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This year we lost one of our great colleagues, John Giltsoff, and as I finish writing
this present catalog I am reminded of my debt to him. I was fortunate to have met
John early on in my career—at one of my first New York Tribal Art Fairs fourteen
years ago. He was generous with his advice and had a sophistication in his art
dealing that I immediately wanted to emulate. I remember his explaining the
importance of truly matching each art object to a specific client. John’s clients
expected him to offer them pieces that fit their taste perfectly. It was not just a matter
of buying good, old authentic objects and hoping for the best. There had to be a level
of trust and rapport with the client that ensured total satisfaction. He seemed to
suggest his collectors would accept no less than complete perfection in this regard.
It seemed a lofty ideal well above anything I could hope to achieve.
In another circumstance, I remember complaining to John about the quality of the
lights installed in the gallery I was renting for my first Parcours des Mondes. I was
shocked to learn that he magnanimously spent 4,000 euros to completely replace the
track lighting in a gallery he was renting only for the week. With his sly smile and
slight tilt of his head, he remarked that with proper lighting one could easily recoup
4,000 euros on a single piece. And, of course, he was right. It is silly to be cheap
when presenting one’s collection.
And it was my admiration of John’s early catalogs for the Parcours des Mondes
that inspired me to follow suit. Producing my yearly catalogs is now a custom that I
both enjoy and take great pride in. I find it almost disrespectful for a beautiful object
not to be memorialized by publishing it in some permanent way. Otherwise, the
object passes through my hands from one collection to another without a trace to
record its beauty besides the happiness of its new owner. Which, of course, is fine,
but with the scarcity of quality Oceanic art and the relative lack of institutional
publications on the subject, it seems a disservice not to illustrate as many of the great
pieces as possible. Thus I present this year my largest catalog to date for the Parcours
des Mondes, with 50 pieces and essays by myself, Christian Coiffier, Harry Beran,
Virginia-Lee Webb and Robert Welsch. I hope the catalog is both beautiful and
informative—and presented in a manner that would have pleased John Giltsoff.

1 Massim Male Figure
Massim area, Milne Bay Province, Papua New Guinea
Ex. Louis A. Allen Collection
Ace Allen, Kansas City, Missouri
Louis Allen is best known in the tribal art field for his huge 1,300-piece Aboriginal art collection sold to the Art Gallery of
Western Australia in 1982. In addition to Aboriginal art, Mr. Allen also assembled some fine Oceanic art. He is also the author
of the book Time Before Morning: Art and Myth of the Australian Aborigines, Thomas Y. Crowell Company, New York, 1975.
It is hard to know exactly the function of this figure. Considering its size and angled form, it most closely resembles the canoe
mast pulleys used by the Massim on their larger trading canoes. Yet the figure lacks the second hole that the halyard would
have passed through. Either way, the hole behind this figure’s lower legs suggests it was meant to attach to something—
most likely a canoe or an architectural member.
Late 19th century
12⅜” (31.6 cm) in height
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2 Small Papuan Gulf Female Figure
Turama River area, Gulf Province, Papua New Guinea
Ex. Cornelis Pieter Meulendijk Collection (1912–1979)
Christie’s London, 21 October 1980, lot 290
Ex. Bruce Seaman Collection, Honolulu, Hawaii
In the Christie’s catalog it states: “These small figures
would appear to be similar to the small figures carved as
the ‘children’ to the large figures used in the mimia
ceremonies of the lower Fly River (Newton, 1961, p. 10).”
Published: Christie’s London, 21 October 1980, lot 290.
Christie’s London, 10 November 1981, lot 373.
Early 20th century
11” (28 cm) in height
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3 Small Coastal Sepik
Male Ancestral Spirit Figure
Sepik Coastal area, East Sepik Province, Papua New Guinea
Ex. Ralph Linton Collection (1893–1953)
Ex. J. J. Klejman
Ex. Dr. Martin Lunin (purchased from Klejman 6 December
1965)
Ralph Linton was a prominent American anthropologist who
did field research in the Marquesas in 1921/2 and was a
curator at the Field Museum of Chicago in the late 1920s. He
taught at the University of Wisconsin at Madison in the
early/mid 1930s before ending up at Columbia University in
1937. After WWII, Linton moved to Yale University and was
co-author with Paul S. Wingert of the influential Art of the
South Seas exhibition catalog for the Museum of Modern Art
in 1946.
Small ancestral spirit figures such as this would have had a
protective function. At the top of the head there is a hole for
suspension—probably to be hung on the outside of a man’s
string bag. The figure has a wonderfully outsized head with
deep-set eyes, pierced nose and ears with remains of red
ochre pigments.
19th century
5” (12.8 cm) in height
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4 Coastal or Lower Sepik
Ancestral Spirit Figure
Coastal or Lower Sepik River area, East Sepik Province,
Papua New Guinea
Ex. Walter Bondy Collection (1880–1940)
Ex. Jolika Collection of Marcia and John Friede
Walter Bondy was an Austrian landscape painter who lived
in Paris between 1903 and 1914, where he was a member
of the famous artists’ circle that congregated at the Café
du Dôme. As with many of his contemporaries, he built a
substantial collection of tribal art—much of which was
offered at a Hotel Drouot auction on 8 May 1928. The
present figure is most likely lot 267 from that sale.
It is important to note that this figure is not a bust but has
its legs bent all the way behind to its lower back.
Published: Cahiers D’Art: Fascicule consacré à l’art des
Océaniens, vol. 2–3, March–April 1929, fig. 48.
Pre-contact, stone-carved
19th century
7” (17.8 cm) in height
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5 Coastal or Lower Sepik River Male
Ancestral Spirit Figure
Coastal or Lower Sepik River area, East Sepik Province,
Papua New Guinea
Ex. Mathias Komor, New York (1909–1984)
Ex. Chicago Private Collection
Ex. Galerie Flak, Paris
Ex. Dr. Fred Corio, Blairstown, New Jersey
Mathias Komor was a world-renowned dealer of
antiquities, Asian and tribal art in New York from 1941 until
six months prior to his death in 1984.
This figure is pre-contact, stone-carved and has a wonderful
organic shape with a large head sitting low on the torso,
broad shoulders, pronounced buttocks and short but
muscular legs. There is a small quadruped surmounting the
head—probably a cuscus. On the underside of the base is a
round paper tag with Komor’s inventory number Q817.
19th century
6½” (16.4 cm) in height
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6 Aitape Area Male Ancestral
Spirit Figure
Aitape area, West Sepik Coast, West Sepik
Province, Papua New Guinea
Ex. French Private Collection
Ex. Serge Schoffel
Ex. Bruce Frank
Ex. Peter Boyd
Figurative sculptures from the Aitape area of the
West Sepik coast are very rare. This is a very fine
example with a distinct egg-shaped head, oval
eyes and arms that loop up the chin.
Late 19th/early 20th century
9⅞” (25.1 cm) in height
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7 Papuan Gulf Gope Board,
titi ébiha
Goaribari Island, Kikori River Delta, Gulf
Province, Papua New Guinea
Kerewa culture group
Ex. Harry Franklin Collection, Los Angeles
Possibly collected by Oscar Meyer between
1955 and 1961.
Ex. Anthony Meyer, Paris
Ex. Dr. Fred Corio Collection, Blairstown, New
Jersey
Exhibited: Arts of New Guinea. An exhibition
organized by Al Stendahl at the Santa Barbara
Museum of Art in 1964/5 that traveled to the
Municipal Art Gallery in Los Angeles, the Seattle
Art Museum and the Portland Art Museum.
Pre-contact, stone-carved
19th century
56” (142.2 cm) in height
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8 New Ireland Canoe Prow
New Ireland, New Ireland Province, Papua New Guinea
Ex. Pitt-Rivers Museum, Dorset, England, Room 9, Case
113. Purchased from Fenton & Sons May 1895.
Illustrated in Pitt-Rivers acquisition journal, volume 3, page
1119.
Ex. G. Allen Collection, Los Angeles, California
Canoe prows are both one of the oldest and most rare
forms of New Ireland art. One is clearly shown in Abel
Tasman’s drawing of 1643, New Ireland Shark-Callers in a
Canoe. Known examples in museum collections number
fewer than a few dozen. What is exceptional about the
present one, besides its strong sculptural form, is both its
early provenance and that it is obviously an old and wellused example.
Mid 19th century
16⅛” (40.9 cm) in height
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Dr. George Kennedy
by Michael Hamson

