysics. As 

such he is the appropriate messenger of justice, whose death brings about the 

hozho that is the chief end of all of Hillerman's Navajo-detectives' investigations. 

Hillerman examines the connections between Navajo and Christian 

metaphysics with even richer symbolism in The Fallen Man, as if the latest two 

novels reflect the maturation of the Hillerman philosophy that there is no Other 

in spirituality. The title The Fallen Man and the actual fall of one man off Tse 

bit'a'i call up memories of two cultural myths: monster slayer and the monster 

birds and Adam and Eve. It is surely no accident that both these stories have 

redemptive themes. In Christian theology, the fallen man is an obvious reference 

to the Genesis story of the fall of humankind. As in the Garden-of-Eden story, 

so in Hillerman's novel the Fall, the seduction by evil, is a matter of value. 

Hillerman makes this point in an exchange between Eldon Demott and Leaphom 

about Hal Breedlove, the man who literally falls off the sacred mountain Tse 

bit'a'i. Demott says, 

[Y]ou know how the story goes in our Genesis. God created 
Adam and gave him absolutely everything he could want, to see if 
he could handle it and still be obedient and do the right thing. He 
couldn't. So he fell from grace. . . . 

Old Breedlove put Hal in paradise. . . . Gave him 
everything. . . . If I was a preacher fd say Hal's daddy spent a ton 
of money teaching his boy to worship Mammon. . . . (177) 
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Leaphom's reply makes the cultural connection: "We have some of the same 

philosophy in our own Genesis stor>. . . . First Man calls evil 'the wa\ to make 

mone>"' (178). The theological lesson is clear; in either culture, the pursuit of 

"wrong" values results in a fall from grace. The worship of money and the 

things money can buy instead of the worship of things of spiritual value results 

in death-the absence of hozho-md dismpts the harmony of the universe 

In The Fallen Man Demott understands the significance of the Eden story 

in Christian metaphysics, despite his disclaimer, "'I got no license to practice 

psychiatr\. . . . Or theology, either. . ." (177). Because Demott has killed his 

fellow humans, he must be brought to justice. Because his values are "correct" 

values, he is granted a form of mercy; he is allowed to participate in the 

restoration of hozho. Leaphom sympathizes with Demott because Demott values 

the things the Navajo value-the land and family—and does not want to see those 

things destroyed by commercial exploitation. He tells Chee, "I think Demott did 

this partly to keep the Breedlove Corporation from strip-mining the ranch. 

Ruining his creek" (293). In this sense, then, Leaphom and Demott are "kin," 

children of the same sun, and share kinship values. Although Leaphom is retired 

and has no authority to arrest Demott, rather than sharing his conclusions w ith 

the FBI, he allows Demott to tum himself in voluntarily. When Demott commits 

suicide instead, the Anglo judicial system is cheated, perhaps, of its justice, but 
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Joe Leaphom is satisfied (288-289). He has allowed Demott to tum the evil he 

has done into good and thus help Leaphom restore hozho in Dinetah. 

In his insistence that the Navajo story of the monsters and the Genesis 

explanation for evil in the world are related, Hillerman follows the reasoning of 

Paul Zolbrod. In a note to the fourth section of Dine bahane', Zolbrod says, 

. . . Part Four introduces an issue which has a parallel in Christian 
culture. For it should be noted that this fifth world in which a 
society coalesces would not have been the locus of such a coalition 
without the 'original sin' of the male-female discord described in 
Part One. Hence, we have what might be considered a Native 
American version of the familiar concept offelix culpa in which 
the original transgression of Adam and Eve is ultimately 
responsible for the advent of Christ. (409) 

For many Christians, the Edenic Fall was fortunate because it set off the chain of 

events whose culmination was redemption. Such redemption is possible only 

through a sacrifice that epitomizes grace-a gift of alchemy that tums a supposed 

evil into an essential good. In Hillerman's Navajo-detective novels, the same 

redemption is effected when the "monsters" become part of the transformative 

moment in which evil is tumed into good, in which the fragments of disharmony 

are drawn into the sacred whole that the Navajo call hozho. 