9 Upper Karawari River
Cave Figure, aripa
Upper Karawari or Korosemeri River, East Sepik
Province, Papua New Guinea
Ewa culture group
Collected by Dr. George Kennedy, Los Angeles
(1919–1980) in the early/mid 1960s.
Aripa figures were considered essential for a
successful hunt to the men of the Upper Karawari
and Korosemeri Rivers. The spirit of the individual
aripa had the power to kill the soul of specific
animals prior to the hunt—thus ensuring its realworld success that night.
Pre-contact and stone-carved
19th century or earlier
22⅞” (58.1 cm) in height
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For anyone with more than a passing interest in
New Guinea art, it does not take long to come
across the name of Dr. George Kennedy. Normally
it is in an exhibition catalog listing the provenance
for some old and significant figurative sculpture
from the Abelam or Karawari River areas.
Kennedy was a prominent geophysicist from the
University of California at Los Angeles who made
a number of collecting trips to New Guinea in the
early 1960s and was responsible for bringing
out many masterpieces from the Sepik basin.
George Clayton Kennedy was born on a
ranch near the small city of Dillon, Montana, on September 22, 1919. He is said to
have been educated mostly by itinerant
teachers—which makes his acceptance at
Harvard University at the age of sixteen truly
noteworthy. At Harvard, Kennedy earned his
B.S. and M.A. degrees and a Ph.D. in mining engineering and was appointed to the College of Fellows. In 1953, he was hired by UCLA to join their
geochemistry department—a position he held until
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In the early/mid 1960s Dr. George Kennedy collected many fine
pieces from the Karawari River area.

his death in 1980. As an experimental scientist,
Kennedy made important discoveries concerning the
temperatures in the Earth’s outer core, and his research into the relationship between volume change
and temperature of melting resulted in
what is still known as the Kennedy Law of Melting.
He was also instrumental in developing thermoluminescent dating and was a pioneer in the making of artificial diamonds for industrial use.
As a geophysicist, Kennedy had an inherent interest in the environment. He rallied against the pollution of California rivers and streams from the runoff
of agricultural fertilizers. The fertilizers added phosphates to the water supply that created hyper growth
of algae that would eventually deplete the water of
oxygen, which in turn caused large-scale die-offs of
native animals and plants. Kennedy’s idea was to

20

Michael Hamson Oceanic Art

bring in special algae-eating fish from the Andes
Mountains of South America to combat the blooms—
an idea that was ultimately nixed by the Department
of Fish and Game but was considered revolutionary
at the time.
In addition to his work as a geophysicist, Kennedy
was also a keen collector of pre-Columbian art and
orchids. He published papers frequently on the taxonomy of orchids and was an associate editor of The
Orchid Digest all the way up until his time of death.
Kennedy’s search for orchids took him to Borneo,
South America, Madagascar and India—resulting in
a collection that was reputed to be the largest private
collection in existence.
I have not been able to find out whether it was his
research in geophysics or his love of orchids that first
took George to New Guinea. His late wife, Ruth,
mentioned to me years ago that Kennedy’s first trips
to New Guinea started in the late 1950s. We do know
that he quickly became passionate about the artifacts
and by 1963 he was making forays into the more remote regions of the Upper Karawari River and
Abelam areas. Kennedy was not a casual private collector. He made successive trips to New Guinea in
1964, 1965 and 1966, amassing large collections of
artifacts—both ancient and less so. His enthusiasm
for the art must have been infectious, as I have encountered both old neighbors and friends of Kennedy
who also assembled significant New Guinea art collections.
Kennedy was collecting at a critical time in New
Guinea, when the Catholic religion was taking strong
hold in the villages in the Sepik River basin. The locals were encouraged to get rid of their “heathen” artifacts and take up the new belief system. Because of
this fortunate timing and his innate assertiveness, in
just a few short years George Kennedy built a significant collection of New Guinea art of a quality worthy to be exhibited at the Santa Barbara Museum of
Art (1964/5), St. Louis Art Museum, the Ethnic Arts
Galleries of the UCLA Museum (1967), the Art Institute of Chicago (1971), the Los Angeles County
Museum of Art and twice at the Bowers Museum in
Santa Ana (1975 & ’79).
While Kennedy obviously seemed to love the art for
its own sake, he also enjoyed the chase or pursuit of

a great object. Once in the Yukon at a sale of Tlingit
art, he was having breakfast at a café and struck up a
conversation with a local man. Kennedy was commenting on how the quality of art was not what it used
to be. His companion agreed, mentioning that his
grandfather was once one of the greatest carvers in the
area. In fact, he had carved a totem pole that was part
of the Chicago World’s Fair in 1893—and, sadly, it
was never returned to the family. Kennedy quietly
took note of this interesting bit of information. Once
back in Los Angeles, he started researching the errant
totem pole and chased leads that took him from
Chicago to New York, where he found out that the
carving had been donated to a Boy Scout camp in
southern Illinois. Kennedy hopped on a plane to
Chicago and drove to the camp to find the totem pole
cut in half but in otherwise good condition. He bought
the piece on the spot and was able to resell it for a big
profit to a collector in the Northwest who also had to
ship the pole out of Illinois himself.1
Dr. George Kennedy battled cancer for more than a
year and died on March 18, 1980, at the age of 60.
Note
1. I would like to thank Alan Grinnell for this and other insights
into Dr. George Kennedy.

An ancient Karawari River yipwon figure collected by
Dr. George Kennedy being readied to be shipped, 1963.
Two Abelam men carrying a large ceremonial house lintel
purchased by Dr. George Kennedy early/mid 1960s.

21

10 Upper Karawari River
Cave Figure, aripa
Upper Karawari or Korosemeri River, East
Sepik Province, Papua New Guinea
Ewa culture group
Collected by Dr. George Kennedy, Los
Angeles (1919–1980) in the early/mid
1960s.
The exact function of the flat female cave
figures is not known; however, Christian
Kaufmann relates that they were possibly
representations of two mythical sisters
responsible for making the surface of the
earth habitable by man—by creating
valleys and the groves of sago palm
(Kaufmann: 2003, pp. 24/5).
Published: Art of New Guinea: Sepik,
Maprik and Highlands, Ethnic Art Galleries,
University of California at Los Angeles,
1967, fig. 135.
Arts of Oceania, Shells of Oceania, Bowers
Museum, 1975, fig. 256.
The Ruth & George C. Kennedy Collection
of Ethnic Art, Bowers Museum, Ethnic Arts
Council of Los Angeles, 1979, fig. 54.
Christie’s Los Angeles, Pre-Columbian and
New Guinea Tribal Art, February 14, 1981,
lot 97.
Pre-contact and stone-carved
C-14 dating: 1646 to 1682 (National
Isotope Centre, GNS Science, New
Zealand)
34½” (87.6 cm) in height
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11 Karawari River Hook Figure,
Yipwon
Karawari River area, East Sepik Province, Papua New
Guinea
Arambak culture area
Ex. Bruce Seaman Collection, Honolulu, Hawaii
Mark and Lorraine Schapiro Collection, Baltimore,
Maryland
Pre-contact and stone-carved
Late 19th century or earlier
80¾” (205.1 cm) in height
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Ernest Thomas Gilliard in Papua New Guinea
by Virginia-Lee Webb, Ph.D.

There are numerous reasons that individuals travel to
Papua New Guinea and the surrounding island archipelagos. The national emblem and the flag illustrate one
reason, it is the home of the bird of paradise, and for ornithologists, it is a wonderland of plumage.
In the 1950–1960s, Ernest Thomas Gilliard (1912–
1965) and his wife, Margaret, an artist, made several expeditions to different regions of Papua New Guinea and
also New Britain. “Tom” Gilliard was a curator at the
American Museum of Natural History, New York. His
extensive scientific work was published by the museum,
and his legacy continues posthumously through the efforts of his colleague Mary LeCroy in the ornithology
department.i His research contributed to the knowledge
of one of the world’s rare and remotely located species
of birds. Additionally, the photographs he made during
his visits to Papua New Guinea provide us with a snapshot of some of the country’s greatest art and architecture made in communities on the Sepik River.
Gilliard made several trips to Papua New Guinea and
traveled extensively on the Sepik River from December 1953 to March 1954.ii He returned ten years later,
April 11–15, 1964, making “a canoe trip down the Sepik
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from Ambunti to Kanganaman and then to Angoram.”iii Like travelers before him, the 1953–1954 expedition had stopovers in Angoram and Marienberg,
the latter being a significant mission post established
by the Society of the Divine Word order (SVD)
whose members shared their knowledge of the area
with visitors. Gilliard’s base camp was Kanganaman
village.iv This was a fortuitous choice as the large and
important ceremonial house was standing and
Gilliard was able to make a significant corpus of
black and white, and color photographs notably documenting the spectacular architecture and sculptures.
While Gilliard’s work was focused on observing and
obtaining avifauna for the American Museum of Natural History, with examples also deposited at the Department of Agriculture, Port Moresby,v he also
collected sculptures for the museum. Similar examples of the mei mask illustrated here were deposited
in the museum’s collection.vi
The two sculptures published here, a mei mask
from the Sepik River area and a drum possibly from
New Britain, were in Gilliard’s personal collection.
It is not clear exactly where Gilliard collected or pur-

chased either object. The mask is a type that is created and used among the Iatmul and Sawos peoples.
In addition to Kanganaman, Gilliard visited the
Sawos area and Gaikorobi village on February 8–9,
1954, where he photographed the ceremonial house,
objects and people. Mei masks can be seen in several
of his photographs.vii
Gilliard also traveled to New Britain.viii He started
on November 19, 1958 in Kandrian in the southwestern region of the island and headed toward the
Whiteman Range.ix As before, the sighting of birds
and the procurement of specimens were the primary
objectives for his expedition. Again, he made Kodachrome and black and white photographs which
give us a glimpse into his activities and a view of that
time period in the region.
Gilliard’s photographs abundantly illustrate the articles about his expeditions featured in the National
Geographic Magazine. Today these images provide
us with a glimpse of the rich artistic traditions of the
Papua New Guinea communities during this time and
add to the mosaic of images made by visitors in the
twentieth century.

NOTES
i The author wishes to thank Joel L. Cracraft, Mary LeCroy
and George A. Corbin of the Ornithology Department of the
American Museum of Natural History for making Gilliard’s
photographs available for research and for sharing their
knowledge of his work with me.
ii For a discussion of these photographs, see George A. Corbin.
“E.T. Gilliard’s Ethnographic Photographs on the Middle
Sepik River: Kanganaman Village, 1953–54.” Pacific Art:
Persistence, Change and Meaning. Edited by Anita Herle,
Nick Stanley, Karen Stevenson and Robert L. Welsch.
Adelaide, Crawford House Publishing, 2002: 61–81.
iii E. Thomas Gilliard and Mary LeCroy. “Birds of the
Middle Sepik Region, New Guinea. Results of the American
Museum of Natural History Expedition to New Guinea in
1953–1954.” Bulletin of the American Museum of Natural
History. Volume 132, Article 4, 1966: 247.
iv Gilliard and LeCroy, 1966: 249.
v Gilliard and LeCroy 1966: 250. See also Corbin 2002 for a
discussion of Gilliard’s objectives.
vi Many of the objects can be seen through the American
Museum’s website. For similar examples, see objects
80.1/2264 and 80.1/2265.
vii See color photographs he made in Gaikorobi in Gilliard, E.
Thomas. “To the Land of the Head-hunters: An Ornithologist
Finds Bird Rarities and Glimpses a Dying Culture in
Innermost New Guinea.” National Geographic Magazine,
Oct. 1955: 437+. See also his black and white photograph
number 164 in the AMNH Ornithology Department.
viii Gilliard, E. Thomas. “Exploring New Britain’s Land of
Fire.” National Geographic Magazine, Feb. 1961: 260+.
ix Ibid 1961: 264.