When Leaphom and Chee subvert the Anglo judicial system and allow 

their innate sense of Navajo "justice" to prevail, they remind Hillerman's readers 

that their world view is the same view held by many Christian theologians. The 

Sacred Hoops of Spider Woman are the circles through which evil is drawn and 
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changed into good. In another note to the stories in Dine bahane', Zolbrod 

concludes that". the feather hoops or naayee' ats'os were so effective in 

helping the twins calm the alien forces they encountered . . . " because the hoops 

control the forces and transform them. They are able to do so because ". . . the 

Navajo belief system does not establish good and evil as polar opposites. 

Rather, they are applications of the same primary force" (402). The evil 

monsters can transform themselves into good forces because they are, 

essentially, the "same primary force." When they re-enter the sacred hoop of 

unification, they negate the original sin of the separation of the sexes. 

The Navajo concept of gender halves and spiritual wholes is similar to 

Westem Neo-Platonic theories. One of the major movements in the Catholic 

tradftion is mysticism, and one of the major influences in the Catholic mystical 

tradition, particularly fourteenth-century British mystical tradition, is Neo-

Platonism. A simplistic explanation of Neo-Platonic thought and its influence 

on the Catholic tradition may be gleaned from the work of the twelfth-century 

theologian William of St. Thierry. 

One of the theological concepts from the Neo-Platonic tradition that 

influenced early Catholic doctrine is the theory of the existence of an original 

whole of which humans are a part and from which they are apart. The Neo-

Platonic theory is based upon an a priori assumption that wholeness is the 
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purpose of existence, the basis of the concept of Incamation. That the same 

assumption exists in Navajo metaphysics is confirmed by Farella's assertion that 

''[sjq'a naghai bike'e hozho . . . is completeness, but its source is the lack of 

completeness of the individual" (181). The connection between the two 

assumptions is William of St. Thierry's contribution to the mystical tradition: the 

concept of a trinitarian primordial wholeness composed of nous, animus, and 

anima. In Catholic thought, these three are connected with the doctrine of the 

Fall of Man. 

Thomas Michael Tomasic explains the difference between the more 

accepted view of the Fall and the Neo-Platonic theory. He says. 

The 'Fair generally means a complete break, by sin, with God with 
the following consequences: a radical ontological dualism 
between God and man; the incorrigible cormption of intellect and 
will, such that these faculties are incapable of achieving their 
proper objects . . . by their own natural power; and the necessity of 
God's causation to remedy the utterly helpless intellect and will by 
extrinsic revelations, illumination, and grace in order to redeem 
the human condition. (65) 

In this more traditional doctrine, humankind is incapable of bridging the gap 

between God and human. By this doctrine, humans are incapable of exercising 

"control." This doctrine seems in opposition to the Navajo belief in ceremony as 

a means by which humans can exercise a form of "control" over evil to bring it 

back in line with wholeness-Zzdz/zd. 
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William of St. Thierry's doctrine of the Fall differs, however. In Neo-

Platonic thought, the Fall is not the complete break often supposed but is, 

instead, a descent of the soul from the original whole. Tomasic explains that by 

William of St. Thierry's definftion 

'descent,' in Neoplatonic mysticism, does not designate a 
complete break with God, hence: the intellect and soul retain an 
ontological continuity with their source; the intellect and will are 
not by nature incorrigibly cormpted, but do achieve their proper 
objects by their own power; and it is within the soul's capability, as 
her natural tendency, to be the effective agent of her own ascent 
and restoration, although God's agency is required to effect union 
with him. (65) 

In many ways William of St. Thierry's Neo-Platonic thought would be 

comfortable for the Navajo metaphysicist. In their willingness to allow the 

criminals to participate in the restoration of hozho, Leaphom and Chee show that 

they believe that humans possess the capability to be agents of restoration. This 

belief is consistent with their Navajo upbringing, one in which ceremony is used 

to exert a form of "control" over disharmony in order to effect harmony. 

Although their actions are prompted by an understanding of justice from Navajo 

metaphysics, then, these two modem Hero Twins mirror Neo-Platonic thought. 

A second matter in neo-Platonic thought that can be seen in Navajo 

metaphysics is the concept of hozho itself For those Navajos who read Dine 

bahane' as both a description of the importance of the union of male and female 

and the explanation of the existence of that brokenness of nature they call 
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monsters, William of St. Thierry's explanation of the nature of God is familiar 

ground. St. Thierry, Tomasic explains, proposed that the being whom humans 

have designated God is the primordial whole from which humans were formed 

and that that whole is composed of nous (Unity itselO, anima (female), and 

animus (male). Tomasic explains that "[t]he descent of anima from animus, and 

the animus from Unity, implied an original hermaphroditic or androgynous 

conjunction of animus (male) and anima (female), and their primoridal union 

with Unity itself (65). This concept of wholeness bears some likenesses to the 

Navajo story of the original androgynous beings, whose physical gender had to 

be added later by First Woman (Zolbrod 55) and the account of the physical 

separation of the sexes (Zolbrod 58). 