27

12 Sawos Culture
Mei Mask
Sawos culture area, north of
Middle Sepik River, East Sepik
Province, Papua New Guinea
Collected by E. Thomas Gilliard
probably in Gaikorobi village,
February 1954
Ex. James Gilliard Collection
Early 20th century
24½” (62.2 cm) in height
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13 Murik Lakes Mask
Murik Lakes area, mouth of the
Sepik River, East Sepik Province,
Papua New Guinea
Ex. Dr. Fred Corio Collection,
Blairstown, New Jersey
Pre-contact and stone-carved
19th century
11” (28 cm) in height
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14 Coastal Ramu River Mask
Coastal Ramu River area, Madang Province, Papua New
Guinea
Ex. Jolika Collection of Marcia and John Friede
Pre-contact and stone-carved
19th century
17¼” (43.8 cm) in height
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15 Boiken Wooden
Yam Mask
Yangoru Boiken area, East Sepik Province,
Papua New Guinea
Ex. Bruce Seaman Collection, Honolulu,
Hawaii
While the Yangoru Boiken are not necessarily
known for the long yam ceremonies like their
neighbors to the west, the Abelam, there are
a small number of wooden yam masks that
suggest at least some history of yam displays.
This particular wooden yam mask is precontact, stone-carved and exceptionally fine.
The raised ridge that outlines the heartshaped face is elegant and precise. The
coffee-bean eyes are in high relief. The mask
is hollow in back with the wood being
exceedingly thin. The nose is deeply pierced
and the multiple layers of pigment attest to a
long ceremonial life.
19th century
9⅞” (25.1 cm) in height
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16 Boiken Mask
Coastal Prince Alexander Mountains,
East Sepik Province, Papua New
Guinea
Nagum Boiken culture
Ex. Mark Groudine Collection
This pre-contact, stone-carved mask
exemplifies the raw power of ancient
Boiken art. While maybe not as
refined as the art from some of their
neighbors, the Boiken people created
masterpieces of archaic intensity. The
sculptural form of this mask is
accentuated by the crusty layers of
ritually applied pigments—a visual
history of its spiritual importance.
Published: Hamson, Art of the Boiken
(2011, fig. 74).
19th century
18” (45.9 cm) in height
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17 Manam Island Mask
Manam Island, Madang Province, Papua New Guinea
Ex. Angel Bottaro and Joel Gauvin Collection
This pre-contact, stone-carved mask from Manam Island exudes the integrity of an ancient, well-used ritual object. The layers
of pigment are a testament to the many occasions the mask has danced in the service of a village. The orange, red and pink
pigments stacked on top of each other create a depth of color both beautiful and culturally significant.
19th century
25½” (65 cm) in height
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18 Coastal Sepik or Ramu
River Mask
Coastal area of Sepik or Ramu River, north coast of
Papua New Guinea
Collected by Dr. George Kennedy in the early/mid
1960s.
The beautiful colors on this mask are a reminder of
the bold vibrancy of New Guinea art in its original
context. So often objects found in museums and
private collections have the classic dark brown
patina of age. This is often because the pieces had
long lost their cultural utility and had resided in the
rafters of the village house for decades soaking up
the residue and smoke of countless indoor cooking
fires. But when a mask was in use, it was almost
always brightly painted and adorned with feathers,
shells, leaves and flowers—an assemblage of
materials valued both for their symbolism and their
visual impact. The present mask retains a sense of
that lively aesthetic.
In the 1967 Art of New Guinea catalog entry, it
states that the mask was “used in association with
canoe-launching ceremonies. Reportedly one mask
was placed at each end of the new canoe.”
The pair to this mask resides in the Fowler Museum
at UCLA.
Published: Art of New Guinea: Sepik, Maprik and
Highlands, Ethnic Art Galleries, University of
California at Los Angeles, 1967, fig. 69.
Arts of Oceania, Shells of Oceania, Bowers
Museum, 1975, fig. 259.
The Ruth & George C. Kennedy Collection of Ethnic
Art, Bowers Museum, Ethnic Arts Council of Los
Angeles, 1979, fig. 68.
Late 19th/early 20th century
20⅛” (51.2 cm) in height
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19 New Ireland Mask
Northern New Ireland, New Ireland Province, Papua New Guinea
Ex. Billy Jamieson Collection
This striking mask probably represents a ges spirit—both powerful and potentially
destructive. A similar mask is published in Assemblage of Spirits: Idea and Image in
New Ireland (fig. 14). In the catalog entry, the authors, Louise Lincoln et al., relate how
the ges spirits sometimes attacked humans who inadvertently spotted them. The
prominent flap coming from the mouth may depict the liver of one such unfortunate
victim (Lincoln: 1987, p. 106).
Late 19th century
17” (43.1 cm) in height
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20 New Ireland Mask
Northern New Ireland, New Ireland Province, Papua New Guinea
Ex. Boston Private Collection
Published: Christie’s Tribal Art, South Kensington, 1 December 1987, lot 62.
Late 19th/early 20th century
37½” (95.1 cm) in height
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21 New Ireland Mask
Northern New Ireland, New Ireland
Province, Papua New Guinea
Ex. Boston Private Collection
Published: Christie’s Tribal Art,
South Kensington, 1 December
1987, lot 61.
Late 19th century
33½” (85 cm) in height
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22 Middle Sepik River
Suspension Hook
Middle Sepik River area, East Sepik Province,
Papua New Guinea
Iatmul culture
Ex. Serge Brignoni Collection
Ex. Jolika Collection of Marcia and John Friede
This small suspension hook is pre-contact and
stone-carved with a beautifully rendered
mudfish head as its foundation.
Late 19th century
13¾” (35 cm) in height
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23 Boiken Bone Comb Fragment
Sassoya area, Coastal Prince Alexander Mountains, East Sepik Province, Papua New Guinea
Nagum Boiken culture
Ex. Jolika Collection of Marcia and John Friede
The bone combs from the Boiken people living in the Coastal Prince Alexander Mountains are both very rare and very
enigmatic. Obviously not meant for utilitarian use, the only hint of their previous function comes from one still in use in the
Sassoya area—where it is considered the most reliable form of healing, above even the modern hospital an hour down the
road in Wewak.
Of the small bone combs in existence, this has to be considered the finest. It has a depth of carving and clarity of design with
great beauty and complexity. The dark brown and glossy patina attests to a prodigious antiquity.
Published: Aesthetics of Integrity in New Guinea Art, 2007, pp. 66/7.
19th century or earlier
7” (17.8 cm) in height
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24 New Ireland Hornbill
Mouth Ornament
New Ireland, New Ireland Province, Papua New Guinea
Ex. Appleton Sturgis (1880)
Ex. American Museum of Natural History (1880 to 1965)
(S-2245)
Ex. Bernard Brown, Milwaukee, Wisconsin (1965)
Irene Beard, London
Long gone are the days when one could exchange for
artifacts from a museum as venerable as the American
Museum of Natural History. But back in 1965, it was still
possible, as evidenced by this extremely old and elegant
New Ireland hornbill mouth ornament. It had been on
deposit with the museum since 1880 from Appleton
Sturgis. Sturgis was one of the founders of the
Metropolitan Museum of Art in New York in 1870.
Mid 19th century
16¼” (41.2 cm) in length
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25 Massim Sail Hoist
Probably Dawson Strait area, Milne Bay Province, Papua New Guinea
Ex. Wayne Heathcote, London
Ex. Sotheby’s London, Dec. 11, 1978, lot 164
Ex. Anthony Meyer
Ex. Harry Beran (HB591) by exchange with Anthony Meyer in 1993
Ex. Jolika Collection of Marcia and John Friede
This rare form of Massim sail hoist is very unusual for being half-human and half-avian (This half-human/half-avian sail hoister
is the only one known, in the opinion of Massim art expert Harry Beran). Note the elongated open section where the piece
would have been lashed vertically to the mast, and the smaller hole with its obvious grooving is where the rope passed.
Overall, the patina is dark brown and glossy—indicating a long, useful life in New Guinea prior to being collected.
Published: Sotheby’s London, Dec. 11, 1978, lot 164.
Oceanic Art, Anthony Meyer, 1995, fig. 137.
19th century
11¼” (28.5 cm) in length
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26 Schouten Islands Drum
Probably Vokeo Island, Schouten Islands,
north coast Papua New Guinea
Ex. Loed van Bussel, Amsterdam
Ex. Jolika Collection of John and Marcia Friede
Ex. Wayne Heathcote, Brussels (Inventory No. 161)
Ex. Fred Corio Collection, Blairstown, New Jersey
There is a small subset of hand drums from Vokeo Island
that have a very distinct shape with a bulbous bottom (in
this photograph the bulbous is on the top, as I have chosen
to accentuate the beautifully carved figurative handle). The
handle is composed of a number of linked long-nose
ancestral spirit faces. Overall, the patina is a deep dark
brown.
Circa 1900
14½” (37 cm) in height as mounted
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27 Middle Sepik River
War Trumpet
Iatmul or Sawos culture, Middle Sepik River
area, East Sepik Province, Papua New
Guinea
Ex. Philip Goldman Collection, London
Ex. Jolika Collection of Marcia and John
Friede
Wooden trumpets such as this were often
carried into battle and blown after a
successful outcome to alert the village they
were coming back victorious and with
victims. This trumpet illustrates the best
qualities of early Sepik art—raw power
combined with clear, confident and
graceful lines.
Pre-contact and stone-carved
19th century
29½” (75 cm)
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28 Rare Coastal Madang Shield
Either Middle Ramu River or Coastal Madang area, Madang Province, Papua New Guinea
Ex. Boston Private Collection
In Shields of Melanesia, Harry Beran writes of the small circular shields carried in string bags slung under the arm. The two
examples illustrated are said to come from Aiome village on the Middle Ramu River, but there are other reports of these being
found in the mountains along the Madang coast (Beran and Barry Craig, 2005, pp. 54/5). While field collecting in the
Adelbert Mountains facing the coast, I was told the people used to use small circular shields—but never encountered any. The
present example is extremely old and unusual in having its woven sleeve still largely intact. The wood is very thin and smooth
from age.
Pre-contact and stone-carved
19th century
17” (43.1 cm) as mounted
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29 Sissano Lagoon
Paddle Fragment
Warapu village, Sissano Lagoon, West Sepik
Coast, West Sepik Province, Papua New
Guinea
Ex. Jean-Yves Brizot, France
Ex. Jolika Collection of Marcia and John Friede
I published this piece in my 2007 catalog, The
Art of the West Sepik, and I think my original
comments bear repeating:
I field collected this wonderful paddle
fragment from Warapu village at the mouth
of Sissano Lagoon on one of my first field
trips to the West Sepik Province in 1995. After
a few days in the area, I had boarded a small
boat for the long and bumpy ride back to
Vanimo. The dinghy was motoring toward the
entrance of the lagoon, preparing to leave the
calm waters for the rough surf always found
at the bar, when a man called out from shore.
He was holding this paddle fragment that he
stated came from his ancestors and was
carved with shell tools. I publish it here to
honor its historical significance and to
illustrate its superb and archaic design.
Composed of spirals, meandering tendrils,
stylized figures and looming eyes, the paddle
is a surreal masterpiece of free-flowing
organic forms carved in high relief.
Pre-contact, stone-carved
19th century
40⅛” (102 cm) in height
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30 Papuan Gulf Shoulder Shield
Freshwater Bay, Gulf Province, Papua New Guinea
Elema culture area
Acquired in 1894 by George Alexander Kennedy (inventory
number 31.1.94).
In 1906 it was bought by a group comprising Mr. Hoyle,
Mr. Ward, Mr. Thompson, Mr. Sutcliffe, Giulio Marchetti
and A.S. McCrea.
Purchased from an antiques shop in Buckinghamshire in the
1930s.
Mid/late 19th century
43¼” (109.8 cm) in height
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Arop Shield Collected by
Otto Schlaginhaufen in 1909
by Robert L. Welsch, Ph.D.
from the Franklin Pierce University
In pre-contact times and the early contact period,
shields were one of the largest portable pieces of traditional art found in most Papua New Guinea villages. This fine shield comes from Arop, one of three
large villages that were traditionally situated along
the shores of Sissano Lagoon, some 40 miles west of
the modern town of Aitape along the North Coast of
Papua New Guinea. It was collected by anthropologist Otto Schlaginhaufen in 1909 during a brief visit
to Arop and other villages along the North Coast of
New Guinea at the end of a two-year expedition that
had focused primarily on New Ireland. It was accessioned as part of the Schlaginhaufen Collection at the
Museum für Völkerkunde in Dresden, Germany.
Later it was acquired by John Friede as part of the
Jolika Collection and was exhibited at the de Young
Museum in San Francisco (Friede 2005: No. 18). It is
one of about 70 known shields from any of the villages at Sissano Lagoon, nearly all of them currently
in museum collections in Chicago, Berlin, Dresden
and Sydney.
Since July 17, 1998, Sissano Lagoon has become
best known for the tsunami with its 45-foot wave that
washed away the communities of Arop and Warapu,
both situated on sand spits on either side of the lagoon’s mouth. The tsunami also severely damaged
the Sissano villages a bit further down the shore. The
tsunami killed about 2,500 people, primarily in Arop
and Warapu. Each of these three communities had

been inhabited by more than 3,000 people. The devastation was so severe that everyone has moved to
several new inland settlements, far from the coast.
The effect of the tsunami is that nearly all of the material culture made before 1998 has disappeared and
the lives of the Arop and Warapu people have
changed dramatically (Welsch 2004).
Some of the smaller inland groups around Aitape
had traditions of large wicker masks, but at Sissano
Lagoon people had no such art forms. Some groups
around Aitape had painted sago spathe panels on
their haus tambaran shrines and men’s cult houses,
where clan symbols and designs were displayed, but
in the lagoon villages they used panels on the walls
of only one style of men’s house (Welsch 1998: 80,
83, 132; Neuhauss 1911: 1:231). Instead we know
that along the lagoon men carved clan designs on
three types of objects: shields, canoes and paddles.
Because of their size, only a handful of canoes were
ever collected from the lagoon. But early collectors
of ethnographic art and material culture collected
large numbers of paddles and shields. Paddles were
rather easily made from the abundant hardwoods
found in the tropical rainforests, and, thus, local men
were eager to exchange them for knives, beads,
cloth, tobacco and small mirrors.
Shields presented a different situation. The German New Guinea Company began asserting administrative control over the local people in the early
1890s. But when the company’s monopoly was abolished in 1899, the official colonial government of
German New Guinea was formed. Over the next
decade the German government extended its control
to nearly all of the coastal communities and “paci-

31 Sissano Lagoon War Shield
Arup village, Sissano Lagoon area, West Sepik coast, West Sepik Province, Papua New Guinea
Collected by Otto Schlaginhaufen in Arup village in 1909.
Ex. Museum fur Völkerkunde, Dresden
Ex. Jolika Collection of Marcia and John Friede
Published: New Guinea Art: Masterpieces from the Jolika Collection of Marcia and John Friede, 2005, fig. 18.
19th century
49¼” (125 cm) in height
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fied” local groups along the North Coast, imposing
punitive sanctions against villagers who violated German laws against inter-village violence. This Pax
Germanica made these large shields essentially unnecessary for daily life, and when German and American researchers came through the region collecting
for the major museums, these large wooden shields
were desired by foreign collectors and villagers found
they could exchange them for quantities of the steel
knives and exotic goods that village people desired.
Most shields had been removed from the lagoon villages by 1910.
With paddles, men decorated the blades with
carved and painted clan designs and emblems, a practice that is found from Tanah Merah Bay (the modern
Depapre, in the Indonesian province of Papua) eastward to the coast east of Aitape. Clan designs were
also carved and painted along the sides of the canoe,
especially toward the prow. We can see these distinctive designs in historic photographs taken in 1909
(Welsch 1998: 124). Traditionally, all of the canoes
and paddles were painted with three natural pigments: black (from a charcoal base), white (from a
lime or white clay base) and red (from a red ochre
base). Enamel boat paint became available after the
Second World War along with better (and cheaper)
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carving tools. These new materials and tools allowed
men in Arop, Sissano and Warapu to carve more
elaborate designs on paddles and canoes, painting
them with very bright and shiny enamel paint in yellow, red, green, blue, black, white and occasionally
even pink or purple. The details on the carvings are
far more intricate than at the beginning of the twentieth century.
Shields, not surprisingly, have not experienced the
same sort of efflorescence of innovative styles, motifs and colors, largely because they became obsolete during the decade from 1900–1910 and there is
no evidence that any new ones were being made during that period. Aside from a handful of shields made
specifically for sale to foreigners in the 1960s and
1980s or as modern clan emblems that symbolized
traditional culture and masculine strength, there were
no new shields made in any of the lagoon villages
after World War I. I encountered the effect of this
early obsolescence of shields in 1993 when I was interviewing older men in Warapu and Sissano about
shields collected for the Field Museum in 1908 and
1909 by anthropologists George A. Dorsey and Albert B. Lewis. Although older men born in the 1920s
recognized the shield designs in the Field Museum’s
collections as being from their communities, none of

the older men could offer specific details about the
motifs. In Warapu, men said that most of the shield
motifs represented various “fish” designs. But villagers could not be more specific than identifying
them as fish. Similarly, in Vanimo, along the coast to
the west, men could describe paddle and canoe designs as being “flying fish,” but they were unable to
identify which of the several possible species of flying fish the paddles embodied. Because Arop, Sissano and Warapu peoples get most of their fish from
the lagoon rather than from the open sea, some of
these fish designs may relate to various freshwater- or
brackish water–dwelling fish found in the lagoon.
But they may also represent important saltwater fish
that have special symbolic associations. (The Field
Museum has only one shield made in Arop and this
was actually collected in Sissano by curator A. B.
Lewis, thus I did not have an opportunity to explore
shields with photographs from the collection in Arop
during my research in 1993 and 1994.)
The design on this Arop shield is one that closely
resembles the fish motif found on Sissano and
Warapu shields. Arop and Sissano people speak essentially the same Austronesian language (from the
so-called Malayo-Polynesian family). Although the
Warapu speak an unrelated, non-Austronesian language in the Sko language family, our research suggests that its stylistic motifs and designs are virtually
interchangeable with those found in Sissano and

Arop. The homogenization of
styles and the meaning of
symbols parallels the effect of
intensive exchange relations
between friends up and down
the coast (Welsch and Terrell
1991, 1998; Terrell and
Welsch 1990; Welsch 1996;
Welsch, Terrell and Nadolski
1992). For this shield, I would
interpret the head of the fish as
being at the top of the shield
and the tail at the bottom.
Most Americans and Europeans will have a hard time seeing the image of a
fish on this shield since the iconography is so different from our Western expectations about design and
symbolism. When discussing these Sissano Lagoon
interpretations of motifs with American audiences,
many audience members generally feel I must be
wrong, but the dozen or so older men from the lagoons where I interviewed feel strongly that these
sorts of motifs are fish.
Shields of this sort were traditionally carved from
the buttress roots of large rainforest trees. Many, if
not most, of the early shields were made at least in
part with steel tools. It is not clear when steel knives
and axes first enter the Sissano Lagoon area, but it
was likely well before 1890. The Catholic missionaries had established stations near Aitape at Tumleo
Island and on the mainland at Lemieng (just east of
Aitape) in 1896. But the New Guinea Company had
been trading with steel tools since the 1880s.
This particular shield has a very solid provenance,
since it was collected in 1909 by the Swiss anthropologist Otto Schlaginhaufen, who spent most of his
career at the Museum für Völkerkunde in Dresden,
Germany. It bears a Dresden catalog number on the
reverse, and the tag is in Schlaginhaufen’s hand.
Schlaginhaufen (1959) published an account of his
travels in German New Guinea about half a century
after his fieldwork. Unfortunately, Schlaginhaufen’s
notes (1959: 202) make only a fleeting reference to
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his brief visit to Arop. During East German times,
Frank Tiesler, the curator, deaccessioned this shield
along with a number of other Schlaginhaufen pieces
in an effort to obtain hard currency that could be used
to acquire new collections. For example, Maria
Wronska-Friend (2014) made a new collection from
the Sissano Lagoon villages around 1990.
Although various missionaries, traders and employees of the German New Guinea Company had
no doubt collected a few shields from around Sissano
Lagoon, the major museum collections were obtained
over a two-year period by a series of visitors from
Germany and the United States in 1908 and 1909.
The first visitor to the area was the anthropologist
George A. Dorsey from the Field Museum in
Chicago, who accompanied Captain H. Voogdt, a
New Guinea Company employee who was the captain of the small steamer Siar. As I have discussed in
some detail elsewhere, Dorsey and Voogdt’s collecting strategy was to swoop into a village and buy up
everything they could (Welsch 2000). For example,
Dorsey and Voogdt visited the settlement of Warapu,
which had been located on a small island in the middle of Sissano Lagoon, within sight of Arop. But in
1907 a series of earthquakes and perhaps a small
tsunami caused the island to sink (Welsch 1998:
1:129–130). When Voogdt and Dorsey visited
Warapu in 1908, the men were more than happy to
sell off everything they had from what was left of
more than 100 pile houses over the water that remained:
From the rear of one house I saw a
great shield projecting. I at once entered into negotiations for its purchase
from the only native who had so far
ventured close to us. The object of my
visit known, I soon was surrounded by
canoes of big, healthy-looking savages, and the trade was on in earnest;
knives, fish hooks, fish lines went fast,
and soon our boat was loaded with
great carved plank shields and carved
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wooden dishes. I even had to refuse to
buy shields, as our boat was loaded to
the danger line, and should the wind
rise we would have had great difficulty in getting out of the lagoon over
the shallow bar. It was a strange sensation, this trading from a boat with
naked savages in canoes, who darted
in and out amongst the ruined houses,
all eager for a trade. [Dorsey 1909:
Oct. 1, 47th Installment]

When Dorsey returned to Chicago, he arranged for
his colleague A. B. Lewis to begin an expedition for
the Field Museum (Welsch 1998: 22–25). Lewis collected more than a dozen shields at Sissano, as he
documents in his field diary.
Sissano Shields. Large, finely decorated wood shields were common in
the old times. There seemed to be
some meaning to the decoration, but
was unable to find what it was, except
that some of the more realistic designs
represented men or animals. The men
frequently made small shields for the
small boys.
Got over a dozen shields, some
showing the points of numerous arrows that had been shot into them and
broken off. Shields are no longer
made. [Welsch 1998: 1:142]