William of St. Thierry's doctrine comes closest to Navajo explanafions of 

the presence of evil and disharmony, however, in the idea that the descent of 

anima and animus is ". . . neither a cause nor an effect or moral fault, but merely 

the normative state of affairs; nor is the embodiment of anima in the world an 

evil or a punishment for sin" (Tomasic 65). In an ecclesiastical tradition in 

which the patriarchal stance had consistently been that Eve/female was the cause 

of the Fall, St. Thierry's theology sounded a new note for examination. In further 

explanation of St. Thierry's metaphysics, Tomasic explains that "[m]oral fault 

occurs when the anima becomes voluntarily seduced by, and loses her identity 
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to, material objects" (65). This point is reminiscent of the Navajo medicine-

bundle explanation of evil as the worship of riches. Thus, Leaphom and Chee, 

in their Navajo heritage, are closer to the Westem Christian tradition than many 

readers may suppose. 

The theory that Hillerman sees no Other in spirituality receives added 

confirmation in his repeated evocation of the concept of hozho in the lives and in 

the work of Leaphom and Chee. For the Navajo detectives the goal of their 

investigative activity is not simply resolution of the mystery; it is not even the 

satisfaction of punishing criminals for their actions, a decidedly Westem concept 

of justice. Instead, Leaphom and Chee pursue resolution of the mystery in order 

to re-establish order in Dinetah. The ultimate goal, hozho, is the re-unification 

of male and female into a primordial wholeness; thus, the ftill name for 

hozho is s^'a naghdi bik'e hozho, the joining of the male and the female (Farella 

170). For William of St. Thierry and those fourteenth-century mystics and later 

theologians whom he influenced, the goal of Christians is the same: re

unification of the anima and the animus with primordial Unity. The relationship 

between these three entities may be drawn as a triangle or as a series of 

concentric circles, with nous (Unity) at the center and anima on the outer edge. 

The relationship is in suspension when nous, animus, and anima are not joined 

within the sacred hoop (Tomasic 54). When they are reunited, the result is 
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" . . . transcendent, unboundaried Union, Unity and At-one-ment" (Tomasic 61 )~ 

in short, hozho. The Neo-Platonic theory that 

[t]he task of mystical asceticism is to reestablish the androgynous 
union of noetic-psychic space, to restore the marital union or 
sympatheia between animus and anima by reversing the 
directionality of anima from subjection to things back to greater 
likeness to her animus [so that] the higher, mystical marriage 
becomes possible. . . (Tomasic 66) 

might have been penned by a Navajo shaman. The Navajo, however, would 

have made the theory into a story and re-affirmed the theological concept 

through ceremonial metaphor. 

Tony Hillerman has followed the Navajo way in his detective-policemen 

novels. Rather than belaboring the points of similarities between Christian 

theology and Navajo metaphysics, he weaves the stories of Coyote and the 

medicine bundle of riches and the Hero Twins and First Man and First Woman 

throughout the narrative. Instead of theological treatises, Hillerman offers his 

readers two Navajo Tribal policemen who, in answer to the primal need to find 

wholeness in a re-unification of animus and anima with essential Unity, seek 

meaningfial relationships with the women in their lives, stmggle with questions 

of personal integrity and identity, and emerge as agents of Original Grace. For 

Leaphom and Chee, the question is never about professional advancement or 

money; it is not even about "bringing criminals to justice." For Joe Leaphom 

and Jim Chee, the seeking and stmggling is about hozho. As Chee says, it is 
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theological. For Hillerman and his Navajo detectives, every action, e\ erv 

thought, ever\ definition of justice, in short, everything is theological. In his 

insistence that Coyote waits for all and that all must be drawn through Spider 

Woman's hoop into wholeness and completion, Hillerman reminds his readers 

that hozho is really the spiritual goal of all humans. In Tony Hillerman's Dinetah 

there may be culture clashes between Native-American and Anglo-American, but 

there are no hyphenates of the soul. 
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