While visiting Aitape and the lagoon at Sissano,
Lewis met Otto Schlaginhaufen, who was finishing
up his research in the colony. Lewis also met two
German collectors and researchers, Richard
Neuhauss (1911) and Georg Friederici (1910), both
of whom made collections from Sissano Lagoon that
largely became part of the collections of the Museum
für Völkerkunde in Berlin (Dahlem). Together these
collections by Dorsey, Voogdt and Lewis in Chicago,
by Neuhauss and Friederici in Berlin, and Schlaginhaufen in Dresden represent the largest and most im-

portant ethnographic collections from Sissano Lagoon. (For background on Schlaginhaufen and the
other collectors who visited the lagoon in 1908 and
1909, see the biographical entries in Welsch [1998,
Vol. 2], and for a more general context of early collecting in Papua New Guinea, see Welsch [2005].)
The other significant collections from this region
were collected in the 1920s and 1930s by Australian
government officers (Kiaps) or travelers like A. J.
Marshall (1938). Most of these objects are at the Australian Museum in Sydney or at the Papua New
Guinea National Museum and Art Gallery in Port
Moresby.
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32 Boiken Area Lizard
Lime Spatula
Probably Boiken area, Prince Alexander Mountains,
East Sepik Province, Papua New Guinea
Ex. Philippe Bourgoin Collection
Ex. Anthony Meyer, Paris
Ex. Jolika Collection of Marcia and John Friede
Based upon the body style with limbs in the hocker
position and the diamond-shaped head, I am
attributing this lime spatula to the Boiken culture.
Both the lizard motif and spirit figures in this body
composition are classic to the Boiken. In addition, the
majority of figurative lime spatulas from there have
diamond-shaped heads. Either way, it is a beautiful
piece of sculpture that is well-balanced with a
harmony of repetitive shapes and angles.
Published: Oceanic Art, Anthony Meyer, 1995, fig.
433.
Late 19th/early 20th century
21⅜” (54.1 cm) in height

72

Michael Hamson Oceanic Art

73

Frank Burnett
By Michael Hamson

33 Massim Figurative
Lime Spatula Top
Massim area, Milne Bay Province, Papua New Guinea
Collected by Frank Burnett, probably in 1910.
Ex. Annemarie and Charles Funk (the late Mr. Funk
was Frank Burnett’s great-grandson)
Ex. Erik Farrow, San Rafael, California
This ancient figurative end of a Massim lime spatula was
probably collected by Frank Burnett when he visited
several islands in Milne Bay Province at the end of his
1910 voyage through Polynesia, the Solomon Islands
and Papua.
The Massim art expert Harry Beran recently wrote an
essay on the Master of the Wedge-Shaped Torso and this
spatula is surely part of that corpus.(See Christie’s Paris Art
d’Afrique, d’Océanie et d’Amérique du Nord, 19 June
2014, p. 20, for Beran’s essay). The present piece has an
extremely sharp and crisp wedge-shaped torso, limbs
gracefully curved in the hocker position, and pierced nose
and ears—a characteristic found on only the very earliest
Massim lime spatulas.
19th century
6½” (16.5 cm) in height
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Frank Burnett was a wealthy gentleman from Vancouver, British Columbia, who made numerous collecting trips to the South Pacific from 1901 until his
death in 1930. He amassed an enormous collection
of artifacts, with over 1,200 being donated in 1927 to
the University of British Columbia, which later became the founding collection for the Museum of Anthropology.
Burnett was a Scotsman born in Aberdeenshire on
February 14, 1852. His father was a captain of a
Greenland whaler and Frank himself was apprenticed
to a sailing vessel at the age of 14. At age 18, Frank
moved to Canada, where his uncle was Archbishop of
Montreal. Frank worked in a number of various professions, including ship’s purser, stockbroker, farmer,
grain dealer, private banker and police commissioner.
In 1895, he moved to Vancouver, becoming a pilot
commissioner and real estate investor—the latter of
which made him quite wealthy. In declining health,
Burnett took a cruise to the South Pacific. The trip
would have a profound impact on the rest of his life.
Burnett recognized that the people and cultures he
encountered on that first voyage were in a crucial
transition from traditional to Western ways of life.
With a sense of urgency, he planned to return to the
South Pacific and venture to remote islands outside
normal holiday and commercial traffic with hopes of
encountering the fading native culture. To this end,
he retired from his business dealings in Vancouver
and purchased the 85-ton schooner Laurel with the
intent to quickly head back to the South Seas.1
In 1901, he embarked with his wife, daughter,
nephew and two friends for a two-year voyage to
Hawaii, the Gilbert Islands and Fiji. Burnett was in-

Frank Burnett surrounded by his "South Sea
Island native implements and curiosities" circa
1920s, Vancouver, B.C. Canada. Photograph
courtesy of City of Vancouver Archives.
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terested in both the indigenous cultures and the interaction between them and the white settlers and
visitors. He took many photographs and aggressively collected “native implements and curiosities.”2 Burnett’s stated purpose of the voyage was
“to study the habits and customs of the different
groups of natives visited, and to collect relics of
their former savage state.”3
After the first voyage, Burnett made nine more
extensive trips—to Africa, Australia, Asia and
South America. Many of the longer trips lasted between 10 and 18 months. All the while, Burnett continued his writing, taking photographs and
collecting artifacts. The results of nearly 30 years
of extensive travel were a collection of over 1,200
artifacts and four books: Through Tropic Seas, F.
Griffiths, 1910; Through Polynesia and Papua:
Wanderings with a Camera in Southern Seas, Griffiths, 1911; Summer Isles of Eden, Sifton, 1923; and
The Wreck of the “Tropic Bird” and other South Sea
Stories, Sifton, 1926.
Frank Burnett died of a heart attack on February
20, 1930, in Vancouver, British Columbia.4

FROM LEFT TO RIGHT
A view inside Frank Burnett's Vancouver residence
circa 1920s. Photo courtesy City of Vancouver
Archives.
Another view inside Frank Burnett's Vancouver
residence, circa 1920s. Photograph courtesy of City of
Vancouver Archives.
Part of Frank Burnett's collection acquired during his
numerous South Pacific voyages between 1901 and
the late 1920s. Photograph courtesy of City of
Vancouver Archives.

BACKGROUND AND LEFT
Frank Burnett's schooner "Tropic Bird" in which he
made numerous South Pacific voyages between
1901 and the late 1920s. Photograph courtesy of
City of Vancouver Archives.
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NOTES
1. The Laurel was later renamed the Tropic Bird.
2. The eel trap illustrated in the present catalog was collected
on Washington Island (also known as Teraina) on this first voyage in 1901. His account of its collection can be found in his
book Through Tropic Seas on page 61.
3. Through Tropic Seas, London, 1910, p. 66/7.
4. I would like to thank Jeannie Hounslow from the City of
Vancouver Archives for her assistance with the Burnett photographs illustrated here.
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34 Massim Figurative
Lime Spatula Top
Massim area, Milne Bay Province, Papua
New Guinea
Collected by Richard Aldridge in Alotau,
Milne Bay Province.
Ex. Jolika Collection of Marcia and John
Friede
This beautiful figure is from the top of a
Massim culture lime spatula. The decidedly
asymmetrical composition has the Massim
art expert Harry Beran speculating that the
figure possibly represents a deformity—
which is not without precedent for the
Massim. [Beran mentions a hunchback
female figure in the Fred Gerrits Collection,
a 19th-century standing figure with a
protrusion from the chest published by
Kevin Conru in The Color of Melanesia (fig.
21) and a freestanding female figure in the
Jolika Collection (HB326) with only one ear
and an arm much shorter than the other
(Beran, unpublished draft on the Jolika
Collection of Massim Art)].
Late 19th/early 20th century
5⅞” (14.9 cm) in height
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35 Massim Bird Top
Lime Spatula
Massim area, Milne Bay Province,
Papua New Guinea
Ex. Harry Beasley Collection, West
Abby, Kent (Nr. 4414)
Ex. Jolika Collection of Marcia and John
Friede
Late 19th century
8⅞ ” (22.7 cm) in height
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36 Massim Figurative
Lime Spatula

37 Massim Circular Top
Lime Spatula

Massim area, Milne Bay Province, Papua
New Guinea
Ex. Alex Philips Collection, Melbourne
Ex. Jolika Collection of Marcia and John
Friede
Published: Sotheby’s Paris, Nov. 30,
2010, lot 63.
19th/early 20th century
11⅝” (29.5 cm) in height

Moratau village, Goodenough Island,
D’Entrecasteaux Islands, Milne Bay Province, Papua
New Guinea
Southern Massim area
Ex. Tucker Collection
Stevens Auctions, 1922, lot 120
Ex. Harry Beasley Collection (Nr. 1238) 1922
Ex. Allan Frumkin, Chicago and New York
Ex. Allen Wardwell Collection, New York
Ex. Jolika Collection of Marcia and John Friede
Exhibited: Museum of Primitive Art, New York,
1964, Seafarers of New Guinea, Art of the Massim
Area.
Published: Chauvet, Les arts indigènes en NouvelleGuinée, 1930, fig. 222.
Newton, Art of the Massim Area, New Guinea,
Museum of Primitive Art, New York, 1975.
New Guinea Art: Masterpieces from the Jolika
Collection of Marcia and John Friede, 2005, fig.
411.
19th century or before
9¾” (24.8 cm) in height
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A Massim Spatula by the Master
of the Oral Projection
By Harry Beran

38 Massim Figurative
Lime Spatula from the
Master of the Oral
Projection
Probably Kitava Island, Trobriand
Islands, Massim area, Milne Bay
Province, Papua New Guinea
Ex. Alan Brandt Collection, New York
Ex. Jolika Collection of Marcia and John
Friede
19th century
9½” (24.1 cm) in height

Most Massim spatulas with anthropomorphic handles
display a figure squatting on a platform and carved in
profile relative to the plane of the blade. A small number of spatulas display a figure standing on a platform, usually facing forward relative to the plane of
the blade. Far more rare are spatulas of a brilliantly
innovative design in which there is no platform between the figure and the spatula’s blade and the blade
is split at the top so that it represents the figure’s legs.
In this way, the whole spatula becomes the standing
figure in a beautifully balanced design. Almost all the
examples of the design have an arc running from the
mouth to the top of the chest—an oral projection. We
do not know when or by whom the design was created, but the collection dates of examples of the design show that it was created before the 20th century.
Three such spatulas are illustrated here.
To my eye, the finest version of the design was created by the artist who carved the spatulas in Illus. 2

and 3, a carver I have dubbed the Master of the Oral
Projection. I know seven examples by his hand. In
addition to the two shown here, one each is shown
in Beran (1996 Plate 13), Masterpieces from the Sir
Henry Wellcome Collection at UCLA (1966: 124,
Cat. Nr. X65-7776) and Rousseau et al. (1951, Fig.
131). Two more are unpublished: one in the Australian Museum (E.63547) and another in the American Museum of Natural History, New York. The
seven spatulas are works by a woodcarver working at
the peak of his artistic powers.

ILLUS. 1 (RIGHT): A spatula where the whole spatula
represents a standing anthropomorphic figure with
the blade split at the top forming its legs. 32.7 cm.
Jean-Philippe Corsat Collection, formerly John
and Marcia Friede (Jolika) Collection, ex Crispin
Howarth, ex retired sailors’ home in Scotland. A
spatula of the same design and style was collected
by H. M. Dauncey in the Suau area in the decades
around 1900 (Plymouth City Museum and Art
Gallery, 1909.304).
ILLUS. 2 (LEFT): Spatula by the Master of the Oral
Projection with the whole spatula representing a
standing anthropomorphic figure. 24.1 cm. Figure
38 in the present catalogue, formerly John and
Marcia Friede (Jolika) Collection, ex Alan Brandt
Collection, New York.
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The following stylistic features, taken together,
distinguish the style of the spatulas by the Master of
the Oral Projection from others of the same design.
The face is triangular, has a straight brow, wellsculpted nose and ears, a nose with flared nostrils and
a pierced septum, and a long pointed chin with a
barely visible mouth at its end. The arc it shares with
other examples of the design emerges from the lowest point of the chin. The shoulders are angular and
the arms, carved free from the torso, are bent at right
angles. The forearms are shorter than in nature to
allow the upper arms to be parallel to the torso and
the hands meet on the belly. The chest carries concentric scrolling.
There is also a range of anthropomorphic betel nut
mortars, many with an arc running from the mouth
to the top of the chest. These too are extant in a range
of different styles. Four of them have a head carved
in the style of the Master of the Oral Projection and
may be by him. One is shown in Illus. 4. The second
is published in Newton (1975, Fig. 26), the third in
Beran (1988, Fig. 75) and the fourth, in the John and
Marcia Friede (Jolika) Collection, is unpublished.
One of the spatulas in the Australian Museum
(E.63547) and the mortar in Illus. 4 were collected in
the Trobriand Islands in the 19th century and this is
probably where the Master of the Oral Projection was
active in that century.
The spatulas by this master represent females, as
the vulva and clitoris are clearly shown on most of
them. The mortars do not indicate the figure’s sex.
The arc running from the mouth to the top of the
chest on these carvings may not represent the tongue.
In 1968, G. J. M. Gerrits collected a betel nut mortar
of the design described in Kitava, one of the Trobriand Islands, and was told that the arc on the mortar represents the mucus that runs from the nose and
mouth of a sorcerer when he dies (pers. comm.,
1994). In the Trobriands, sorcerers are male, but
some women are flying witches. More recently, another Kitava informant has told me that when such a
witch is on the point of sending an aspect of herself
flying, some of her facial features, including her
tongue, become enlarged and mucus may run from
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her mouth. Hence it is possible that the mortars are
related to sorcerers and the spatulas to flying witches.
PUBLICATIONS

Bourgoin, Philippe. 1994. “Lime spatulas from
Massim.” The World of Tribal Arts, Vol. I (4):
35–46—it’s Fig. 2.
The Australian Museum spatula E.20847 has been
published not only in my book on Mutuaga
(1996) but also in the following publication:
Moore, David R. 1968. Melanesian Art in the
Australian Museum. Sydney: Trustees of the
Australian Museum—it’s on p. 41 and the
photograph isn’t numbered.
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ILLUS. 3 (RIGHT): Spatula by the Master of the
Oral Projection with the whole spatula
representing a standing anthropomorphic figure.
Australian Museum A.16305. 29 cm. Acquired
by exchange from the Cambridge Museum of
Archaeology and Anthropology in 1883.
Photograph copyright the Australian Museum.
ILLUS. 4 (INSET): Betel nut mortar probably by
the Master of the Oral Projection. Collected by
Nikolai Miklouho-Maclay c. 1879. Peter the
Great Museum of Anthropology and
Ethnography, St. Petersburg, 402-16, 13.2 cm
high. Photograph copyright MAE
(Kunstkamera) RAS.
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39 Boiken Wood
Figurative Comb
Boiken culture, Prince Alexander
Mountains, East Sepik Province,
Papua New Guinea
Ex. Lee Lorenz (the art editor of The
New Yorker from 1973 to 1993 and
the magazine’s cartoon editor from
1993 to 1997)
Ex. Jolika Collection of Marcia and
John Friede
This is a very rare wooden comb
from the Boiken culture of New
Guinea’s north coast. The little
female figure is classic in form with a
large head and hands clasping the
belly.
Early 20th century
12¼” (31 cm) in height
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40 Middle Sepik River Spear Thrower Ornament
Mindimbit village, central Iatmul people, Middle Sepik River, East Sepik Province, Papua New Guinea
Collected on La Korrigane Expedition, 1935 (D.39.3/1461).
Ex. Robert Emile Bouchard Collection, Paris
Ex. Jolika Collection of Marcia and John Friede
The carved hardwood central portion of a spear thrower acted as a support to the spear shaft helping to keep it steady and
true to its target. It is no wonder that the carver chose a crocodile, an important mythological being to the people of the
Sepik, to serve this purpose. This particular spear thrower ornament is pre-contact, stone-carved and beautifully composed—
with the arc of the head, the body and the tail mimicking the curve on the underside.
Published: New Guinea Art: Masterpieces from the Jolika Collection of Marcia and John Friede, 2005, fig. 220.
19th century
8” (20 cm) in length
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41 Sepik Pigment Dish
Middle Sepik River, East Sepik Province, Papua New Guinea
Ex. Julius Konietzko Collection (Konietzko was a German dealer in ethnography starting in 1911 until his death in 1952)
Ex. Jolika Collection of Marcia and John Friede
Pre-contact and stone-carved
19th century
8” (20.2 cm) in length
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42 Large Papuan Gulf Bullroarer
Purari Delta area, Papuan Gulf, Gulf Province, Papua New
Guinea
Ex. James Duhoo Collection
Duhoo was an artist, ceramicist, engraver and abstract painter
who belonged to the abstract expressionist school. He was
among the friends of Madeleine Rousseau and presented his
first show with South Pacific art in Paris in 1946. (Christian
Coiffier, pers. comm., 13 Nov. 2013.)
Ex. Jolika Collection of Marcia and John Friede
Harry Tracosas Collection, Madison, Wisconsin
Published: Collection “Le Musée vivant” in L’Art Océanien
with texts by Guillaume Apollinaire and Tristan Tzara,
published by Madeleine Rousseau, 1951.
Late 19th/early 20th century
43⅛” (109.4 cm) in height
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43 Papuan Gulf Dance
Wand, aviya
Purari Delta region, Papuan Gulf, Gulf
Province, Papua New Guinea
Collected by Frank Burnett, probably on
his voyage to New Guinea in 1909/10.
Ex. Erik Farrow, San Rafael, California
Such dance wands from the Purari Delta
area of the Papuan Gulf are extremely
rare, with only one being published by
Douglas Newton in his classic Art Styles
of the Papuan Gulf, 1961, fig. 201.
Late 19th century
36” (91.4 cm) in height
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Stephen Chauvet
By Christian Coiffier

44 Schouten Islands Figurative Spear
Schouten Islands, north coast area, East Sepik Province, Papua
New Guinea
Ex. Stephen Chauvet Collection
While Stephen Chauvet attributes this spear to the Ramu River
region, I have collected nearly identical ones from the
Schouten Islands—which are only about ten miles to the west
of the mouth of the Ramu River. The small ancestral spirit
figure is classic for these islands and the Murik Lakes area on
the mainland. The figure is boldly present to ensure spiritual
assistance so that the spear hits its mark.
Published: Stephen Chauvet, Les arts indigènes en NouvelleGuinée, 1930, fig. 260.
Late 19th century
52” (132 cm) in height
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Born in Béthune in the north of France in 1885,
Stephen Chauvet was an outstanding student before becoming a doctor of medicine. He took part
in the First World War and was wounded. Shortly
after, through a present of an African statuette, he
discovered the extra-European arts of which he
quickly became one of the principal exponents in
France and he thus began collecting objects pertaining to “l’Art Negre” (indigenous art). About
1920 in Nice, he was lucky to acquire the art collection from Oceania which the Hungarian aristocrat Festetics de Tolna had brought back from his
voyage across the Pacific on his yacht, the Tolna,
and which he had preserved in a villa in Antibes.
As early as 1902, shortly after his return from the
Pacific, he had already donated the major part
(1,460 pieces) of his collection to the Budapest
museum. His Antibes collection was seized by the
authorities at the outbreak of the First World War.
No inventory of this collection having been drawn
up, according to Jean Roudillon, the official sale
was kept private (Antoni & Boulay, 2007: 131).
Stephen Chauvet thus became the owner of one of
the biggest private collections of Oceania of his
times. He discovered his rarest pieces in the collections of missionaries and in the French ports,
but also in Belgium, in Antwerp and Brussels. In
1929, during a public sale, he purchased objects
from Easter Island which had been brought back
by Pierre Loti.
Stephen Chauvet was to devote himself wholly
to presenting his finds to the public and, for more
than fifteen years, was to become one of the most
notable promoters of the “Arts Negres” movement
in France. Moreover, we now know just how
much the style “Art Deco” owes to extra-European art. In this way, he was going to participate in
various exhibitions for their promotion. As early
as 1923, Stephen Chauvet conceived the guide for
the exhibition devoted to indigenous art from the
French colonies in the Pavillon de Marsan
(O’Reilly, 1951: 220). He loaned a number of ob-

jects for the famous exhibition in the Theatre Pigalle organized, in 1930, by Charles Ratton, then
in the same year, he took part in the Paris exhibition of Oceanic art from the French colonies in
the Galerie de la Renaissance before involving
himself in the exhibition of “Art Negre” in the
Palais des Beaux-Arts in Brussels. In 1930–31,
he was given the job of preparing an exhibition
of indigenous art from the French colonies on
the occasion of the Paris colonial exhibition. He
corresponded with Pierre Loeb, Paul Guillaume, Francis Feneon and many others who,
like him, were interested in indigenous art
(O’Reilly, 1951: 220–221). In 1929, Stephen
Chauvet very generously endowed the Musee
d’Ethnographie du Trocadero in Paris with a
very considerable collection of African and
Oceanic objects. Out of a total of 814 objects,
some people today estimate that 537 objects
came from the Oceanic collection of Festetics
de Tolna. The museums of Rouen, Lyon,
Brest, Cherbourg and La Rochelle also benefited from his gifts or exchanges (Antoni &
Boulay, 2007: 132). Stephen Chauvet did not
merely collect objects, he also tried to document them. He had a global conception of the
arts and so published his first ethnological work
on African music, which was followed by reference works such as “Les arts indigenes de la
Nouvelle Guinee” [The Indigenous Arts of
New Guinea] and “L’Île de Paques et ses mystères” [The Mysteries of Easter Island] prefaced by his friend Doctor Etienne Loppé. His
last work, “Les arts de Tahiti et de la
Polynésie française” [The Arts of Tahiti and
French Polynesia], remained unfinished. In
the introduction to “Arts indigenes de la Nouvelle Guinee” [Indigenous Arts of New
Guinea] (1930: 17), Stephen Chauvet notes:
“We have chosen the works from New Guinea
in preference to those from other islands in
Oceania because they are particularly original
and powerful and, on top of that, of an inexhaustible richness.” Indeed, the iconography of
this work shows the great variety of the aes-

thetic production of the various populations of this
large island where Doctor Chauvet never set foot.
Stephen Chauvet was interested in everything, and
through the various objects he wanted to discover
the cultural particularities of their creators. He
died in Paris in 1950.
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Translation from the French: Grant Wright
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45 Papuan Gulf Bark Belt

46 Rare New Britain Phallic Drum

Probably Elema culture area, Gulf Province, Papua New
Guinea
Ex. Stephen Chauvet Collection (No. 98)
Only men who have achieved a certain level of initiation
wore the bark belts of the Papuan Gulf. The designs were
of course clan and initiation-grade specific. The motifs both
protected and empowered the warrior.
Late 19th century
7⅝ ” (19.2 cm) in diameter

Probably East New Britain area, East New Britain Province, Papua New Guinea
Collected by E. Thomas Gilliard probably in 1958.
Ex. James Gilliard Collection
There are only a small handful known of this rare type of New Guinea hand drum. With its distinctly phallic end, this type is
unique in the very large corpus of New Guinea drums. [I know of two such drums, one with Eric and Evarne Coote,
Mittagong, NSW, and the other in the collection of the National Gallery of Australia, Canberra, Australia. Crispin Howarth
from the NGA mentioned he has seen a total of five examples (Crispin Howarth, pers. comm., 1 July 2014)].
Pre-contact and stone-carved
Late 19th century
18⅜ ” (46.8 cm) in length
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47 Micronesian Eel Trap
Washington Island (also known as Teraina), Kiribati, Micronesia
Collected by Frank Burnett on Washington Island in 1901.
Ex. Erik Farrow, San Rafael, California
In Through Tropic Seas (1910), Frank Burnett writes, “The natives also catch a great many of a species of
conger eel, in a most ingeniously constructed wicker-work trap, a specimen of which they are very loath to
part with … .” He did end up collecting this present one with the help of a local trader.
When one understands the labor and ritual prescriptions used to make and use these traps, it is no surprise
Burnett had such a difficult time acquiring one. They take about a week to construct and everything from
the materials, ngea wood (Pemphis acidula), to the dimensions, the construction process, the pre- and
post-use routines, and bait tying are ritually governed and closely guarded secrets. ( I highly recommend
reading Katharine Luomola’s “Eels in Gilbert Islands culture: traditional beliefs, rituals and narratives” in
Journal de la Société des Océanistes, No. 72-72, Tome 37, 1981, pp. 227–237, for a full account of these
eel-catching rituals.)
Late 19th century
16⅞” (42.8 cm) long by 12⅜” (31.4 cm) wide
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48 Central Desert Australia
Wood Churinga
Central Desert area, Australia
Ex. Dan Eban Collection, Israel
Mr. Eban edited Art as a means of
communication in pre-literate societies:
The proceedings of the Wright
International Symposium on Primitive
and Precolumbian Art, Jerusalem, 1985.
Just when I thought I had seen all the
great churingas Australia could produce,
along comes this masterpiece. The
churinga has both great age and a
design that is complex, enigmatic and
beautiful. The shape is pleasantly wide
and unexpectedly rectangular. The
surface patina is old and the in-filled
pigments still strong.
19th century
18¾” (47.6 cm) in height
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49 Large Central Desert Australia
Wood Churinga
Central Desert area, Australia
Ex. Dan Eban Collection, Israel
Mr. Eban edited Art as a means of communication in
pre-literate societies: The proceedings of the Wright
International Symposium on Primitive and Precolumbian
Art, Jerusalem, 1985.
Late 19th century
42⅞” (108.9 cm) in height
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50 Very Large Central
Desert Australia Wood
Churinga
Central Desert area, Australia
Ex. Dan Eban Collection, Israel
Mr. Eban edited Art as a means of
communication in pre-literate societies:
The proceedings of the Wright
International Symposium on Primitive and
Precolumbian Art, Jerusalem, 1985.
While this outstanding churinga may not
be the tallest one I have encountered, it
sure is the most massive. Juxtaposed with
its impressive scale is a design that is
precise and refined. There is a fine surface
patina and remains of traditional ochre.
Late 19th century
50⅝” (128.5 cm) in height
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